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Bureau of American Ethnology,
Washington, D. C, June 8, 1915.

Sir: I have the honor to submit herewith the manuscript of a

memoir on Teton Sioux Music, by Frances Densmore, and to recom-

mend its pubhcation as a bulletin of the Bureau of American
Ethnology.

Very respectfully,

F. W. Hodge,
Ethnologis t-in- 1 'harge

.

Dr. Charles D, Walcott,
Secretary of the Smithsonian Institution.





FOREWORD

The analytical study of Indian music -which the writer commenced
among the Chippcnva lias boon continued among tiie Sioux. Those

familiar with the two books alrcnidy published ' will find no material

change in method of treatment in the present volume. We have but

passed from the land of pine forests and lakes to the broad jilains

where the bufl'alo came down fi"om tlie north in the autimin and

where war parties swept to and fro.

The present volume contains ta])ulated anal3^ses of 600 songs,

comprising the Chippewa songs previously published as well as the

songs of the Teton Sioux. By means of these tables the songs of

the two tribes can be comj^ared in melodic and rliytlimic peculiari-

ties. In Bulletin 5'S the Chippewa songs were grouped according

to their use, and descriptive, as well as tal)ulated, analyses disclosed

resem})lances between certain groups of songs having the same
mental concept. In the present memoir the comparison is based,

not on the use, but on the age, of the songs, this series being divided

for analysis into two groups, one comprising songs believed to be

more tlian 50 years old and the other comprising songs of more

recent origin. This analysis shows that the restrictions of civili-

zation have had a definite effect on the structure of Sioux melodies.

In presenting Teton Sioux music the writer desires to acknowledge

her appreciation of th(^ valued assistance of her principal interpreter,

Mr. Ro])ert P. Iligheagle, a meml)er of the vSioux tril)e and a gradu-

ate of Hampton Normal and Agricultural Institute as well as of the

business department of Carnegie^ College. Mr. Iligheagle's coopera-

tion covered the entire period of collecting the Teton material and

of preparing it for publication. To this work he brought a knowl-

edge of Sioux life and character without which an interpretation of

their deeper phases could not have been obtained. During Mr.

Iligheagle's absence it became necessary to employ occasionally

other interpreters, whose aid is acknowledged in connection with the

material which they int(>rpreted. The principal assisting interpreter

was Mrs. James McLaugldin, whose courtesy is gratefully acknowl-

edged.

The writer desires also to express her appreciation of the assistance

cordially extended by the members of the staff of the Bureau of

American Ethnology and of the National Museum in their respective

fields of I'esearch.

Frances Densmore.

1 Chippewa Music, Bulletin J,5, and Chippewa Music—H, BuUetin 53, of the Bureau of American Eth-

nology.
V
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'Take fre. h co-rage" 478 501

'The White Ilor. e Riders said this" 477 502

Two White B- .ffalo, take courage " 671 503

' The tribe yoi help " 672 504

Whenever the tribe assembles " 684 505

They depend upon you " 683 506

' I donated a horse " .• 579 507

' Hence they come " 578 508

'A short time " 558 509

LOVE SONGS

232. "Come" 659 510

233. Love song. (No words) (a) 590 511

234. i>ove 8<jiig. (No words) (6) 661 511



LIST OF SONGS XIX

SONGS RECORDED AT SISSETOX, S. DAK.
Serial Catalogue
No. No. Page

235. "You have relied upon me'' 645 513

236. "I have been helping"' 644 514

237. Song of the Ticketless society (no words) 678 515

238. Song concerning Fierce Face 662 516

239. Song concerning a message from Wa.*hington 646 517

240. Song of the famine 647 518

2. Arranged in Order of Catalogue Nl^ibers

Title of song

"The many lands you fear''

Song of cutting the sacred pole

Song of painting the sacred pole

Opening song of the Sun dance (a)

Song in honor of Two Bears

"I fear not"

••We are coming"

Dancing song (e)

do.(/)

do. ig)

Song in honor of Oni^han

"A spirit has come '

'

"Father, sing to me "

"From whence the winds blow "

" Something I foretold "

Song concerning war paint ,

"Tremble! O ti'ibe of the enemy" . . . ,

"A root of herb "

"Behold my horse! "

Song to secure buffalo in time of famine

"Chasing, they walked "

" Something sacred I \\ ear "

"An eagle nation is coming"

Song of the cro ,v and o vl

"Where the wind is blovving"

Song of the buffalo hunt (a)

do. (6)

Name of singer

Siya^ka

do..

do..

do..

do..

do..

do..

do..

do..

do..

do..

do..

do..

do..

do..

do..

.....do..

do..

do..

do..

do..

do..

do..

do..

do..

do..

do..

"The White Horse Riders said this"— do.

"Take fresh courage "

Opening song of the Sun dance (b)

Song of the departure of the young men

do....

Lone Man.

do....

Serial

No.

8

]1

13

19

188

185

5

33

34

35

150

74

73

75

76

138

139

113

140

183

112

105

55

50

51

180

181

224

223

20

9

Page

109

113

117

128

453

449

105

146

147

148

369

232

230

233

234

353

354

304

355

445

303

295

193

1S6

187

440

441

502

501

129

110



XX LIST OF SONGS

2. Arranged in Order of Catalogue Numbers—Continued

Cata-
logue
No.

481

482

483

484

485

486

487

488

489

490

491

492

493

494

495

49f)

497

498

499

500

501

502

503

504

505

506

507

508

509

510

511

512

513

514

515

516

517

518

Title of song Name of singer

Lone ]\[an.

....do....

....do....

....do....

....do....

....do....

....do....

....do....

....do....

....do....

....do....

Song of the return of the young men.

.

Dancing song (c)

"Wakag^tagka hears me"
" I have conquered them"

Dancing song (d)

Song of ^dctory over the sacred pole. .

.

Song of lamentation

'"With dauntless courage "

"I sing for the animals"

"My horse"

Song concerning a dream of the thun-

derbirds

"The horsemen in the cloud "

"Before the gathering of the clouds" .

.

"A wind"

" In a sacred manner I return"

Song in time of danger.

Song for securing fair weather

Song of the Braves' dance

Dancing song (a)

Song of preparing the sacred place. .

.

Opening prayer of the Sun dance

Song at sunrise do

"Black face-paint he grants me" ' do

Song concerning the sun and moon. . .
.

'
do

Dancing song (6) i do

....do...

....do...

....do...

....do...

....do...

Red Bird.

....do...

....do...

....do...

....do...

Noon song

'

' Even the eagle dies "

" I took courage "

Song of the Strong Heart society (a) . .

.

"Captives I am bringing"

"Behold all these things"

"We will eat"

"These are good "

"You -will walk "

"I am sitting"

Song preceding treatment of fractures.

An appeal to the bear

Song of the bear

do

Eagle Shield.

do

do

do

do

do

do

do

do

do.......

do

do

Serial

No.

10

31

26

28

32

12

23

7

61

62

40

37

38

41

42

39

4

6

29

17

21

36

27

25

30

24

164

165

116

166

81

83

84

85

82

86

87

88



LIST OF SONGS XXI

2. Arranged in Order of Catalogue Numbers—Continued

Cata-

logue
Xo.

519

520

52i

522

523

524

525

52G

527

528

529

530

531

532

533

534

535

536

537

538

539

540

541

542

543

544

545

546

547

548

549

550

551

552

553

554

555

556

557

Title of sona:

''Bear told me "

"They deserted their leader "'

" One of them will be killed "'

"I intend to take his horses"

"Adventures I seek"

Wolf song

Song oi the moccasin game (/)

Song of the grass dance (c)

"Friends, go on! "

'

' Those are not my interest
'

'

"Horses I am bringing ''

'

' I look for him in vain "'

"You may go on the ^varpath"'

"Watch your horses"

"I made it walk"

Song of the White Horse Riders («). .

do.(5)

"A wind from the north "

"Prancing they come "

Song of the Elk society

"I have caused them to roam "

•

' May this be the day "

"A wolf nation called me ' father'
"

Song of a ghost

"His horses he granted me "

Song of the Strong Heart society (h)

Song of the buffalo hunt (c)

"I come"

"A wolf I considered myself"

Song of the Strong Heart society (c)

.

Song of the Buffalo society (a)

do. (6)

Song of the moccasin game (a)

do.(6)

Song of the Badger society (a)

do.(6)

"Their voices could be heard"

"Against the wind "

Song of -the Strong Heart society (d)

Name of singer

Eagle Shield.

do

do

do

Two Sliields.

do

do

do

do

do

do

......do

do

do

do

do

do

do

do

.....do

do

do

do

do

do

Gray Hawk.

.

do

do

do

do

do

do

do.......

do

do

do

do

do

do

Serial

No.

89

167

168

169

130

133

211

200

128

125

145

152

151

127

52

123

124

93

111

104

68

94

67

219

131

117

182

100

129

118

101

102

206

207

120

121

t)8

99

119

Page



XXII LIST OF SONGS

2. Arranged ix Order of Catalogue Numbers—Continued

Cata-
logue
Ko.

558

559

5(i0

561

5G2

563

564

565

566

567

568

569

570

571

572

573

574

575

576

577

578

579

580

581

582

583

584

585

586

587

588

589

590

591

592

593

594

Title of sons Name of singer

"A short time" Gray Hawk. .

,

Song of the moccasin game ((/) do

.do.(c).

.do.(e)

.do.

.do.

"He comes to attack '"
' Charging Thun-

der.

"Worthy of reverence" ! do

"A blacktail deer" do

"From everyTvhere they come" do

"A sacred stone nation is speaking" do

"They move with a purpose " do

Song of the old wolf do

"I am walking" do

Song of the young wolves I do

"The thunderbird nation " do

Ceremonial song of the Mi.va'tani do...

society.

"My horse flies Uke a bird " Brave Buffalo.

.

"Father, behold me" Shooter

"My hfeis siich"
!

do

"You should give up the v.arpath " I do

Song of the Buffalo society (c) ' do

"Hence they come" , . .' do

"I donated a horse"
I

do

Song of the Fox society (6) ;

do

A bear said this " do
'

' I was ordered to return "

"It is I, myself"
'

' Horses I seek "

"When I came you cried "

" I struck the enemy "

"I come after your horses"

" Two war parties"

" Sister, I bring you a horse "

Love song (a)

"He is again gone on the warpath "

Shufning-feet dance (b)

"They are charging them "

Song of the grass dance (d)

do

Swift Dog

do

do

do

do

do

do

do

do

Kills-at-Night.

do

do

Serial

No.

231

209

208

210

58

63

56

66

64

65

49

1

48

43

122

108

71

lOG

154

103

230

229

115

57

72

170

171

172

173

174

175

176

233

153

202

195

197

Page



LIST OF SONGS XXIII

2. Arranged in Order of Catalogue Numbers—Ooutiiiiu'd

Title of sons:

Song of the grass dance (c)

do.(«)

do.{d)

Game song

Song when a game is ahnost won.

.

Song of the shuttUng-feet dance (a)

Song of the night dance

"May you behold a sacred stone nation"

"

"The sunrise"

"When a horse neighs "

"Horses are coming"'

"A buffalo said to me "

" Owls hooting "

Weapon song

Song of the elks ,

"Behold the dawn !
"

,

"It is difficult" *.

Song of Sitting Bull (a)

do.(b)

"I wish to do my part "

*

' His customs I adopted "

"See my desire"

"The earth only endures"

Song of victory

Begging song

Song of the maiden's leap

"Tell her"
'

'An elk am I "

"May I be there"

"A prairie fire"

Song concerning Sitting Crow

"A spotted horse"

"Owls hoot at me"

Song after raising the sacred pole (o) .

.

do.(6)

do.(c)

Song of final visit to the vapor lodge ...

" In a sacred manner I live"

Name of singer

Kills-at-Night..

do

do

do

do

Ivills- at- Night

and wife.

do

Brave Buffalo.

.

do

do

do

do

do

do

do

do

Used-as-a-Shield

do

do

do

do

do

do

do

do

do

do

One Feather.

do

do

do

do

do

Red Weasel

.

do

.....do

do

Bear Eagle...

Serial

No.

198

196

199

212

213

201

203

59

79

109

110

44

47

45

46

80

134

193

194

186

187

141

142

214

205

218

143

107

156

157

158

159

160

14

15

16

18

77



XXIV LIST OF SONGS

2. Arraxged in Order of Catalogue Numbers—Continued

Cata-
lojajue

No.

033

G34

G35

G3G

637

G38

639

640

641

642

643

644

645

646

647

648

649

650

651

652

653

654

655

656

657

658

659

660

GGl

662

663

664

665

666

667

668

669

670

Title of song

"A voice I sent" Bear Eagle . .

.

"Clear the way, I come" do

Name of singer

''At the wind center I stand " do

Song of self-reliance. Old Buffalo.

.

"I tim the fox" ; do

"I look for them" do

"Toward them I walk"

"The poor are many "

"I expected to give something"

"Two White Buffalo "

Song in honor of John Grass

'

' I liaA'e b^en helping "

' You have rehed upon me "

Song concerning a message from Wash-

ington.

Song of the famine

Ceremonial song

Song of pretended search

Song of a wolf ' do

"I wish to roam " i Jaw . . ,

"A night is different" do

do

Shoots First

do

do

do

Holy-Face Bear

.

do

do

....do

Weasel Bear.

' do

"I am bringing horses " do

Sitting Bull's medicine song (a) One Buffalo

do.(6) do

"Like a wolf I roam" do

Song of the camp Dog Eagle

"She stands there smiling" do

"Come!" do

"In the north" Blue Cloud. . .

.

Love sor\g{h) do

Song concerning Fierce Face do
'

' Northward they are walking " Litile Conj uror

.

"My goal" do

Song in honor of G abriel Renville (a) . . . Moses E.en\dlle

.

do.(6) do

"These are my spies " Gray Whirlwind

" I am required to roam " do

"I sing of the dead chiefs" Many Wounds.

"Those hills I trod upon" do

Serial

No.

78

136

137

177

178

179

54

220

221

222

191

236

235

239

240

3

2

53

161

162

163

91

92

126

135

144

232

97

234

238

95

96

189

190

69

70

184

132



LIST OF SOXGS XXV

2. Arranged in Order of Catalogue Numbers—Continued

Cata-
logue
No.

671

672

673

674

676

677

678

679

680

681

682

683

684

685

686

687

688

689

Title of song Name of singer

"Two WMte Buffalo, take courage'

"The tribe you help "

Song in honor of Red Fish

Song of healing

675 i
• The sacred stones come to see vou

'

Song of the warpath

Song of the Fox society (a)

Song of the Ticketless society

Lullaby

Song of little girls' play (a)

do.(6)

Begging song of the old women.

.

"They depend upon you "'

"WTienever the tribe assembles"

.

"Learn the songs of victory "

Song concerniiig White Butterfly.

"He lies over there "

' 'Wakaij'taijka, pity me "

"He is returning "

Haka'la

do

Red Fish

B e a r - w i t h -

White-Paw.

C h a s e d - b y -

Bears.

Red Fox ,

Bear Soldier. .

,

Cekpa^

Yellow Hair...

do

do

do._

Silent Woman.

do

do

Mrs. Lawrence.

do

White Robe...

Earth-Medi-

cine W^oman.

Serial

No.

225

226

192

90

60

155

114

237

217

215

216

204

228

227

149

147

148

22

146

Page

503

504

457

268

212

378

316

515

493

492

493

482

606

505

368

365

366

135

364



NAMES OF SINGERS

Standing Rock Reservation

MEN

Number
of songs

29

20

18

18

17

11

11

10

10

9

9

8

6

4

4

4

4

3

3

3

3

2

2

2

1

1

1

1

Entrlish name

Teal Duck

Two Shields

Lone Man

Gray Hawk

Eagle Shield

Charging Thunder. .

.

Used-as-a-Shield

Brave Buffalo

Red Bird

Shooter

Swift Dog

Kills-at-Night3

One Feather

Red Weasel

Bear Eagle

Old Buffalo

Shoots First

Jaw

Weasel Bear.

One Buffalo

Dog Eagle. . .:

Gray Wliirlwind ,

Many Wounds

Youngest Child ,

Red Fish

Red Fox

Chased-by-Bears .

Bear Soldier

Bear-with-White-Paw

Sioux name

Siya^ka ^

Waha^cugka-nori^pa

Isna^la-wica^

Cetag^-hota

Wagbh^-waha^cugka

Wakig^yan-wata^kpe

Waha^cag ka-ya^pi

Tatai)^ka-ohi'tika

Zintka'la-lu^ta^

Oku^te

Sug^ka-lu^S'-ahai]

Haghe'-pikte

Wi^yaka-warjzi^la

Itug^kasari-lu^ta

Mato^-wagbU^

Tatagk^-ehag^ni

Toke^ya-wicJ^'a^o

Cehu^pa

Itu ij^-kasaij -mato''

Tataij^ka-wagzi^la

Sui]''ka-war)bli^

Wamni^yomni-ho^ta

Wopo^-tapi

Haka^la

Hogaij^-luta

Toka'la-k/ta

Mato'-kuwa*

Mato^-aki^dita^

Mato^nape^ska

1 Died in March, 1913.

2 Died in November, 1911.

3 Kills-at-Night sang also two additional songs with his wiJ'e, Wita'liu.

* Died in Februar>', 1915.

'' Died in March, 1915.



SPECIAL SIGNS

WOMEN

XXVII

Nmnber
of songs



XXVin PHONETIC KEY

PHONETIC KEY ^

Vowels

The vowels arc five in number. Each bias but one sound except

when followed by the nasal ij, which somewhat modifies it.

a has the sound of English a m. father.

e has the sound of English e in tliey, or of a in face.

i has the sound of i in marine, or of e in me.

has the sound of English o in go, note.

u has the sound of u in rule, or of oo in food.

Consonants

The consonants are 23 in number,

b has its common English sound.

6 is an aspirate mth the sound of English ch, as in chin.

6 is an emphatic c. It is formed by pronouncing c with a strong

pressiu-e of the organs, followed by a sudden expulsion of the breath.

d has the common English sound.

g has the sound of g hard, as in go.

g represents a deep sonant guttural resembhng the Arabic ghain.

h has the sound of h in English.

li represents a strong surd guttural resembling the Arabic Tcha.

k has the same sound as in English.

k is an emphatic letter, bearing the same relation to Ic that c does to

c. Formerly represented by 2-

1 has the common sound of this letter in Enghsh. It is pecuhar to

the Titorjwai) dialect.

m has the same sound as in Enghsh,

n has the common sound of n in English,

q denotes a nasal sound similar to the French n in hon, or the

Enghsh n in drinlc.

p has the sound of English v. with slightly greater volume and

stress.

s has the surd sound of English s, as in say.

& is an aspirated s, having the soimd of Enghsh sh, as in shine.

t is the same as in English with slightly greater volume,

w has the power of English ^v, as in walk.

y has the sound of English y, as in yet.

z has the sound of the common English z, as in zehra.

i? is an aspirated z, having the sound of the French j, or the English

s in 2)leasure. Formerly represented by j.

' From HigKs, S. R., Grammar and Dictionary of the Dakota Language (Smithsonian Contr. to Knowl-
edge, 1\, pp. 3-1, Washington, 1852). See also "Siouan Dakota (Teton and Sanlee Dialects) with re-

marks on the Ponca and Winnebago," by Franz Boas and John R. Swanton, in Handbook of American
Indian Languages, Bull. 40, Bur. Amer. Ethn., pt. 1, pp. 875-965.



TETON SIOUX MUSIC
By FRANCES DENSJIORE

INTRODUCTION

The Tetox Sioux

A majority of the songs in this memoir were recorded among
Indians belonging to the Teton division of the Dakota (Sionx) tril)e,

Uving on tlie Standing Rock Reservation in North and South Dakota.

Songs were recorded also among the Sisseton and Wahpeton Sioux

living at Sisseton, S. Dak.; 12 of these are included in this volume

under the following numbers: 95, 96, 97, 189, 190, 234, 235, 236, 237,

238, 239, 240. Field work was begun in Jul}^, 1911, and continued

until 1914, Mr. Robert P. Higheagle acting as principal interpreter at

Standing Rock and revising the material collected at Sisseton, where

a competent interpreter could not be secured. The words of the

songs recorded at Standing Rock, with few exceptions, are in the

Teton dialect, while those recorded among the Sisseton and Wah-
peton Sioux are in the Santee dialect.

Before entering on a consideration of tliis material, the terms

applied to the tribe and its various divisions will be briefly noted.

"Dakota" is the word used by these Indians in speaking of them-

selves; this word means "leagued" or "allied" and is used also as

an adjective, meaning "friendly." ^ The latter part of the word,

meaning ''friend," is pronounced l^ola by the Teton and ~koda by the

Santee. The word "Sioux" was applied to the Dakota by Indians

outside the tribe and by white men and has come to be the commonly
accepted designation, even being extended to include cognate tribes

kno^\^l cohectively as the "Siouan family." According to J. N. B.

Hewitt the word "Sioux" is a French-Canadian abbreviation of the

Chippewa diminutive form Nadowe-is-iw-ug (nadowe, 'an adder,'

'an enemy'; is, diminutive; iw-ug, 'they are'; hence, "they are the

lesser enemies"). The Chippewa used this term to distinguish the

Huron and Dakota from the Iroquois proper, whom the}' designated

Nadowe'wok, ' the adders ' or ' the enemies '
.- A similar interpretation

is given by Warren, the native historian of the Chippewa tribe.^

1 Riggs, Stephen R., Grammar and Dictionary of the Dakota Language, in Smithson. Conir., iv, pp.

XV, 48, Washington, 18.52.

2 See Handbook of American Indians (Bull. 30, Bur. Amer. Ethn.), pt. 1, p. 37G, 1907.

3 Warren, William W., History of the Ojibways, in Coll. Minn. Hist. Soc, vol. 5, p. 72, 1SS5



2 BUREAU OF AMEKICAX ETHNOLOGY [bull. 6i

Riggs states^ that the Dakota " somethncs speak of themselves

as the 'Occti sakowiq/ Seven Council fires." ^ This term referred to

the seven principal divisions, which comprised the tribe or nation.

Each of tliese was cUvided into numerous hands. The largest of these

divisions was kno^\^l as the Ti'toijwaq, contracted to the word Teton.

This division is said to have constituted more than half of the entire

tribe and to have exceeded the others in wealth and physical develop-

ment. They seem always to have hved west of the Missouri River.

The four divisions of the tribe which hved east of the ^lissouri are

now known collectively as the Santee. Riggs says: "These ^lissis-

sippi and Minnesota Dakotas are called by those on the Missouri,

Isanties, from 'isagati' or 'isaijyati'; which name seems to have

been given them from the fact that they once lived at Isai]tamde,

Knife Lake, one of tliose included under the denomination of Mille

Lacs." ^ According to Riggs, these four divisions were the "Mdewa-
kaqtoijwaijs, Wahpekutes, Wahpetoijwaijs, and Sisitoijwaqs." Prior

to the Indian outbreak in 1862 the home of these bands was in

I^Iinnesota. The two remaining divisions of the tribe are ''the

Ihai]ktor|waqna and the Ihaqtoijwaijs," the former living along the

James River and in the vicinity of Devils Lake, and the latter west

of the Missouri. Riggs states that ''these two bands have usually

been designated by travelers under the name of 'Yanctons.'" In

the Dakota language, as spoken by these tln^ee large divisions of the

tribe, there exist some differences, principally in the use of certain

consonants. These differences are fuUy set forth by Riggs.* A sim-

ple illustration of one of these variations occurs in the tribal name,

which is pronounced Dakota by the Santee and by the Yankton
group, and Lakota by the Teton. Although the present memoir
concerns chiefly the Teton group, the tribal name \d\\ be used in its

commonly accepted form, Dakota. The words of the songs recorded

by Teton are, however, given in the Teton dialect, while the Santee

forms are used in the songs recorded by Santee.

The earliest definite reference to this people in history is found in

the Jesuit Relations for 1640, in which they are called "Nadvesiv"

(Nadowessioux). In the next century Col. George Croghan com-
piled "A List of the Different Nations and Tribes of Indians in the

Northern District of North i\jnerica, with the Number of Their

Fighting ^len." In this list the name appears as La Suil, and in a

footnote the author sa3^s: "These are a nation of Indians settled

southwest of Lake Superior (called by the French La Sue), who, by
the best account that I could ever get from the French and Indians,

' In Grammar and Dictionary of the Dakota Language, op. cit., p. xv.

sSec Dorsey, James Owen, Siouan SaoiDlo^y, ia Fifteenth Rep. Bur. Ethn., pp. 215-222; articles

Dakota and Siour, in Handbook of American Indians; and Mooney, James, Siouan Tribes of the East^.

Bull. -?-', Bur. Amcr. Ellin.

' Op. cit., p. xvi.

* Ibid., pp. xvi, xvii.
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are computed ten thousand fighting men." ^ In 1804 this entry was
made in the Journal of the Lewis and CLark Expedition: ''At 6 oC
in the evening: wo Seen 4 IncUans . . . and three of them . . . ])elono;ed

to the Souix nation." ^ But as white men came into closer contact

with this tribe they began to use the word used by the Indians

themselves. Thus in the "Scientific Data accompanying the orig-

inal journals of the Lewis and Clark Expedition," under the heading

''Ethnology/' we find mention of the "Sieux or Dar-co-tars," with

an extensive description of the tribe, including a table of its sub-

divisions, which is probably the one sent by Clark to the Secretary of

War.^ Gradually the native name came into more general use, with

various modes of spelling, and in 1823 Major Long noted the "man-
ners and customs of the Dacota Indians." * However, the word
''Sioux" received the sanction of official usage m 1825, the statement

bemg made m a Government document of that year that "Returns

have been received from Gen. Clark and Gov. Cass, the commis-

sioners appomted to mediate, at Prairie Du Chien, between the Sioux,

Sac, Fox, Iowa, Chippewa, Menomonei, and Winnebago Tribes and to

establish boundaries between them." ^

On April 29, 1868, a treaty was made by the Government with the

Sioux and Arapaho Indians, which opens with the words: "From
this day forward all war between the parties to this agreement shall

forever cease.- The Government of the L^nited States desires peace,

and its honor is hereby pledged to keep it. The Indians desire peace,

and they now jdedge their honor to maintam it." " The Sioux Reser-

vation established at that time comprised about 20,000,000 acres of

land, extending from the northern boundary of Nebraska to the

forty-sixth degree of north latitude, and from the eastern bank of the

Missouri River to the one hundred and fourth mepidian of longitude."

This was known as "the Great Sioux Reservation." By the terms

of this treat}' the Government placed agency Iraildings and schools

on the reservation, and provided that, under certam conditions, a

patent for 160 acres of land could be issued to an Indian, who would
thei-eby become a citizen of the L'nited States. The affairs of the

Indians were administered at seven agencies on this reservation, but
the Indians continued in large measure their old manner of life.

1 Journal of Col. George Croghan, pp. 37-38; reprinted from Featherstonhaugh, in Amer. Mo. Journ.

Geo?., Dec, 1831.

2 Original Journals of the Lewis and Clark Expedition, 1S01-1S06, Keuben Cold Thwaites ed., vii, p. (U,

New York, 1905.

3Ibid.,-vi, pp. 93-100.

< Heating, William H., Narrative of an Expedition to the Source of St. Teters River, under the Com-
mand of Maj. Stephen II. Long, i, p. 245, Philadelphia, 1824.

s McIIenney, Thomas L., m documents accompanying the President's Message to Congre.ss, Niueteonth

Congress, First Ses.5ion, No. 1, p. GO, 1S:5.

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

' The writer gratefully acknowledges the assistance of Maj. James McLaughlin, United Slates Indian

Inspector, in preparing the following data concerning the Standing Rock Reservation. Major McLaughlin
was Indian agent on this reservation from 1881 to 1835.
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A part of the present Standing Rock Reservation (see pi. 2) was
included in this territory", and an additional tract extending north to

the Cannon Ball River was added by an Executive order dated March

16, 1875.^ An agency near the present site of the Standing Rock
Agency (Fort Yates, N. Dak.) was established July 4, 1873, and soon

aftenvard a miUtary post was estabhshed at that point.^ Two com-

panies of Infantry were stationed there, and this force was increased

to five companies of Infantry and two troops of Cavalry during the

Indian troubles of 1876. The original name "Standing Rock Canton-

ment" was changed to Fort Yates, and the post was continued until

1904.

The distinctively tribal life of the Teton Sioux may be said to

have closed when the last Sun dance was held in 1881 and the last

great buffalo hunt in 1882. A final hunt was held in November, 1883,

and at that time the last buffalo were killed. Then followed a period

of difficult adjustment on the part of the Indians, but Gall, Crow
King, and others, who had been leaders in the tribal life, became also

the leaders of their people in the adoption of farming and other pur-

suits recommended by the Government. The great change, however,

did not come to tlie Indians, until 1889, when the Great Sioux Reser-

vation passed into history. In its place were established five reser-

vations.^ The boundaries of these reservations were determined by

a commission of three, of which ex-Gov. Charles Foster, of Ohio,

was chairman, his associates being Maj. George Crook, and Maj.

WilUam Warner. This commission went from one agency to another,

holding councils with the Indians, who ceded about 9,000,000 acres

of land to the Government at that time. A reference to the council

which this commission held on the Standing Rock Reservation

appears in the description of a song of Sitting Bull (No. 194). Shortly

after the work of this commission was finished the boundaries of the

several reservations were sui'veyed, and the various bands of Sioux

were assigned to these reservations. After these agency rolls were

completed it was expected that the Indians would not leave their

reservations \\dthout passes from the agent. From that time until

the present there has been a steady development of education among
the Sioux in boarding and day schools, and also by means of practical

instruction in the white man's manner of life.

• Indian Laws and Treaties, op. cit., vol. 1, p. 884.

' " Tliero has been estaljlished by order of the War Department a military post at this agency of sufficient

capacity for two companies of infantry."—Report of Jolin Burke, United States Indian Agent, Standing

Rock Reservation, in Ind. Aff. liip. for 1875, p. 247.

2 This was in accordance with an act of Congress dated March 2, 1889, entitled "An act to divide a portion

of the reservation of the Siou.x Nation of Indians in Dakota into separate reservations and to secure the

rolinquLshment of the Indian title to the remainder, and for other purposes. " Indian Laws and Treaties,

op. cil., vol. 1, p. 328.
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MkTHOD of WoKlv AXD OF AxAT.YSIS

The method of collect hig- (he Sioux songs was similar to that used

in connection with the Chippewa work.' Songs were recorded by

means of the phonograph, and a transcription was made from the

phonograph record, care heing taken that the speed of the instrument

was the same when recording the songs and when playing them for

transcription. Ordinary musical notation is used for the transcrip-

tion, with the addition of the special signs used in Bulletin 53.

The transcriptions of these songs should be understood as indi-

cating the tones produced by the singers as nearly as it is possible to

indicate them in a notation which is familiar by usage and there-

fore convenient for observation.-

As several hundred records were made, there were some accidental

dupUcations of songs. In five instances (Nos. 125, 132, 133, 151,

173) these are transcribed, such being considered sufficient to show

the slight differences which appear when a song is sung by several

singers of equal ability, or at different times by the same singer.

Other duplications examined by the writer show fewer points of dif-

ference than those wliich are transcribed. It occasionally happened

that a song was Iviiowm to have been imperfectly rendered, and in

this case another record was made by a better singer, the second

record being, of course, the only one taken into consideration*

Indians distinguish clearly among good singers, indifferent singers,

and totally unreliable singere. Th(^ ^^^iter has had experience with

them all, and in the absence of information from the Indians, it is

usually possible to distinguish them by comparing the several records

of a song on the phonograph cylinders. As frequently noted in the

descriptive analyses, the renditions of a song by a good singer are

usually uniform in every respect. An effort was mad(> to employ only

the best singers. In selecting the principal singere, as well as inform-

ants, the ^\Titer ascertained a man's general reputation at the agency

office and, in some cases, at the trader's store, as well as among his

OAATi. people. In a few instances material wliich appeared to be inter-

esting has been discarded because the infomiant was fomid to be

unreliable. On one occasion a man was brought to the writer by an

informant %vith whom she was acquainted. Mr. Iligheagle was

absent, but another interpreter was secured and data concerning the

1 See Bulletins 15 and 53.

2 Helmholtz, The Sensations of Tone (translated by A. J. Ellis), pt. :i, p. L'OO, London, 1S85. Translator's

footnote: "All these [scales] are merelj' the best representatives in European notation of the sensatinns

produced by the scales on European ears."'

4840°—Bull. 61— IS 3
'

5
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Sun dance wore ivcorclcd. In a IVw days, on Mr. Iligheaglc's return,

he said :
' 'There is trouble among the Indians, elohn Grass and other

promin(Mit men say they will have nothing more to do with the work

if So-and-so is connected with it. He killed a man, and his record in

other matters is not good." The matter was carefully considered*

and the responsibility was placed on the man who introduced him.

Finally all his material was expunged and the \\Titer never saw

him again. Such precaution might not be necessary if this work

concerned only the social songs, but all the old music is associated

with tilings that lie very close to the heart of the Indian.

Throughout the work an effort was made to have the informants

entirely at ease in discussing a subject, and never to allow th© form

of a question to suggest a possible answer. Care was taken also to

avoid an impression of seeking anything sensational or of tracing a

similarity to the beliefs or traditions of the white race. Indians

become confused, even irritated, if questioned too closely, and for

that reason it was often necessary to extend an investigation over

several interviews, combining the data thus secured. When this

was done the result was translated to the Indian for criticism.

The method of analyzing the Sioux songs Is the same as that used

in the study of Chippewa songs. The headings of the tables of

anal^^sis have not been changed, but a few subdivisions have been

added. For instance, in Tables 11 and 12 there is a separation of

major and minor sixths and major and minor seconds, the last named
being especially interesting, as it shows the minor second (semitone)

to be used much less frequently than the major second (whole tone),

ft fact which has a direct bearing on the (|U(vstion whether Indians

habitually and consciously use intervals smaller than those repre-

sented by the musical scale of the white race.

Except for the signs + and — , indicating that certain tones were

sung slightly above or below pitch, there is no attempt at showing

variations from what is known as the ''piano scale." It is, however,

repeatedly noted in the descriptive analyses that intervals of the

second and of the minor third were sung too small. A similar re-

duction was not observed in the larger intervals. In this connection

the following statement by Prof. Max Meyer, of the University of

Missouri, should be: noted:

The result of our experiments [with Doctor Stuinpf] made in Berlin was that the

Major Third, Fifth, and Octave are preferred a little larger than theoretical inter-

vals; the Minor Third, on the contrary, a little smaller. . . . We may therefore

state it as an established law that the smaller musical intervals are preferred dimin-

ished. . . . that the larger nmsical intervals are preferred enlarged. . . . and that

the point where the curve of deviation passes icero, is situated between the Miimr and

Major Thirds.'

• Meyer, Max, Experimental Studies in the Psychology of Music, American Journal of PsychoJogy,

XIV, ])p. 201-200, Worcester, Mass., Jiily-Ocl., l'J03.
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Many li-iiiiscnplions reprosont tho result of six or moro readings

of the phonooraph cylinder, a considerable interval of time being
allowed to elapse between these readings. It has been found that

the final transcription is nsually t h<^ sini])lest, as by repeated observa-

tions th(^ ear eliminates bytonos and the manncu'isms of the sing(>,r.

Thus in many instances it becomes possible to discern a rhythmic
unit accurately repeated in every rendition of the song, when (lie

melody seemed at lirst to be lacking in rhythmic form.

In the present series the final measure of a song is transcribed as

a comphUe measure unless a repetition of the song ])egins without a

l)reak in the time. Such a repetition is indicated by the usual mark
for repeat. It will be observed that in probably a majority of

instances the time is unbroken during several rcuiditions of a song.

"When a l)rief pause occurs in the melody it is usually hlled with shrill

cries and calls or words rapidly enunciated, accompanying which the

drumbeat is continuous.

''Five-toned scales" are frequently mentioned in the descriptive

analyses and also appear in the tabulated analyses. As stated in

the author's previous works, the five-toned scales considered in these

analyses are the five pentatonic scales according to Helmholtz,

described by him as follows:

1. The First Scale without Third or Seventh. . . .

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

3. The Third Scale, without Third and' Sixth. . . .

4. To the Fourth Scale, without Fourth or Sc\eu(h, belong most Scotch airs which
have the character of a major mode.

5. The Fifth Scale, without Se.-ond and Fifth.

»

It may be needless to state that all these scales contain the same
tones, the difference being in the ke^mote. The following examples

are given for convenience of reference, the toners })eing the same m 9,11:

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

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

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

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

Fifth five-toned scale: Keynote E (sequence of tones E,G, A,C,D).
After a song is transcribed it is fully analyzed, the analyses being

combined in the tables at the close of the various groups and later

being incorporated in the tables on pages 12-21. Throughout the

present work the repeated part of a song is not considered in co'm-

puting tlie number of int(^rva,ls which the melody contams. Such

part often begins with the second or third measure, the opening

measures taking the form of an introduction, a custom which was

1 Helmjioltz, H. L. F., The Sensations of Tone as a Physiological Basis for the Theory of Music (translated

by A. J. Ellis), pp. 260, 2(51, 2d ed., London, 1S85.
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noted mor(> froqucntly among the Chippewa than among the Sioux.

Indian singers oecasionally use mucli freedom in the arrangement of

the phrases of a song in its repetition. It is therefore considered

advisable to analyze only the direct and simplest rendition of a song.

A "plot" of each melody is also made, as described and illustrated

on pages 51-54.

The words of certain songs are in a "sacred (esoteric) language,"

which disguises their meaning. See words of IMlde' songs in Bulletin

45; also footnote, page 120 of this work.

In the present volume the use of cross-references, which are found

in Bulletin 53, is discontinued, and in their place will be found ref-

erences to the analysis of the first song containing the peculiarity

under consideration. Thus if a rest occurs in a song there will be

found a reference to the analysis of song No. 79, which contains a

list of all songs in which rests appear. The writer commends the

use of the index of this book and of that of Bulletin 53 to those

who w^ish to study the analyses closely. Songs can be traced also in

the following manner: Let us suppose a reader is seeking songs from

which the third tone of the octave is lacking. By consulting the

index of Bulletin 53 a reference is found to page 5, on which the

persistence of the third and fifth is considered; also, to the songs in

both Bulletin 45 and BuUetm 53, from which the third is lacking.

Full treatment of a peculiarity is usually given with the analysis of

the first song in wdiich it occurs, but in this instance it is given in

connection wnth other peculiarities in Bulletin 53, song No. 53, page

140. It was there noted that more than one-half of the entire group

were songs concerning or sung by women, but the proportion of women
singers is much larger in the present series, wliile the proportion of

songs lacking the third is much smaller (see analysis of song No. 22).

Another metiiod of tracing songs is by means of the tabulated analy-

ses. Thus a student in search of songs from which the third tone of

the octave is lacking would turn to Table 6, pages 21-23 of Bulletin

53, note the (dasses in which such songs arc found, and trace them

through the tabulated analyses of these several classes. This is the

more interesting of the two methods, as it shows the frequency of its

occurrence and also suggests a relation })etween the peculiarity under

consideration and the class of tlie song in which it occurs. Having

noted that the omission of the third occurs in only 3.5 \wr cent of

the Chippewa songs, the student ascertains in the same way from

the present work on Sioux songs that it is absent from only 5, less

than 1 per cent of these songs. The tabulated, as well as the descrip-

tive, analyses are intended to assist a careful, intelligent o])servation

of Indian music. Bolh tlie means used and the r(>sidts altained

should be understood as anticipating a ])i-oatlcr as avcII as a more
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intensive view of the subject when the study of Indian music shall

have been more fully developed.

The pm'pose of the descriptive analysis following each song is to

suggest a method of critically observing Indian music. No single

analysis is intended to draw attention to every peculiarity of the song.

One who becomes accustomed to a systematic observation of Indian

songs may detect other peculiarities. It is possible that in some
instances another keynote may be regarded as more satisfactory

than the one which is designated. vSome songs are so strictly har-

monic in form that otdy one tone can be regarded as a keynote, but

others are so freely melodic that they could be harmonized in more

than one key. The melodies are regarded primarily as a succession

of vocal sounds from which by the test of the ear the writer selects

one which is reasonably satisfactory as a keynote. If more than one

tone can be regarded as keynote, that one is selected which is simplest

in its apparent key relation to the song as a whole. In two instances

(Nos. 108, 166) the songs are classified as "irregular," The use of

the term ''key" throughout this work should be understood as a

matter of convenience rather than as an indication that, in the

opinion of the wi-iter, there exists a fuUy established "key" in

the sense of the term as used by musicians. It will be noted that in

Table 1 the word "tonality" is used in preference to ''key."

As an aid to the singing of these songs the writer would emphasize

the importance of rhythm , suggesting toward this end that the rhythm
of a song be mastered before the melody is played on a piano or other

tuned instrument. Tap out the rhythm witii a pencil, or, better still,

master it mentally, then hum the song softly with intervals as nearly

correct as possible. Play the song on a tuned instrument in order to

test the intervals, but the song, regarded as a native melody, can best

be reproduced vocally, either without accompaniment or (if the song

is simply harmonic in form) with one or two chords to sustain the

voice.

The musical customs of the Sioux do not differ materially from

those of the Chippewa; for instance, there are the same reticence

concerning old ceremonial and "medicine" songs, the same acknowl-

edged ownership of personal songs, and the same custom of replacing

in a war song the name of a half-forgotten hero mth that of a new
favorite. Among the Sioux, however, there seems to be more freedom

in the rhythm of the drum. The Chippewa had drmn-rhythms which

were invariably used with certain classes of songs, but this feature

seems to be more variable among the Sioux, except that the drum
is always beaten in a rapid tremolo during "medicine" songs (as

in the treatment of the sick), and also by a man when relating his

dreams. The several drum-rhythms are shown in connection with
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thoir first occiirronoo, in Nos. 5, 6, 8, 12, 19, 64. In Nos. 12 and 13

tlu> m(>tric unit of drum and voice arc in the ratio 2 to 1, suggesting

points of coincidence, but the occasional prolonging or shortening of

tones by the voice is such as to prevent a mechanical relation between

the two. In many instances th(^ tem])() of the drum appears entirely

independent of that of the voice. The illustration on page 110 shows

the seeming lack of relation between drum and voice in No. 8, but in

this, as in the simple ratio, the slight variability of the voice should

be taken into account. In No. 125 the drum was struck with a

clearness which made it possible to transcribe its beats throughout

the sons:. In this instance the drum and voice coincided on the first

of the measure, but the drum-rhytlmi was broken. In a few songs

the drum and voice were at variance during the song until the closing

measures, in wliich they coincided. These were songs in which the

drumbeat was in quarter-note values, and this " swinging together"

of voice and drum is noted in the descriptive analyses.

At any gathering there is one man who acts as leader of the singers,

who sit around the drum. The number at the drum varies with the

size of the gathering; if a large number are dancing the singers sit as

close as possible around the drum, each man beating the drum as he

sings. Som(>times as many as 10 men can "sit at the drum." A
singer of recognized ability may, if he likes, bring a decorated drum-

stick of Ms own, but- the common custom is for the drummers to use

ordinary drumsticks consisting of sticks wound at the end with cloth.

If a singer at the drum becomes weary he lays down his drumstick,

whereupon someone who has been dancing, or sitting with the spec-

tators takes his place. It was said that ' 'the leader starts every song,

and if it is an easy song the others commence right away, but if it is

new and hard they begin more carefully." Most of the songs may be

sung an indefinite number of times, the leader giving a signal for the

close ])y two sharp taps on the drum, after whicli the song is sung

only once.

Sioux women usually sing with the men during the dancing songs;

this is not the custom among the Chippewa. The Sioux women sit

on the ground, forming a circle back of the drummers, and sing in a

high falsetto, an octave above the men. In three instances (Nos. 201,

203, and a duplication of 173) the part sung by the women is showm
in the transcription. Several other songs were recordt^d in this

manner, but the transcription of each is from a subsequent reiuhlion

by a man singing alone.

Among the Sioux as well as among the Chippewa, variations in

either time or intonation are found more often in unimportant than

in important parts of a song.

It was said that there were "different ways of ending songs," and

lliiil "a man conld Icll llic kind of son<r ])\' the wav it ciuh'd." M'he
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wi'iter theroforc soiiglit more definite information on tliis point, con-

sulting Uscd-as-a-Sliield and other old-time singci-s. They said

there were two ways, one being "to stop short" and tlie other "to
let the tone die away gradually." On being asked which kinds of

songs were ended in each of these ways they could not give a definite

answer at once, and requested time ,to consider it. After several

days they said that they had "tried over many old songs and found

that they always stopped short when they sang such songs as tlie

grass-dance, buffalo-dance, and Crow-owner's society songs," and

that they "trailed ofl" the tone" when singing war songs and similar

songs.

Among the Sioux were found many songs which could be used on

different occasions. Thus the songs in honor of a warrior could be

sung when begging for food before his lodge, as well as at the victory

dances and at meetings of societies. Tlie songs of those who went
to seek a suitable pole for the sun dance were used also by those who
went to look for buffalo or for the enemy. Hence it did not seem
appropriate to base a comparative study of these songs on their use,

as was done with the Chippewa songs. A better basis for comparison

seemed to be the age of the song, and accordingly the songs were

divided into two groups, the first and larger comxprising songs believed

to be from 50 to 100 years old and the second those less than 50 years

old. In addition to these comparative tables (pp. 12-21) the anal-

yses at the close of each section are continued, for convenience of

observation.

It is not so difficult to judge the age of a song as might be imagined.

For instance, the last Sun dance was held more than 30 years ago,

and a man who sang the ceremonial songs at that time said that he

learned them when a young man from an aged man who was taught

them in his youth. Such songs are undoubtedly more than a century

old. In like manner, if a man about 70 years of age sings a song which
he says that his father received in a dream when a youth and which h(>

used in treating the sick, the song is evidently to be classed among
the older songs. On the other hand, it is known that the Strong

Heart society was organized among the Standing Rock Sioux only

about 50 years ago, and that the White Horse Riders is a modern
organization. The songs of both these societies are therefore com-
paratively modern songs, but the songs of the Miwa'tani are placed

in the older group, as there was a certain ceremony comiected with

their initiation of new members, one of the ceremonial songs being

preserved. The songs of the Crow-owners are also mcluded with the

older songs, as this was shown to be a society of more than 50 years

standing, and only a few of its songs were remembered. Songs con-

taining mention of a recent custom are manifestly modern.



Tabut^ated Analysis of 240 Sioux wSongs

MELODIC ANALYSIS

Tablk 1.—TONALITY!
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MELODIC ANALYSIS— Continued

Table 3.—LAST NOTE OF SONG—ITS RELATION TO KEYNOTE

13
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MELODIC ANALYSIS—Continued

Table o—NUMBER OF TONES COMPRISING COMPASS OF SONG—continued
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MELODIC ANALYSIS—Continued,

Table 6.—TONE MATERIAL—continued

15
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MELODIC ANALYSIS—Continued

Table 8.—STRUCTURE

[bull. 61
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MELODIC ANALYSIS—Continued

Table 12.—INTERVALS IN UPWARD PROGRESSION

Interval of a—
Eleventh

Tenth

Ninth

Octave

Seventh

Major sixth.

.

Minor sixth .

.

Fifth

Foiuth

Major third .

.

Minor third .

.

Major second

Minor second

Total

Group I.

Number. Per cent

1

4

3

32

12

9

23

96

238

174

433

495

104

1,624

Group II.

Number. Percent

3

31

1

7

55

184

97

277

323

63

1,050

Total.

Number,
i
Percent.

1

6

6

63

13

10

30

151

422

271

710

818

167

2,674

Table 13.—AVERAGE NUMBER OF SEMITONES IN AN INTERVAL

Group I..

Group II.

Number of

songs.

147

93

Number of

intervals.

4,445

2,880

Number of

semitones.

12,864

8,558

Average
number of
semitones

in an
interval.

Table 14.—KEY

Group I.

Number. Per cent

Key 1—

A major 10

A minor 8

B flat major i
12

B, flat minor
j

9

B major
i

6

B minor 9

C major I
4

C minor I 6

D flat major 4

C sharp minor • 3

D major 5

D minor 10

E flat major 3

E flat minor 5

E major 1

1 The term " key " is here used in its broad sense, as applicable to nonharmonic nuisic, inclusiv

Group II.

Number. Per cent.

Total.

Number. Per cent

12
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MELODIC ANALYSIS—continued

Table 14.—KEY—continued

[bull. 61

(Iroiip I.

( >1(1 SOHL'S.

Number. Per cent

Group II.

Comparatively
modern .songs.

Number. Per cent

Total.

Number. Percent.

Key—continued

E minor

F major

F minor

G flat major...

F sharp major.

F shiarp minor

G major

G minor

A flat major...

G sharp minor

Irregular

Total 93 240

Table 15.—PART OF MEASURE ON WHICH SONG BEGINS
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MELODIC ANALYSIS—Continued

Table 17.—CHANGE OF TIME (MEASURE-LENGTHS)

19
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MELODIC ANALYSIS—Continued

Table 20.—METRIC UNIT OF VOICE (TEMPO) 1
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MELODIC ANALYSIS—continued

Table 21.—METRIC UNIT OF DRUM (TEMPO)—contimied

21



Comparison Between Old and Comparatively Modern Sioux
Songs '

The songs (•()in])i-is<'(l in th(^ iirsl group, almost without oxco])tiop,

wore recorded by men 05 to SO years of age. These men said they

learned the songs or received them in dreams when they were young.

A number of the songs comprised in the second group were also

recordcnl by old men, but were said to he comparatively modern
songs. The remaining songs were recorded by young men who now
"sing at the drum" when the Sioux assemble. These songs rep-

resent a distinct ])liase of Sioux music, which should not be omitted

from a g(Mu^ral consideration of tlie subject.

Music may perhaj)s be said to be the last element of native culture

remaining in favor among the Sioux. It is interesting to note that

songs are being composed by them at the present time. Many of.

these are love songs, others are ''praise songs" or songs of a general

character. It is unnecessary to state that aU are social songs, the

use of songs for ceremony, war, societies, and the hunt having

passed away. Many of the younger Indians among both Chippewa
and Sioux find much pleasure in recording their songs on phonographs

which they themselves possess. The wTiter was informed that among
the Standing Rock Sioux "an Indian who owns a phonograph usu-

ally has at least a hundred records of Indian songs. He and his

friends make them and enjoy them nmch mon^ than the commercial

records. Some even make these records for sale among their people."

The songs are usually recorded by several singers, while others at the

same time give sharp yells or short exclamatory sentences. WTiile

such records are not adapted for the study of individual songs; they

are an evidence of the Indian's continued pleasure in his music and
of his readiness to adapt the means of civilization to an end which is

purely native. Thus lied Fox caused a song to be composed in

honor of Two W^iite Buffalo, and, in order that the song might be

accurat^'ly preserved, he requestcul that two phonographic records

be made y)y the Indians who composed the song, these duplicate

records to be kept in widely separated localities, so that, if accident

b(!feU one of them, the song would stiU be preserved in its original

form. At a later date this song was recorded by the writer and
appears as No. 222 of this volunu^.

Group I.—This group contains 147 songs believed to be from 50

to 150 years old, and comprises the following songs: (1) Ceremonial

> Soo 1). U.
22
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songs used in the Hur|ka and Spirit-ke(>ping ccremoni(\s and in the Sun
dance ;^ (2) Songs concerning personal dreams; ^ (3) wSongs concerning

the sacred stones;'' (4) Songs used in the treatm(>nt of the sick;^ (5)

Songs of the Dn^am societies named for animals,^ consisting of men
who had dreaiiKul of the same animal. These societies wvrv the

Buffalo, Elk, and Horse societies. (6) A group of war songs which

were bcdieved to be more than 50 years old, including those of the

Miwa'tani and Kaijgi'yuha societies.*^

Group II. This group contains 93 songs, a majority of which are

believed to be less than 50 years old, and comprises the following

divisions: (1) Songs of those military societies wliich arc compara-

tively recent among the Teton Sioux. These are the Fox, Strong

Heart, and Badger societies, and the White Horse Riders. The fox,

coyot(% and wolf songs are so closely relatc^d that it is impossible to

draw dchnite lines between them, but as a compromise the songs

said to be Fox society or Coyote society songs are placed in tliis

grou]>, while the wolf songs (this being a common term for all war
songs) arc^ placed in the older group. In this division are included

the incidental war songs and dancing songs used in the Sun dance,

and those songs in honor of an individual which were sung to melodies

of the military societies. This division comprises 32 songs. ^ (2)

Songs of the buffalo hunt, together with council and Cliief songs, one

of the latter being sung at the Sun dancc.^ (3) All songs not other-

wise classified. The fu'st of these are tkree unclassified songs in the

Sun dance—Song of Final Visit to the Vapor Lodge, Noon song, and
Song concerning the Sun and Moon (Nos. 18, 24, 25). In this division

are also the songs of various dances and games, those songs in honor

of an individual wliich were sung to dance melodies, and tli(> miscel-

laneous songs recorded at Sisseton, S. Dak.^

A comparison of the analyses of these two groups is sho^\^l in tables

on the preceding pages. The percentage of major and minor songs

is the same in the two groups, except that the older group contains

two songs the keynote of which is so uncertain that they are classi-

fied as "irregular." The percentage of songs beginning on the

twelfth and fifth is 44 in the older songs and 35 in the modern
songs, but the proportion beginning on the octave is 10 per cent

1 Nos. 1, 2, 3, 1. 11, 12, 13, 14, 15, 10, 17, 19, 20, 21, 36; total 15.

2 Nos. 37-58, inclusive; total 22.

3 Nos. 59-78, inclusive; total 20.

4 Nos. 79-94, inclusive; total 16.

s Nos. 95-113, inclusive; total 19.

s Nos. 122-179, inclusive, except No. 17S, which is a son?,' of the Fox society, ami is iurluded iu the second

group.

7 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; total, 32.

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

9 Nos. 18, 24, 25, 196-240, inclusive, except Nos. 223, 224, 225, 231.
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greater in the modoni songs. Curiously, the percentage ending on

the keynote and fifth is identical in the two groups. The modern

songs show a smalh^r proportion of songs in which the final tone

is the lowest in the song, the whole tone and the minor third

below the final tone being used in several instances. The propor-

tion of songs on the five-toned scales is 32 per cent in the older

and 30 per cent in the more modern songs, while next in number

are song's containing only the minor triad and fourth, which show a

difference of but 2 per cent in the two groups. The first important

point of difference is that the older songs show a much larger pro-

portion having a range of 12 or more tones, the percentage having

10 tones being tlie same, the modern group has the larger percentage

of songs which are, harmonic in structure. This suggests less freedom

in musical expression as the Indian feels himself coming under the

restrictions of civilization and is of interest in that connection.

A larger proportion of accidentals is found in the newer songs, the

tones most frequently affected being the sixth and seventh. In

structure th(^ modern group shows a larger proportion of harmonic

songs, this f(niture being m accord with the stronger feeling for the

octave as an initial tone and with the reduction of the compass of the

sono-s. The modern group shows also a much smaller proportion of

sono-s with the first progression downward, and we recall the steadily

descending trend of melody as an acknowledged characteristic of

])rimitive song. Yet in total number of progressions the proportion

of ascending and descending intervals differs by only 1 per cent in the

two groups. In the older songs the average number of intervals is 30,

and in the more modern 31.3, a difference too slight to be of impor-

tance. Tlie av(^rage interval in the modern songs is slightly the

larger, but the difference is less than a tenth of a semitone. The

smallest avi'rage interval (2.5 semitones) is that of the "buffalo

hunt, council, and Chief song" group, while the largest (3.5 semi-

tones) is that of the ceremonial songs. The key or pitch of the

songs constitutes perhaps thi^ least important of th<> tables; in this

respect we note that the groups show no marked differences, the

pitch of the* song being somewhat a matter of adaptation to the

compass of the singer's voice.

Table 15 shows a contrast which might be connected with the

change from the older to the modern life of the Indians, the old

songs having 51 per cent beginning on the accented part of the

measure and the new songs having 74 per cent beginning on the

accent. This suggests directness and the same psychological factor,

which may account for the increase^ of songs harmonic in form. The

newer group shows an increase in the proportion of. songs which

begin in 2-4 time and a slight decrease in the percentage of songs

having a change of measure-lengths. Table 1 8 shows the newer songs



DBN9MORE1 TETOTsT STOUX MUSIC 25

to contain a decrease in those having the drumbeat in unaccented

eighth-note values, in many instances approaching a tremolo, and

a large increase in the proportion having the drumbeat in quarter-

note values, this being a sharp, definite stroke and, of course, less

rapid than the preceding. The proportion containing one rhythmic

unit is the same in the two groups, but the newer songs show a large

uicrease in the proportion having two or more rhythmic units,

evidencing a development of the rhythmic sense. A comparison of

the metric unit (tempo) of the voice shows no material diiferences,

but m the following table is noted a decided decrease in the metric

unit of the drum. Table 22 shows the percentage of old songs in

which voice and drum have the same metric unit to be 48^ and that

of the new songs as 76, a difference of 58 per cent. This is the more
interesting, as ui this table the deduction of the songs recorded

without drum causes the percentage to be reckoned on a total of 60

in the first and 62 in the second group.

Summarizing briefly the results of a comparison of the old and the

more modern Sioux songs, we find in the percentages a reduction in

the compass of the songs with an increase of harmonic form and of

accidentals; a more du'ect attack (shown by the increase of songs

beginning on the accented part of the measure) an increase of songs

begmning in 2-4 time; and also in songs without a change in time.

We find a change in the drumbeat from a rapid and somewhat
tremolo beat to a quarter-note value, with a reduction in the tempo

of the drum and an increase in the proportion of songs in which the

tempo of voice and drum is the same. We note further a develop-

ment of the rhythmic sense in song construction, shown by the increase

in the number of songs having two or more rhythmic units. These

contrasts between the two groups of songs may suggest a connection

between the Indians' manner of life and the form of their musical

expression, or they may be regarded as an effect of contact with the

more conventional music of the white race. These and similar obser-

vations await further comparative study of Indian songs.



Tabulated Analysis of 600 Indian Songs (Chippewa and Sioux)

MELODIC ANALYSIS

Table Ia—TONALITY

i
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MELODIC ANALYSIS—Continued

Table 3a.—LAST NOTE OF SONG—ITS RELATION TO KEYNOTE
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AfELODic ANALYSIS—Continued

Table 4a.—LAST NOTE OF SONG—ITS RELATION TO COMPASS OF SONG—continued
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MELODIC ANALYSIS—COlltilUlod

Table 6a.—TONE MATERIAL—continued

29
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MELODIC ANALYSIS—COlltillUod

Table 6a.—TONE MATERIAL—continued

Chippewa songs.

Number. Percent

Siou.\ songs re-

corded by Chip-
pewa.

Number. Percent

Sioux songs.

Number. Percent

Total.

Number. Per cent

Octavo complete e.x-

cept si.xth, fifth,

and second

Octave complete ex-

cept sixth and

third

Octave complete ex-

cept fifth and sec-

ond

Octave complete ex-

cept fourth

Octave complete ex-

cept fourth and

third

Octave complete ex-

cept fourth and sec-

ond

Octave complete ex-

cept third

Octave complete ex-

cept third and sec-

ond

Octave complete ex-

cept second

Minor third and

fourth

First, second, and

fifth tones

First, fourth,and fifth

tones

First, second, fourth,

and fifth tones

First, second, fifth,

and sixth tones . . .

.

Other combinations

of tones

Total. 340 20

Table 7a.—ACCIDENTALS
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MELODIC ANALYSIS—Continued

Tabie 7a.—accidentals—continued
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MELODIC ANALYSIS—Continued

Table 8a.—STRUCTURE
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MELODIC ANALYSIS—continued

Table Ha.—INTERVALS IN DOWNWARD PROGRESSION—continued

33
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MELODIC ANALYSIS—continuod

Table 13a.—AVERAGE NUMBER OF SEMITONES IN AN INTERVAL

[bull. 61

Chippewa sonj;s

Sioux son^s of I)nim-i)ri'sentalion foremony, rcconied

by Chippowa

Old Sioux son^s

Comparat ively moilorn Sioux songs

Total

Number of

songs.

20

147

93

Numl)er of

intervals.

8, 28(i

544

4,445

2,880

16,155

Number of

semitones.

25, 791

1,592

12, 864

8, 558

48,805

Average
number of

semitones
in an

interval.

2.9.3

2.89

2.97

3.02

Table 14a.—KEY
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RHYTHMIC ANALYSIS

Table 15a.—PART OF MEASURE ON WHICH SONG BEGINS
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RHYTHMIC ANALYSIS—Continued

I'ABLE 17A.-t'HANGE OF TIME (MEASURE-LENGTHS)

I BULL. 61
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RHYTHMIC ANALYSIS—COlltiuUod

Table 19a.—RHYTHMIC UNIT i OF SONG

37
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RHYTHMIC ANALYSIS—COUtiimed

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

[bull. 61
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RHYTHMIC ANALYSIS COntillUcd

Table 21a.—METRIC UNIT OF DRUM (TEMPO)—continued



ANALYSIS OF SIOI'X AND CHIPPEWA SONGS

The purpose of this chapter is to present in descriptive and diagram-

matic form * the more important data contained in the tabulated

analyses immediately preceding.

Table lA.—In this table the songs are grouped according to tonality,

which is defined as "the quality or peculiarity of a tonal system."

(See p. 12, footnote.) The first step in analyzing a song is the deter-

mination of the keynote or tonic by observing the tones which occur

in the song and their general progressions. The next step m the

analysis is the determination of the tonality. In ascertaining this, if

the song contains several tones, we observe especially the pitch of the

third and sixth above the keynote, as these tones are a semitone lower

in minor than in major tonality. The sixth is absent from 138 of the

songs under analysis, while the third is absent from only 1 7 songs ; the

third is therefore the principal factor in judging the tonality of a

10 20

Percentages

30 40 50 60 70 80 90

. Irregular

Major Minor

Fig. ]. Tonality.

song. If the third is four semitones (a major third) above the key-

note, the song is said to be major in tonality, and if three semitones

(a minor third) above the keynote, minor in tonality. Classifying

the songs according to this basis, we fuid 50 per cent major in tonality

and 49 per cent minor, 1 per cent being irregular in form. (Fig. 1 .)

We usually associate a minor key with the idea of sadness, but this

association of ideas does not appear to be present to the same degree

in the mind of the Indians. It seems more probable that a preference

for the major tonality shown in many groups of songs may be due to

the fact that the major third is one of the more prominent overtones

of a fundamental tone (see p. 41). Hebnholtz states that the "minor
triad is very decidedly less harmonious than the major triad, in con-

sequence of the combinational tone.-;, which must consequently be . .

taken into consideration" ;
^ also that "minor chords do not represent

1 The wriior gratefully acknowledges her indebtedness to Dr. AleS Ilrdlidka, curator of physical anthro-

pology, I'nited States National Museum, f.ir suggestions concerning the graphic methods used in the

accompanying diagrams.

2 Ilelmholtz, The Sensations of Tone (translated by A. J. Kllis), pt. 2, p. 214, London, I880.

40
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the compound tone of their root as well as the major chords; their

third, indeed, does not form any part of this compound tone.'" In
this connection it is observed that the tonality of a song does not
determine its general character as much in Indian music as in that

of the white race. The melodic feeling in many Chippewa and Sioux
songs seems to be for the interval between successive tones, while

the melodies of the white race are based upon ''keys," which are

groups of tones having a systematic and definite relation to a key-

note. Subsequent analyses will show that the prevailing interval

of progression in a song may be minor, though the interval between
the keynote and its third is major, thus giving a predominance of

minor intervals in a song of major tonality.^

Table 2A.—Before considering this phase of analysis let us recall

certain fundamental principles of the musical system developed by
the wliite race. In that system the tonic chord, or triad on the key-

note, may be said to be the framework of the group of tones called

a key. This chord is based on the laws of acoustics and comprises,

if the chord be major, the first four overtones of the keynote or fun-

damental tone. It is understood, of course, that the tone produced
by a stretched string or other body capable of strong sympathetic
vibration is a compound, not a simple sound. In addition to the

tone produced by the vibrations of the entire body there are higher

tones which are less distinct, but which can be perceived. These
are called overtones, or upper partial tones.

Helmholtz says:

We must . . . not hold it to be an illusion of the ear, or to be mere imagination,

when in the musical tone of a single note emanating from a musical instrument, we
distinguish many partial tones. . . If we admitted this, we should have also to

look upon the colours of the spectrum which are separated from white light, as a

mere illusion of the eye. The real outward existence of partial tones in nature can

be established at any moment by a sympathetically vibrating membrane which
casts up the sand strewn upon it.^

The series of these upper partial tones is precisely the same for all compound mu-
sical tones which correspond to a uniformly periodical notion of the air. It is as

follows:

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

The second upper partial tone ... is the Fifth of this Octave . . . making three

times as many vibrations in the same time as the prime.

The third partial ... is the second higher Octave . . . making four times as

many vibrations as the prime in the same time.

The fourth upper partial tone is the major Third of this second higher Octave . . .

with five times as many vibrations as the prime in the same time.

. . . And thus they go on, becoming continually fainter, to tones making 7, 8, 9,

&c., times as many vibrations in the same time, as the prime tone.*

' Holmholtz, Tlie Sensations of Tone (translated by A. J. Ellis), pt. 3, p. 300, London, 18S5.

See analyses of songs Nos. 175, 177, 187.

- Helmholtz, op. eit., pt. 1, p. 48.

abid.,p. 22.
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In musical notation, mth C, second space bass clef, as a funda-

mental, this part of the series is as follows (fig. 2).

It is noted that the first overtone is an octave above the funda-

mental and the second is 12 tones (fifth in the first higher octave)

above the fundamental, while the fourth overtone (third in the second

higher octave) supplies the major third, completing the tones of the

triad or common chord of C, the fundamental tone.

$ S i^
^^^

Fundamental 1st 21 3d 4th overtones

C ego' o'

Fig. 2. Fundamental and first four overtones.

We will now turn to the Indian songs

indicates the intervals on wliich the songs

less than 1 per cent, shown in Table 2A.

on the octave (first or third overtone), and

pass of 12 tones above the keynote, on the

Thus, if the keynote were C, as in figure

twelfth g. But before proceeding further

human voice, also the fact that the ear

under analj^sis. Figure 3

begin, omittmg groups of

Twenty-one per cent begin

23 per cent, having a com-

twelfth (second overtone).

2, the octave is c, and the

let us note the range of the

seems to accept tones an

Percentages

20

Degrees of scale^

Twelfth
Eleventh

Tenth
Ninth
Octave
Seventh
Sixth

Fifth

Fourth
Third
Second
Keynote

Fig. 3. First note of song—its relation to keynote.

octave apart as being the same tone.' Not all voices have a range

of 12 tones, and a large majority of the songs under analysis have

a compass smaller than that num])er of tones. With the songs

beginning on the twelfth should be included, therefore, those on the

fifth, wliich (supposing the keynote to be C) would be G, an octave

lower than the tone designated as g. Twenty-four per cent begin

on the fifth above the keynote, making a total of 47 per cent begin-

ning on this interval of the scale. Few voices have a range of two
octaves, but two of these songs (Nos. 195, 202) begin on the second

' "It Is very easy to make a mistake of an octave."—Helmholtz, op. cit., p. 62.
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octave above the keynote (third overtone). We find that, next to the

percentages akeady cited, the largest proportion is that of songs

beginning on the third and tenth above the keynote. With C as

a keynote these tones are E and e, readily seen to be the fourth

overtone, sung in the two lower octaves, which are witliin the com-
pass of the voice. Thirteen per cent of the songs begin on these

tones and 5 per cent begin on the keynote, these m(dodies lying partly

above and partly below the lieynote. Thus 86 per cent of the songs

under analysis begin on the keynote and its first four overtones.

These, as already indicated, comprise the tones of a common chord.

Tahle 3A.—The results of this analysis serve to emphasize the pre-

ceding paragraph. It is here shown that all except two of the songs

10 20

Percentages

oO 40

Fifth _ , ,

.

Third ...

Keynote.

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

under analysis end on the keynote, its tliird or fifth. Twenty-six
per cent end on the fifth (corresponding to the second overtone), 12

per cent on the third (corresponding to the fourth overtone), and 61

per cent on the keynote. (See fig. 4.) Two songs are so irregular

in form that no tone is designated as a keynote.

Tahle J).A.—This table shows that the structure of 90 per cent of the

songs is above the final tone. The preceding table indicated the final

tone to be the keynote in 61 per cent of the songs. These tables

20 30

Percentages

40 50 CO

Songs in which final tone is lowest tone

Fig. 5. Last note of song—its relation to compass of song.

Songs in

which
final tone

is not

lowest

tone

supplement Table 2A in showing the melodic structure of these songs.

Tliis structure appears to rest on a fundamental tone, usually the

keynote. The trend is downward and this frequently is not heard

until the closing measures. A typical outline is as follows, the inter-

vals being repeated several times and bvtones introduced: g-e-c-A-
G-E-C.
In 10 per cent of the songs the final tone is not the lowest tone.

In these instances the final tone is usually the keynote, preceded by
an ascent of a small interval, as though at the close of the above

outUne there were a descending interval, with a return to C as the final

tone. (See fig. 5.)
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Tahle 5A.—The compass of the songs is shown in this tabic.

The present analysis difTers from that of Table 2A in that it

concerns the entire range of the song, while Table 2A indicated

the interval between the keynote and the first note. There is

accordingly a difference in percentages. For instance, 25 per cent

of the songs have a compass of 12 tones, but only 23 per cent

begin on the twelfth above the keynote. In this, as in Table 2A,

the largest percentages are on eight and twelve. It is noted in

Table oA, though not shown on the diagram, that three songs have a

Percentages

15

Number of tones

—

Fourteen
Thirteen
Twelve .

.

Eleven
Ten
Nine
Eight

Seven
Six

Five

I'IG. 6. Number of tones comprising compass of song.

compass of 17 tones, or two octaves and two tones. The singers of

these songs wore men with falsetto voices. (See fig. 6.)

Tahle 6'v4..—The percentages shown in this table are not the -sarae

as those shown in figure 7, though both are concerned \y\\h the tone

material of the songs. The table indicates the character of the tone

material by referring it to a keynote, wlule the diagram indicates the

amount of the tone material, or the number of scale degrees in the

song. Attention is directed to four groups in the table: Tlie second

five-toned scale (minor pentatonic), comprising 12 per cent; the

No. of scale-degrees

Percentages

30 40

•••BJJ
Fig. 7. Number of degrees of scale used in song.

fourth five-toned scale (major pentatonic), comprising 23 per cent;

the group containing only the tones of the major or minor triad,

comprising slightly more than 1 per cent; and the group comprising

all the tones of the diatonic octave, 6 per cent. In compiling the

data shown in figure 7 a degree of the scale occurring in two octaves

is, of course, counted only once. It is thus seen that 49 per cent of

these songs contain only 5 scale-degrees, 23 per cent contain 4 scale-

degrees, and 20 per cent, 6 scale-degrees, while 6 and 2 per cent con-

tain, respectively, 7 and 3 degrees of the scale.
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Tahle 7A.—fhe purpose of this analysis is to ascertain whether these

songs adhere to the intervals of the diatonic scale or whether, while

having a kej^note and a feehng for the tonic chord of the key, they

still use tones which are a semitone higher or lower than the tones of

that key. The analysis shows that 85 per cent of the songs contain

only the tones of the diatonic scale. In the remaining 15 per cent

the tones most frec|uently raised or lowered are the seventh, sixth,

fourth, and second. (See fig. 8.) In only 10 songs is the pitch of

the third altered, and the fifth is changed in only one song. This

keeping of the diatonic pitch on the tones of the tonic chord is a

I'O

Percentages

Songs containing accidentals

Fig. S. Accidentals.

Songs without

accidentals

peculiarity which emphasizes the points mentioned in connection

with Table 2A.

Tahlc SA.—Thus far we have considered the tones in a song chiefly

with reference to the keynote of the song. The purpose of the present

table is to determine the structure of the songs by observing the

interval relation of accented tones. Thus if contiguous accented

tones bear a simple chord-relation to each otlier the song is classified

as harmonic in structure; if such chord-relation does not exist it

is classified as melodic in structure, while an intermediate type is

classified as melodic with harmonic framework. An example of

20

Percentages

50 CO 70

Melodic Melodic

with har-

monic

framework

Harmonic

Fig. 9. Structure.

the latter is a song containing the tones C-E-G-A-C, with the

accent placed consecutively on G, A, and G. The framework of

the melody is harmonic and comprises the chord C-E-G, but the

consecutive accents on G, A, G do not imply a simple chord of the

key of C. The song, therefore, is not purely melodic nor strictly

harmonic according to the basis adopted for classification. Nine-

teen per cent of the songs are hannbnic in structure, every accented

tone having a simple chord-relation to a contiguous accented tone,

these chord-relations being within the key implied by the ke^Tiote.

A much larger proportion are melodic in structure. (See fig. 9.)
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Tahles 9A, 10A.—Continuing observation of the tones with reference

to contiguous tones, we note in Table 9A that 69 per cent of the songs

begin -with a downward progression. Table lOA shows the entire

number of progressions in the song, 64 per cent of which are down-
ward and 36 per cent upward. This is in accordance with Table 2A,

which shows that many of the songs begin on high intervals, and
with Table lA, whirh shows that the last tone is the lowest tone in

Downward . Upward

Fig. 10. Downward and upward progiessions.

a majority of the songs. This is a further indication that the general

trend of these melodies is downward. (See fig. 10.)

TahhsllA, 12A.—-iVn interesting pointshown in Tables llAand 12A
is that the descending intervals are smaller than the ascending intervals.

Thus it is seen that only 19 per cent of the downward progressions in

contrast with 36 per cent of the upward progressions, are larger than

a minor third. This is due in part to a peculiarity of these songs in

betrinning on a high tone and descending, then returning to the original

Percentages

20 25
Interval of a

—

Fourteenth...

Fifth

Fourth

Major third...

Minor third. .

.

Major second .

Minor .second

.

Fig. U. Size of downward and upward jirogressions.

pitch or to one almost as high, and again descending by small intervals.

Figure 1 1 shows all the intervals which occur in these songs and are

represented in Tables llA and 12A. Only 5 per cent of the intervals

are larger than a fourth. Tlie minor third constitutes 30 per cent of

the number, the major second (interval of a whole tone), 41 per cent,

and the minor second (interval of a semitone) , 3 per cent. Tliis small

proportion of semitone intervals does not tend to encourage the

theory that Indians habitually use intervals smaller than a semitone.
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It is admitted that they frequently produce vocal sounds which differ

one from another by a number of vibrations less than that comprised

in a semitone, but the writer finds no evidence, on phonograpliic

records of about a thousand songs, that such sounds are part of a

system, consciously used by the Indians, Animals express emotion

by means of sounds which glide from one pitch to another. Such

expression is primal, but into song there enters an intellectual element

which tends to produce definiteness of tonal intervals.

Table ISA.—This table shows the largest, smallest, and average

interval, expressed in semitones. Figure 12 presents the same data

in graphic form, the horizontal lines representing semitones. It should

especiaUy be noted that this dia-
. PI- Largest interval a fourteenth

gram shows the sizes oi the inter-. (23 remitones)

vals and does not indicate the

number of times they occur. The
largest interval in these songs is a

fourteenth, comprising 23 semi-

tones, and the smallest is a minor

third, comprising one semitone.

The number of occurrences of

these and other intervals is shown
in Tables 11A and 12A, in con-

nection wdth which it has already

been noted that the larger inter-

vals are of less frequent occur-

rence than the smaller. In mak-
ing the computatiqns for Table

13A the number of occurrences

of each interval was multipUed

by the number of seimtones which it contains. Having obtained the

total number of intervals and of semitones, the average number of

semitones in an interval was secured. Tlie average of the entire

series is found to be 3.021 semitones, sHghtly more than a minor third.

TaUe 14A.—In this table it should be observed that 30 per cent of

the songs have as their keynote G, G sharp (or A flat), and A. This

is a larger proportion than on any other three consecutive semitones,

and suggests the natural range of voice among these Indians. In

this connection it should be stated that the speed of the phonograph

is the same when the songs are played for transcription as when they

are recorded, and that the pitch of the tones is decided by comparing

the tones of the phonograph with those of a piano tuned to standard

pitch (a' 435 vd).

Average interval approxi-

mately a minor third (3.021

semitones)

Smallest interval a minor sec-

ond (1 semitone)

Fig. 12. Largest, smallest, and average intervals

(horizontal lines represent semitones).
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Beginn ing
on accent-

ed part

(01 per cent)

Fig. 13. Part of measure on which song begins.

Talle 15A.—We now enter on the consideration of the rhythm of

these songs and of the drum with which many of them were accom-
panied. Tabl(> 1.5A concerns only the rhythm of the voice, and its

purpose is to determine directness of "attack" in beginning a song.
The analysis shows that 61 per cent of the songs begin on the accented
])art (if the measure. Table 2A shows that a majority of the songs

begin on the tones

of the tonic chord.

Taken together, these

tables suggest a clear-

ness of musical con-

cept on the part of the

Indian. (See fig. 13.)

TaUe IGA.—UVq
the preceding table,

this concerns the

rhythm of the voice.

In the phonograph

records of these songs

the accented tones usually are unmistakable and clear. As already

stated, a measure in the transcription represents the period of time

between two accented tones. The division of this time period into

two parts is the simplest possible division. In 54 per cent of the

songs the first measure is in double time f2-4 or 2-2) and in 40 per cent

in triple time (3-4 or

3-8), 6 per cent of

the songs beginning

in combinations of

these rh3^thms. (See

fig- 14.)

Table 17 A.—

A

change of time (meas-

ure-lengths) is found

in 84 percent of these

songs (see fig. 15).

Such a change in the

music; of oi\'ilized peo-

ples usually affects an entire section of a melody or composition.

Changes in time in the songs under analysis, on the other hand,

commonly affect single measures or only a few measures. These

alternations of measure lengths usually find what may be termed
their rliythmic, exj)lanation, in the rhythmic unit of the song or in

the rliythm of the song as a whole. (See fig. 15.)

O t li r w i B e

classified. .

.

(6 per cent)

First measure
in double
time

(54 per cent)

Fig. 14. Rhythm of first measure.
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Songs having

a change of

time (84 per

cent)

Table 18A.—This analysis concerns only the rhythm of the drum.
There were recorded without the accompaniment of the drum 234
songs; these were excluded in computing the percentages. In 56
per cent of the songs recorded with drum it is found that the beats
of the drum are not divided into groups by accented strokes, but
are an unaccented pulsation. The metric unit of the drumbeats
is indicated as an
eighth, quarter, or haK
note, according to the

note value which con-

stitutes the metric unit

of the song. In 6 per

cent of the songs the

drumbeats are ac-

cented in groups of

two, and in more than

34 per cent the di'um

is in a triple division,

two parts of which are
^'*'- '' ^'^'^^'^ '' '"^^ (measure-lengths).

marked by drumbeats and one by a rest. With a few exceptions the

unaccented drumbeat immediately precedes the accented beat.

In 3 per cent of the songs the drum is in quadruple division, the
accented stroke being preceded by a short unaccented stroke. (See
fig. 16.)

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

tones which form a

distinct phrase, this

phrase being repeated

either consecutively or

at intervals through-

out the song. In order

to use this peculiarity

as a basis of classifica-

tion it became neces-

saryto formulate a defi-

nition. This phrase

{oT motif) was accord-

ingly called a ''rhythmic imit," and defined as "a group of tones

of various lengths, usually comprising more than one count of a

measure, occurring at least twice in a song and having an evident

influence on the rhythm of the entire song." Having recognized

the rhythmic unit as an important part of the structure of these

songs, it was noted that many songs contained two or more of these

Accented in

g r n p s of

four (3 per

cent)

Fig. 16. Rhythm of drum.
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Songs con-
taining two
or more
rhythmic
units (7 per

cent

)

units, each clear, and given with exactness in every rendition of the

song. It was further noted that, when two or more such units occur,

there is a resenibhmce among them. In many instances the note-

values of tlie lirst unit are reversed in the second, while in others

the second unit is what might be termed a ''complementary" or

"answering" phrase. Tliirty-three per cent of the songs do not

show a rhytliTnic unit, but in many of these the song itseK is a rhyth-

mic whole. Instead of being composed of rhythmic units it is itself

a long phrase, with a rhythmic completeness which is satisfactory to

the ear. Sixty per cent of the songs contain one rhythmic unit,

and 7 per cent contain two, three, four, or five such units. The

rhythmic structure of these songs gives evidence of a primitive musi-

cal culture. (See fig. 17.)

Tahles 20A, 21A.—In these tables are shown the metric units of voice

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

graph record with the

speed of a Maelzel

metronome (which
has been tested for

accuracy) . The num-
bers at the left of the

analysis tables indi-

cate the number of
'

' ticks " of the metro-

nome per minute. In

the rhythmic analysis

this corresponds to

the comparison of the

phonograph record with the piano in the melodic analysis. On
comparing Tables 20A and 21A it is seen that the speed of the drum is

shghtly faster than that of the voice. Thus in the voice table, 37

per cent have a speed of 100 or more, while in the drum table, 57 per

cent have a speed of 100 or more. In each instance the note value

indicated in connection with the metronome speed is the same for

voice and drum.

Table 22A.—The data in Tables 20A and 21A suggest a discrepancy

between the tempo of voice and drum which is further shown in this

table. Only 44 per cent of the songs have the same metric

unit of voice and drum. This does not signify that in every

instance there is one drumbeat to each quarter note of the melody,

if the metric unit be indicated as a quarter note. The metric

unit of the melody may be a quarter note, the speed being 90

(J =90), and the drum may be in rapid beats, two of which are

equivalent in time to 90. Thus the metric unit would be the same,

the drum being indicated as in eighth notes. In 56 per cent of these

Fig. 17. Rhythmic unit.
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Drum 11 u i t

shorter than

that of voice

(38 per cent)

Drum unit
longer than

that of voice

(18 per cent)

Unit of voice

and drum
the same

(44 per cent)

songs, however, the metric units of voice and drum ju-e different. In

a very few instances these are in the ratio of 2 to 3, but the difference

is usually too slight to suggest any proportion. Furthermore, the

pulses of voice and drum do not coincide at frequent intervals, as

they probably would if there were a relation between them in the

mind of the performer. The inference in such instances is rather

that the voice and the drum are the expressions of s(>parate impulses,

these expressions being simultaneous, but having no relation to each

other. (See lig. 18.)

Suninuinj of pafics 4O-0I.—Thus it appears that the songs under

analysis resemljle the music of civilization in the use of the keynote,

third, fifth, and oc-

tave and in a unit of

rhythm and differ

from it in the irreg-

ularity of time and

in the discrepancy

between the tempo
of voice and accom-

panying drum. It

appears also that

these songs are char-

acterized by a de-

scending trend ; that

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

interval is the minor third.

Graphic Representations or "Plots"

A form of graphic representation, or "plotting," of melodies has

been devised by the writer and is here introduced for the purpose of

making the trend of Sioux melodies more apparent to the eye than

in musical transcription. The general method employed is similar

to that used in showing graphically the course of a moving object.

The loci of the object at given periods of time are determined and

recorded, the several positions being connected by straight lines. In

any use of this method the interest centers in the several points at

which the object is located, it being understood that the lines con-

necting these points are used merely as an aid to observation. In the

present adaptation of this method the pitch of the accented tones in a

melody is indicated by dots placed at the intersections of coordinate

lines, the horizontal coordinates representing scale degrees and the ver-

tical coordinates representing measure-lengths. These dots are con-

nected by straight lines, though the course of the melody between

the accented tones would, in many instances, vary widely from

these lines if it were accurately plotted. The use of accented tones

Fig. 18. Comparison of metric unit of voice and drum.
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exclusively in analyzing these songs has already been employed,

the stnicture of the melodies being determined by the pitch of con-

tiguous accented tones (see Table 8, footnote). One consideration

which seems to justify this usage is the fact that, when differences

appear in the several renditions of an Indian song, these differences

almost without exception are in unimportant progressions between

unaccented tones. Since the sole purpose of these plots is to show
the trend of the melodies, it seems permissible to omit from the

representation, not only the unaccented tones occurring in the

melody, but also a distinction between whole tones and semitones

in progressions, and a distinction between double and triple time in

measure-lengths. It is obviously desirable that the graphic repre-

sentation be as simple as possible, the more detailed observation of

the melodies being contained in mathematical and descriptive

analyses.

A plot of each Sioux melody having been made, these plots were

compared, and as a result it was found that there are five types

which may be considered the primary outlines, a majority of the

others being combinations or modifications of these. The simplest of

these types are designated as A and B (see fig. 19), the former being

a descending trend with no ascending intervals, and the latter show-

ing what might be termed a horizontal progression, followed by a

descent to the final tone. These types appear throughout the series

and seem to have no relation to the content of the song. On com-
paring the plots representing types C, D, and E with the titles of

respective songs, it was found that the plots of songs having similar

titles or uses resemble each other. This suggests a relation between
the content and the form of the song, a somewhat tentative conclu-

sion, which, in another form, was presented in the study of Chippewa
songs (see Bulletin 53, pages 50-58).

The song selected as an example of Type A is No. 195, a song of

the grass dance. Comparison with the musical transcription will

show the progressions, the song having a compass of two octaves.

It will be noted that in this song there are no ascending intervals in

the series of accented tones. In addition to this song, the following

songs contain a similar outline: Nos. 31, 56, 120, 151, 152, 210, 215.

Reference to the list of songs will show that these are divided among
almost all classes of songs, a fact which indicates that the type is

persistent. This is confirmed by general observation of the structure

of Indian songs. Plots of other songs of this type are shown on
pages 204, 245, 283, 419. Many other songs resemble this type in

outline, but contain one or more ascending intervals in the accented

tones.

The example selected to represent Type B is No. 68, a song of the

sacred stones. It will l)e noted that the melody progresses at first
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horizontally, afterwards descending to the lowest tone. Other songs

resembhng this in outline are Nos. 50, 51, 52, 64, 67, 68, 74, 75, 76, 96,

109, 113, 117, 118, 136, 139. Plots of some of these songs are shown

on pages 245, 419, All these are found among songs a majority of

which are believed to be more than 50 years old ; they are distributed

among the various classes of these songs, but no song of the outline

of No. 68 appears among the comparatively modern songs.

The characteristic of Type C is a repetition of the lowest tone,

usually the keynote, the melody descending to the keynote, returning

-S:
'.%-.:

I
^^:^r:

I
Class A (No. 195) Class B (No. 68)

Class C (No. 80)

m
ill

Class D (No. ni) Class E (No. 238)

Fig. 19. Plots, Group 1.

to a higher tone and again descending to the lowest tone, with a

repetition of that tone. The example of this type is No. 80, a song

used in the treatment of the sick. It will be recalled that the element

of affirmation was very strong in the treatment of the sick, the

medicine-man endeavoring to instill in his patient a confidence in

the former's ability to effect a cure. Reference to the analyses of

songs used in treating the sick will show a large proportion of these

songs ending on the keynote. Many songs emphasizing the lowest

tone or keynote appear in this series, the type being subject to even

more variation than Types A and B. The following list was com-

4840°—Bull. 6]—IS 6
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piknl as the result of an examination of the plots of the songs. Com-
parison with the list of song titles will show that in a majority of

instances the song contains the idea of strength, victory, or self-

confidence. The list is as follows: 5, 7, 11, 12, 13, 15, 40, 42, 45,

70, 72, SI, 82, 83, 84, 92, 93, 119, 123, 124, 125, 130, 131, 134, 142,

145, 147, 148, 150, 153, 154, 156, 160, 161, 164, 165, 168, 170, 171,

175, 176, 177, 184, 185, 186, 187, 188, 190, 191, 196, 214, 222, 223,

224, 229, 230. Plots of several of these are shown on pages 283, 419.

Type D was first noted in the songs of Dream societies, named for

animals which appeiired in dreams, many of these songs being said to

have been received from the animals. This type is characterized by

a short ascent and descent frequently repeated in the melody. On
grouping a number of songs having this characteristic and comparing

the song numl)ers with their respective titles, it was found that prac-

tically all are songs concerning men or animals in motion. No. Ill

is an example of this class. The plots of Nos. 55 and 58, songs of

Dream societies, are shown on page 204. Plots of Nos. 99, 100, 111,

127, 145, 146, 161, and 174, which are songs concerning men or

animals and usually suggesting motion, are shown on page 419. Other

instances of similar outline are Nos. 66 and 179, which are not

plotted.

Type E is noted in songs expressive of grief, or of dissatisfaction.

(See p. 519.) There are other songs in which the first progression

is an ascending progression. It will be noted that this plot shows

only the relation of accented tones, or tones which (in musical

terminology) appear at the beginning of measures.

Comparison Between Analyses of Chippewa and Sioux Songs

We will next consider a comparison between the characteristics

of Chippewa and Sioux songs, as shown by the percentages in the

Taldes of Analysis on pages 23-39. The Sioux songs of the Drum-
presentation ceremony, sung by Chippewa, are not included in this

comparison.

In Table 1 we note that 42 per cent of the Chippewa songs are

minor in tontdity, while 60 per cent of the Sioux songs are minor.

The proportion beginning on the twelfth or fifth is 52 per cent in the

Chippewa and 41 per cent in the Sioux, but the proportion begin-

ning on the octave, tenth, and tlfird is larger in the Sioux. The

Chippewa show a larger percentage ending on the keynote, but

about the same percentage in which the final tone is the lowest

in the song. The Chippewa have a nmch larger proportion of

songs with a range of 12 tones, but the Sioux have the larger

proportion with a range of 10 tones and of an octavo. In songs

on the five-tonod scales the Chippewa have a larger proportion,
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but in songs with the octave complete or nearly complete, the

percentage is almost identical. A slightly larger percentage of the

Chippewa songs contain no accidentals, and the number of purely

melodic songs differs by only 1 per cent in the two groups. The
difference in songs beginning with a downward progression is also

only 1 per cent, and the proportion of ascending and descending

progressions differs by 2 per cent. Differences of 1 to 6 per cent

mark the frequency of occurrence of various intervals of progression.

The average interval in the Sioux songs is slightly smaller than in the

Chippewa.

In key the Chippewa songs show a preference for F, F sharp,

and G. A slightly larger proportion of the Chippewa songs begin

on the accented part of the measure, and a smaller percentage

begin in 2-4 time. The percentage of Sioux songs having a change

of measure-lengths is considerably larger than that of the Cliippewa.

In the rhythm of the drum there is a difference, the Chippewa having

a much larger percentage with the accented drumbeat preceded by a

short, unaccented beat. The proportion of songs containing rhythmic

units is 64 per cent in the Chippewa and 68 per cent in the Sioux. The
metric unit of the voice shows greater variety among the Chippewa
but the drum shows the greater variety among the Sioux. The
metric unit of voice and drum shows much greater divergence among
the Chippewa, only 36 per cent having the same metric unit, while

among the Sioux the corresponding proportion is 62.

Referring to the table of rhythmic units (19A), we note that the

percentage of Sioux songs whicli contain a rhythmic unit is larger -than

that of the Chippewa.

Of the Sioux songs 169 contain one or more rhythmic units, these

rniits, or phrases, being transcribed on pages 528 et seq. in groups simi-

lar to those which appear in the text of the work. Examining these

units, we fuid no duphcations except the following phrase, ^.£1,.,

which occurs in 11 songs (Nos. 35, 36, 58, 115, 164, 194, 195, 225, 226,

229, 230) . We note also that an accented sixteenth note followed by a

dotted eightli note, wliich characterizes this phrase, is the first count-

division in the rliythmic units of 26 songs (Nos. 7, 26, 33, 41, 113, 116,

119, 131, 134, 155, 156, 160, 166, 167, 170, 171, 186, 188, 199, 202,220,221,

222, 23 1 , 235, 238) . Thus it is seen that this count-division character-

izes the rhythmic units of more than 16 percent of the Sioux songs under

analysis. Turning to the rhythmic units of the Chippewa songs (Bull.

53, pp. 309-333), it is found that this count-division is present at the

opening of slightly less than 3 per cent of the entire number (Nos.

110, Bull. 45, and Nos. 64, 90, 92, 116, 131, 153, 163, 174, Bull. 53).

In the summary of analyses in Bulletin 53 (p. 11) it is stated that

—

There is ... a division of a count £Xi» which occurs in Chippewa songs recorded on a

reservation showing Sioux influenco, ancj wliich is found also in Sioux songs. This
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division of the count occurs in 15 per cent of the songs recorded at Waba^cing. . . .

The same phrase is found in 10 per cent of the Sioux songs of the Drum-presentation

Ceremony . . . and also in about 10 per cent of the Sun-dance songs of the Teton

Sioux recorded by the writer at Standing Rock, North Dakota.

From these (lata it appears that an accented sixteenth note, fol-

lowed either by an eighth or a dotted eighth note, may be regarded as

a rhythmic characteristic of the Sioux songs under analysis.

No rhythmic peculiarity of equal importance was noted among

the songs of the Chippewa. It therefore appears that the rhythmic

sense is more strongly developed among the Sioux than among the

Chippewa.

Briefly summarizing the comparison between the Chippewa and

Sioux songs as sung by the people of each tribe, it may be said that

the tabulated analyses show differences between the music of the two

tribes, but not such as can safely be traced to definite causes. The

resemblances may be due to the fact that the two tribes have been

in contact for many generations and the music of the one undoubt-

edly has been influenced to some extent by that of the other. It

is possible that the resemblances and differences between the two

may be seen to have more significance as the study of Indian music is

extended to include a comparison between the songs of other and more

\\idely separated tribes.

Test of Pitch Discriminatiox Among Chippewa and Sioux

In order to obtain data on the pitch discrimination of Indians

certain tests were made by the wi-iter during the summer of 1915. *

These were made among the Mandan, Hidatsa, Chippewa, and Sioux

Indians, but only the results obtained among the latter tw^o tribes will

be presented. In each of these tribes 10 persons were submitted

to the test, including men and women who are known as being

good singers, and also a few "old timers" who are not musicians.

The limited number of persons tested, as well as the very unfavorable

conditions under which the tests were made, renders the results far

from conclusive, but they have a bearing on the subject of Indian

music, and also suggest interesting points for further investigation.

The tests were made by means of a set of tuning forks comprising

a fork giving the tone a' (435 vibrations, international pitch), this

being the fundamental tone of the series, and 10 other forks pro-

ducing tones respectively h, 1, 2, 3, 5, 8, 12, 17, 23, and 30 vibrations

above the fundamental.

'The WTiter gratefully acknowledges her indebtedness to Prof. C. E. Seashore, dean of the Gnaduate

College, University of Iowa, fo-r his courtesy in lending the tuning forks with which the tests were made,

also for valuable suggestions regarding the formulation of the results. The method used in the tests was

essentially that described by Prof. Seashore in his monograph, "The Measurement of Pitch Discrimina-

tion; A Preliminary Report," in Psychological Monographs, vol. 13, No. 1, Review Publishing Co., Lan-

caster, Pa., and Baltimore, Md., 1910.
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As a preliminary to the recorded test the person was asked to

listen to various intervals, interspersed with unisons, two forks

being sounded in rapid succession and the person stating whether

they sounded alike or different. ^lany could recognize the unison

whenever it occurred (the same fork being sounded twice), while

others could hear no difference between tones which were three

or even five vibrations apart. After the subject had thus become
somewhat accustomed to the sound of the forks, the regular test

was given and repeated 20 times, each reply being noted, together

with the interval used in the test. As in the preliminary tests, two

forks were sounded in rapid succession, and in this the subject

was asked which tone was the higher, the first or the second. The
fundamental fork was not always used in this test, the forks being

somided in irregular order, making the test the more difficult. The
intervals used in the test and the correctness of the replies formed

a basis for judging the pitch discrimination of the individual. Thus

a man who failed on a majority of tests comprising intervals of

fewer than three vibrations and answered correctly on a majority

of tests comprising intervals of three or more vibrations may be

considered as having three vibrations as the Imiit of his pitch dis-

crimination. The du-ect result of these tests can be shown quantita-

tively, but in addition to this result there are observations of equal

importance which depend to a large extent on personal knowledge

of the individuals being tested. For instance, men whom the writer

knows from an acquaintance of several years to be men of great

firmness and independence of character showed special power of

concentration and recognized small intervals (1, 2, or 3 vibrations)

m the early part of the test, while men of less strong individuality

did not make their best record until the test was almost completed.

A particularly clear example of this occurred among the Chippewa.

A man and two of his sons were tested, all being prominent smgers

on the Wliite Earth Reservation. The father and one of the sons

(known respectively as Big Bear and George Big Bear) recorded

songs for the writer durmg her musical study among the Chippewa.

The older man retains much of the native character, while his sons are

somewhat divided in their sympathies, having much in common with

the older Indians but having progressed so far in the white man's way
that when these tests were made they were employed as carpenters

by the Government. A record of the tests of these three men indi-

cates the pitch discrimination of the older man as about three vibra-

tions, and that of his two sons as about five vibrations.

The pitch discrimination of the older Chippewa and Sioux Indians

was, generally speaking, about 3 vibrations. As the interval between

a' and b' is 54 vibrations, the interval of 5 vibrations is approxi-
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mately one-eleventh of a tone, and the interval of 3 vihrations is

approximately one-eighteenth of a tone.

The following tahles giv^e the record of the tests made on 10 persons

m each trihe:
CHIPPEWA

Number of vibrations in interval.
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unmistakable evidence of musical criticism. Certain men are gen-

erally acknowledged to be "good singers" and certain songs are said

to be "good songs." This implies that the songs and the singers

satisfy some standard of evaluation. The Indian may not be al)le to

formulate this standard, but its existence is evidence of an esthetic

impulse.

We may note at this time a few observations on this subject

opening it for further investigation. First, in the matter of composi-

tion it is observed that the oldest songs, which are considered the best

songs, were ''composed in dreams." This means that they came in a

supposedly supernatural maimer to the mind of a man who was hoping

for such experiences and who had established the mental and physical

conditions under wdiich they were believed to occur. In this we have
the native concept of what we call "inspiration." The Indian isolated

himself by going away from the camp, while the white musician or poet

locks his door, but both reahze the necessity of freedom from dis-

traction. A majority of the songs said to have been thus received

by the Indians have a rhythmic and melodic unity which is not

alw^ays present in songs said to have been "made up." Thus the

writer once heard a song which was said to have been recently com-
posed, and on inquiry learned that several men had "composed it

together." This was evidenced by a lack of unity in the melody,

which contained too many peculiarities. The form of the melody
suggested the possibility that each man had incorporated in it a

favorite interval, or some other musical fancy of his own. The
result was a composite rather than a unit.

The comparative analyses in Bulletin 53 (pp. 51-58) suggest a

relation between mental concept and the form of its musical expres-

sion. The significant prominence of the ascending and descending

interval of a fourth in songs concerning motion was noted in Bul-

letin 53 (pp. 99-101) and is found also in songs of the present series.

A comparison of the structure of the old songs with that of songs

said to be somewhat modern shows that the more recent songs con-

tain a smaller compass, larger number of progressions and a more
regular rhythm. The latter tendency was shown by the following

incident: In recording a Chippewa song from an old Indian the writer

found the rhythm peculiar, with frequent changes of measure

lengths ; later the same song was recorded by a young man, said to

be an excellent singer. On comparing the phonographic records it

was found that the younger singer had slightly changed the rhythm
so as to avoid the irregularity in the measure lengths. The song had

lost its native character and also its musical interest.

The various occasions of music which exist among civihzed races

are found also among the Indians. It is a custom that songs con-

nected with ceremonial acts shall be sung only by those w^ho have
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received them in dreams, or who have inherited or purchased the

right to sing them. Such songs form one class of Indian music.

To anotlier class belong songs of games and dances, songs of war

and of the hunt, as well as songs which celebrate the deeds of a

chief or successful warrior. The words of all these songs, while often

showing high degree of poetic feeling, appear to be less subjective

in character than the words of similar Enghsh songs. It is difficult

to state what Indian songs correspond to the folk songs of the white

race, but in such a group should probably be included the songs

connected with folk tales. These are many in number and usually

are represented as being sung by animals. An example of this is

the story and song of the crawfish (Bulletin 53, p. 305). Songs of

this class are fomid to vary more than any others in their rendition

by different people; perhaps because they were more generally known
and sung than others, with less criticism as to correctness of rendition.

Among nmsicians of civilized races the standards of exceUence in

a singer include (1) intonation, (2) quality of tone, (3) range of voice,

(4) memory, and (5) interpretation (inteUectual and emotional).

(1) Intonation.—Observing Indian singers according to these

standards, the writer has noticed that "good singers" keep the pitch

of their tones approximately that of the tones of the diatonic scale,

and that in songs recorded by such men and women the pitch of

"accidentals" is practicaUy the same in every rendition of the song.

This is not the case in songs phonographically recorded by men whose

musical standing among their own people is not so high. An instance

of this is as follows: On the transcription of a song recorded by an old

man it was found that the melody showed no feeling for a kejmote.

Inquiry among the Indians disclosed the fact that the man was not

considered by them to be a good singer. The same song was accord-

ingly obtained from a man of acknowledged musical proficiency, and

on comparing the renditions it was found that by slight alterations

in pitch the song had become diatonic in character, the intervals

closely resembling those of the scale and ending on a keynote. Ex-

perience in listening to the melodies of Chippewa and Sioux makes it

possible to distinguish between a melody which has unusual native

peculiarities and one which is distorted by a poor smger.

The accuracy of an Indian in repeating a song should also be con-

sidered. For this purpose several consecutive repetitions of each

song were recordeil. As an evidence of accuracy in repeating cere-

monial songs the following incident may be cited: In 1912 the WTiter

recorded four songs of the Creek Women's society of the Mandan,

from Mrs. Holding Eagle, one of its members. In 1915 Mrs. Holding

Kagle recorded the songs a second time, and on comparison it was

found tliat tiie pitcli and metronome speed of all tlie songs was the
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same in the second as in the first records. In two of the songs there

was no difference in the shghtest respect; in one what appeared as a

ghssando progression in the first recording was sung in definite inter-

vals in the second; and in the fourth song there was a shght differ-

ence in the opening measures but none in the part containing the

words. Several consecutive renditions of the songs were recorded

on both occasions. Another and similar instance occurred among
the Chippewa. Odjib'we (See Bulletin 53) recorded certain songs in

August, 1909, and March, 1910, the two recordings showing the same
pitch of the song as a whole, and also a slight deviation from diatonic

pitch on the same tones, this deviation b.eing perceptible but not

enough to be indicated by an accidental.

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

(2) Qualitij of tone.—The manner of tone production by the Indian

is different from that of the white man. The former cultivates and
greatly admires a pronounced vibrato; a falsetto tone is also con-

sidered a mark of musical proficiency. An instance of this is men-
tioned in Bulletin 53 (p. 252): A singer at Red Lake, Minn., "sang

in falsetto voice with a peculiar throaty vibrato. He said that he

discovered his ability to do this when he was a boy and had cultivated

it ever smce." Tliis vibrato is not invariably found in a good singer,

but, as m the white race, it is frequently present. A peculiar nasal

tone is always used in the Love songs, so that one accustomed to the

music of these tribes can recognize these songs by the tone quality,

as well as by a melodic freedom greater than that in other songs.

Another quality of tone is that used in the songs of hopeless illness,

or in the "wailing songs" after a death. To these may be added the

crooning tone of the luUabies. Other tone qualities are undoubtedly

and perhaps intentionally used, these being, however, the most easily

recognized.

(3) Compass ofvoice.—An expanded compass is admired among the

Chippewa and Sioux as weU as among musicians of the white race.

Songs Nos. 55, 195, 202, have each a compass of 17 tones; two of these

were recorded by Kills-at-Night, who has a wide reputation as a

singer. Other songs have a compass of 13 or 14 tones each.

(4) Memory.—The memory test ("repertoire") obtains among
these Indians as well as among civilized musicians. The writer has

never attempted to exhaust the number of songs wliich could be

recorded by a good singer. The largest number of songs recorded

by one individual are those of Odjib'we m Bulletin 53. As he was

recording songs known to no other person he was asked to record

more than 80. These were songs which were practically all of the

same class; he doubtless remembered many others of different knids.

The recording of 50 or 60 songs by one individual is not unusual in

the present work, selections being made from this number after tran-
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scription, and many records being used for comparison with records

of the same song by other singers.

(5) Interpretation {intellectual and emotional).—Among these In-

dians, as among white musicians, there must be a convincing quahty

in a singer's rendition of a song. It has frequently been said to the

writer, "So-and-so knows the old songs, but he is not a good singer;

he can give you the melody, but it will not be well sung." Into this

''convincing quality" there enters another element—-the personality

of the singer. It is required that a good singer among Indians, as

well as among white men, shall carry with him full confidence in

himself, and do his work with authority.

From the foregoing data it appears that in general character the

musical standards of the Chippewa and Sioux Indians bear a resem-

blance to those of the white race.



CEREMONIES

The White Buffalo Calf Pipe (Ptehin'cala Canoi^'pa)

It is fitting that a narrative of .the gift of the White Buffalo Calf pipe

to the Sioux should introduce the present account of the ceremonies

and customs of the tribe. Throughout this memoir reference will

be made to ceremonial acts performed in accordance with the instruc-

tions of the White Buffalo Maiden, a supernatural being through

whose agency the ceremonial pipe was given to the Sioux.*

The narrative in its present form was given by Isna'la-wica' (Lone

Man; see pi. 23), and is recorded in the words of the interpreter, Mr.

Robert P. Higheagle. Preceding this recital by Lone Man, the sub-

ject had been studied with other informants for more than two years.

A summary of this study was read to Lone Man and discussed with

him, after which he was requested to give the narrative in connected

form, incorporating therewith material which he wished to add.^

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

In the olden times it was a general custom for the Sioux tribe (especially the Teton

band of Sioux) to assemble in a body once at least during the year. This gathering

took place usually about that time of midsummer when everything looked beautiful

and everybody rejoiced to live to see nature at its best-—that was the season when
the Sun-dance ceremony took place and vows were made and fulfilled. Sometimes

the tribal gathering took place in the fall when wild game was iii the best condition,

when wild fruits of all kinds were ripe, and when the leaves on the trees and plants

were the brightest.

One reason why the people gathered as they did was that the tribe as a whole might

celebrate the victories, successes on the warpath, and other good fortunes which had

occm-red during the year while the bands were scattered and each band was acting

somewhat independently. Another reason was that certain rules or laws were made
by the head chiefs and other leaders of the tribe, by which each band of the tribe was

governed. For instance, if a certain band got into trouble with some other tribe, as

the Crows, the Sioux tribe as a whole should be notified. Or if an enemy or enemies

came on their hunting grounds the tribe should be notified at once. In this way the

Teton band of Sioux was protected as to its territory and its hunting grounds.

After these gatherings there was a scattering of the various bands. On one such

occasion the Sans Arc band started toward the west. They were moving from place

to place, expecting to find buffalo and other game which they would lay up for their

winter supply, but they failed to find anj'thing. A council was called and two

young men were selected to go in quest of buffalo and other game. They started on

foot. When they were out of sight they each went in a different direction, but met

again at a place which they had agreed upon. While they were planning and planning

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

Peabody Museum Reports, m, Nos. 3 and 4, pp. 260-75, Cambridge, 1884.

2 Other material obtained from Lone Man is found in the chapter on the Sun dance (p. 92), the heyo'ka

(pp. 159-170), and the sacred stones (pp. 214-217).

63
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•nhat to do, there appeared from the west a solitary object advancing toward them.

It did not look like a buffalo; it looked more like a human being than anything else.

They could not make out what it was, but it was coming rapidly. Both considered

themselves brave, so they concluded that they would face whatever it might be.

They stood still and gazed at it very eagerly. At last they saw that it was a beautiful

young maiden. She wore a beautiful fringed buckskin dress, leggings, and moccasins.

Her hair was hanging loose except at the left side, where was tied a tuft of shedded

buffalo hair. [See pp. 126, 458.] In her right hand she carried a fan made of flat sage.

Her face was painted with red vertical stripes.. Not knowing what to do or say, they

hesitated, saying nothing to her.

She spoke first, thus: "I am sent by the Biiffalo tribe to visit the people you repre-

sent. You have been chosen to perform a diliicult task. It is right that you should

try to carry out the \\'ishes of your people, and you must try to accomplish your purpose.

Go home and tell the chief and headmen to put up a special lodge in the middle of the

camp circle, with the door of the lodge and the entrance into the camp toward the

direction where the sun rolls off the earth. Let them spread sage at the place of honor,

and back of the fireplace let a small square place ^ be prepared. Back of tliis and the

sage let a certain frame, or rack, be made. Right in front of the rack a buffalo

skull should be placed. I have something of importance to present to the tribe,

which will have a great deal to do with their future welfare. I shall be in the camp

about sum"ise."

Wliile she was thus speaking to the young men one of them had impure thoughts.

A cloud came down and enveloped this young man. When the cloud left the earth

the young man was left there—only a skeleton. The Maiden commanded the other

young.man to turn his back toward her and face in the direction of the camp, then to

start for home. He was ordered not to look back.

When the young man came in sight of the camp he ran in a zigzag course, this being

a signal required of such parties on returning home from a searching or scouting expe-

dition. The people in the camp were on the alert for the signal, and preparations were

begun at once to escort the party home'. Just outside the council lodge, in front of

the door, an old man qualified to perform the ceremony was waiting anxiously for the

party. He knelt in the direction of the coming of the party to receive the report of

the expedition. [See p. 441.] A row of old men were kneeling behind him. The

young man arrived at the lodge. Great curiosity was shown by the people on account

of the missing member of the party. The report was made, and the people received

it ndth enthusiasm.

The special lodge was made, and the other requirements were carried out. The

crier announced in the whole camp what was to take place on the following morning.

Great preparations were made for the occasion. Early the next morning, at daybreak,

men, women, and children assembled around the special lodge. Young men who were

known to beai" unblemished characters were chosen to escort the Maiden into the camp.

[See pp. 72, 103, 111.] Promptly at sunrise she was in sight. Everybody was anxious.

All eyes were fixed on the Maiden. Slowly she walked into the camp. She was

dressed as when she first appeared to the two young men except that instead of the

sage fan she carried a pipe—the stem was carried with her right hand and the bowl

with the left.

The chief, who was qualified and authorized to receive the guest in behalf of the

Sioux tribe, sat outside, right in front of the door of the lodge, facing the direction of

the coming of the Maiden. When she was at the door the chief stepped aside and

made room for hor to enter. She entered the lodge, went to the left of the door, and

was seated at the place of honor.

> The square space of inellowod earth, the spread sape, the bulTalo skull, and pipe rack are frequently

mentioned in this work. Among other instances the following are cited: pp. 71, 122, 229, 232, 235,328.

The earth space in the si)irit-keeping lodge w;is rouncl instead of square (p. 82).
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The chief made a speech welcoming the Maiden, as follows:

"My dear relatives: This day Wakag'tagka has again looked down and smiled

upon us by sending us this young Maiden, whom we shall recognize and consider as a

sister. She has come to our rescue just as we are in great need. Wakag'tagka

wishes us to live. This day we lift up our eyes to the sun, the giver of light, that

opens our eyes and gives us this beautiful day to see our visiting sister. Sister, we

are glad that you have come to us, and trust that whatever message you have brought

we may be able to abide by it. We are poor, but we have a great respect to visitors,

especially relatives. It is our custom to serve our guests with some special food. We
are at present needy and all we have to offer you is water, that falls from the clouds.

Take it, drink it, and remember that we are very poor.
"

Then braided sweet grass was dipped into a buffalo horn containing rain water and

was offered to the Maiden. The chief said, "Sister, we are now ready to hear the good

message you have .brought. " The pipe, which was in the hands of the Maiden, was

lowered and placed on the rack. Then the Maiden sipped the water from the sweet

grass.

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

"My relatives, brothers and sisters: Wakag'tagka has looked down, and smiles

upon us this day because we have met as belonging to one family. The best thing in

a family is good feeling toward every member of the family. I am proud to become a

member of your family—a sister to you all. The sun is your grandfather, and he is

the same to me. Your tribe has the distinction of being always very faithful to prom-

ises, and of possessing great respect and reverence toward sacred things. It is known

also that nothing but good feeling prevails in the tribe, and that whenever any mem-
ber has been found guilty of committing any wrong, that member has been cast out

and not allowed to mingle with the other members of the tribe. For all these good

qualities in the tribe you have been chosen as worthy and deserving of all good gifts.

I represent the Buffalo tribe, who have sent you this pipe. You are to receive this

pipe in the name of all the common people [Indians]. Take it, and use it according

to my directions. The bowl of the pipe is red stone—a stone not very common and

found only at a certain place. This pipe shall be used as a peacemaker.' The time

will come when you shall cease hostilities against other nations. \Mienever peace is

agreed upon between two tribes or parties this pipe shall be a binding instrument. By
this pipe the medicine-men shall be called to administer help to the sick.

"

Turning to the women, she said :

"My dear sisters, the women: You have a hard life to live in this world, yet without

you this life would not be what it is. Wakag'tagka intends that you shall bear

much sorrow—comfort others in time of sorrow. By your hands the family moves.

You have been given the knowledge of making clothing and of feeding the family.

Wakag'tagka is with you in your sorrows and joins you in your griefs. He has given

you the great gift of kindness toward every living creature on earth. You he has

chosen to have a feeling for the dead who are gone. He knows that you remember

the dead longer than do the men. He knows that you love your children dearly.

"

Then turning to the children :

"My little brothers and sisters: Your parents were once little children like you,

but in the course of time they became men and women. All living creatures were

once small, but if no one took care of them they would never grow up. Your parents

love you and have made many sacrifices for your sake in order that Wakaij'tagka

may listen to them, and that nothing but good may come to you as you grow up. I

have brought this pipe for them, and you shall reap some benefit from it. Learn to

1 Cf. Bulletin 53, pp. 143, 144, in whirh a woman is said to have been the supernatural means of bringing

permanent peace between the Chippewa and Sioux.
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respect and reverence this pipe, and a' ove all, lead pure lives. Wakaij'tagka is your

great grandfather."

Turning to the men:

"Now my dear 1 rothers: In giving you this pipe you are expected to use it for nothing

but good purposes. The trilje as a whole shall depend upon it lor their necessary

needs. You realize that all your necessities of life come from the earth lielow, the

sky al)Ove, and the four winds. Whenever you do anything wrong against these elc;

ments they will always take some revenge upon you. You should reverence them.

Offer sacrifices through this pipe. When you are in need of huffalo meat, smoke this

pipe and ask for what you need and it shall be granted you. On you it depends to

be a strong help to the women in the raising of children. Share the women's sorrow.

Wakag'tagka smiles on the man who has a kind feeling for a woman, because the

woman is weak. Take this pipe, and offer it to Wakag^tagka daily. Be good and

kind to the little children."

Turning to the chief:

"My older l^rother: You have been chosen by these people to receive this pipe in

the name of the whole Sioux tribe. Wakag'tagka is pleased and glad this day Ijecause

you have done what it is required and expected that every good leader should do.

By tliis pipe the tril)e shall live. It is your duty to see that this pipe is respected

and reverenced. I am proud to be called a sister. May Wakaq'tagka look down on

us and take pity on us and provide us with what we need. Now we shall smoke the

pipe."

Then she took the buffalo chip which lay on the ground, lighted the pipe, and

pointing to the sky with the stem of the pipe, she said, " I offer this to Wakaij'tagka

for all the good that comes from above." (Pointing to the earth:) "I offer tlois to

the earth, whence come all good gifts." (Pointing to the cardinal points:) "I offer

this to the four winds, whence come all good things." Then she took a puff of the

pipe, passed it to the chief, and said, "Now my dear brothers and sisters, I have
done the work for wliich I was sent here and now I will go, l»ut I do not wish any

escort. I only ask that the way be cleared before me. '

'

Then, rising, she started, leaving the pipe with the cliief. who ordered that the

people 1)6 quiet until their sister was out of sight. She came out of the tent on the

left side, walking very slowly; as soon as she was outside the entrance she turned into

a white buffalo calf.'

It is said that the chief who received the pipe from the Wliite

Buffalo Maiden was Buffalo Stands Upward (Tatar) 'ka-woslal'-

nazii]). The pipe has been handed down from one generation to

another, and is said to be now in the possession of Elk Head
(Hclia'ka-pa), who lives at Thunder Butte, on the Cheyenne River

Reservation. He is said to be of "about the third generation"

which has kept the pipe, and is 98 years of age.^ Each preceding

keeper of the pipe lived to be more than a hundred years old.

The Indians named the pipe the Wliite Buffalo Calf pipe. DupU-
catcs of it were made, and soon every male member of the tribe

carried a similar pipe. The stem was made to resemble the wind-

pipe of a calf. Wlienever this pipe is used in a smoking circle, or

even when two men are smoking together, the rule is that the pipe

' It Is Interesting to observe that the Identity of a dream object often is unreoignized until it turns to

depart. See Bulletin 53, p. 207; nlsa p. 185 of this volume.
' F.lk Head died In Januiry, 1916, after the above paragraph was written.
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be passed to the left, because that was the direction taken by the

White Buffalo Maiden when she went away. The one who lights

this pipe is required to make an offering.

It is said that the follo%ving song was sung by the White Buffalo

Maiden as she entered the camp. This song is sung in the Spirit-

keeping ceremony when the man who is keeping the spirit of his child

can afford to have a white buffalQ robe used in the ceremony. (See

pp. 82, 446.) The words "scarlet relic" refer to the scarlet-wrapped

packet in the lodge of those who are "keeping a spirit."

No. 1. Song of the White Buffalo Maiden (Catalogue No. 5G9)i

Sung by Charging Thunder

VoiCB J =58
Drt-m not recorded

•=P=P=P=?B=?^|

Ni - ya taq-iq-yaq ma-wa-ni ye ni - ya taq-ii]-yai] ma-wa-ni

ye c o - ya - te le i - ma - wa - ni iia ho ho

^9i^ m—<* a ^~rf— -j' I <^ I

*
• '

• •- m
ho - tai) - iq-yaij ma - wa-ni ye ye ye ye a ye a

ye ni - ya taij - ii)-yaq ma-wa-ni

-* *^ g^^^l^ !^^^fc?
lu ta le i - ma ho ho

ho - tai] - iij-yai] ma-wa-ui ye ye ye ye a ye a ye

1 The catalocrue numbers used throui;hout this memoir correspond respectively with tho numbers des-

ignating the phonograph record of the songs, wnich are preserved in the Bureau ol American Ethnolosy.
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WORDS

niya' tagiij'yaij with visible brcatli '

mawa'ni ye I am walking

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

ima''wani I walk toward

na and

ho^tagigyag my voice is heard

mawa''ni ye I afn walking:

niya^ tagig^yaq with visible breath

mawa'ni ye I am walking

walu'ta le this scarlet relic

ima'wani ye (for it) I am walking

Anihjsis.^—This song is minor in tonality and melodic in structure.

Thirty-four progressions are found in the melody, 22 (65 per cent) of

wliich are minor thirds. This is an unusually large proportion of any

one interval in a song. Ten of the remaining intervals (29 per cent)

are major seconds, the others being an ascending fifth and a descend-

ing fourth. The tempo of the song is slow, and the short tones at

the end of the first and similar measures were given in correct time.

As in all the songs, vocables are here italicized. In tliis song they

were sung with marked emphasis.

The final measure of this song is transcribed as a complete measure,

though the song begins on an unaccented tone. This precedent vnll

be followed tliroughout the present work, instances in which the

repetition of a song begins mthout a break in the time being indi-

cated by the usual mark for repeat.

The Alo'wat^pi Ceremony

This ceremony has been used b}' the Pawnee, Omaha, Osage,

Ponca, Iowa, Oto, and Dakota tribes. The ceremony among the

Omaha and Pa^^^lee has been studied by Miss Alice C. Fletcher,

whose research includes the ceremonial songs of "these tribes.* As the

ceremony has been in disuse among the Dakota formany years it was

impossible to study it exhaustiveh", but sufficient information was

available for a general comparison with the customs of the above-

mentioned tribes. From this comparison it is evident 'that the

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

' The word nya'te is of frequent oocurrence in these songs. AMien reference is made to the Indians the

word is translated "tribe"', but it is often used in connection with animals (see p. ir>2, footnote).

3 The descriptive analyses of these songs should not be re:,'ardod as exhaustive. It is their purpose

merely to point out peculiarities of melody or rhythm which may aid the reader in a further investigation

of the subje<:t. Moreover, the phraseology of the,se analyses should "iye understood as general in character,

Thus, the term "accurate intonation" should not be considered to mean tliat in every instance the Indian

sang the exact interval, but that, so far as concerns the present work, the interval was practically

correct. These descriptive analyses are based on tabulated analyses of individual songs, which are not

herewith presented, but are incorporated in the tables of analysis found at the close of the groups of

Bongs, and also in the tables on pp. 12-21.

«Cf. Fletcher, Alice C, The" Wawa'>",or Pipe Dance of the Omahas.in Peabody Mus.Rep.,ni,'So3.Z,i,

pp. 308-333, Cambridge, Mass., 1884; also The Hako; a Pawnee Ceremony, by the same author, in Twenty

tteoni Rep. Bur. Amer. Ethn., pt. 2, 1904,
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ceremony in transmission to another tribe and locality has imdergone

modifications and changes in detail.

Among the Teton Sioux the ceremony is known as Alo'waqpi,

meaning "to sing for someone,'' and also as the Hur)ka, this being

the name applied to the child who fills an important role in the

ceremony.

Among the Sioux this ceremony was closely associated with the

"\Miite Buffalo Maiden and her mysterious visit to the tribe. The
following account concerns the usage of the Teton Sioux. The sub-

ject was studied by the writer during two visits to the reservation,

and Mi\ Higheagle continued the work for several months, consulting

the older Indians as he had opportunity. The material embodies the

original narrative by Weasel Bear and also many pomts contributed

by Chased-by-Bears, Eagle Shield, White-paw Bear, Jaw, and others

pM^pK^^ipig|^re$iisev3;r®^^^E^^^

Fig. 20. Dra^vlng from picture-calendar—the year of the first Alo'wagpi ceremony.

who were qualified to express opinions on the subject. The account

in its final form was translated to, and pronounced correct by, Weasel

Bear and others equally well informed.

In a picture-calendar of the Teton Sioux there occurs a native draw-

mg of this ceremony (fig. 20), the year represented by the drawmg
being called "Awi'ca alo'waijpi wani'yetu," meaning UteraUy ''truth-

fully smgmg winter;" imderstood as "ceremonial singing winter."

This is the first year recorded on this calendar, and the writer's

mformant said it represented the first year m which the Alo'waijpi

ceremony was held by the Standing Rock Sioux. The date corres-

ponds to the year 1801. The calendar, which is owned by Black

Thunder, of Eagle River, closes with a representation of the Black

Hills council which took place in 1912. The dates of other historical

events are correctly indicated.

4840°—Bull. 61—18 7
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In describing the purport of the ceremony Looking Elk (Helia'ka-

wa'kita), a Teton Sioux, said:

The great result of this ceremony is that the man who performed it was regarded as

a father by the child for whom he performed it. He made a solemn vow taking that

child under his protection until one or the other died. He became like a brother to

the man whoso children he sang over and painted with tlit, hugka stripes. In all

the great ceremonies of the Sioux there is not one that binds two men together so

strongly as this.

The keynote, or central idea, of this ceremony (as held hy the

Teton Sioux) is the affection of a father for his child, and his desire

that only good should come to it. The following statement is given

in the words of Mr. Higheagle:

It is strictly believed and imderstood by the Sioux that a child is the greatest gift

from Wakaij^taijka, in response to many devout prayers, sacrifices, and promises.

Therefore the child is considered "sent by Wakag'taijka," through some element

—

namely, the element of human being. That the child may grow up in health with all

the virtues expected, and especially that no serious misfortune may befall the child, the

father makes promises or vows to \Vakar)'taijka as manifested by the different elements

of the earth and sky. During the period of youthful blessedness the father spared no

pains to let the people know of his great love for his child or children. This was

measured by his fellow men according to the sacrifices or gifts given, or the number of

ceremonies performed. In order to have a standard by which this love could be shown,

the first thing taken into consideration and adopted was the \Miite Buffalo Maiden,

Sent to the Sioux tribe by the Buffalo tribe. The impression left upon the people by
the Maiden and her extraordinary good qualities were things that were much admired

by every parent as a model for his children. This Maiden was pure white, without a

blemish—that was the principal desire of the father for the character of his child.

The Maiden addressed men, women, and children.

It had been told by the Maiden that good things would come to the people

by means of the pipe, so it seemed necessary that there be a ceremony, having

connection with the Maiden and with the pipe. For this reaeon the essential article

in the Alo^wagpi ceremony is the "Hugka Canog'pa," a decorated wand, which

represents the pipe given to the Indians by the Maiden, the original pipe not being

available when needed for this ceremony. ['] This wand, or pipestem, was carried

and employed by the itar/'cay, "leader" p] during the ceremony, and when that was

fini.shed it was given to the child for whom the ceremony had been performed. In

many families such a pipestem was handed down for many generations. The manner
of decorating the pipestem has also been handed down, and neither the shape nor the

decoration can be changed. A new pipestem might be made by some one who had

undergone the ceremony, but an old one was generally used. The wand, or pipe-

stem, was usually about 20 inches long. On it were fastened tufts of the feathers of

the kagke'<^a, pUeated woodpecker, and above each tuft of feathers was the head of

I' In .stating that the wand represented the pipe, the tradition related by the informant seems to have

contused the symbolic meaning of the two. See article Calumet, by .1. N. B. Ifewitt, in Ibiiidliook of

American Indians, pt. 1.]

[2 'l"he exact significance of this word may be understood from the connection in which it is used (ci. pp.

102, 180, footnotes;, or other words maybe added to make the meaning more definite. Thus certufn officers

in tlio spirit lodf^e, and the leader of dancers in tlie Sun dance were called merely itay'tay (see p)). 81, 98).

Other officers in the s[)irit 1(kU;6 were dosi;:nated, res;)ectively, vaspa-Q'ka ilijx'ya itay'Caj), 'leader in

ciiarf,'o of fooi]'; irn'icdii iliy'cin, literally 'labor leader', and Uar)'car) iyi'tarj ki'yapi, 'leader who lights

the pipe' while the master of the entire spirit-keeping ceremony was known as a'taya itar)'iav (see pp.

80, 81). An intensified form of the word, in'itaTj'taTj, 'supreme leader", appears on p. 21G.
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a woodpecker (Phleoeotomus pileatus). ['J The tail feathersof an eagle, in the form

of a fan, and alsostrands of horsehair, wer(> Juiug from the wand. [See pi. 3.]
^

In explaining the use of the woodpecker in decorating the ITur)ka

Canoi}'pa it was said that this is ''a simple, humble bird, which stays

near its nest and is seldom seen."-'' This bird seems to have been

considered especially appropriate, because children who underwent

this ceremony were more closely guarded and protected than others.

They usually belonged to well-to-do families, in which the girls were

seldom seen in public until they were grown up. The ceremony

could be held for several children at a time, and often took place in

fulfdlment of a a^ow.^

The wish of the parents that this ceremony be performed for their

child or cliildren was fu-st declared. An invitation was then sent to

the man whom the father desired to perform the ceremony, and who
thereafter would be bound to the father by a tie even stronger than

that of natural brotherhood, because he had assumed a responsibility

not placed on hmi by nature. An invitation was usually conveyed

by means of a pipe, but for this ceremony a different form of invita-

tion was used. The father of the child made a case from the dried

bladder of a buffalo, into which he put many little packages of

tobacco, one or two pipefuls being wrapped in membrane, similar to

the packets fastened to sticks as offerings at the Sun dance (p. 102).

The case, after being tied or sealed, was wrapped in a cloth. Tliis

was taken to the man selected to perform the ceremony. If he

accepted the invitation, he opened the case; otherwise he returned

it unopened.

On acceptance of the invitation great preparations were begun.

Two large lodges were erected in the middle of the camp circle and

united so as to make one lodge of double the usual size, opening

toward the west. This and the other details of the ceremony were

in accordance with the instructions given by the White Buffalo

Maiden on her first appearance to the Indians. The lodge was like

the one which they built to receive her. There was no fire within,

but opposite the door and slightly back of the middle of the lodge a

square of exposed and "mellowed" earth was prepared. (See p. 64,

footnote.) In the two corners of this square farthest from the door

(1 The der'orations of the calumet more frequently consisted of the feathers or heads of the duck, owl,

eagle, or other birds. See J. N. B. Hewitt, iirt. Calumet in Handbook of Aincrican Indians, pt. 1.)

2 The pileated woodpecker is commonly called woodcock, and, through misunderstanding, Ihc bird

heads shown in pi. 3 are those of the common woodcock.
3 Cf. the following instances in which the characteristics of a bird or an animal were desired by the Indians

who, in some cases, wore a part of the bird or animal on their persons; the deer (in a decoration), because

this animal can endure tlurst a long time (p. 12o); the hawk as "the surest liird of prey" (p. 139;: the

elk, in gaUantry (p. ITfi); the frog, in watchfulness (p. IGO); the owl, in "night-wisdom and gentle

ways" (p. 181); the bear, wliich " though fierce, has given many medicinal herbs for the good of man"
(p. 195); the kit-fox, which is "active and wily" (p. 314); the crow, which is especially direct as well

as swift in flight (p. 319), and the wolf, in hardihood (p. 388).

4 Cf. the piercint of a child's ears at the Sun dance in fulfillment of a similar vow (p. 137).
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woro placed two buffalo chips, which were used in lighting the cere-

monial pipes. Sweet grass also was made ready for lighting the pipes.

Fresh sage was spread on the ground m the rear of the square, and on

this was laid a buffalo skull painted with red lines and having the open-

ings filled with sage. (See pp. 64, 185.") The noseof the skullwas near,

but did not touch the side of the square. Strips of red flannel were

tied on the horns. Back of the buffalo skull stood a pipe rack formed

of two upright sticks, each having a crotch at the top, between which

was laid a cross-bar; the whole was painted blue. This pipe rack

was similar to that used in the Sun dance, but the position of the

pipe (or wand) was reversed, the bowl of the Sun-dance pipe resting

against the forehead of the buffalo skuU, as sho^^^l in plate 20, while

the Hur)ka pipe was placed with the stem toward the skull. If more

than one child was to be "sung over," there was a pipe for each, beneath

which was laid the white eagle-plume to be tied on the head of the

child during the ceremony. The rattle to be used by the itaij'cai)

leaned against one of the posts of the pipe rack. Against the pipe

rack was placed also an ear of corn on a stick, decorated in blue as

shown in plate 3. It was essential that this be particularly regular

in form, with an even number of kernels arranged in straight lines.^

Thus the ceremonial articles comprised the ear of corn, the deco-

rated pipe (or wand), the pipe rack and the tuft of white down, and

also a bunch of shed buffalo hair which was used in the ceremony.

These were provided by the man who performed the ceremony, who

kept them wrapped in a red cloth. The preparation of the lodge was

completed by the erection around it of a barricade of hides, so placed

as to keep spectators at a proper distance.

The Teton Sioux were not originally an agricultural people, and

the use of corn in this ceremony formed the subject of considerable

inquiry. In response to this inquiry the writer was told the follow-

ing legend of the coming of the corn, which, in its fuial form, is given

in the words of the interpreter, Mr. Higheagle:

There was an old couple living on the bank of a river. They had been married a

long time, but did not have any children, though they had often asked Wakag'taijka

to send them a child. This special request was always made when they were in the

sweat-bath booth. On one of these occasions, while they were praying, they heard

some one outside saying that theii* prayer had been heard and would be granted on

the following morning. They were very much pleased and felt overanxious.

On the next morning the old man went out, and there, right in front of the door,

peeped out of the ground a greenish opening of some seed—out of the ground. The

old man was very much excited, and, not knowing what to do, they both went into

the eweat-bath booth and asked what they should do. As before, they heard a voice

' -Vrticles for ceremonial use were required to be as perfect as possible. Cf. choice of the buffalo skiill,

and the tree for the sacred pole, in the Sun dance (pp. 102,lll),al<;o the ax used in cutting the tree (p. 112).

The sacred stones were regular in outline and untouched by a tool (p. 205). Purity of life was required of

leaders in all ceremonies. See also the statement on p. 173, footnote, that what is penuine should be pre-

ferred to what is artificial.
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Maying: "Fear not. This plant whii'h you behold is going to grow into the most beauti-

ful child you ever saw. Watch for its dcvelopjnent. Take good care of it. Give it

plenty of air, sunshine, and water. Let no other plant or shrub grow near it." So

they, realizing this was the child they had been desiring, went out and did as they

were told. The plant grew up, had green clothing, and beautiful whitish hair. It

grew to be tall. Finally beautiful corn, nicely enveloped in green covering, grew out.

As soon as the coverings had turned to another color the corn Avas taken out. So from

this they concluded that Wakag^tagka had sent them something to keep and to rai.se.

In the old times this ceremony extended through several days, and

many ceremonial songs were sung. In its later observance by the

Teton Sioux it is said that the entire ceremony was concluded in one

day. Only two of the songs were recorded by the writer.

It was said that at the opening of the ceremony the itaij'caij came
from the double lodge and started to get the children for whom the

ceremony was to be performed. They pretended that they did not

know where the children lived and went through the camp singing

the following song:

No. 2. Soug of Preteuded Search (Catalogue No. 649)

Sung by \\'easel Bear

Voice Jz=112
Drum not recorded

-•- -•- -•- -s>- -f^-M-A

I^ii? ^-^ î
^

l 1̂
^=p: ^E—P=

SEs^^
E - ca tu-kte ti - pi so

WORDS (free translation)

e6a' I wonder

tukte^ where

ti'pi so they live

Analysis.—It is interesting to observe here the rhythmic unit in

connection with the use of the song. As already stated, this is a song

of search, the singer going around the camp pretending to seek a

certain tent. He hastened to a tent, paused, and then passed on,

repeatmg this procedure until he came to the tent which was his

destination. Thus in the rhythmic unit we find a hurried triplet of

eighth notes, followed in the next measure by a tone prolonged to

the length of four quarter notes. The song is simple in form and has

a compass of eight tones, descending from the octave to the tonic.

The tones are those of the second five-toned scale, and the tonic

chord is prominent in the melody. One-third of the intervals are
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minor thirds. Five rcMiditioiis were recorded with no hreak in the

time; these are uniform in every respect.

When the man (or men) arrived at the door of the children's home
they did not enter at once, but began to tell of their deeds in the past

as an evidence of their right to perform the Alo'waqpi ceremony.

Without this narration they would not be allowed to enter and get

the children, as none but those who had in the past, and who still

had, the necessary qualifications could perform this sacred rite over

children.

If the children were small they were carried to the double lodge in

blankets on the backs of the itaq'car). On their way to the lodge the

men stopped four times (see pp. 78, 83, 113, 116, 167, 328) giving

the ''wolf howl", which was used to signalize approach. When they

reached the double lodge the itaij'caij sat in the place of honor, back

of the pipe rack. There might be one man for each child who was

to be '' sung over," and each of these men had his own pipe, or wand,

which was placed against the pipe rack.

Describing the enacting of the ceremony for his two daughters,

Weasel Bear said

:

Everyone could see the old man as he painted the faces of the girls. He painted a

blue line from the hair-parting down to the end of the nose, then across the upper part

of the forehead and down to the cheek, ending at a point opposite the end of the nose.

Red stripes could be added after the blue paint had been put on the face. The red

stripes were narrow, extending downward from the line across the forehead and being

the same length as the vertical blue lines. Additional red stripes could be added at

any time by a person qualified to do it, a horse being given for the right to wear two

or three more stripes.

On many important occasions this decoration of the face was used

by those who had the right to use it. A white eagle plume was

fastened in the hair of a girl whose face was to be painted. In plate 8

is sho\\Ti a spirit post decorated with the plume which was worn by

the daughter of Weasel Bear in the Alo'waripi ceremony, described

])y him; the tij) of the quill was covered with duck feathers similar'to

those used on a Sun-dance pipe. With the eagle plume was fastened

a strand of horse hair colored red, the whole being suspended by a

narrow strip of hid(% so that it hung lightly.

Continuing his narrative. Weasel Bear said:

After the faces of the girls were paintdl the itar)'6aij stood with his rattle in his right

hand and the decorated wand in his left, and waved the wand over them as he

sang the following song. E uh girl held in her hand a decorated ear of corn as the song

was sung. [This scene is shown in a native drawing on cloth made by Jaw (pi. 4).]
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No. 3. Ceremonial Song

Suiij? by V,'KAsr:L Bkar

75

(Catalogue No. G48;

Voice J~ 52

Dkim not recm-ded

Le hui] - ka ye e le huij - ka a ya ya le huij-

--^^
'±L

ka [la ya ya le luiij - ka ija ija u<i e - ca

way - ka - tu kiij le huij - ka ya ya ya le liuij - ka

WORDS

(First rendition)

le hug'ka this honored one
eda^ behold

wagkag^tu kiij you who are above

{Second rendition)

le hug^ka this honored one
e<5a' behold

maka^ kiij yuu who are in the earth

(
Third rendition)

le hug^ka this honored one
eda^ behold

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

{Fourth rendition)

le hug^a this honored one
e(5a^ behold

wazi^yata you who dwell in the home of the giant (north)

{Fifth rendition)

le hug^ka this honored one
e6&' behold

wiyo^Myagpata you who dwell where the sun continually

returns (east)

{Sixth rendition)

le hug^ka this honored one
e6a^ behold

ito^kagata you who dwell in the dh-ection we face wdth

outstretched arms (south)
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Analysis.—This song contains only the tones of the minor triad

and fourth. wSimilar tone material is found in so many of these songs

that it deserves special observation. Reference to Table 6 shows

that it constitutes the tone material of 12 per cent of the songs, this

being the largest proportion except that of the second five-toned scale

(13 percent) and the fourth five-toned scale (18 percent). There are

two ways in which this tone material may be regarded—as a minor

triad with the fourth as a passing tone and as a combination of tones

leading toward the second five-tone scale. If the first be the correct

standpoint, we may expect a large proportion of songs containing

either the minor triad alone or with some other tone used as a

passing tone, but such is not found. We note only 1 per cent

containing the minor triad alone, and less than 1 per cent with an-

other tone as a passing tone. Regarding the matter from the second

standpoint, we note that the percentage of songs on the second five-

toned scale is less than that of those on the fourth five-toned scale.

It is observed, however, that the proportion of songs containing the

major triad and sixth is 12 per cent. This beare the same relation to

the complete fourth five-toned scale that the minor triad and fourth

bears to the complete second five-toned scale. In this connection,

see Bulletin 53, pages 4-5. Tests and comparisons similar to the

foregoing are presented merely as suggestions for the practical use

of the present method of analyzing Indian music.

Like the precedmg song, this has a compass of 12 tones, beginning

on the octave and endmg on the tonic. It is, however, harmonic in

structure, while the precedmg is melodic. The ^proportion of mmor
thirds is larger than in the precedmg song, constituting about 39 per

cent of the mtervals. As in the precedmg song, the vocables were

shghtly emphasized, and the words of the many renditions were dis-

tinctly sung. Neither this nor the preceding song contains a change

of time. Only 23 per cent of the 340 Chippewa songs are without

change of time, and this continuity appears in only IG per cent of

this series.

After the ceremony (which, as already stated, was not studied in detail

by the writer) the decorated pipe (or wand) and the corn became the

property of the child for whom the ceremony had been performed.

In departing with the children the Itaij'caij, pausing four times, gave

the long "wolf call" which had signalized their approach to the cere-

monial lodge. Liberal rewards were given those who performed this

ceremony, W(>asel Bear stating that he bestowed three horses and a

pipe on the old man who painted and "sang over" his daughters.

The celebration of this ceremony placed a child in a highly

respected position in the tribe. Such a child was regarded as possess-

ing that which would " make it nothing but good in every way," and

was "recognized by all as ranking above an ordinary child."
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DECORATED ROBE



DENSMORE] TETON SIOUX MUSIC 77

A young girl for whom the Alo'waijpi ceremony had been performed

might wear a calfskin robe simihir to that shown in plate 5. The
decoration on this robe mdicates that the wearer had taken part in

the Huijka ceremony, and also that her relatives had been successful

in war. Red, blue, and yellow are the colors used in the decorations.

It was said that ''red represents blood, blue is a 'blue cloud,' indicat-

ing success, and yellow is the color of the sky at morning."^ The
stripes on the head of the calfskin are red and represent the Huqka
stripes painted on the face of the child for whom the ceremony was

performed. The two lines bordering the entire decoration are blue,

and the space between them is yellow. Near the left margin are red

lines, said to represent a spider's web. The crescents along the right

margin represent the phases of the moon, blue being used to repre-

sent a quarter moon and red a full moon. These are the phases in

which the child's relative engaged in the war expeditions noted in the

decoration of the robe. Next to this border are parallel lines, the

dots on which represent the number of camps made during a certain

expedition. The panel in the center of the robe represents the

"warrior's path." A war party with eight camps is here shown,

each round dot representing a camp. Such a robe could be made
only by a woman whose relative had been successful in war. The
robe illustrated was made by the wife of Dog Eagle. (See p. 349.)

The Ceremony of Spirit-keeping^ (Waki'cagapi)

In the old days a Sioux, filled with grief at the death of a near

relative, might prolong his period of mourning by "keeping the

spirit" for several months or a year, and then "letting it go" by
means of a certain ceremony. This was a custom which exacted a

great deal and which, having been begun, must be carried out con-

sistently, either by the man who undertook it, or in the event of his

death by his nearest relative. A man considered this before he

announced his intention of "keeping the spirit" of a relative. He
considered the fact that for many months he could not hunt, nor go

to war, nor share in the social activities of the tribe, and he also

counted the cost of gifts wliich he must distribute at the feast for

releasing the sj^irit. If he felt that he could meet these requirements

he made known his decision, and those who wished to join him were at

liberty to do so, each providing a "spirit bundle" {wana'gi wapa'Uta)

1 Other symbolisms mentioned in this work are as follows: The white buffalo robe used in Hurjka cere-

mony (p. 80); colors—red. blue, yellow, white, and black (p. 124); ascending smoke of sweet grass (p. 127,

footnote): a hoop (pp. 139,295); water, fire, and steam (p. 167); outline and structure of the sacred stones,

by Chased-by-Bears (p.205); by Brave BufJalo (p. 208); a hand (p. 330). The symbolism of the "earth

space" is given on page 122. footnote.

2 See in this connection Fletcher, Alice C, The Shadow or Ghost Lodge: A Ceremony of the Ogallala

Sioux, Peabody Mm. Reps., ni, Nos. 3, 4, pp. 296-307; also Dorsey, James Owen, A Study of Siouan

Cults, in Ekvenlli Rep. Bur. Ethn., pp. 487-89, 1894.
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to represent the spirit of u relative, and also his share of food and

gifts for the final feast.

The Ceremony of Spirit-keeping, like the Alo'waijpi, had its inspira-

tion in the Coming of the White Buffalo Maiden, and everything was

done in ac^cordance with her instructions. The manner of studying

this subject was similar to that used in connection \vith the two pre-

ceding chapters. The spirit of a child was "kept" more frequently

than that of a grown person, and the writer's first work on this cere-

mony consisted in taking down a narrative by Weasel Bear (inter-

preted by ^Irs. McLauglilin) , in wliich he told of keeping the spirit

of a little daughter. A year later this narrative was discussed by

Bear Face^ and other old men (Mr. Higheagle interpreting), and

many points were added. In its final form the first part is based on

a narrative by Bear Face, while in the latter part the information

oiven by Weasel Bear has been incorporated, together with details

suppHed by other rehable informants.

Concerning tliis ceremony Bear Face (Mato'-ite') said:

It is one of the great undertakings of the tribe, not simply in the honor which sur-

rounds it, but because of the work and obligation it involves, so that a man who can

carry this through successfully is recognized by the tribe as a man who is qualified

to fulfill large responsibilities.

Bear Face said that his first spirit keeping was for a son who died

at the age of 15. The body of the boy was placed on a scaffold, and

his best horse was killed beneath it. Before this was done the father

decided, to keep the boy's spirit and so amiounced to the tribe.

He requested a man whose record was without blemish to cut a lock

of the boy's hair to be put in the spirit bundle. The man came at

his request, and before going near the body of the boy he purified his

hands and also his knife with the smoke of sweet grass. When
about to cut the hair he made three motions as if to do so and then

cut it with the fourth motion. (See references on p. 74.) The lock

cut was over one eye. When the hair had been cut it was wrapped

in red cloth. (Tlie remainder of the narrative is a compilation from

several informants.) If desired, some article which had been worn

next the body of the child could be used instead of a lock of hair.

Thus Weasel Bear said that when keeping the spirit of his little girl,

he used the ornaments which she had worn on her hair as the central

article in the spirit bundle.

After wrapping this selected article in red cloth the pro])osed

spirit-keeper took the little packet in his arms as if it were the body

of a child and rode around the camp circle, lamenting the child's

death. This was his announcement to the tribe that he had taken

upon himself the responsibilities of a spirit-keeper (wana'gi yulm'pi)

and wished to be considered as such. Afterwards a decorated case was

» Bear Face died in December, 1914.
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brought, and in this was phiced the packet containing the liair, also

sweet grass and the shed hair of the buffalo. Tliis case was wrapped

in red cloth. The spirit-keeper or his friends then selected the

straiglitest pole they could find, pine being preferred for the purpose.

This pole was erected outside his door, and the spirit bundle was

tied on it. The bundle was supposed to stay there four days and

nights before being taken down. During these four days a special

wrapping {wi'caske) of soft-tanned hide was made for it, and feasts

were given to those who had kept spirits. At the end of four days

the bundle was taken down by men who had kept spudts and was

placed in its wrapping, which was elaborately decorated but had no

sewing about it. With it were placed articles intended as gifts to

those who took part in the ceremony. Small articles were placed in

a decorated case and large articles, as pieces of red cloth, were folded

smoothly.

Plate 6 shows a "spirit wrap" and a braid of sweet grass which

was placed in the spirit bundle. ^Irs. James McLaugldin said she

"purchased it 30 years ago from Black Moon's mother, who said it

was then about 80 years old and had been used in keeping the spirits

of her grandfather, her mother, and other relatives." The porcu-

pine quills on it were dyed with native dyes, and the wrap is so fragile

that it had been used in recent years as an inner instead of an outer

wrapping. A braid of sweet grass was usually placed in a spirit

bundle, and an old one had been preserved with this wrapping.

According to Mrs. McLaughlin, beads w^ere seldom used on any of the

wrappings of a spudt bundle, as beads were unknown among the

Sioux when the White Buffalo Maiden came to them.

After the spirit bundle w^as complete they prepared three stakes,

painted red and decorated with quill work, also decorated thongs

with which to fasten the bundle in place. Two of the stakes wfere

tied together near the top, and the bundle was tied across them, the

third stake being used as a support for the other two, which faced

tlie door of the spirit-keeper's tipi. The tripod was about G steps

from this tipi, which was known as wana'gi ti'yi, or "spirit lodge."

When the tripod had been put in place they made a decorated

case {pay) of soft-tanned hide. In it were put gifts for the itaij'caq

who would have charge of the final ceremony. These gifts, which

were gradually collected, comprised needles, awls, knives, tobacco,

and sometimes as many as 50 pipes. In the tipi, between the fire

and the place of honor, a certain area of tlie earth floor was "mel-

lowed." This was round, not square as in the Huqka and the Sun

dance. In the center of this space was placed a buffalo chip, and

beside it two implements (pi. 7) made of wood, about 3 feet in length,

one broad at the end and the other pointed. When sweet grass was

to be burned it was the custom to use the pointed stick in pushing a
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coal on the other implement, with which it was lifted and laid on the

buffalo chip. The spirit-keeper and his wife wore no ornaments dur-

ing this period, and their faces were painted all the time. Their

manner was always quiet and reverent, as though the body of the

relative whom they mourned was in the lodge. It was expected that

those who kept a spirit would hold charitable thoughts toward every-

one in the tribe, and all unkind or harsh words were forbidden in the

spirit lodge.

The tripod and spirit bundle were brought into the lodge at night

and also in bad weather. The bundle was laid in the place of honor

and treated with great respect, no one passing between it and the

fire. Weasel Bear said: ''At evening I burned sweet grass and

my wife passed her hands over the smoke, rubbing the fragrance on

her face, hair, hands, and neck. Then she took the tripod in her

arms and carried it into the tipi, turning toward the left as she

entered. In the morning she again made herself fragrant and took

the tripod and its burden outside the lodge."

The thing: most desired was that a man might have the robe of a

white buffalo to spread in the place of honor. On this the tripod and

spirit bundle would rest when they were in the lodge. Such a robe

signified that the spirit being kept was pure, and that all the articles

connected with it had been purified. No one was allowed to touch

the robe with bare hands nor pass between it and the fire; The only

person permitted to touch it was a medicine-man who was known to

be qualified for the act. Bear Face said that he had such a robe when
he kept the spirit of his son, and that the only person allowed to touch

or move it was a man, whom he engaged, who was noted for this

ceremony. If he needed help he was obliged to call on some one as

fully qualified as himself and to give him half of the compensation for

such services. The only exception is in favor of children who have

been through the Huijka ceremony. These children may lift the

white buffalo robe and carry it out of the lodge when the ceremony is

finished.

Weasel Bear said further that during the period of keeping a spirit

the contents of his lodge were supposed to belong to the tribe. Thus if

a man came to his lodge saying, " I have come for some of my tobacco

and red willow," he gave him what he required. Weasel Bear con-

tinued his narrative as follows:

I selected a virtuoihs old man as one of the officers of the spirit lodge. He was called

wa&pay'ka iJipe'ya ituy^cay, meaning "leader in charge of food." He came to the

tipi for a short time every day, ami if he wished to sleep there at night he was at

liberty to do so. Every morning I jnit beef in a dish; he took a small piece of the

meat, offered a prayer, and put it in a small dish provided for that purpose. This

duty was never omitted. When the dish was full he emptied it into the fire, saying,

"Grandchild, this is our food, but we give it to you to eat before us. " Tliis was con-

tinued from early winter, when my child died, until the next autumn, when we





BUREAU OF AMERICAN ETHNOLOGY BULLETIN 61 PLATE

PAHTIALLY DECORATED DECOHATED WiTH CLOTHING

SPIRIT POST



DENS MOKE] TETON SIOUX MUSIC 81

released her spirit. During that time we collected many gifts for the final feast. Our

relatives helped us in this, the women making many articles with their own hands.

As I was withheld from the ordinary duties of life I had a man called wo' v;asi itarj'cav

(literally "laborer leader"), who carried messages for me, kept us supplied with wood

and water, swept the lodge, and kept clean the space around the spirit bundle. He
also cut red willow [c(ir)sa'sa\ and dried it, so that I would have plenty to give away
at the final feast.

The man who kept a spirit was frequently invited to feasts of the

various societies and was expected to attend them. It was under-

stood that if valuable presents were being given away he would be

first to receive one. In return for these favors he invited the societies

to attend the feasts, w^hich were held outside the lodge, when the time

came for releasing the spirit. The time for keeping a spirit varied

from several months to a year or even longer. At the expiration

of this time the final ceremony and feast were held. This was called

wdki' caga, meaning the act of completing the undertaking. All the

band gathered for the event and the various societies had their special

tents. The societies took a prominent part in such features of the

spirit releasing as took place outside the lodge, but their members did

not enter the lodge unless they were men who themselves had kept

spirits.

If several spirits were to be released, the man who first announced

his intention of keeping a spirit was considered the leader of the

spirit-keepers. Early in the morning, on the day of the spirit

releasing, he sent a fiUed pipe to an old man who was to be master of

the whole ceremony and who was designated a'taya itay'cay.

Weasel Bear said: "On that day I was to lay aside all signs of

mourning, so I painted myself gaily and put on all my finest attire.

I was only 28 years old, but I had won a war-honor feather and I

wore it that day. My wife arrayed herself like a young girl." (See

reference to the bright adornments in the Ceremony of Restoring

the Mourners, in Bulletin 53, p. 153.)

One man was selected for each spirit; he was known merely as

itai]'cai},^ and was a man who had kept the spirit of a relative. It

was his duty to prepare the "spirit post" (wana'gi gele'pi) and to

perform other parts of the ceremony pertaining to the individual

spirit in whose service he had been employed. The spirit post was

made in the spirit lodge. According to Weasel Bear cottonwood

was generally used for this purpose (cf. pp. Ill, 118), and the man
who made it always sat with his face toward the east and whittled

upward, moving the knife away from liim. Before doing this he

purified his hands and knife with the smoke of sweet grass. A post

for a cliild's spirit was smaller than for that of an adult. The post

shown in plate 8 is 35 inches long; this was made by Weasel Bear to

' See p. 70, footnote.
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represent the one used when the spirit of liis little girl was released.

The features of the face are worked with beads on buckskin, and the

linos of the paint are those which would be used for a girl who had been
through the Alo'waijpi ceremony. The feather is that worn by
Weasel Bear's daughter when she was ''sung over" in that ceremony.
Both the linos and feather belonged to a daughter somewhat older than

the one whose spirit he kept. \^^ien the features had been deline-

ated on the posts each itar)'(5ai) opened the case (pay) containing

the articles of clotliing to bo placed on the posts. These, which had
been previously exhibited outside the lodge, were garments worn by
the person whose spirit was to be released. After the ceremony
these garments were given to the man who painted the post.

After the dressing of the posts the woman in charge of the cooking

brought food, a plate of which she put in front of each spirit post,

after purifying the food in the smoke of sweet grass. Taking a

round piece of pounded meat, each itar)'(5ai] held it to the painted

mouth on a spirit post. At this time any orphan in need of help

might appear and ask in the name of the spirit to be released, that

it be fed and cared for. Such a request was never refused. Any
others in need of help might make an appeal at this time, four oppor-

tunities being given during the "feeding of the spirits."

When this was finished within the spirit lodge there was a distri-

bution of gifts to the people in the camp. These gifts had been
accumulated by the family of the spirit-ls;oepor and already had
been exhibited to the people. Weasel Bear said that his wife put

up frames for this purpose, laying poles across forked stakes and
hanging belts, moccasins, leggings, and other articles on the poles.

At this time the spirit-keeper sent gifts to the societies, who pre-

served order in the camp. A gift to a society was said to be some-

thing about equal in value to the gifts which the spirit-keeper had
received from that society, and to be something which could be

divided among the members. Thus Weasel Bear said that he gave

a war bonnet to the Tokala society, and that the feathers were dis-

tributed among the men. There was much feasting in the camp and

this was an occasion on which prominent families announced pub-

licly the names which they had given their children, or had the ears

of their cliildren pierced in the same manner as at the Sun dance.

(Seep. 137.)

The ceremony within the lodge was not studied in detail. Only
former sj)irit-koepers were allowed to enter, and the man selected

as a'taija itay'car) was "prepared with proper songs and ])rayors and

was also qualified to give lamentations for the dead."

If a white ])uffalo robe were used, song No. 1 was sung. Mention

has been made of a filled pipe placed beside the round space of mel-

lowed earth in the spirit lodge. A man was appointed to light this
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pipe, and was known as itay'cay iyn'tay M/yapi, or "leader who
lights the pipe." This man put lighted sweet grass on the buffalo

chip which lay on the mellowed earth. lie did not do this with

directness, but, lowering the grass a short distance, he paused for a

moment; then lowering it farther, he paused again, making four down-

ward motions, after which he moved it four times in a circle, "with

the sun," and placed it on the buffalo chip. The a'taya itaij'dar) held

the pipe in the ascending smoke and repeated the words which the

White Buffalo Maiden said to the Sioux when she appeared to them.

This ceremonial speech was not recorded, as none of the writer's

informants on this subject were able to repeat it.) The a'taya

itaij'c^aij then turned the pipe and held it as if he would smoke it.

Having done this three times, he put it to his lips, ready for lighting.

More grass was put on the buffalo chip, and the man who was to light

the pipe rubbed the fragrant smoke on his hands and face, after which

he lit the pipe and the a'taya itaij'daij smoked it freely. Weasel Bear

said:

After he had smoked for awhile I sat down close to him and he pointed the stem

of the pipe toward me, saying, "Young man, you are going to smoke tlus pipe. It

was brought to us by a woman, and drawing it vdW lead you to be as straight and truth-

ful as the stem of the pipe." I smoked it without touching the bowl, and the old

man in taking it from me passed his hand downward over my face. The pipe was

then passed around the lodge, going toward the left. When it was smoked out itar)'(5ag

iya^tag ki'yapi took it and three times pretended to empty the ashes on the buffalo

chip, emptying them .with the fourth motion.

During the day of the ceremony the spirit bundles lay beside their

respective spirit posts. The actual release of the spirits came when
these bundles were opened. This was done by the a'taya itaij'daij.

Weasel Bear said:

He did not take all the wrapping from a spirit bundle at once. He removed a por-

tion and then made a brief discourse, doing this in such a manner that there were four

acts of unwrapping, the last one occurring about an hour before sunset. Then he un-

folded the last wrapping and let the spirit of my child depart.

The lock of hair, or other object which formed the nucleus of the

spirit bundle, was kept by the famdy, and the itaq'darj kept such

articles from the bundle as he desired, the remainder being distributed

among the people in the lodge. The spirit-keeper and his wife then

gave away practically all they possessed except the clothing they

wore.

If the principal spirit-keeper made use of a white buffalo robe in the

spirit lodge there was much interest at the close of the ceremony in see-

ing who would have the honor of carrying it out of the lodge, A man
having the necessary qualifications might do this, and chihh-en who had

been through the Alo'waijpi ceremony might take hold of it and help

him carry it. The qualifications included uprightness of life and the

former possession of a white buffalo robe. Outside the lodge a crude
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effigy of a buflalo had })Ocn oroctcd of small trees. After being carried

from the lodge the white buffalo robe was laid over this framework, and
on it were placed vjiluable garments, as an elk-tooth dress or an eagle

war bonnet. The white buffalo robe, together with the articles

placed upon it, were given to the society which had given most assist-

ance to the spirit-keeper. In every society there is one man who is

qualified to take charge of such a Tobe if the society decides to keep it

intact, and such a man may make drawings on it. The society is at

liberty, however, to cut it in pieces and divide it among the mem-
bers, or to sell it if so desired.

Weasel Bear said

:

\Mien it vras time for tho people to depart, the itar)''<^ar) went first, carrying his share

of the bundle in which for so long I had detained the spirit of my little daughter. My
wife stood at the door of the tipi and said to the people ,

" if you have no leather you may
cut up this tipi." The women came like a rush of wind and cut up the tipi very

quickly. My wife even let them have a little tipi in which we kept our cooking uten-

sils and other things not connected with the spirit-keeping. They even took away the

tipi poles. Nothing was left except the grass on which we stood and the little spirit

post. My wife and I had parted with everything. We walked side by side, and I

thought with some regret of all I had given away. We went and sat down under a tree

in a deep study.

That evening one of our relatives came and put up a tipi, led us to it and said.

"This is your home." Others brought kettles, blankets, provisions, and clothing

for MS. Oui' relatives did all this for us, in order that we might begin our lives again.

After a time the camp moved to another place and we left the spirit post standing

there. No matter where we were, if a woman came and said, "I cleared the ground

around your daughter's post," my wife would give her food. Sometimes, if there is a

spirit post in the camp, a person who is hungry will go and clear the ground around the

post. The relatives of the dead person will see this and cook food and carry the

kettles to the place, that the hungry may eat and be satisfied. But if a spirit-keeper

so desires, he may, after a certain time, take up the spirit post and bury it."

After finishing his narrative, Weasel Bear added: "All this came
to us through the white buffalo and is one of the reasons why every-

thing connected with the buffalo is so highh^ regarded by us."

The Sux Dance

In the myths of the Indians, as in the mythology of ancient

peoples, the sun was a prominent figure. Doctor Swanton ^ states

that "the Natchez believed the universe to be filled with spirits in

human forms, and that there were differences in power among tlicse,

the most powerful of all being a sky deity resident in or connected

with the Sun." Many other tribes held a similar belief, and the

worship of such a deity was -vNTdespread among the Indians of Nortli

America. Tliis worsliip assumed various forms, presenting con-

trasts in many important characteristics. The Sun dance was a

' Indian Tribes of the Lower Mississippi Valley and Adjacent Coast of the Gulf of Mexico, Bull. 43, Cut.

Amer. Elhn., p. 174, 1911.
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ceremony whose observance was limited to certain Plains tribes. ' In
the Sun dance the Indian considered that he offered to Wakaij'taijka-

1 See bibliography, pp. 86, 87, footnote, of this work, also article Sun DoTice, by G. A . Dorsey, in Hand-
tX)ok of Amerfcan Indians, pt. 2, p. 649.

2 Throughout this work the term Wakaij'taijka will be used in preference to the term Great Spirit,

which is commonly accepted as its English equivalent. The word Wakarj'taqka is composed of U'a'kap

(mysterious) and taTf'ka (great). There is nothing in the term to suggest "spirit," the Sioux having other
words to express that idea. The statement has been made that the term Wakai)'tar)ka, as well as the idea
which it is used to express, is a result of the teachings of missionaries, the native religion being a worship of

Ta'kuwakar), a numcn or a mysterious thing (hence a spirit or divinity). Rev. J. Owen Dorsey, who went
among the Siouan tribes first as a missionaryand afterwards as a philologist, wrote: "The missionaries not
the laymen, are the ones who make the positive statements about the absence of a belief in one Great Spirit.

(See Eleventh Rep. Bur. Elhii., p. 432.) Duringseveral seasons'work among the Teton Sioux the writer has
made diligent inquiry concerning this matter, and the unvarying opinion of the old men is that the Sioux
have always believed in Wakaij'tarika. The exact significance of the term in the mind of the Sioux is as
difficult to formulate as the exact meaning of the word God in the mind of Christians. (See p. 96.) In old

times the term Wakar)'tar)ka was not used in ordinary conversation, because it was held too sacred to be
spoken except with due reverence and at a proper time. In this connection it will be recalled that many
tribes of Indians avoid mentioning a man's name, especially in his presence. That which remains unspoken
must be considered in the study of any deep phase of Indian thought. A full and complete expression is

not in accordance with Indian custom. The unspoken element may be a matter of mutual imderstandlng
no indication of which appears in words, or it may be something which is indicated in such a manner as
to be intelligible only to those for whom it is intended. Thus there is a "sacred language" used by medi-
cine-men in which familiar words take on an occult meaning. (See p. 120, footnote.) In attempting to
express the-meaning of the word iraTiay the following statement was made to the writer by several old In-
dians, after consultation: "An ordinary man has natural ways of doing things. Occasionally there isaman
who has a gift for doing extraordinary things, and ho is called wakarj. Although this is a supernatural gift,

he can use it only by effort and study. A man may be able to do things in a mysterious way, but none has
ever been found who could command the sun and moon or change the seasons. The most wonderful things
which man can do are different from the works of nature. When the seasons changed we regarded it as a
gift from the sun, which is the strongest of all mysterious wakarj powers." (See p. 96.) In another con-
sideration of the suliject it was said: "We use the words taku uakaTj for anything which we can see for

ourselves has mysterious power. Thus a pipe is taku (something) wakay, for with it supplications may,
be made and good obtained. We can not see the thimder, and we say it is wakay, but we see the lightning
and we know that the thimder and lighting are a sign of rain, which does good to the earth. Anything
which has similar power is wakay, but above all is the sun, which has most power of all." Other conversa-
tions, similar to the preceding, expressed the conviction in the minds of the Sioux that their people had
always believed in a mysterious power whose greatest manifestation is the sun, and that Wakai)'tai)ka was
the designation of that power. The belief in lesser "deities" will not be considered at this time.

The following citations indicate the manner in which Wakar)'tar|ka is regarded by the Sioux: Should be
reverenced (p. 88); "I conquered by the help of Wakaq'ta^ka" (p. 96); " Wakai)'tai)ka, pity me" (p. 135);

isto be petitioned reverently (p. 184); provides food (p. 185); is maker of all (p. 208); Wakaq'taijka repre-

sented by sacred stones (p. 214); medicinal herbs are a gift from Wakar)'tar)ka (p. 268); is all powerful (p.

87); is a help in sickness (p. 275); gives success (p. 341). See also prayers to Wakai)'tar|ka,p.95, footnote.

The following authorities on this subject may be consulted, some holding opinions differing from the
above statement: Rev. G. H. Pond, writing in 1866, said: "Evidence is also wanting to show that the

Dakotas embraced in their religious tenets the idea of one Supreme Existence, whose existence is expressed

by the term ' Great Spirit.'" ( Colls. Minn. Hist. Soc, vol. 2, pt. 3, p. 33, 1807.) Rev. S. R. Riggs men-
tions nine " Dakota gods,'' saying, "this enumeration of the Daliota gods is not intended to be exhaustive."
(See Riggs, Stephen Retiun, Tah-koo Wah-kan', pp. 61-75, Boston [1869]; also, by the same author. The
Theogony of The Sioux, In Amer. Antiq. for April-June, ii. No. 4, pp. 265-70, 1880, in which the elements

of earth, air, and water have each a special deity.

Among certain Siouan tribes the term wakay'da was used. Concerning this word Dr.W J McGee says

"The idea expressed by the term . . . cannot justly be rendered into 'spirit,' muchless into 'Great Spirit'

... It appears that, in so far as they grasped the theistic concept, the Sioux Indians were polytheist;

that their mysteries or deities varied in rank and power; . . . and that their dispositions and motives
resembled those found among mankind." (McGee, W J, The Siouan Indians, in Fifteenth Rep. Bur.
Ethn., pp. 182-83.) Miss Fletcher states that among the Omaha and Ponca tribes the word wakai^'da

was used to designate a "mysterious power or permeating life," and that "this word is now used to

designate the Deity." (Fletcher, Alice C, The Emblematic Use of the Tree in the Dakotan Group, in

Proc. Amer. Assoc. Adv. Set., 1896, p. 193, Salem, 1897.) Sec also Fletcher and La Flesche, The Omaha
Tribe, in Twenty-seventh Rep. Bur. Amer. Ethn. pp. 597-599, Washington, 1911; Fletcher, Wakondagi,
in Amer. Anthr., xiv., pp. lOG-108, Lancaster, 1912.

4840°—Bull. 61—18 8
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\vliat was str()no;ost in his nature and training—namely, the ability

to endure physical pain. He did this in fulfillment of a vow made in

time of anxiety, usuiilly when on the warpath. Strange as it may seem,

the element of pain, which ennobled the ceremony in the mind of the

Indian, was a cause of its misunderstanding by the wliite man. The

voluntary suffering impressed the beholder, while its deep signifi-

cance was not evident. It is probable that no Indian ceremony has

been misinterpreted so widely and so persistently as the Sun dance.

V. T. McGillicuddy, agent at Pine Ridge, S. Dak., ^v^ote m his

report for 1882: "The heathenish annual ceremony termed 'the

Sun dance,' wiU, I trust, ... be soon a thing of the past."^

James G. Wright, agent on the Rosebud Reservation, in the same

State, characterized the Sun dance as an ''aboriginal and barbarous

festival." ^ The stand point of the Sioux concerning the Sun dance

is indicated by the following statement of Red Bird, a thoughtful

member of the tribe. In describing the Sun dance to the writer

he said:

There is a great deal in what a man believes, and if a man's religion is changed for

the better or for the worse he will know it. The Sun dance was oiu- first and our only

religion. "VVe believed that there is a mysterious power greater than all others, which

is represented by nature, one form of representation being the sun. Thus we made

sacrifices to the sun, and our petitions were granted. The Indians lived longer in

the old days than now. I would not say this change is due to throwing away the old

religion; there may be other reasons, but in the old times the Sun dance was held

annually and was looked forward to with eagerness. I believe we had true faith at

that time. But there came a year when '

' the sun died. " There was a period of dark-

ness,3 and from that day a new religion came to the Indians. It is the white man's

religion. We are timid about it, as we are about the other ways of the wliite man.

In the old days our faith was strong and our lives were cared for; now oxii faith is

weaker, and we die.

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

1 Ind. Aff. Rep. for 1882, p. 39, 1SS2.

2 Ibid, for 1886, p. 82, 1886.

3 [The Indians stated that this referred to an eclipse of the sun in 1868, but the reference is probably to

the total eclipse which took place August 7, 1869.]

< Concerning the Sun-dance customs of various tribes the following authorities, among others, may be

consulted:

Among the Sioux:

Fletcher, AliceC, TheSundanceof the OgalallaSioux, in Proc. ^mer. ^s.wc. vldr. Set., 1882, pp. 580-84,

Salem, Mass. ,1883.

Description by Bushotter, in Dorsey, George A., A Study of Siouan Cults, in Eleventh Rep. But. Ethn.,

pp. 4.50-64. Also description by Capt. John G. Bourke, V. S. .\., ibid., pp. 464-66.

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

Catlin, George, The Manners, Customs, and Condition of the North American Indians, I, pp. 232, 233,

London, 1841.

Lynd, James "W., Religion of the Dakotas, in Colls. Hist. Soc. Mnn., vol. 2, pt. 2, pp. 78, 79, St. Paul,

Minn., 186.5.

Pond, G. II. (quoting from Rev. S. R. Riggs), Dakota Superstitions, ibid., pt. 3, pp. 46-49, 1867.

Eeckwith, Paul, Notes on Customs of the Dakotahs, in Smith^on. Rep. for 1886, pt. 1, p. 250, 1889.

Among the Crows:

Lowie, Robert H., The Sun Dance of the Crow Indians, in Amer. ^fu.'<. Nat. Hist., Anthr. Papers, xvi,

pt. 1, New York, 1915.
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The form of the corcmiony lu'rowith prosoiitod is that of the Sioux

on the Standing Rock Reservation, in Dakota, a majorit}' of whom
belong to the Teton division. In ohl times the tribe was so hirge

and so widely scattered that Sun dances were held at more than one

locality, the Teton and Yanktonai usually uniting in a ceremony,

which was held on the western portion of the Dakota prairie. Thus
their traditions of the ceremony have much in common, while the

Sun-dance customs of the Santee, Sisseton, and other (hvisions of the

tribe living toward the east, ]-)resent many radical di(r(n'(Micos.

THE STTN DANCE OF TIIP^ TETON SIOUX

The writer's study of the Sun dance was made in 1911 among the

Teton and Yanktonai Sioux on the Standing Rock Reservation, in

North and South Dakota. The principal part of the work was done

in a series of conferences covering a; period of several weeks, these

being held at the Standing Rock Agency. Fifteen men took part, and

about 40 others were interviewed. These Informants, who were

carefully selected, lived within a radius of about 80 miles. Below

^^'ill be found a brief sketch of each of the men wdio took part in the

conferences. Ten are of pure Teton blood. Several of these men
have been prominent in the history of the tribe and its negotiations

with the Government. With one exception—a noted warrior who
took part in the battle known as the Custer massacre—they were

friendly to the white men during the troublous days on the frontier.

Six of the men have steadily refused to be influenced by the mission-

aries and still retain the native religious beliefs.

Among the Cheyenne:

Dorsey, George A., The Cheyenne, pt. 2, in Pubs. FicM Col. ^fu,?., Anthr. scr., ix, No. 2, Chicago, 1905.

Hayden, F. V., Contributions to the Etlmography and l^hilology of the Indian Tribes of the Missouri

Valley, p. 280, Philadelphia, 1862.

Mooney, James, The Cheyenne Indians, in Mims. Amer. Anthr. Assoc, vol. 1, pp. 369, 417, Lancaster,

Pa.,190;3-1907.

Among the Arapaho:

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

Among the Ponca:

Dorsey, James Owen, A Study of Siouan Cults, in Eleventh Rep. Bur. Ethn., p. 378, 1894

Among the Kiowa:

Scott, Hugh Lenox, Notes on the Kado, or Sun dance of the Kiowa, in Amer. Anthr. .xm, No. 3, pp.

345-79, Lancaster, Pa., 1911.

Among the Mandan:

Catlin describes and illustrates a ceremony similar in some respects to the Sun dance, under the title

"Annual Religious Ceremony;" see Catlin, op. cit., pp. 155-77.

This ceremony is also described as the "Okippe" of the Mandan by Maximilian, Prince of Wied, in

Travels in the Interior of North America (translated from the German by H. Evans Lloyd), pp. 372-78,

London, 1893.

Among the Blackfoot:

Wilson, R. N., The Sacrificial Rite of the Blackfoot, in Proc. and Trnns. Roy. Soc. Canada, IGOO, 3d ser.,

vol. 3, sec. n, pp. 3-21, Ottawa, 1910.

Among the Minitarl (a division of the Hidatsa):

Matthews, Washington, Ethnography and Philology of the Hidatsa Indians, U. 6'. Geol. and Geogr. Sun.,

Misc. Pub. No. 7, pp. 45, 48, 1877.

James, Edwin, Account of an Expedition from Pittsburgh to the Rocky Mountains, performed in the

years 1819 and '20, under the command of Maj. Stephen H. Long, pp. 276, 277, Philadelphia, 1823.

See also articles Sun dance and Ceremony by George A. Dorsey in Handbook of American Indians.
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(1) iTnj'KASAij-Lu'TA (Rei) Weasel), 11 member of the Teton

division of the tribe. Concerning the Sun dance Red Weasel is con-

sidered the highest authority among the Teton Sioux. He acted as

Intercessor four times, the hist occasion being the Sun dance of 1881,

the final ceremony held by the Teton in Dakota. He also took part

in the dance four times, once by being suspended from the pole and

three times by receiving cuts on his arms. In earlier years he was
trained for the office of Intercessor {Kuwa' Kiya'pi) ^ by Wi-ihaij'bla

(Dreamer-of-the-Sun), who died about the middle of the last centur}^.

Before giving his information concerning the Sun dance Red Weasel

said:

I am not boasting; I am telling you what I mysolf know and I must speak for myself

as there is no man living who can vouch for me. What I tell you is what I learned

from Dreamer-of-the-Sun, who taught me as he was taught. Beyond that I can not

tell you the history of the Sun dance. Dreamer-of-the-Sun was my uncle. He had
many relatives, but he selected me as one who was peculiarly fitted to succeed him
if I lived to grow up. He thus decided to instruct me and began my training at an

early age. One of the first and most important things I was taught was that I must
have the greatest reverence for Wakag'tagka. Dreamer-of-the-Sun told me that if I

would obey his instructions I would be a help to the Sioux nation, and that, if

properly prepared for the duties of the highest office in the Sun dance, I need have

no anxiety when filling the office as the proper thing to do would come to my mind
at the time. In regard to the songs, Dreamer-of-the-Sun told me that I may pray with

my mouth and the prayer -svill be heard, but if 1 sing the prayer it will be heard sooner

by Wakag^tagka. All the prayers which I offered in the Sun dance and which are

still in my mind are prayers wliich were taught me by Dreamer-of-the-Sun.

AMieii Red Weasel gave his information concerning the Sun dance

he was about 80 years old and bowed with the weight of his years. He
traveled 43 miles by wagon in order to confer with the writer. The
sun shone in a cloudless sky while he was at the agency, and his

presence was so highly esteemed by the old people that many said,

"We have fine weather because Red Weasel is with us."

(2) Mato'-kuwa'pi (CHASED-BY-BEARs),aSantee-Yanktonai (pi. 13)

took part in the Sun dance twice as Leader of the Dancers and was
present at the fmal Sun dance of the Teton. His first participation

m the dance was in 1867, when at the age of 24 years he had "spoken
the vow" of a war party. (See p. 97.) On that occasion as well as

at other Sun dances he cut the arms of the men, suspended them to

the pole or fastened the buffalo skulls to their flesh, according to the

nature of their vows. He said that he once saw a vision. He was
dancing in the Sun dance, and as he looked steadily at the sun he saw

« One of the most important of the Intercessor's duties was considered to be the offering of prayers as

representative of the people, and for this reason the term "Intercessor'' was adopted by Mr. Ilifheaple

to designate this office. A majority of English words expressing rclirious ideas are associated with the

teachings of Christianity. In many instances, therefore, the native idea must be gained largely from the

connection in which a word is used.
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a man beneath the sun, the man's face being painted red and white.'

Chased-by-Bears died in February, 1915.

(3) Zintiva'la-lu'ta^ (Red Bird), plate 22, a Teton Sioux, took

part in the Sun dance at the age of 24 years, receiving 100 cuts on
his arms in fulfillment of a Sun-dance vow.^ His uncle was an
Litercessor m the Sun dance and Red Bird was receiving instructions

from him wdth a view to filling that office when the Sun dance was
tUscontmued. His uncle's name was Taca'gula (His Lungs) who
died in the year 1868.

(4) Pezi' (Grass), plate 73, bears also the name Mato'-wata'-

kpe (Chargmg Bear); he is best known, however, as John Grass.

His father also was known as John Grass, and in addition to this he

bore the name Waha'caqka-ya'pi (Used-as-a-Shield); he was noted

as a warrior against other tribes, but was always friendly to the white

men. John Grass is a Teton and was a successful leader of war
parties against the Mandan, Arikaree, and Crow Indians. When the

Black Hills treaty and other treaties were made w^ith the Govern-
ment he was the principal speaker for the Sioux tribe. Since that

time he has constantly influenced his people to adopt the customs of

civilization. He has been to Washington as a tribal delegate and for

30 years has been the leading judge of the Court of Indian Offenses on

the Standing Rock Reservation, As a young man he was selected to

choose the Sun-dance pole, but never made a Sim-dance vow.

(5) lTug'KASAr}-]viATo' (Weasel Bear) is a Teton Sioux. He
was once selected to choose the Sun-dance pole but never fulfilled a

vow at a Sun dance. He once made a similar vow, which, how-
ever, was fulfilled privately. When on the warpath against the

Crows he vowed that if he were successful he would give part of his

flesh to Wakaiytagka, but did not say tha,t he would do so at the

Sun dance. The war party was successful, and on the way home his

arms were cut with 100 gashes in fulfillment of the vow, the cutting

being done by a man who had taken part in the Sun dance. Weasel
Bear is hereditary chief of a large band and belongs to one of its wealth-

iest families. As a young man he was successful in war, a prominent
member of the White Horse Riders, and a leader in the grass dance.

When negotiations with the Government were begun he was one of

1 For other descriptions of dreams see: Dream of the rising sun (p. 139); a dream of "a man in the

sun," by Red Bird (p. 149); of the thimderbirds, by Lone Man (pp. 159-161); of the thunderbirds, and of

wolves, by Charging Thunder (pp. 170-181); of the buflalo, elk, wolf, and sacred stones, by Brave Buffalo

(pp. 173-179,207-208); of the crow and owl, by giya'ka (pp. 184-188); of the wolf, by Two Shields and by
Weasel Bear (pp. 188-190); of a rainbow (p. 214); a strange vision in the sky, in which a sacred stone ap-

peared, by Goose (p. 251); a dream of a badger by Eagle Shield (p. 266.)

2 This is the generic term for small birds but is commonly translated simply "bird."

3 Red Bird died a few weeks after the study of the Sun dance was completed. On returning to the reser-

vation the WTiter asked whether the death of Red Bird was attributed to the information given concerning

the Sun dance and was assured it was not. Indeed Red Dird said during his last illness that he was greatly

comforted by the thought that he had helped to preserve the songs and beliefs of his peoplo.
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the tribal delegates to Washington. In his later years he is known

as one of the most prosperous native farmers on the reservation.

(6) Wakii^'yaij-wata'kpe (Charging Thunder), plate 24, a

Teton Sioux, is an hereditary chief of a band and a highly respected

member of the tribe. He took part in the Sun dance four times, at

the ages of 21,23, 24, and 25. On each occasion he had vowed that

100 cuts should be made on his arms, but the last time there was not

room for all the cuts on his arms, so al)out 20 were made on his chest.

He is a man of genial countenance and powerful physique. In speak-

ing of himself lie said, "My pra^^er has been heard and I have lived

long."

(7) ^Iaga' (Goose), plate 31, was a memlx^r of the Teton division,

and at the time of giving his information was 76 years of age. He still

continued the ])ractice of native medicine and was considered the best

Indian doctor on the reservation. He took part in the Sun dance at

the age of 27, being suspended from the Sun-dance pole. Goose

sei-ved for a time in the United States Army. The records of the

War Department show that he enlisted September 11, 1876, in

Buffalo County, Dakota Territory, as a scout, U. S. A., and served

almost continuously in that capacity mitil July 10, 1882. He again

enlisted June 11, 1891, at Fort Yates, North Dakota, and was honor-

ably discharged April 30, 1893, a private of Company I, 22d United

States Infarttiy. He was a corporal from October 16, 1891, to

October 18, 1892. Goose died in September, 1915.

(8) ^iya'ka (Teal Duck), plate 1, who bore also the name
Wagbh'wana'peya (Eagle-Who-Frightens), was a Yanktonai-

Teton. Instead of being known by the Enghsh equivalent of his

SioiLX name he was known as Siya'ka, the name used in the present

work. He was not an hereditary chief, but was elected chief of a

band. He took part in the Sun dance twice as a young man and

was also one of the four yomig men selected to choose the Sun-dance

pole. The first time he took part in the Sun dance was at the age

of 21 m fulfilment of a vow made on the warpath. He went with

a party of 26 waniors on an expedition against the Mandan and

Arikaree. About 20 of the warriors, including himself, vowed to

take part in the next Sun dance by dancmg, and the other members

of the party vowed to participate m other ways. One battle was

fought, and aU the party returned home ahve. His second participa-

tion in the Sun dance was at the age of 25, and he bore three lo'ng

scars on each arm as an e\adence of the ordeal. He was once a tribal

delegate to Washington. Siya'ka died in March, 1913.

(9) Toka'la-lu'ta (Red Fox), plate 56, is a member of the Teton

band. He was prominent in the Sun dance, taking part tliree times,

at the ages of 19, about 30, and 40 years. The last time he had sev-
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eral buffalo skulls fastened to his back. As evidence of his other Sun-

dance vows he bears nine long scars on each arm, three near the wrist,

four near the elbow, and two on the ui^per arm.

(10) Hogaij'-lu'ta (Red Fish), plate 74, a Santee-Yanktonai, is

a chief and is a prominent man in the councils of the tri})e. He took

part in the Sun dance twice, first when he was 26 years old, and the

second time at the age of 40. (See song No, 192.)

(11) H\a'i>a-wica' (Lone ;Man), plate 23, a Teton, took part in

the Sun dance when 20 and when 31 years of age, and has 100 scars on

each arm. He was chosen on one occasion to help select the Sun-

dance pole and on another occasion to sing at the drum. He was

prominent in tribal wars and took part in the Custer massacre.

(12) I^Lv'zaka:i^'-wica'ki (Seizes-tiie-Gun-away-from-Them), a

Teton, took part in the Sun dance, btang suspended from the pole.

He stated that when he was on the warpath all the warriors made a

Sun-dance vow, so he joined them, asking that he might conquer the

enemy and capture horses, also that he miglit find his friends alive

when he reached home. In fulfilling this vow he remained suspended

for more than an hour, after w^hich he was "jerked down," but the

flesh still refused to tear and only tlie sticks were broken. The flesh

was then cut and the splinters of wood remaining underneath -v^ere

removed, after which a tiny portion of flesh was offered as in the

case of that cut from the arms.

(13) Tataij'ka-hok^i'la (Buffalo Boy), plate 9, is a Santee-

Yanktonai. At the age of 30 he carried six buffalo skidls when ful-

filling a Sun-dance vow. Ten years later he took part in the dance

again. He received his name from a dream in which he saw tb.e

buffalo.

(14) Ca]:;jte'-wani'ca (No Heart) (plate 10), a Yanktonai, is a

well known medicine-man of the tribe and is able to depict events by
means of drawings. (See pi. 16.) He took part in the Sun dance

when 20 years of age and has 100 scars on each arni.

(15) Ptesa2j'-ma'ni (White-Butfalo-Walking), plate 11, is a

Teton and took part in the final Sun d;ince in 1882.

The above-mentioned men were the principal informants concern-

ing the Sun dance, the work being done in a series of conferences.

As already stated, about 40 additional men were interviewed. All

were members of the Teton, Santee, and Yanktonai divisions of

the tribe. The purpose of the interviews was to ascertain the facts

concerning the ceremony which were remembered by those who at-

tended as spectators, and also to ascertain the manner in wliich the

men who took part in the conferences were regarded by members
of the tribe. Thus the importance given the opinions expressed by
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these men was influenced somewhat by the authority accorded them

by these scattered members of the tribe. The facts brought out dur-

ing these interviews did not conflict with statements made in the con-

ferences, but served to corroborate them and to add minor details.

Not all the men in the foregoing list were present at every confer-

ence. Thus on the fii"st occasion it was possible for only 9 to attend.

It was considered desirable that at least 12 persons be present, and

as no other elderly man was acceptable to the council, an invitation

was extended to Thomas Frosted, a full-blood Santee-Yanktonai,

who witnessed several Sun dances when too young to make a Sun-

dance vow, and who has ^iven much consideration to its history and

beliefs. Robert P. Higheaglo, the interpreter, also witnessed a Sun

dance when a child. These men, with the ^\Titer, completed the

desired number and no other persons were alk)wed in the room. Two
days were occupied by the discussions, and several men remained

longer to record songs.

Concerning these conferences Kija'la-wica' (Lone Man) said to the

writer

:

\Mien we heard that you had come for the facts concerning the Sun dance we con-

sulted together in our homes. Some hesitated. We have discarded the old ways, yet

to talk of them is '"sacred talk" to us. If we were to talk of the Sun dance there

should be at least 12 persons present, so that no disrespect would be shown, and no

young people should be allowed to come from curiosity. \\Tien we decided to come

to the council we reviewed all the facts of the Sun dance and asked Wakaq^tagka that

we might give a true account. We prayed that no bad weather would prevent the

presence of anyone chosen to attend, and see, during all this week the sound of the

thunder has not been heard, the sky has been fair by day and the moon has shone

brightly by night, so we know that Wakag''tar)ka hoard our prayer.

Seated in a circle, according to the old custom, the Indians lis-

tened to the statements concerning the Sun dance as they had already

been given to the winter. According to an agreeement there

were no interruptions as the manuscript was translated. The man
at the southern end of the row held a pipe, which he occasionally lit

and handed to the man at his left. Silently the pipe was passed

from one to another, each man puffing it for a moment. The closest

attention was given throughout the reading. A member of the

white race can never know what reminiscences it brought to the silent

Indians—what scenes of departed glory, what dignity and pride of

race, lifter this the men conferred together concerning the work.

That night until a late hour the subject was discussed in the camp

of Indians, The next morning the principal session of the council

took place. At this time the expression of opinion was general and

after each discussion a man was designated to state the decision

through the interpreter. Sometimes one man and sometimes another

made the final statement, but nothing was \vi-itten down which did
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not represent a consensus of opinion. Throughout the councils care

was taken that the form of a question did not suggest a possible

answer bj the Indians.

On the afternoon of that day the entire party drove across the

prairie to the place, about a mile and a half from the Standing

Rock Agency, where the last Sun dance of these bands was held in

1882.

A majority of the Indians who went to the site of the Sun dance

with the waiter were men who took part in the wSun dance of 1882

and had not visited the place since that time. When nearing the

place they scanned the horizon, measuring the distance to the Mis-

souri River and the buttes. At last they gave a signal for the wagons

to stop, and, springing to the ground, began to search the prairie.

In a short time they found the exact spot where the ceremony was
held. The scars were still on the prairie as they were on their own
bodies. A depression about 2 inches in depth still square in outline

and not fully overgro\\Ti with grass showed where the earth had been

exposed for the oway'lca walcaif ("sacred place") ; see page 122. Only
3 or 4 feet away lay a broken buffalo skull. Eagerly the Indians

hfted it and saw traces of red paint upon it—could it be other than

the skull used in that ceremony? They looked if perchance they

might find a trace of the location of the pole. It should be about

15 feet east of the ''sacred place." There it was—a spot of hard, bare

ground 18 inches in diameter.

One said, "Here you can see where the shade-house stood." This

shade-house, or shelter of boughs, was built entirely around the Sun-
dance circle except for a wide entrance at the east. It was possible

to trace part of it, the outline being particularly clear on the west
of the circle; to the east the position of the posts at the entrance

was also recognized. The two sunken places (where the posts had
stood) were about 15 feet apart, and the center of the space between
them was dnectly in line with the site of the pole and the center of

the ' 'sacred place " at the west of it.^ More than 29 years had passed

since the ceremony. It is strange that the wind had not sown seeds

on those spots of earth.

The httle party assembled again around the buffalo skull. Mr.
Higheagle gathered fresh sage, which he put beside the "sacred
place;" he then laid the broken buffalo skuU upon it and rested

a Sun-dance pipe against the skull, with stem uplifted. He, too,

had his memories. As a boy of 6 years he was present at that

final Sun dance, wearing the Indian garb and living the tribal life.

Between that day and the present lay the years of education in the

white man's way. Some of the Indians put on their war bonnets

1 These measurements were verified by the WTiter at a subsequent time.
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and their jackets of deerskin with the long fringes. (PL 12.) How
bright were the porcupine quills on the tobacco bags! "Yes, it

is good that wc came here today," Pass the pipe from hand to

hand in the old way. Jest a little. Yonder man tells too fine a

story of his part in the Sun dance—let him show his scars! Yet

the memories, how they return! One old man said with trembling

lips: ''I was young then. My wife and my children were with me.

They went away many years ago. I wish I coidd have gone with

them."

The sky w^as blue above the little gathering, and all around the

vast silent prairie seemed waiting, listening. The Indians were

its children—would the white man understand them aright ?

A few weeks later the material was again discussed point by point

with men who came 40 miles for the purpose. Chief among these

was Red Bird, w^ho w^as under instruction for the office of Inter-

cessor when the Sun dance was discontinued. He was present at

the first council, but some facts had come to his mind in the mean-

time, and he wished to have them included in the narrative. These

men met four times for the discussion of the subject, the phonograph

records being played for them and approved, and some ceremonial

songs being added to the series. A few days later a conference was

held with five other men, most of whom were present at the council

of August 28 and 29. The session lasted an entire day, the narrative

which had been prepared being translated into Sioux and the phono-

graph records played for them, as for the previous group of men.

With one exception all the men present were chiefs.

Throughout this series of conferences the principal points of the

account remamed unchanged. Each session added information,

placed events in the proper order, furnished detail of description, and

gave reasons for various ceremonial acts. The councils were not

marked by controversy, a spirit of cordiality prevailing, but the open

discussion assist(^d in recalling facts and nothing was recorded which

was not pronounced correct by the council as a whole.

A message was then sent to Ituij'kasarj-lu'ta (Red Weasel), an

aged man who acted as Intercessor at the last Sun dance, asking

him to come and give his opinion on the material. He came and

with three others went over the subject in another all-day council.

His training and experience enabled him to recall details concerning

the special duties of the Intercessor, and he also sang four songs

which he received from Wi-ihaq'bla (Dreamer-of-the-Sun) together

with the instructions concerning the duties of his office. These

songs are Nos. 14, 15, 16, and 18 in the present memoir. Before
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singing the first song the aged man bowed his head and made the

following prayer/ which was recorded by the phonograph:

Ho Wakar)'tar)ka nama'Iion wo. Aqpe^tu le cl ni^oie waijzi' o])hi^kiij kti-k/. Tka
ta^ku wo'wahtani waiiiF ya obla'kiij ktelo^. Oya'te wiea^iii ktdo^. Iluku'ciyela

waoij'taijyaij'ama'blezayo. Mi^waijkapataijhar) waijyaijg' nama^jiij yo. Wic'-a^yaka

e6e kiij on taijyaij' ho ana^magoptag ye. Le mita^kuye yaijka'pi kiij ob taijyaij^

to^ka e^waciij siiiyai) waoij^ ktelo^. Hededa kiij toka'ta oi^najig waij oijyeglepi kig

ekta^ houiitaijiij pi kta nuijwe^.

( Translation)

Wakaq^taqka, hear mo. Tliis day I am to tell your word. But without sin I shall

speak. The tribe shall live. Behold me for I am humble. From above watch me.

You are always the truth, listen to me. My friends and relatives, sitting here, and I

shall be at peace. May om- voices be heard at the future goal you have prepared for us.

The foregoing prayer was uttered in so low a voice that the phono-
gram was read with difficulty. It is uncertain whether the aged man
intended that it should be recorded, but as he had seated himself

before the phonograph preparatory to singing, it was possible to put
the machuie in motion without attracting his attention. He began
the prayer with head bowed and right hand extended, later raising

his face and using the same gestures which he would have used when
fillmg his ceremonial office.

The final work on this material was done with Chased-by-Bears,

(pi. 13), a man who had twice acted as Leader of the Dancers,

had ''spoken the Sun-dance vow" of a war party (see p. 97), and had
frequently inflicted the tortures at the ceremony. He was a particu-

larly thoughtful man, remaining steadfast in the ancient behefs of liis

people. Few details were added to the description of the ceremony
at this time, but its teachings received special attention. Chased-

by-Bears' recital of his understanding of the Sun dance was not given

consecutively, though it is herewith presented in connected form.

This material represents several conferences with the writer, and also

talks between Mr. Higheagle and Chased-by-Bears which took place

during long drives across the prairie. In order to give opportunity

for these conversations the interpreter brought Chased-by-Bears to

the agency every day in his own conveyance. Thus the information

was gradually secured. When it had been put in its present form, it

was translated into Sioux for Chased-by-Beai"s, who said that it was
correct m every particular.

The statement of Chased-by-Bears concerning the Sun dance v/as

as follows

:

The Sun dance is so sacred to us that we do not talk of it often. Before talking of

holy things we prepare ourselves by offerings. If only two are to talk together, one

I other prayers, either incorporated in narratives or made before songs and recorded by phonograi)h, are

as follows: By Chased-by-Bears (p. 97); by Lone Man (pp. 160, 163, 216); by Eagle Shield (p. 266); by
White-paw Bear (p. 268); by Jaw (p. 389).
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will fill his pipe and hand it to the other, who will light it and offer it to tno sky and the

earth. Then they will smoke together, and after smoking they will be ready to talk of

holy things.

The cutting of the bodies in fulfdlment of a Sun dance vow is different from the cut-

ting of the flesh when people are in sorrow. A man's body is his own, and when he

gives his body or his flesh he is giving the only thing which really belongs to him. We
know that all the creatures on the earth were placed here by Wakaij'taijka. Thus,

if a man says he will give a horse to Wakag^tagka, he is only giving to Wakaij'taqka

that which already belongs to him. I might give tobacco or other articles in the Sun
dance, but if I gave these and kept back the best no one would believe that I was in

earnest. I must give something that I really value to show that my whole being goes

with the lesser gifts; therefore I promise to give my body.

A child believes that only the action of some one who is unfriendly can cause

pain, but in the Sun dance we acknowledge first the goodness of Wakaij^taijka, and

then we suffer pain because of what he has done for us. To this day. I have never

joined a Christian Ohurch. The old belief which I have always held is still with me.
When a man does a piece of work which is admired by all we say that it is wonderful;

but when we see the changes of day and night, the sun, moon, and stars in the sky,

and the changing seasons upon the earth, with their ripening fruits, anyone must
realize that it is the work of some one more powerful than man. Greatest of all is the

sun, without wliich we could not live. The birds and the beasts, the trees and the

rocks, are the work of some great power. Sometimes men say that they can under-

stand the meaning of the songs of birds. I cant)elieve this is true. They say that

they can understand the call and cry of the animals, and I can believe tliis also is

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

wish for things to come, as the rain or the snow. They do not always come when
we wish, but they are sure to come in time, for they are under the control of a power

that is greater than man.

It is right that men should repent when they make or fulfill a vow to Wakaij'taijka.

No matter how good a man may appear to others, there are always things he has done

for which he ought to be sorry, and he will feel better if he repents of them. Men
often weep in the Sun dance and cry aloud. They are asking something of Wakag''-

taijka, and are like children who wish to show their sorrow, and who also know that a

request is more readily granted to a child who cries. ^ (See p. 185.)

We talk to Wakaij'tarjka and are sure that he hears us, and yet it is hard to explain

what we believe about this. It is the general belief of the Indians that after a man
dies his spirit is somewhere on the earth or in the sky, we do not know exactly where,

but we are sure that his spirit still lives. Sometimes people have agreed together

that if it were found possible for spirits to speak to men, they would make themselves

known to their friends after they died, but they never came to speak to us again,

unless, perhaps, in our sleeping dreams. So it is A\'ith Wakaij^taijka. We believe that

he is everywhere, yet he is to us as the spirits of our friends, whose voices we can not

hear. (See p. 85.)

My first Sun-dance vow was made when I was 24 years of age. I was alone and far

from the camp when I saw an Arikaree approaching on horseback, leading a horse. I

knew that my life was in danger, so I said, " Wakaij^tagka, if you will let me kill this

man and capture his horse with this lariat, I will give you my flesh at the next Sun
dance."

I was successful, and when I reached home I told my friends that I had conquered

by the help of Wakai)'tar}ka and had made a Sun-dance vow. It happened that I

was the first who had done this after the Sun dance of that summer, so my friends said

that I should be the Leader of the Dancers at the next ceremony. (See p. 102.) In

1 Seo Dorsey, James Owen, A Study of Siouan Cults, in Eleventh Rep. Bur. Ethn., p. 435, 1S94.



DExsMOREl TETON SIOUX MUSIC 97

fulfilliiif? this vow I carried the lariat I had used in capturing the horse (fig. 21) fastened

to tlie flesh of my right shoulder and the figure of a horse cut from rawhide fastened

to my left shoulder. [Fig. 21 shows the lariat and whistle carried by Chased-by-

Bears.]

Later in the same year I went with a party of about 20 warriors. As we approached

the enemy some of the men came to me saying that they desired to make Sun-dance

vows and asking if I woidd "speak the vow " for the party. (See p. 10 1.) Each man

came to me alone and made some gift with the request. He also stated what gifts he

would make at the Sun dance, but did not always say what part he intended to take in

the dance. One man said, "I will give my whole body to Wakag^taqka." I did not

understand what he meant, nor was it necessary that I should do so, but at the time of

I he Sun dance he asked that his body be suspended entirely above the ground.

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

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

them and said: " Wakag'tagka, these men have requested me to make this vow for

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

Life and death. For the sake of our families and relatives we desire that you will

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

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

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

some offering to give at the proper time."

We were successful and returned home victorious. Knowing that these men had

vowed to take part in the Sun dance, I saw that their vows were' fulfilled at the next

ceremony and personally did the cutting of their arms and the suspension of their

bodies. I did this in addition to acting as Leader of the Dancers and fulfilling my own

vow.

The second time I fulfilled a Sun-dance vow I also acted as Leader of the Dancers.

At that time I carried iour bufialo skulls. They were so heavy that I could not stand

erect, but bowed myself upon a stick which I was permitted to use and danced in that

position (p. 133).

When the work with Chased-by-Bears was finished he went with

the \mter and the interpreter to the spot where the final Sun dance

was held, a place which had been visited by the council of Indians

a few weeks before. The purpose of this visit was that Chased-by-

Bears might arrange the ceremonial articles on the ''sacred place "

as would be done in a ceremony.

The outline of the ''sacred place" was made clear and intersect-

ing white lines were traced on the exposed earth. (See page 122.)

A buffalo skull had been secured and brought to the place. Chased-

by-Bears spread fresh sage beside the "sacred place" and laid the

buffalo skull upon it. He then made a frame to support a pipe and

placed in ceremonial position a pipe which had been decorated by the

woman who decorated the Sun-dance pipe for the last tribal ceremony.

The group of articles was then photographed. (See pi. 20.) Sud-

denly Chased-by-Bears threw himself , face downward, on the ground,

with his head pressed against the top of the buffalo skull. This

was the position permitted a Leader of the Dancers when resting
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durino; the Sun dance. (Seep. 130.) After a few silent moments,

he rose to his feet. The white cross was then obhterat'ed, and fresh

sao;e was carefully strewn over the bare, brown earth, so that no

chance passer-by would pause to

wonder.

The study of the Sun dance was

finished.

DESCRIPTION OF A TETON SIOUX SUN

DANCE

The Sun dance was called by the

Sioux Wi waq'yagg wadi'pi, w^hich

is literally translated "Sun-watch-

ing dance." It was their only tribal

gathering of a religious character

and was held every year at the full

moon of midsummer, 'Svhen all na-

ture and even men were rejoicing."

The trees were in full leaf and the

June berries were ripe. Further, the

wild sage was fully grown—a thing

especially desired, as the sage was

us"d in the ceremony.

The place where the Sun dance was

held changed from year to year, but

was known to all the tribe. Across

the prairie came the little compa-

nies of Sioux, some traveling a long

distance to attend the ceremony.

One band after another arrived and

erected its tipis in the accustomed

part of the tribal circle. Each band

constructed a vapor lodge ("sweat

bath") near its camp for the use

of those who took part in the dance,

also a larger lodge in which the

dancers assembled before and after

the ceremony.

The Sun dance was held in the center of the great circle of tents.

The opening of this tribal circle was toward the East, and the tent of

the itag'car) ^ (Leader of the Dancers) was opposite. A short dis-

tance in front of his tent was the council tent, larger than the others

and without decoration. There the chiefs and leading men met to

Fig. 21. Lariat and whistle carried in Sun dance.

1 The meaning of this word is "leader," and its exact significance is understood from the connection in

which it is used. (See p. 70, footnote.)
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transact the business of the tribe, and thence the various orders j^er-

taining to the ceremony were carried to the people hy the Crier.

Members of the tribe did not approach, and children and (h)gs were
kept away from the vicinity because the buffalo skull to be used in the

ceremony of the Sun dance lay at the west of this tent. Dm-ing the

four days preceding the ceremony the skull lay on a })ed of fresh sage

outside the council tent, in a position corresponding to the place of

honor inside the tent. The ceremonial lines of red paint had not yet

been placed on the skull, but the openings in it were filled with sage.

The use of sage around the buffalo skull was in accordance with the
instructions given by the White Buffalo Maiden. (See p. 64.) It

was said, too, that "the sage was used because the buffalo sought for

it on the prairie and rolled their great .bodies on its fragrant leaves."

Thesage used in thisconnection was identified as Arteni isia gnaphalodes

Nutt.

A month before the Sun dance the vxtkay'haij (medicine-men; see

p. 245) prayed for fair weather, singing, burning sweet grass, and offer-

ing their pipes to the sky, the earth, and the cardinal points. Before

burning the sweet grass, a medicine-man prepared a spot of bare

ground, placing a few coals in the middle of it. Then, taking a

bunch of sweet grass, he offered it to the sky, the earth, and the

cardinal points, after which he singed it over the coals. While it was
smoking, he offered it again to the sky, the earth, and the cardinal

points.- It is said that the efforts of the medicine-men were always
successful, and that the oldest men can not remember the falling of- rain

during a Sun dance.

The following song was especially favored for securing fair weather;

it is one of the songs which have descended from Dreamer-of-the-

Sun, wiio died about the year 1845. (See p. 88.)

No. 4. Song for Securing Fair Weather (Catalogue No. 497)

Sung by Red Bird

Voice J— 72

Drum not recorded

aq - pe - tu tai] - yar) lii-na -pa nui]

^^^^s^m i^^Hli
- zaq - zaq-yaq ya?j taq-yaq hi -na - pa nuq - we he he
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WORDS

(First rendition)

ar)pe''tu \vi taqyuij' liina'pa niiqwc'. .. may the sun rise well

maka' o^ag'^aijyai] taqyai)^ may the earth appear

hina'pa nugwe' l)rightly shone upon

(Second rendition)

haghe'pi wi tagyag' hina'pa nugwe''. may the moon rise well

maka'' ozag''zagyag tagyaq^ may the earth appear

hina''pa nugwe'' brightly shone upon

Analysis.—Like all the ceremonial songs of the Sun dance, this song

was sung with much flexibility of both time and intonation, and

therefore can not be fully represented by notation. In the opin-

ion of the writer it is not necessary, however, that variations of less

than a semitone be represented to the eye, since in this mstance they

differ m the several renditions, while the larger features of the song do

not show a corresponding difference. The same words are always

accented, and the general ratios of the rhythm are steadily preserved.

Thus a comparison of several renditions shows that the rhythm used

in singing the word Mnapa can be indicated with reasonable accuracy

by a sixteenth note followed by a dotted eighth. E flat above the

staff and E flat on the staff were sung with an intonation which was

almost correct, showing a feeling for the interval of the octave. B
flat, the fifth of the key, was sometimes sung quite accurately and at

other times was very faulty, the same being true of F, the second of the

key. It was noted among the Chippewa songs that the octave and

fifth were sung with more accuracy of intonation than other intervals.

(Bulletin 45, p. 5.) C flat m the seventh measure of the present song

was always sung too high, and might have been considered an acci-

dental except that the intonation is faulty in the entire measure in

which it occm"s, some of the progressions in this measure being glis-

sando. Thus the character of the song and in many instances that

of the singer as weU must be taken into consideration in judging the

importance of points which appear in the song.

About three-fourths of the intervals are downward progressions,

and the song is melodic in structure. It has a range of eleven tones

and comprises aU the tones of the octave except the fourth,

Tlie danger from enemies was not forgotten in the season of rejoic-

ing. The horses were herded near the camp, and young men guarded

them during the day, bringing them nearer the tents and picketing

them at night.

There were many greetings among the people. Events of the year

were reviewed, and tales of war were told again and again. War
was an absorbing interest, and the Sun dance would see the fulfill-

ment of many a warrior's vow.
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When in (hiiiger, it was custoiiiary for an entire war party to vow
that its membei's would take part iii the next Sun dance. The vow
was usually made at sunrise and s{)oken by a warrior who had fulfilled

a simUar vow. (See p. 97.) If there were time to secure a proper

offering, each man held this in his left hand, raising his right hand as

the vow was spoken. It was a rite, which could be varied by the

individual. Thus it was said that some made the vow more impres-

sive by bowing the head or lowering the right hand slowly toward the

earth. A man's spoken vow was only that he woul^l take part hi

the dance, but deep in his heart was hidden a private vow concerning

the part which he would take.^ Some had left little children at home,
or sick relatives or friends whom they longed to see again. They
vowed that at the next Sun dance they would dance, or would be

suspended by their flesh, or that many gashes would be cut in their

arms; they felt that no extreme of heroic endurance would be too great

an expression of thankfulness if they were reunited with their friends,

yet they knew that their vow must be fulfilled even if they returned

defeated or to an empty lodge.

During the months which intervened between their return and
the Sun dance they prepared for the fulfillment of their vows. Well

they knew that if they failed to do this of their own accord it would
be exacted of them by the forces of nature. More than one man wlio

disregarded his vow to tlie sun had perished in a lightning flash; or

if he escaped punishment himself, it was known that disaster had
befallen his family or his horses. The old men knew of every vow
and watched for its fulfillment.

The leading men of the tribe belonged to various military societies,

as the Strong Heart, the Crow-owners, the Wolf, Badger and Fox
societies, or the Wliite Horse Riders. (See pp. 314-382.) During the

four days next preceding the Sun dance these societies met together

for the purpose of electing the Kuwa' Kiya'pi (Intercessor), the

Itaij'cay (Leader of the Dancers), the four young men who were to

select tlie tree for the sacred pole, and the four young women who
were to cut it down. The chiefs were also in tlie council tent when-
ever business was transacted. It was generally knowni in advance
who would be chosen Intercessor and Leader of the Dancers. The
former office required long and special preparation and was re-

peatedly filled by the same man. His duties included the ofl'ering

of prayers on behalf of the people, the singing of songs as he per-

formed certain ceremonial acts, the painting of the cay wakay'

(sacred pole) and the preparation of the owar/'ka wakay' (sacred

place). The ceremonial songs must either be composed by the man
who sang them, or purchased from some one who had })reviously

' Among other instances see Red Fox (p. 376) and Jaw (p. 390).

4840°—Bull. 61—18 9
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held the office and instructed hmi in its duties. A large amount

was paid for the instructions and songs. The tribe knew when a

young man aspired to this office, and if his preparation were complete

he was elected as soon as occasion offered.

Red Bird made the statement: "The tribe would never appoint

an unworthy man to the office of Intercessor. In his prayers and

offerings he represented the people, and if he were not a good man
Wakai)'tai)ka might not answer his petitions and grant fair weather;

he even might send disaster upon the tribe." Chased-by-Bears said

that no man who had committed a great wrong could act as Inter-

cessor, no matter how fully he had repented. The record of an

Intercessor must be absolutely without blemish.

The Leader of the Dancers was usually the warrior who first re-

turned successful from the warpath, stating that he had made a Sun-

dance vow and that he wished to act as Leader of the Dancers at

the next ceremony. As with the office of Intercessor, the quali-

fications were so well known that a man who lacked them would not

presume to seek the position. He must have a reputation above

reproach and be able to ffil the office \A'ith credit to himself and the

tribe; he must furnish the various offerings placed upon the sacred

pole, and the buffalo fat in which the pole was embedded; he was

also expected to offer a Sun-dance pipe and provide the buffalo skull

upon which it rested during the ceremony, a skull without defect

selected by liim from the many that strewed the prairie.

The Sun-dance pipe (pi. 14), furnished by the Leader of the

Dancers, was decorated at his request by one of the most skillful

women of the tribe. It was considered a great honor to decorate this

pipe, which was prepared some time before the ceremony. There

was no prescribed pattern, but the decoration consisted of porcu-

pine-quill work and did not cover the entire stem. The men who ful-

filled their vows also made certain offerings, which they prepared

before the ceremony; these varied in value according to the wealth

of tli(5 man. Thus a man of large means might give a pipe, a

quantity of tobacco, a buffalo robe, and other goods, while a man of

small means gave only tobacco. Like the offerings made during

the ceremony by the Intercessor, these were regarded as gifts to

Wakarj'taijka. A difference between the two classes of offerings

was shown by the fact that the goods offered by the Intercessor

were left undisturbed on the prairie, while those offered by the dancers

were free to anyone who wished to appropriate them. The reason

given by Red Bird was that "the Intercessor represented the whole

tribe and his offerings were to Wakaij'taijka, while the dancers were

all alike and their offerings were among themselves."

The tobacco offered by the dancers was tied in little packets, each

holding about a pipeful, and eacli Ix'iiig fastened to a stick (pi. 15).
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111 the specimens illustrated the tobacco is wrapped in the dried

bladder of a steer, buffalo bladder being formerly used. The iiiini-

ber of those packets varied; 10 was the usual number, though a

dancer sometimes gave 100. The sticks bearing the packets were

placed upright in the gromid or left in any available place, and, like

the other gifts of the dancei's, were taken by the poor of the tribe.

If a man's vow involved the cutting of his flesh he was permitted

to offer a pipe similar to that of the Intercessor, fiUed with tobacco,

scaled with buffalo fat, and placed beside the Intercessor's pipe

during the ceremony. I^na'la-wi<5a' (Lone Man) stated that his Sun-

dance vow included the offering of a pipe; he therefore offered a pipe

when fulfilling his vow and had kept the pipe with greatest care.

This was smoked when the membei's of the Sun-dance council

revisited the site of the final Sun dance, August 29, 1911, and was

again placed on the square of exposed earth, which was still discern-

ible on the prairie. (See p. 93.)

Preparation for the Sun dance included the choice of others who
were to take part m the ceremony. It was required that the four

young men who were to select the tree for the sacred pole should

be unmarried, members of prominent families and men of unques-

tioned integrity. The four women were selected from among the

virgins of the tribe. Great care was exercised in these selections,

and each choice could be challenged by the tribe. There was, how-

ever, no open rivalry at the time of the election, it being known who
would probably be chosen.

Twenty or more men were selected who should carry the sacred

pole to the camp and erect it in the Sun-dance circle; these men also

sang at the drum, together with special singers, both men and women.
During the days before a Sun dance several begging dances were held.

The begging dance, which was performed at every Sioux gathering,

resembled a serenade rather than a dance. A party of men and women
carrying a drum went from tent to tent, pausing before each and sing-

ing and dancing until food was given them. A man went in advance

of the party and placed a stick upright in the gromid before each tent

where the serenaders expected to sing. This was a signal to the

occupants of the tent, the stick being removed by the singei"s after

they had been supplied with food.^

To those who were to take part in the Sun dance the days pre-

ceding the ceremony were a season of preparation, including visits

to the vapor lodges of their respective bands. During this time

the dancers usually made the aiTangements for the painting of their

bodies. The painting was done by men of known ability, who
were paid by the individual dancers. Often there was some formality

1 See Bull. 53, pp. 228-33; also pp. 320, 327, 481 of the present work.
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connoctod ^^'ith the making ^>f ^^^i^ request, which was enacted for

the writer b}' Zintka'la-lu'ta (Red Bird), who represented the dancer,

and L'?na'hl-^vi<5a' (Lone Man), who represented the man who was

asked to apply the paint. Red Bird made the request, but his

friend pretended to hesitate, finally extending both hands tightly

closed. Lone ^lan then tried to oi)en his friend's hands. After

succeeding in this with seeming difticulty, he placed a pipe in them,

which his friend accepted and smoked. After a few moments Red
Bird asked for the return of the pipe, but was met with the same

reluctance as before. Finally he was obliged to pry his friend's

hands from the pipe as he had forced them open when the pipe was

offered. This was said to constitute an agreement that one man
would paint the body of the other, and in it the ''artistic tempera-

ment" was typified in an mimistakable manner.

For four nights just before the Sun dance there were rehearsals

of those who were to drum, sing, or dance, each person being care-

fully instructed in his part of the ceremony.

Announcements were made by the Crier, who was a picturesque

and important figure in every tribal gathering. An old man was

preferred, as it was said that "the old men were more careful than

the young men in making the announcements. '' ^ Mounted on horse-

back, handsomely dressed, wearing a single eagle feather erect in his

hair and carrying an eagle-wing fan, the Crier went the round of the

camp circle, close to the tent doors, announcing the decisions of the

council, the commands of the Intercessor, or the events of the day.

He was also ready to answer any inquiries regarding the ceremony,

as the Intercessor and the Leader of the Dancers were supposed to

talk only when it was necessary for them to do so.

During the days immediately preceding the Sun dance it was

customary for each military society to hold one or more dances called

braves' dances, which were followed by feasts. The term "braves'

dances" is a general one, referring to the (huu-es of tlie various mili-

tary societies. It was said that a danc(> of the Strong Heart society

might be announced by th(^ Crier in the following words:

Caqte' Tig'/.a waij! Tmnaluiii waya'lii) ktrlo'. ]Uyu' po! (Strong Hearte!

You are going to eat to your hearts' content. Come on!)

In response to this summons the members of the Strong Heart,

society would come in finest array. This society was composed of war-

riors, and the lead(>.rs of the tribe were usually among its members.

(See p. 329.) They paraded around the camp circle before the

dance, singing the songs which they used on the warpath.

1 The writer heard a Siou.x Crier who w.us said to be 103 years old, but; whose voice in announcing an

evening council was as the sound of a trumpet, Tull, clear, and of wonderful carrying quality.
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Tho following song was commonly used at the dances preceding

a Sun dance. It is a ''Chief song" and is analyzed with similar songs

on page 4(32.

No. 5. "We Are Coming" (Catalogue No. 456)

Sung by J^iya^ka

Voice J— 126

Drum J— 88

See drum-vhythm below
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l:#z!t
:i:

^H

pe - lo

Drum-rhythm

n! ^^E, ^^t ^^t ^

kola^pila friends

hlihe^ic'iya po take courage

he lei right here

<)i]ku'pi kiij we are coming

waijoij'yaiika ])el(/..... they see us
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AiiaJysis—This iiiel(Kly is particularly forceful and direct. It is

a .song which would inspire confidence, and is also rhythmic for

dancing. The tonic triad is emphasized, the song consisting only

of the tonic triad and fourth. In one instance the fourth w'as ac-

cented and has no apparent chord relation to contiguous accented

tones. The song is therefore classified as "melodic with harmonic

framework," instead of ''harmonic" in structure. Descending pro-

gressions are used effectively in this melody, the first rhythmic

unit containing such progressions in double and the second in trijile

time. It is interesting to note throughout these songs the effect

produced by slight changes in rhythm. For instance, in the first

occurrence of the second rhythmic unit the second measure was sung

in every rendition with two eighth notes on the second count. It

will be seen that in other occurrences of this unit the first note of

this measure is a dotted eighth. In aU renditions of this song the

time was increased with the introduction of the words, and the song

closed in the original tempo. The return to this tempo was usually

gradual, being made sooner in some renditions than m others. The
time of the drum did not change wdth the increased tempo of the

voice, the drmn-rhythm being contmuous, as indicated. . Similar

instances were noted among the Chippewa; these are considered in

Bulletin 53, page 206. In the present work the following instances

of change of time are found:

Songs in which the voice changes tempo, the song being recorded

with drum, which is contmuous and does not change in tempo—Nos.

5, 83, 114, 133, 188.

Songs m which the voice changes tempo, the song being recorded

without drum—Nos. 55, 58, 88, 137, 140, 145, 153, 156, 166, 170, 171,

174. In this song occurs one instance of the omission of a syllable,

the third syllable of bliheiciya being omitted by the singer. Among
other songs containing this peculiarity are Nos. 17, 38. The omis-

sion and addition of syllables was frequently noted m the Chippewa

songs. Throughout the present work all interpolated syllables are

indicated by italics. These cnanges in the words of songs represent

an Indian custom and do not in any wise affect the meaning.

The following song was also used in the braves' dance; it is esti-

mated to be about 180 years old, as the singer, who was a man ])ast

middle life, stated that his father said that his grandfather sang it.

The age of a song ciui usually ])v determined in this manner with a

fair dcgicc of accuracy.
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No. 6. Song of the Braves' Dance (Catalogue No. 498)

Sung by Red Bird

Voice J =80

Drum J = 80

See drum-rhythm below 0)

'4--

:§a*
ip

f: iE -j^ IF :p f £ -^ ^ f f ^fi

-•- -•- -•- -•-

X-- r r v—'-^f^-^ ?=^fa.

Druui-rhythm

>- i >- ^ >. :^

Analysis.—This soug is minor in tonality and contains all the

tones of the octave except the sixth and second. In three instances

the seventh is raised a semitone. Twelve tones are comprised in

the compass of the song, wliich has a steadily descending trend. The
song contains two rhythmic units, each occurruig twice. As is

usual in such instances, the rhythmic units resemble each other, the
second seeming to be an "answering phrase."

The tree to be used for the sacred pole was selected and cut, and
the sacred pole was decorated and raised on the nvorning of the day
preceding the Sun dance. All the tribe were present when the four

young men set out from the camp to select the tree. For some time
before their departure the drmiimers and shigers sang the songs of

war, for the tree was regarded as something to be conquered. The
following song might be sung as the people assembled. This song
was composed by the singer, a man who is kn()^^^l in tin* tribe as a

composer of war songs.
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Voice J— 96

Drum not recorded

No. 7. "With Dauntless. Courage" (Catalogue No.

Sung by Lone Man

(1)

5
4̂:

^siSn iSiii

, ^.i; r r r y
-t^TJ 1—e^i

—
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The following song was frequently used in this connection, and
was used also before the departure of a party going on the wni-path

or in searc'h of buffalo:

No. 8. " The Many Lands You Fear " (Catalogue No. 450)

Sung by Ntya'ka

Voice J— 104

Dkum J — 96

Drum in accented eighth notes*

(1)

m=^
Ko - la o - te uia-ko - 6e wai) ko - ya-ki -pa - pi he - na ko

-. (2)

^ .f r r j= ^ -"S^^
-j^

iJ:

:4:

ki - pe sni o - ma - wa - ni e u i te - sa - bye ca o-wa-

*Druni-rhythm

^ ' « S J S d

woRns

kola^ friends

c'te mako^'de the many landa

koya'kipapi waq you fear

hena'' koki'pe sni onia^waiii in them without fear I have walked
ite'sabye <5a the black face-paint (see p. :{r)i».)

owa^le I seek

Anahjsls.—The principal interest of tliis song is in the nund)er

of minor thirds which it contains. The song contains 23 intervals

15 (about 54 per cent) of which are minor thirds. The minor third

E-G is the framework of the opening measures, followed by the

minor triad A-C-E; after a single measure of the tonic triad there

is a return to the minor thirds A-C and E-G, the latter forming the

closing interval of the song. The tones of the melody are those of

the fourth five-toned scale, but the tonic triad appears only in the

seventh measure. The song contains two rhythmic miits, the count

divisions of both being the same, but the accent being changed in

the second unit. The first part of the song is based on the rhythmic
unit, and the latter j)art on the second unit.
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The relative time-duration of quarter notes in voice and drum, as

given in the preceding song, are shown, by means of hnear measure-
ments, drawn to scale in the accompanying illustration.'

[W^^
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Analysis.—^This melody contains only the tones A flat-C-E flat--

G flat. These are not the tones comprised in the key of A flat, as

the term is used hy musicians, but tlie sequence of the tones is such

as to suggest A flat as a satisfactory tonic. A test by the ear seems

permissible in such an instance as this, and the song is accordingly

transcribed wath A flat as its tonic and G flat as an accidental. The
tonic triad constitutes the first seven measures of the melody, the

descending fourth from the tonic to the dominant forming the out-

line of the remainder of the song, with the flatted seventh as an

accidental. A rhythmic unit occurs, forming part of both dou])le

and triple measures. It is varied sUghtly in repetition, the second

count being in some instances a quarter note and in others two

eighth notes. The triplet on the first count, however, is distinctive

and is steadily repeated. Two-thirds of the progressions are

downward.

Any wlio wished to accompany the young men were permitted to

do so, but they had no part in choosing the tree. On amving at

the woods the young men searched for a straight, slender tree. It

was stated that cottonwood was preferred for the sacred pole and for

all the articles of wood used in the Sun dance, because the white

down of the cottonwood seed resembles the downy eagle feathers

used in the ceremony.^ If a cottonwood could not be obtained, elm

was selected, because the elm is the first tree to blossom in the spring.

The tree for the Sun-dance pole must be a standing tree and par-

ticularly fine with respect to straightness, branching, and fullness

of leaf. It was required that the first tree selected should be cut,

no change of choice being allowed. It is interesting to note that all

articles devoted to a ceremonial use must be the best obtainable. A
high standard of excellence prevailed among the Sioux, and this is

especially shown in their ceremonies which expressed their highest

ideals.

Wlien the young men had decided on a tree tliey returned to make
their report to the Intercessor. Their return had been anxiously

awaited, and in response to their signal a number of friends went

on horseback to meet them, riding around them in wide circles and

escorting them to the camp. There they found their friends dancing

around the drum and singing the following song, which was used also

to welcome a returning war party or men who had gone in search of

buffalo. After the singing and dancing a feast was provided by

the friends of the young men. There was abundance of food, and

all were invited to partake.

1 Cottonwood was used also for tlie i»)st in the spirit lodge. (See p. si, also in oiTerinj; iilaced on Sun-

dance pole, p. ns.



112 BUREAU OF AMERICAN ETHNOLOGY [bull. 61

No. 10. Song of the Return of the Young Men (Catalogue No. 481)

Suug by Lone Man

Voice J- 112

Dkum 104

Drum-rhythm similar to No. 6

^^ ^ P ' ft- ^s- ^ P PF #
I ^ I 1—F-[-=—^

1

—

»

H=2-=—

^

Analysis—An unusual feature of this song is that seven of the 12

intervals which it contains are fourths, four being ascending, and 3

descending, progressions. The tonio occurs only in the upper octave,

the song closing on the dominant. The seventh and second tones

of the octave ai-e not found in (he song, which is major in tonality

and harmonic in structure.

The announcement of a choice was followed by preparation for

cutting the tree and bringing it to the cam]^. The cutting of the

tr<M>. for the Sun-dance pole was an important part of the cere-

mony, and many went to witness it. Some went from curiosity,

and others wished to make offerings when the tree was cut. Even

the children went to see the cutting of the pole. The young people,

ricUng their fl(^et ponies, circled around the party. The leading mem-
bers of the company were the Intercessor (or, in his absence, one

of the old medicine-men), the four young men who selectetl the

tree, the four young women who were to cut the tree, and the

pole-bearers, who were to carry it to the camp. It was the duty

of the Leadci- of the Dancers to provide the ax with which the tree

was felled, hut, h(^ did not accompany the party who went to cut

it. In tlu^ old days a primitive implement was used; in later times

this was replaced by an ax purchased fi-om the trader, but it was

required that the ax be a new one, nev(u- us(h1 l)efore.

Great interest centered in the selection of the tree, and when it

was indicated by the young men the Intercessor raised his pipe,

holding the stem toward the top of the tree and lowering it slowly

to the earth, rc^peating a prayer in a low tone. \Mien he held the

pipe toward the top of the tree, he spoke of the kingbird; lowcu'ing

it about oiuvthird of the distance to the ground, he spoke of the

<',agle; low(^ring it half the remaining distaiun^, he spoke of the yellow-

hammer, and holding it toward the ground he spoke of tJie s])id(>r.

The tree was regarded as an enemy, and in (^x])lanation of the rofer-

(^nce to tlu'sc, luiinials it was said that" the kingl)ird, though small, is
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feared by all its cnemios; iho eaglo is the boUh^st of birds; tlu^

yellowhammer can not overcome its enemies in open fight but is

expert in dodging them, darting from one sides of the tree-trunk to

another; while the spider defeats its enemies by oraftinxws and

cunning."

One of the four virgins was s(dected to cut the tree, but sh(>. did not

f(dl it at once.. It was considered that sh-.> had been given the honor

of conquering an enemy, and before she wielded the ax a kinsman

was permitted to relate one of his valiant deeds on the warpath.

The maiden then lifted the ax and made a feint of striking the tree.

Each of tha four virgins did likewise, the action of each being preceded

l)y the telhng of a victory tale by one of her khismen. The ax was

then returned to the first virghi, who swung it with effect, cuttuig

the tree in such a manner that it fell toward the south (see p. 78).

While the tree was being felled, no one was allowed near it except

those who wielded the ax, the Intercessor, those v/ho wished to make

offerings, and those who were to carry the pole. At this time the

following song was sung:

No. 11. Song of Cutting the Sacred Pole (Catalogue No. 451)

Sung by Siya^ka

Voice J__80

Diu M J 80

Drum-rhythm similar to No. 6

I - te - sa- bye

o-wa - le ca he-ca-mor)

ite'sabye

owa^le

ca he''camoij

WORDS

(First renditioii)

the black face-paint (see p. 359.)

I seek

therefore I have doue this
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(Second rendition)

RUi)ka''ke horses

owa'le I seek

6a he''camog therefore I liave done this

Analysis.—This melody comprisc's the tones ol" the fourth five-

toned scale. Ill two instances the sixth is lowered a semitone. A
dotted eighth note cither preceded or followed by a sixteenth note is

a count division which characterizes the song, though it contains no

rhythmic unit. This soilg begins on the third above the tonic and

ends on the third in the lower octave. A beginning and ending on

the dominant is of more frequent occurrence than on the third of the

scale. A majority of both Sioux and Chippewa songs end on the

tonic, which is also the lowest tone in the song. (See Table 3A, p. 27.)

Throughout this part of the ceremony the tree was regarded as

an enemy, and a shout of victory arose as it swayed and fell. Care

was taken that it should not touch the ground. The medicine men,

^some of whom usuall}^ accompanied the party, burned sweet grass,

and offerings were presented. The branches of the tree were cut

off close to the trunk except one branch about one-fourth of the

distance from the top, which was left a few inches long in order

that the crossbar of the pole might be fastened to it. In some
cases a small branch with leaves on it was also left at the top of

the pole. From this time the pole was regarded as sacred and no
one was allowed to step over it, or over any of the branches which

had been cut from it. Jealousy frequently arose among the women
in regard to the privilege of cutting the tree, and it is said that on
one occasion a woman was so angry because she was not chosen for

the purpose that she stepped over the pole. Half an hour later she

was thrown from her horse, dragged some distance, and killed. The
horse was known to be a gentle animal, and the event was considered

a punishment justly visited on the woman.
Between 20 and 40 men were required to carry the sacred pole to

the camp. These walked two abreast, each pair carrying between
them a stick about 2 feet long on which the pole rested as on a litter.

The pole was carried with the top in advance, and the Intercessor or

his representative walked behind the bearers. No one was allowed

to walk before the sacred pole.

The songs of carrying home the pole were songs of victory. The
following song could be used at any time after the pole had been cut

and was frequently sung as it was carried to the camp:
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No. 12. Song of Victory over the Sacred Pole (Catalogue No. 486)

Sung by Lone Man

Voice J— 144

Drum ^_ 72

See drum-rhythm below

& Jtmp: -^

m&S
4t- -#-SE=S :=3=t-f-^*- tf=P KzfS

^^L-4=^F=^

-^- -^ -5—T-' -*- -^-* - #- a i— 4-^-» -*- H ^':g
:i* —Z!k

Mi5 - na - la wi - ma - ca ye - lo e - he - coij wi

:g4|£^ ^» »-^^

ii^
ca - ya - ke &ii ye na - ke fie - ya i - la - le

Drum-rhythm

J J J J J

WORDS (addressed TO THE SACRED POLE)

misna'Ia wima^ca yelo^ "I only am a man"
ehe^dog wica''yake sni ye. . . you falsely implied

nake' de^ya ila^le now you cry

Analysis.—The rhythmic unit of this song is less interesting than

the rhythm of the song as a whole, which has a decided " swing." The
melody begins on the fifth above the tonic and ends on the third

in the lower octave. IMany songs have a greater range than this, but

few have a compass of a tenth in three measures, as occurs in this

song with the introduction of the words. This part of the song

was sung quite accurately, but in the measures containing the last two

words and in the corresponding measures of the fh'st section of the

song the intonation was so unsteady as to make transcription diffi-

cult. It has been frequently noted among the Sioux, as among the

Chippewa, that large intervals are sung with more accuracy than

small ones. The drumbeat was in half notes, representing a very

slow tempo. In the double measures the drumbeat coincided quite

regularly with the corresponding tone of the song.
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Around the pol(>-boarors circled the yoiiii<jj men and women of the

tribe on their ponies. It was the custom of the young people to

decorate their ponies with trailing vines and to wreathe the vines

around their own bodies. They made hoops of slender branches,

with crossbars like the framework of a sliield, and on this they draped
vines and leaves, thus forming a striking contrast to the dignified

procession of pole-bearers.

Four times on the way to the camp the pole-bearers were allowed

to rest. (See p. 74.) The signal for each halt—a throbbing call

beginning on a high tone and descending like a v/ail—was given

by the Intercessor. At this signal, the pole was lowered for a few

moments upon crotched sticks provided for the purpose.

The sacred pole was brought into the Sun-dance circle as it had

been carried, with the top in advance. As the pole-bearers walked

across the circle the medicine-men cried, ''Now is the time to make
a wish or bring an offering." The people crowded forward, shouting

and offering gifts of various kinds. So great excitement prevailed

that no one knew who brought a gift, and a man could scarcely hear

his own voice.

The Intercessor then prepared the sacred pole, first removing the

rough outer bark, fragments of which were eagerly seized and carried

away by the people. After the pole had been made sufficiently

smooth, it was painted by the Intercessor; native red paint or ver-

milion ^ was used. The pole was painted in perpendicular stripes,

beginning at the branch where the cross bar would be fastened and
extending to the base.

As the Intercessor painted the sacred pole, he sang the following

song, which, like the other songs pertjiinmg to his ceremonial office,

was sung alone and without the drum, the people listening attentively:

> On the Standing Hock Reserviit ion is found a yellow ocherous substance wliich. after being reduced to a

fine powder, is used by tlie Indians in making yellow paint. This substance, when treated by means of

heat, yields the vermilion used on all ceremonial articles as well as in painting the bodies of the Indians.

The baking of this ocherous substance—a process whicli requires skill—is done by the women. First, the

substance mixed with water is formed into a ball. A hole is dug in the ground in which a fire of oak bark

is made. When the ground is baked, the coals are removed, the ball is placed in the hole, and a fire is built

above it. This fire is maintained at a gentle, even heat for about an hour, which is sufiicient for theamount
of the substance usually prepared at a time. The action of the heat changes the color of the substance (o

red. When the ball is cold, it is pounded to powder. In the old days this red powder was mi.xed withbufi'alo

fat in making the paint, but at the present time it is mixed with water. W hite. black, and blue paints were

obtained by mixing colored earthy sul)stances with bull'alo fat. The blue was found in southern Min-

nesota (this required no treatment by heat), and the white and blac'k in Dakota. (Seep. l".'i) It is said

that white paint was ])refcrred for I he painting of horses (see p. 353) because it was a " genuine color,"

and also because other colors could be applied to advantage above ii . Brown earth is mentioned in song

No. 62. The symbolisms of various colors used in paint are noted on pp. 77 and 124.
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No. la. Soiif? of Piiintiuii? tlio Sacred Pol« (Calaloj^nie No. 152)

JSuilg by SlYA^KA

Voice J_:z 160

Drum ^^80
Drum-rliythm similcar to No. 12
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liiot ;g^^
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I

J
^ I ^ #H-gM-

sM-i^-^^iH-g^-
^a; ' sJ1

zii} hi - ye - ye cii] a - te le - na ta - wa ma - ki - ye

WORDS '

ate^ father

lena' ta^wa maki^ye all these he has made me own
(^ag mako^baza the trees and the forests

na^zig standing

hiye^ye 6i^ in their places

Analysis.—This molody contains only the tones of the minor
triad and fourth. The rhythmic unit is long, its repetitions com-
prising the entire song except two periods of six measures each,

which consist principally of quarter notes. The sustained tones were
always given the indicated time. The words are continuous through-
out the song. Among the Chippewa, as well as among the Sioux, this

occurs more often in ''medicine songs " than in other classes of sonars.

The final tone, though very low in pitch, was sung with distinctness.

The Sun-dance pole was usually about 35 feet in length and 6 to

8 inches in diameter. A crossbar "the length of a man" was tied

4840°—Bull. 61—18 10
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on the polo, being securely fastened to the short })ranch left for the

purpose. At the intersection of the pole and the crossbar there

was tied with rawhide thongs a bag, which constituted one of the

offerings made by the L(^ader of the Dancei's. This bag was about

2 feet square, made of rawhide decorated with beads, tassels, and
fringe, and was wrapped in cherry branches 4 or 5 feet long which
completely concealed it. Inside the bag was a smaller bag of tanned

buffalo hide containing the offering, which consisted of a large piece

of buffalo hump, on a sharpened stick painted red. The stick was
Cottonwood and, according to Mato'-kuwa' (Chased-by-Bears), sym-
bolized the arrow with which the buffalo had been killed and also

the picket stake to which a horse stolen from an enemy was fastened

when it was being brought to the camp. The additional offerings

fastened to the crossbar were two effigies (see pi. 21) cut from raw-

hide, one in the form of an Indian and the other in the form of a

buffalo, indicating that the enemy and also the buffalo had been

conquered by supernatural help. To the crossbar were fastened

also the thongs, or cords, by which the rrien woidd be suspended.

One cord was made ready for each man, the middle of it being fast-

ened to the crossbar and the two ends hanging, to be fastened to

the sticks passed through the flesh of the man's chest. At the top

of the pole was hung a tanned robe of buffalo calfskin. In the later

ceremonies a banner of red list cloth was used instead of the buffalo

robe.

After painting the sacred pole, the Intercessor examined the hole

which had been prepared for its erection, in which he placed an

abundance of buffalo fat. It was said that, while doing this, he

''prayed and talked in a low voice."

The command to raise the pole was followed by absolute silence

on the part of the assembled people. Thus they watched the pole

as it was raised slowly and carefully by the men who had brought

it to the camp. The moment it was in place all gave way to cheere

and rejoicing, and the three following songs were sung. These

three songs were recorded by a man said to be the only Teton Sioux

living (1911) who had filled the office of Intercessor. These songs

comprised part of the instructions he received from the man who
preceded him in that ofTice. The singer was about 80 years of age

when the songs were recorded. (See p. 88.)
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No. 14. Song Suug after Raising the Sacred Pole (a) (Catalogue No. 1128)

Sung by Red Wkasel

VoicK Ji_ 6;?

Recorded without, drum

(0 0)
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No. 15. Song after Raising the Sacred Pole (I)) (Cutalogue Nu. 629)

Suug by IIkd Weasel

Voice J — 66

Drum not recorded

(1) (2)
"1 r

(2)

^3^^ ^ J -J

—

)

-1 ^-1
1

1 F—

I

1 1--1 -4 h-

(2) (2)
(1)

'3:

(2) (2)
I 1 r

—

^^=^^^^^p=^ff^fri
-s-

WORDS (not transcribed)

(
The pole speaks)

maka'' (*okar)''yaD at the center of the earth '

wa^kil na^ziij po stand looking around you

oya^te iye''kiya recognizing the tribe

wa'kil na'zig po stand looking around you

• This is an instance of the "sacred language" mentioned on p. 85. A language of this kind was said to

be necessary in order that j)ersons intimate with siiiicrnatural things could communicate without being

understood by the common people. The term "centerof the earth" occurs in a narrative on p. 214 and also

in song No. 137, translated as follows: " At the center of the earth I stand ... at the wind center (where

the winds blow toward me from every .side) I stand." Songs Nos. 16 and 7.'> mention the places whence

the winds blow, the former containing the words "at the places of the four winds may you l)e reverenced,"

andthelatter,"At thefourjjlaces . . . theplacesfrom which the winds blow . . . to stand I was required;"

also " the homes of the four winds," p. 127. The following instances may also be cited: Anexprcssionsimilar

to this occurs in song No. 'J3—iaytc' mato'kcCacu, also translated " with a heart that is difTerent," but carry-

ing the idea of the fiercene.ss of a bear. The term yatin'kic, literally translated "you will eat, "is a phrase

used only by medicine-men when addressing the sick (song No. !)7). The words "a scarlet relic" in song

No. 1 refer to the custom of spirit keeiiing and would not l)e understood by those who were luifamiliar with

that ceremony. The term "grandfather" is found in No. 21, which is the opening prayer of the Sundance.

The word tunkai/, 'sacred stones,' is said to be derived horn In /jkii' situ, 'grandfather.' (See p. 20.").)

In Songs Nos. 41, !).'{, and 10.') there is shown somelliing ajiiiroaching the i)ersonirication of a wind

and a rainbow, the idea being that these possess or wear the man who has dreamed of them and has not
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Aniilysis.—This song contains two rhythmic units, but the rhyth-

mic structure of the song ditrors from that of most songs under
analysis in that thcsa two units appear to have no iiifhicncc on <^ach

otlici". The first is in triph>, the s<icon(l in doubh*., tijuc, and none
of the count-divisions are alilce. Tlie song is melodic in structure and
contains the tones of the fourth five-toned scale. The descending

fourth from the tonic to the dominant occurs with frequency.

No. 16. Song Sung after Raising the Sacred Pole (c) (Catalogue No. G30)

Sung l>y Red Weasel

Voice J = 76

Drum not I'ecorded

j(Z.m^ tJL^t gl=F

gt|tg^;^^^j
|:^^^^||

J^EB;^

-i9- -•--#-• -•- -5"-
-^ ^ -•- -^- ^.. ^.0.

WORDS (not transcribed)

tuijka^sila grandfather

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

footnote).

wakaij^ nila^pi nuqwe^ may you be reverenced

ta^ku koyag'' mayaye^ you made me wear something sacred

oya''te wag wakarj'yai) yaijka^pi the tribe sitting in reverence

niwa^ciripi they wish to live

yet enacted his dream, even as a medicine-man wears an object, or the symbol of an object, which is subject

to his commands. Thus No. 41 contains the words, ''a wind wears me"; No. 93, "a wind comes to get

me;" and No. 10.'), "a hoop (rainbow) wears me." The term wahu'nop'pa, or its abbreviation hu nuy'pa,

literally " two-legged object," is used by those who treat the sick as referring to a human being (Nos. 76, 90)

and the term cayte'to'keca, ' a heart that ii different,' is used by them to indicate anger. (Songs Nos. 58, 93.)

The jihrases "in a sacred manner," or "I have made it sacred," are not unusual and can not be regarded

as an adequate translation of the Sioux. In the mind of the Sioux the meaning of the word tvakai; contains

more of mystery and a greater element of the supernatural than we are accustomed to associate with the

words "sacred" or "holy," though these are used as its Knglish equivalent. (See footnote, p. 88.)
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Analysis.—Two intervals of a fourth form tlie fruiiicwork of this

melody, the lirst l)eing C-V and the second Ci-C. The tonic is espe-

cially prominent, as it occurs in ])oth these intervals and is frequently
repeated. The song is minor in tonality and contains only the tones
of the minor triad and fourth. A monotony in the melody is shown
by the fact that it contains 27 measures and only 12 progressions.

It has been noted that the average number of progressions in this

class of songs is 31.3. The rhythmic unit occurs six times and its

count-divisions were clearly given by the singer.

The sacred pole was placed in such a manner that the crossbar

extended north and south, and the earth was packed solidly around
the base.

The dance enclosure was about 50 feet in diameter, with a wide
entrance at the east. (See p. 93.) The sacred pole stood in the center
of this circle, and about 15 feet west of the pole a square of earth was
exposed, all vegetation being carefully removed and the ground finely

pulverized. This square of earth was called oway'lca wakay'

,

"sacred place," and no one was allowed to pass between it and the

pole.^ Two intersecting lines were traced within the square of earth,

forming a cross, these lines being parallel to the sides of the square
l)ut not touching them.^ After tracing these lines in the soil, the Inter-

cessor filled the incisions with tobacco which had been offered to the

sky, the earth, and the cardinal points. He then covered the tobacco
with vermilion paint-powder, over which he spread shining white
"mica dust. "^ At the intersection and ends of the lines he placed
bunches of downy white eagle feathers. Very beautiful was the con-

trast of green turf, soft brown earth, shining white lines, and downy
eagle feathers. West of this was placed a bed of fresh sage, on which
the buffalo skuU would be laid during the ceremony. (Pis. 16, 17.)

The Intercessor sang the following song as he prepared the square
of earth. When this and similar songs were sung by the Intercessor,

there was absolute silence in the great gathering of people.

• Miss Fletcher states (in Peahody Mus. Reps., m, p. 284. note, Cambridge, 1887): " The mellowed earth
space . . . has never been absent from any religious exercise I have yet seen or learned of from the
Indians. It represents the unappropriated life or power of the earth, hence man may obtain it."

2 Concerning this outline, which is widely used by the Indians, Mr. W. II. Holmes writes (in Handbook
.\.mer.Inds.,pt. l,p.366): " (Primitive man adjusts him.self to his environment, real and imaginary, by keep-
ing in mind the cardinal points as he understands them. When the Indian considers the world about him,
he thinks of it as divided into four quarters, and when he communicates with the mysterious beings and
powers with which his imagination peoples it—the rulers of the winds and rains—he turns his face to the
four directions in stipulated order and addresses them to make his appeals and his olTerings. Thus h is wor-
ship, his ceremonias, his games, and even his more ordinary occupations in many cases arearranged to con-
form to the cardinal points, and the various symbolic representations associated with them assume the

form of the cross."

•' .\ specimen of tlie "mica" was secured, and was identified as "Gyp.sum, variety Selenite," by Dr. G. S.

Merrill, curator of the department of geology of the U. S. National Museum.
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No. 17. Song of Preparing the Sacred Place (Catalogue No. 500)

Sling by Red Bird

"Voice J= 60

Drum not recorded

To-pa- ki - ya ma-ka- ta (2e-wa - kl yo - lo e to-pa- ki - ya ma-ka-

^1
1 !

i

—

ta 6e-wa - ki ye lo e o-waq-ka ka - giq kta 6a o - ya

^ -^-»- ?c=?c W^M^±
izzit -75^

te wai]-la-ka pe- lo e to-pa-ki- ya ma-ka-ta 6e-wa-ki ye - lo e

WORDS

to^pakiyamaka''ta <5eVaki yelo^.

.

four times to the earth I prayed
owag^ka a place

waka^gig kta da I will prepare

oya^te O tribe

wagla^ka pelo^ behold

Analysis—All the tones of the octave except the fourth occur in

this melody, which is minor in tonality and melodic in structure. A
feeling for the tonic triad is evident throughout the song, but there

is more freedom of progression than in many of the songs under
analysis. The second of the key is unusually prominent, and the

progressions in the sixth and seventh measures are interesting,

as they include the tonic and the tone immediately above and below
it. About two-thirds of the intervals are downward progressions.

After the sacred pole was erected and the "sacred place" prepared,
a shelter, or "shade-house," was built entirely around the Sun-
dance circle, any who wished to share in this work being permitted
to do so. Posts about 6 feet high were erected, and upon these

were placed a light framework of poles. This framework was covered
with buffalo hides and decorated with freshly cut boughs. Beneath
this shade sat the old people, the relatives of the dancers, and any who
attended the ceremony merely as spectators.

On the morning of the Sun dance those who were to take part in

the ceremony were allowed to eat a full meal, after which they
entered the vapor lodge while the following song was sung:



124 BUREAU OF AMF.rSirAN F.TirNOT.OnY fBnix. 61

No. 18. Sonjt^ of Final Visit to the Vapor Lodge (Catalogue No. G31)

Sua},' l)y Red Weasel
Drum J~63
Dkum not recorded

"1 . r

feT#-^F f ZJaiJ^^^ -I*- -«- -^•

i9ilsa
IS

-P^-^

^m See
;E ^

WORDS (not transcribed)

ho a voice

\i wa'yin kte I will send

nama^liou yo hear me
maka' the land

sito''mniyai) all over

ho a voice

ye waye'lo I am scndinji;

nama'lion ye hear me
wani' ktelo^ T will live

Analysis.—This sono; contains 20 measures and only 15 pro-

gressions. In its lack of progression it resembles Nos. 14, 15, and

16, rendered by the same singer. (See analysis of No. 16.) Two-
thirds of the progressions are downward, the song beginning on- the

dominant above the tonic and ending on the dominant below the

tonic. The melody contains the tones of the second five-toned scale

and is melodic in structure.

After their vapor bath, the dancers were painted by the men
whom they had seloctod for that ])urpose. A few of the writer's

informants stated tliat the bodies of the dancers were painted white

on the first day of the ceremony, the colors ])oiiig a(hled on the morn-

ing of the second day, l)ut others, including Ituij'kasaij-lu'ta (Red

Weasel) stated positively that the painting in colors was done before

the opening of tlie datico. Red Bird stated that each man who was
accustomed (o ])aiiit llie (hincors had a special color, which was ''asso-

cijited with liis (h-eam," and fliat he used this color first in the paint-

ing. The colors einjdoyed were red (the '^triljul color"), blue, yel-

low, white, and l)lack, each color being a syml)olism connected with

the sky. Tims, it was said tliat red corresponds to the red clouds

of sunset, wiiich indicate fair weatliei-; blue represents the cloud-

less sky; yellow, the forked lightning; white corresponds to the
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light; and black was used for evorything associated with night, oven

the moon being painted bhick because it belonged to the hours of

darkness. (See p. 77, footnote.)

{^iya'ka (Teal Duck) stated that when he took part in the Sun (hince

his face and body were painted yellow, with dark-blue lines extending

down the arms and branching at the wrist to lines which terminated

at the base of the thumb and the little finger. Similar lines extended

down the legs, branching at the ankles. There was also a dark-blue

line across his forehead and down each cheek. A black deer's head

was painted over his mouth, the man who painted him saying that

this decoration he used because the deer could endure thirst for a

long time without losing its strength. On his chest was painted a

red disk representing the sun, and outlining this disk he wore a hoop

of wood wound with otter fur and decorated with four white eagle

feathers tipped with black. (See p. 139.) On his back was painted

a dark crescent representing the moon. Bands of rabbit fur were

worn around the wrists and ankles.

Those who took part in the Sun dance wore their hair loose on the

shoulders after the manner of men who had recently killed an enemy.

A lock of hair was tied at the back of the head and to this was fastened

upright a white downy eagle feather. Small sticks about 8 inches

long were also fastened in the hair, four being the usual number.

These sticks were decorated with porcupine quiUs, l)eads, and tassels.

(Fig. 22.) A dancer was not allowed to touch his body during the

ceremony, the decorated sticks being taken from his hair and used

for that purpose.

No moccasins were worn l^y the dancers. Each man wore a white

deerskin apron {nite'iyapehe), which was fastened at the waist

and extended below the knees both front and back; he had also a

robe of buffalo skin in which he was \vrapped while going to the

Sun-dance circle and returning to his lodge. A whistle was hung
around his neck by a cord. This whistle was made of the wingbone

of an eagle, wound with braiding of porcupine quills and tipped

with a downy white eagle feather fastened above the opening so

that the breath of the dancer moved the snowy filaments. The
mouthpiece was surrounded with fresh sage. The man blew this

whistle as he danced. The instrument (illustrated in pi. 18) was

decorated by the woman who decorated the Sun-dance pipe.^

After being painted and arrayed, the men who were to take part

in the ceremony- assembled in the dancers' lodges of their respective

bands and awaited the summons of the Crier.

1 Thebone of this whistle was identifled at the U. S. National Museum as the ulna of the golden eagle

(Aquila chrysactus). The specimen is thus described by Mr. E. H. Hawley, curator of musical instru-

ments: " Length, 8 inches; average diameter, /j inch. It has a triangular sound hole, its apex toward the

lower or open end, which is 4iV inches distant. To the lower end of the whistle is sewed with sinew a

fluffy eagle feather 13^ inches long. This feather grows under the tail-feathers of an eagle. " (Cf. p. 98.)
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The Leader of the Dancers was with the Intercessor in the council

tent. His costume was not necessarily difi'erent from that of the

dancers. Chased-by-Bears stated that when acting as Leader of

the Dancers he was painted white with black streaks across his

forehead and down his cheeks. The deerskin nite'iyapeJie which he

wore was elaborately wrought with porcupine quills by the women
among his relatives, who wished to do the work although such deco-

ration was not required.

The costmne worn by an Intercessor was somewhat similar to that

of the dancers, but on his wrists and ankles he frequently wore bands

of buffalo skm on which the hair was loosenmg, and his robe

was the skin of a

buffalo killed at the

time when it was
shedding its hair.

Bits of hair shed by
the buffalo were tied

to his owTi hair (see

pp. 64, 458), and he

wore buffalo horns on

his head, or he might

wear a strip of buffalo

skin fastened to his

hair and hanging

down his back. (See

pi. 19.) In contrast

to the dancers his

hairwas braided, but

like them he wore
one white downy
eagle feather. His

face and hands were

painted red. The
costume of an Intercessor varied slightly with the individual, Red
Weasel stating that he wore otter skin around his wrists and ankles,

that the braids of his hair were wound with otter skin, and that

he wore a shirt of buffalo hide trimmed with human hair, which

was supposed to represent the hair of an enemy.

On the morning of the day appointed for the Sun dance the Crier

went around the camp circle, announcing the opening of the cere-

mony in the following words: "Wana' u po. Wana' yu.^tanpe.

Inali'ni po!" ("Now all come. Now it is finished. Hasten!")

In the procession which approached the Sun-dance circle the

Intercessor was the most prominent figure, the others acting as his

escort. The Intercessor held before him with uplifted stem his

Fig. 22. Decorated stick worn in Sun dance.
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HAIR ORNAMENT OF BUFFALO HIDE WORN IN SUN DANCE
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Sun-dance pipe, which woiihl he smoki-d (hiring the ceremony. The

Leader of the Dancers walked h(>side him, carrying the ceremonial

buffalo skull, which had been painted with stripes of red extending

from the nostrils to the horns. Near him walked souk^ close relative

or friend, who carried the Leader's sealed pipe, which would be

placed with the buffalo skidl beside the square of exposed earth,

fhose who were to fulfill their vows walked on either side of the Inter-

cessor and the Leader of the Dancers, and around them were the war

societies and other organizations of the tribe. On reaching the

entrance of the Sun-dance circle the procession paused. The Inter-

cessor directed tlie attention of the people to the east, and it was

understood that each man offered a silent prayer; this action was

repeated toward the south, the west, and the north, after which they

entered the inclosure. Amid impressive silence the procession passed

along the southern ''side" of the circle to the western ''side," where

the Leader of the Dancei-s, pausing, laid the buffalo skull on the bed

of sage, with its face toward the east. He then placed his sealed

pipe in its ceremonial position, the bowl resting on the buffalo skull

and the stem supported by a slight frame of sticks painted blue

(see pp.64, 72), the mouthpiece of the pipe being extended toward

the Sun-dance pole (pi. 20). When the Intercessor rose to sing

or pray, he held this pipe in his hand, afterward replacing it in its

ceremonial position; it was also extended toward the sky, the earth,

and the cardinal points, but the seal on it was not broken until after

the ceremony.

The pipe wliich was smoked at the ceremony was that of the Inter-

cessor. He first burned sweet grass, the ascending smoke of which

was said to symbolize prayer.^ Then he lit the pipe, and extended

the stem toward the sky, the earth, and the cardinal points. The fol-

lowing explanation of tliis action was given by Wakiq 'yai)-wata'-

kpe (Charging Thunder): "When we hold the pipe toward the sky,

we are offering it to Wakar)'tar)ka. We offer it to the earth be-

cause that is our home and we are thankful to be here ; we offer it to

the east, south, west, and north because those are the homes of the

four winds; a storm may come from any direction, therefore we wish

to make peace with the winds that bring the storms." After this

action, the Intercessor, having first smoked the pipe himself, offered

it to the Leader and all the dancei"s. This procedure was repeated

at infrequent intervals during the period of dancing.

Beside the Sun-dance pole the men who were to fulfill their vows
stood facing the sun, with hands upraised. The Intercessor cried,

"Repent, repent! ",2 whereupon a cry of lamentation rose from the

entire assembly.

I See article Incense, by James Mooney, in Handboolc Amer. Inds., pt. 1, p. 604.

* Certain features of the ceremony seem to show the influence of Christian teaching. See footnoe p. 88.



128 BTTREATT OF AMERICAN ETHNOT.OGY fKIT,!.. fil

The opening song of the ceriMnony was sung tliroe times with a
tremolo drumheiit, after which the (h-um changed to a definite, even
stroke, and the men began to dam^e with faces still turned toward the
sun and with hands upraised.

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

Sung by JSiya^ka

Voice J =144

Dkum J = 144

Drum in unaccented eighth notes *

pf-fc^^ ŵ :s

u^+^ff^pB ^=9z^^

1 1
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songs c\[)ressivc of desire it, is not unusual for Uie tempo to be
incTeasc(Uvdtli repetitions of the song (see p. 481). Thus the serond
teni])o in this histance is faster than the lirst. Comparing the two
portions of the transcription, we note a persistence of important and
shglit changes in unmiportant phrases, a peculiarity which has been
frequently noted in the musical performances of both Chippewa and
Sioux. Contrasted with these instances are those in which many
renditions of the song are identical in every respect.

This song is transcribed and analyzed in the key of D minor
though the second and fifth of that key are not present. The mehxly
is broadly outlmed by the descending intervals F-C, C-F, F-D, witli

a return to F at the close. One accidental occurs—the fourth lowered
a semitone. The number of downward and upward intervals is about
equal, there being 25 of the former and 22 of the latter in the song.

The following song also could 1)c. used at this time:

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

Sung l)y LoNK Man
Voice J =^80

Drum J ^84
Drum-rhylhm similar to No. 19

m^W+^—-""-I 1

—

f:^^ :-& -i^
^•^

M:

=9^ -ffFKP=rn-S I --• —• * •—

^

Analysis.—The rhytlnnic unit occurs twice at the opening of this

song, the latter part of the song showing an accented sixteenth note in

several measures but having Uttle rhythmic interest. The purpose of
the latter part seems to be merely the carrying of the melody down to

the final tone. The range of' the melody is 13 tones. Only 11 per
cent of the Chippewa songs have a compass of more than 12 tones,

and a similar range is found in only 10 per cent of the present series.

(See Table 5A, p. 28.) This song is minor in tonality, lacking only the
sixth tone of the complete octave.

During the excitement of the opening dance many gifts were given
to the poor or exchanged among the people, and many ''paid their
respects" to the parents of yomig men who were taking part in the
dance for the first time.
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Tlui drum used in tlic Sun dance was placed south of the pole. It

was a large dance drum of the usual type and elaborately decorated,

(lie sides being hung with bead work and fur, and the supports wound
with beads and fur. In addition to the drum a stiff rawhido was

beaten. This gave to the accompaniment of the songs a peculiar

quality of tone, which mark(>d a difference between that of the ordi-

nary dances and that of a religious ceremony. The men who had car-

ried the sacred pole were seated at the drum and tlic rawhide, together

with speciiil singers, both men an<l women, the latter sitting behind

the men and forming an outer circle. The voices of the women sing-

ers were an octave higher than th{^ voices of the men.

The Intercessor was seated west of the "sacred place" during the

entire ceremony. The Leader of the Dancers was with the others

who were fulfilling their vows, but during the brief periods of rest

which were allowed the dancers he lay on the ground at the west

of the " sacred place," face downward, with his head pressed against

the top of the buffalo skuU. (See p. 97.)

The man who had spoken the vow for a war party assumed some

responsibility in the proper fulfillment of their vows, and the dancers

were attended by the men who had painted them. All who took part

in the dance were required to abstain from food and water during the

entire period of dancing.

At the conclusion of the opening dance the following prayer was

sung by the Intercessor, all the people listening with reverence:

No. 21. Openiiifif Prayer <»f the Sun Dance (Catalogue No. 501)

iSung by Red Bird

VOICK J:= 168

Drum not recorded

^. .0L Jft. ^.. .|S2-

^^-^
^^^^53^

^ j— H— -\— 4 •- -f--F-» -«>-• -^-' 4f. -#- -^- -(22.. ^-

Tuij-ka-si - la lio u - wa - yiij kte tuij-ka-.<i - la

^-#-*-#- ^A» -i9-' -i9-.^ iii: -it f P ga
i2|:
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WORDS

tuijka^.sila grandfather. (See p. TiO, fDotiiotc)

ho uwa^yii] k1 e a voice I am going send

nama^lion ye hear me
maka' eito^mniyaij all over the universe

ho uwa^yir) kte a voice I am going to sentl

nama^lion ye -

.

hear me
tuijka^sila grandfather

wani^ ktelo^ I will live

epelo^ I have said it

Analysis.—Peculiar str(Mi<>:t]i is given this melody by the fact that

a quarter note is the shortest note occurring in the rhythmic unit.

The time of the sustained tones was accurate in all the renditions.

Two-thirds of the progressions are downward, the melody beginning on

the fifth above the tonic and ending on the third in the lower octave.

All the tones of the octave are found in the song, which is minor in

tonality and melodic in structure. The words are continuous. As

already stated, continuous words are found most frequently in songs

connected with '

' medicine.
'

'

A man might take part in the wSun dance in one of six ways, accord-

ing to the nature of his vow. The recjuirement of fasting was the

same in every vow. The first way of taking part in the Sun dance

consisted merely in dancing, the second added a laceration of the

flesh, and the other four required that a stick be thrust through the

flesh and strain placed upon it until the flesh tore or was cut. The
Indians stated that the stick, or skewer, was "put through the skin,''

and probably it pierced also the subcutaneous fascia.* The two

most common forms of this treatment consisted in the piercing of

the flesh over the chest with skewers attached by cords to the crossbar

of the sacred pole, and the fastening of buffalo skulls to the flesh of the

back and arms. The two more severe and less employed forms were

the suspending of the entire body by the flesh of the back, and the

fastening of the flesh of both back and chest to four poles at some
distance from the body, the poles being placed at the corners of a

square.

2

If a horse had carried a man on the warpath when his vow was

made, the man might fasten the horse to the thong by which he was

suspended from the pole, thus hastening his release, or he might

fasten in a similar manner the bridle and whip which he carried on

1 As the word "skin" is commonly applied to the cuticle, the word "flesh" is used in this chapter as

indicating more clearly the severity of the ordeal.

2 In this conDection it should be borne in mind that the present memoh- concerns only the customs of

the Teton Sioux, as described by members of that tribe who took part in the dance.
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the. warpath, or hv. ini<^li( hold the l)ri(ll(^ and Avliip in his hand as he

danced. Chased-by-Bears stated that in fidfilhng his first Sun-dance
TOW he caused a skewer to he put throuj^h the flesh of his arm and
from it suspended the rawdiide hiriat wdiich he carried when on the

warpath, and with which he later captured a horse. (See p. 97.)

Women sometimes took part in the Sun dance by fasting and
standing beside some relative who was dancing, or by assuming part

of the obligation of a vow made by some relative and permitting

their arms to be cut. (See p. 135.) The gifts distributed by relatives

of the dancers and the feasts given in their honor were also the work
of the women.
Even the simplest form of the Sun-dance was a severe test of a

man's endurance. He was j-ecpiired to abstain, from food and water,

to dance with face upraised to the sun from morning until night,

and to continue dancing during the night and on the following day
until he fell exhausted.^

If he bad vowed to have his arms cut, he left the Ime of dancers

and seated himself beside the pole for the operation, after which he
resumed his dancmg. The number of cuts varied from 10 to 100 or

even 200, according to the man's vow, though if the vow required

the larger numbers named part of the number was usually assumed
by his relatives. The cutting was done by a man of experience, to

whom the dancer gave one or more horses. The man had an assist-

ant, who lifted a small portion of flesh on the point of an awl, where-

upon the man then severed it with a quick stroke of a knife, lifting

the first portion which he cut toward the sky, saying, "This man
promised to give you his flesh; he now fulfills his vow." (See p. 96.)

The cuts were usually placed close together. The writer has seen

the scars of a man whose arms were cut 100 times—small dots on

the upper arm, about half an inch apart, in regular order.

Another manner of cutting the arm was by gashes, which left

broad white scars. As already stated, the relatives of a man might

assume part of the obligation of his vow by allowing their arms to be

cut. Thus Lone Man said that he vowed 200 gashes, but his relatives

divided half the number among themselves.

If a man vowed that he would be suspended from the pol(> th(>

operation of fastening the thongs to his chest was as follows: The
dancer lay on the ground, and the man who performed the operation,

bending over him, lifted tlie flesh of the chest between his thumb and

fing(>r; then thrusting an awl through the flesh, he followed this with

the insertion of the pointed stick. This stick was painted blue, and

the man moistened it with his lips before insertmg it in the flesh.

He then lifted the man to his feet and tied the thongs hanging from

the crossbar of the polo to the sticks in the man's fl(^sh. Medicine

was applied if the bleeding was excessive. In old days the awl used

in this operation was of bone. Chased-by-Bears, who performed this

' Intervals permitted for rest are noted on p. 134.
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office mail}' times in the Sun dance, stated that he used a knife, the

bhide being ground to a point, and the handle and part of the blade

being wrapped with rawhide (pi. 21).

The thongs by which a man was suspended were usually of a length

permittmg only his toes to touch the ground, though the height of

the suspension depended somewhat upon the man's physical strength.

When first suspended each man was given a stick by means of which

he might raise his body slightly to ease the strain upon the flesh of

his chest. After discarding this support any effort at rest or any

cessation of the motion of dancing only increased the suffering.

The men were suspended soon after 9 o'clock in the morning

on the north side of the pole in such a position that their upraised

faces were in the full glare of the sun. It was expected that they

would make an effort to free themselves as soon as possible. Some-
times this was accomplished in half an hour, and according to John
Grass and other informants a man seldom remained in that position

more than an hour. If he was unable to tear the flesh in that time

by means of the motion of dancing, he might give horses for his

release, or his relatives might give them in his behalf. In that event

the man who had done the cutting was allowed to cut through the

flesh either partially or entirely. If a considerable time elapsed

and the man could not free himself, and neither he nor his relatives

could give the requisite horses, he was jerked downward until the

flesh gave way. Wliile suspended, each man held his eagle-bone

whistle in his mouth, blowing it from time to time.

If a man vowed to take part in the Sun dance by carrying buffalo

skulls, the number varied from two to eight. If two were used they

were fastened to the flesh of the upper part of the back, near the

spine. The flesh having been lifted on an awl, a small stick was
inserted. A thong of buffalo hide was fastened to this stick, the

other end of the thong being passed tln-ough the nostril-openings of

of the buffalo skull, suspending it at some distance from the ground.

The man then danced until the tearing of the flesh released the skull.

If four skulls were used, the additional pair was fastened to the back,

halfway between the spine and the point of the shoulder. With
six skulls, the third pair was fastened to the upper arm. If more
than six were used, the additional skulls were fastened anj^vhere on
the upper part of the back, it being permitted also to fasten more
than one skull to a thong. When several skulls were employed,

their weight made it impossible for a man to stand erect, hence

the man had to lean forward upon a stick, dancing in a bowed posi-

tion. The scales indicated 25 pounds weight for a buffalo skull

which was obtained by the writer. The skull was shown to Chased-

by-Bears who after lifting it, said that although the specimen was
a large one it was not unusual for men to carry such in the Sun dance,

4840*—Bull. 61—18 11
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BufTalo Boy stated that lio caiTiod six buffalo skulls for four or five

hours, at tho expiration of which he was set free by the cutting of

the flesh from which they were suspended, tho proper number of

horses being given for his release.

A more severe form of torture was the hanging of the body clear

of the ground by means of thongs passed through the flesh on each

side of the lower part of the back. Seizes-the-Gun-away-from-Them

told of an instance in which a man rode to the sacred pole, and was
suspended by his back, after which the horse was led away. The
most severe form of torture w^as the suspension of the body between

four poles, by means of thongs passing through the flesh of both chest

and back, the body hanging so that only the toes touched the ground.

Under these conditions the flesh tore less readily. John Grass stated

that a man had been known to remain in that position from one

mornmg until the evening of the next day, when gifts were given

for his release.

While the men were dancing, they '' prayed for all in the tribe,

especially the sick and the old." Red Bird said:

The \varriors went on the warpath for the protection of the tribe and its hunting

grounds. All the people shared in this benefit, so when the warrior fulfilled his vow
he wanted all the tribe to share in its benefits. He believed that Wakag'taijka is

more ready to grant the requests of those who make vows and fulfill them than of

those who are careless of all their obligations; also that an act performed publicly is

more effective than the same thing done privately. So when a man was fulfilling

his A'ow, he prayed for all the members of the tribe and for all the branches of the tribe,

wherever they might be.

As soon as a man enduring torture was set free by the breaking

of the flesh, it was customary to apply to the wound a medicine in

the form of a powder. It was said that the wounds healed readily,

blood poisoning and even swelUng being unknown. The writer saw
a large number of Sun-dance scars, which appeared slight consid-

ering the severity of the ordeal.

After the medicine was applied, the man returned to his place with

the dancers, continuing his fast and dancing until exhausted. During
the period of dancing the men who painted the dancer occasionally

offered a pipe, holding the bowl as the man puffed; also putting the

dancer's whistle into his mouth, as participants were not allowed

to touch any objects while dancing.

Each man remained in one place as he danced, merely turning so

that he continually faced the sun, toward which he raised his face.

In dancing he raised himself on the ball of his foot with rhythmic
regularity. At intervals of a few hours the men at the drum were
allowed to rest, and the dancers might stand in their places or even
sit down and smoke for a short time, but if they showed any hesi-

tation iji resuming the dance they were forced to their feet by the

men who did the cutting of the arms and superintended the fulfill-

ment of the vows. '

i
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Women whose relatives were fiillilling vows frequently danced be-

side them during part of the time. Tasi'na-skawii) (White Robe),

singer of the following song, stated that she composed it while taking

part in a Sun-dance in which her brother was fulfilling a vow. As
the result of a successful raid against the Crows, he brought home
many horses, which were divided among his relatives, she receiving

part of the number. He had vowed that if he were successful he

would l)e suspended from the pole and would also have 200 cuts

made on his arms. She and her sister assumed one-half of this num-
ber, each having her arms cut 50 times. She and his other female

relatives danced while he was dancing, and without preparation she

sang this song, which was r(>;Hlily learned and sung ])y all the women:

No. 22. ""Wakaij^taijka, Pity Me" (Catalogue Nu. (588)

Sung by Ta.si^na-skIawi^j (White Robe)

Voice J =63
Drum not recorded

m et i^ ^
-r*

^='='^

S =P
3=T

1^
:i^.

HS^—^ d. d d d—^^ ±

WORDS (not transcribed)

Waijbli'-iya^li'' Climbing Eagle (man's name)

heye^ le - said this

Wakaij^tarika " Wakaij^taijka

oQ^wimala ye yo pity me
letaij'har) from henceforth

te'hag wani^ ktelo^ for a long time I will live
"

eyiij^ na^haij he is saying this, and

telii^ya na^zig ye stands there, enduring

Analysis.—The third and second tones of the octave are lacking

in this melody, which, as already stated, was said to have been com-

posed by a woman. Tho absence of the third in songs composed by

women is considered in Bulletin 53 (p. 140). Only four other

instances of the absence of the third occur m the present series.

These are Nos. 5, 42, 99, 131, 169, and the present song is the only
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one of the group which -nvus composed or suDg by a woman. One
accidental occurs—the fourth raised a semitone. The manner of

using this accidental introduces two intervals, one of W'hich seems
particularly difficult for an Indian to sing, namely, the minor second.

The other interval is the augmented fourth, in the descent from D
sharp to A. All these intervals, as well as the ascent of the octave,

were sung with good intonation. The song is minor in tonahty and
freely melodic in structure.

The aged members of the tribe were seated comfortably in the

"shade house" on the outer edge of the dancing circle. There they

listened attentively to all that took place; indeed, the utmost rever-

ence and respect for the ceremony were shown by all who attended.

The spectators realized that w^hen prayer was offered by the Inter-

cessor "it was their duty to join in his prayer with their hearts."

Meantime many incidents were taking place in the great tribal

gathering. Those who rejoiced were asking others to rejoice with

them, while still others joined their friends in lamenting chiefs who
had died during the year, or warriors who had been slain by the

enemy. The relatives of those who took part in the Sun dance pro-

vided feasts, and little groups were seen feasting here and there in

the camp while at the same time songs of lamentation could be

heard. The following song was used at a Sun dance in commemo-
ration of Kai)gi'-iyo'take (Sitting Crow), a Sioux warrior who was
killed in a fight with the Crows. The words of this song are a

wamor's best memorial.

No. 23, Song of Lamentation

Sung by Lone Man

(Catalogue No. 487)

Voice J
— 56

Drum not recorded

-*. _^- -^- J»- ,—

.

Kaq - gi - i yo - ta - ke he - 6el yui]

^ :p=*

kii) kte lifiiq e - 6el̂

^^l^g^a^B
yuq-ka he
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WORDS

Kaijgi^-iyo^fako Sitting Crow (man's name)

he^rel yuijkii]'' klo lu'iij that is the way he wished to lie

ec'-el yuijka^ he he is lying as he desired

Analysis.—Five reiulitions of this song were recorded; these are

entirely uniform. The upward progressions in the measure contain-

ing the first word are interesting, also the upward progression neces-

sary in beginning a repetition of the song. These intervals w^ere sung

with good intonation. From the writer's observation an Indian may
vary the pitch of uniiujiortant intervals, ])ut very rarely loses tlie pitch

of w'hat might be called the ", outline" of a melody. In struct ur(>

this song is freely melodic, yet the tonic triad is felt throughout the

song. The minor thii-d is of frequent occurrence and constitutes

37 per cent of the entire nund)er of intervals. The melody tones

are those of the second five-toned scal(\

Even the children hatl a part in the Sun dance, which consisted

in the piercing of their ears. Frequently this w^asdohe in fulfillment

of a vow made by their ])arents; for instance, in the event of a child's

illness the parents might vow^ that if the child should live until the

next Sun dance its ears would be pierced. This was considered an

honor, and the gifts which were required made it impossible for

poorer members of the tribe. The piercing of the ears was done

publicly by any experienced person, in some instances by the In-

tercessor, assisted by those who cut the arms of persons fulfdling

vows at the ceremony. The parents of the child gave gifts to those

w^ho pierced its ears, the gifts varying according to their means.

Some gave 1 horse, some 10 horses, and wealthy persons added

large and valuable presents of goods to show^ their affection for the

child. A wealthy family provided also rich furs on which the child

was laid during the operation—soft robes of otter, beaver, or buffalo,

elaborately wrought on the inner side with beads or porcupine

quills, and brought a pillow filled wdth the soft hair scraped from the

deer's hide, or the down of the cat-tail reeds that grow in the marshes.

All these articles were left in their places after being used and were

appropriated by the poor of the tribe.

The piercing of the ear w^as originally done with a bone awl, this

instrument being replaced later b}" one of metal. iVfter the puncture,

a piece of copper was inserted so that the wound would heal rapidly.

One or both ears might be pierced, and if desired more than one hole

was made in each ear.

The children whose ears were thus pierced were considered some-

what related in status to the men whose flesh was lacerated in the Sun

dance, and feasts were given by their relatives in honor of the event.
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About noon of either the first or second day of the dancing

the Intercessor sang the following song, the drum being silent and the

entire assembly listoninj; as he san<r:

No. 24. Noon Song

Sung by Red Bikd

Voice ^ ^ 58

Dkim not recorded

(Catalogue No. 50(i)

§^^^'-^^ -+
rf ^ iS: :pc=p: ±^1

^zatrmi
3: -^-

:^^ ^±=S 4:

WORDS (not TRANSCRTHED)

{First reii(liLlo)i)

to'kiya where

wakaij'' lioly

wagla^ke you behold

wi ohi''nape ta in the place where the sun ri^es

wakaQ holy

M'arila^ka nuijwe^ may you behold

(Second reiuUtion)

to^kiya where

wakaij^ holy

warila^ke you behold

wi ohi''ya ye ta in the place where the sun passes us

on his course

wakaij^ holy

wai)la''ke you behold

{Third rendition)

to'kiya where

waste'' goodness

war)la''ke you behold

wi oe^kawiijge te at the turning back of llu> sun

wa.4te' goodness

wagla^ka nugwe^ may you behold

Analysis.—The principal characteristic of tliis melody is that

9 of the 16 progressions are intervals of the minor third. The
tones are those of the fourth five-toned scale, and the melody is

freely melodic in structure. Several renditions were recorded,

each repetition beginning at the point indicated by the marks for

repeat. Thus the first part of the song may be regarded as an

introduction.
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The following s()ii<^ was sung by the Intorcossor during one of

the periods when t\\o (h-ummers rested; the p(H)pl(> listened atten-

tively. In explanation of tliis song Ived I^ird said:

This is a song conceruiiig a dream ol' an Intercessor. In his dream he saw the rising

sun with rays streaming out around it. Jie made an ornament which represented

this. At first he alone Avore it, butafterward others wore the same ornament. [See

p. 89.] It is a hoop with feathers fastened lightly to it. The hoo}) represents the

sun, and the feathers fastened to it are feathers of the eagle, which is the bird of day,

the crane, which is the bird of night, and the hawk, which is the surest bird of prey.

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

Sung by Red Bird

Voice J= 58

Drum not recorded

Aij - pe wi kii] ko-la wa-ye - lo ai] - pe wi kiij

f»—

I

\

—•-=

—

w-
^ i P»

\

\ F-=—F-
^i ^

\

\ F-=—F •-

ko-la wa-ye - lo caij-gle- .ska le ko-yag ma-ye - lo

ii ^
waij - bli wa aij ko - yag ma - ye lo

11

he, lo

WORDS

{First rendition)

agpe^ wi kig the sun

kola' waye'lo is my friend

(5aggle'ska le a hoop
koyag' maye'lo it has made me wear
wag bli' wag an eagle

koyag' maye'lo it has made me wear

(Second rendition)

hagye' wi kig the moon
kola' waye'lo is my friend

pehag' wag a crane

koyag' maye'lo it has made me wear
detag' wag a hawk
koyag' maye'lo it has made me wear
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Analysis.—In luany songs the rhythmic unit is nierel}' a short

phrase, which lacks completeness in itself, but which appears fre-

quently throughout tlie melody and influences the rhythmic divi-

sions of tlie entire melody. The song now under analysis, how-
ever, contains a rhythmic unit which is complete in itself, and which
was sung with a distinct "phrase perception." Repetitions of this

unit constitute the entire song except the closing measure. The
melody tones are those of the fourth five-toned scale. The only
intei-vals liere found ai-e the major second and minor third. De-
scending intervals comprise a])out two-thirds of the (>ntire number.

The songs of the liours of dancing are peculiarly rhytlimic, the

following being examples. These songs were not used exclusively

in tlie Sun dance, some of them being songs of the various War
societies.

No. 26. "Wakaij^taijka Hears Me" (Catalogue No. 483)

Sung by Lone Man .

Voice J =88

Drum J _- 88

Drum-rhythm similar to No. 6

(1)

iSI
r rr^ ^\—I—j—ri m—0—0-r»- •

Wa-kaij - taq - ka 6a wa - ki - ya fiaq - na na-ma - lioi] e

ta-ku\vaS-te ma-ku we-lo

Wakar)''tagka Wakag^taijka

6n wa^kiya daq^na when I pray to him
nama^iiii) e heard me
ta'ku waite' whatever is good

maku' w'cW he grants me
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Analysis.—The distinct minor cliaraeter of this song is of interest.

The fourth and scvontli tones of the octave are lackhig in the iiK-slody.

It will be noted that these are the tones omitted from the fourth

five-toned scale, which is major in tonality, while this song is minor

in tonality, the third and sixth being minor intervals. This tone-

material is found in four Chippewa songs (see Table 6a) ;
it is con-

sidered in Bulletin 53 (p. 188). Similar songs of the present series

are Nos. 73, 89, 115, 126, 104. The interval of tlie fourth is promi-

nent, comprishig about one-fourth of tlie entire num))er of intervals.

Two rhythmic units occur, but have no resemblance to each other.

It luis be(>n noted that when several rhythmic units appear in a song

tht'y usually have sonu': chai-acteristics in common.

No. 27. "Black Fiu-c-paint He (irauts Me" (Catalogue No. 508)

Saut;- by Ukd Bird

Voice J=z76

Drum J i^ 76

Druin-rhytlim similar to No. 6

Wa-kaq - tai]-ka ' ca wa - ki - ya caij- na i - te - sa - bye

;gjjp=gEStj^
ma-ku we-lo

Wakag^tagka Wakag ^tag ka

ce wa'kiya 6aT)^na when I pray to liini

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

maku^ welo' he grants me

Analysis.—This song is major hi tonality, yet the mmor third

constitutes more than half t]\e entire number of intervals. This

peculiarity is of frequent occurrence in the present series and

was noted among the Chippewa songs. (See BuUetm 53, p.

263.) AU the tones of the octave except the seventh are present
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in the melody. An ascent of 10 tones is accomplished in the space

of three measures, about midway through the song. It will be
noted that a measure division similar to that in tlie second measure
of the rhythmic unit is of frequent occun-ence, though the rhyth-

mic unit occurs only three times.

Tlie following song connnemorates a victory over the enemy:

No. 28. "I Have Conquered Them" (Catalogue No. 484)

Sung by Lone Man
Voice J =92

Drum J = 92

Prum-rhythin similar to No. 19

1
-^^^^

'^=^,z=!^f=w=t' '
-] ^-^-^^^^r t^t=^^"^m

u - kte se - 6e - lo wa-na hi - ye -'lo wa-ka-so - ta he

eda^ ozu^ye wag lie well, a Avai- party

ukte^ se^<5elo which was supposed to eome
wana^ hiyelo^ now is here

waka^sota he.... I have obliterated every trace of them
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Analysis.—An inlerc^stinji:; peculiarity of tliis song is tho progros-

sioii E-l)-K, siiowiug a whole touo botweoii tlio sevcnUi and eighth

of a minor key. This occurs iiuniediately Ix'forc^ the woids and
also at tlio close of the song. '^I'he ascent of an <)ctav(^ in two pro-

gressions (with th(^ introduction of the words) is also int(u-esting, as

these intervals were sung with more correctness than numy smaller

intervals in the song. AU the tones of the octave except the sixth

are present in the song, which is fre(dy melodic in structur(\

No. 29. Dancinj? >Sonj^ (a)

Sung by Red Bird

(Catalogue No. 499)

Voice J =80

Drum J — 60

Drum-rliytlim similar to No. 6

rrsnr#-#.-> t" ^""r rt^^-^-r^ T ^
i

•-•^^—j -^^ 'f'-P^fl^-. -—»-,
,

Analysis.—A notable feature of this song is the difference in tempo
between voice and drum. Occasionally the two coincided on the first

count of a measure, but this appears to have been accidental, the two

parts being entirely distinct. (See analysis of No. 8.) The time of

the voice is not rigidl}^ maintained, though the variations are neither

sufficient nor regular enough to be indicated except on the E which
was shortened in every rendition, and is so marked in the transcrip-

tion. The structure of the melody is more regular than that of the

majority of the songs under analysis. It comprises three periods of

four measures each, with one additional measure after tlie- second

period. The melody tones are those of the fourth five-toned scale,

and two-thirds of the progressions are downward.
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No. SO. Dancing? Soiij? (b)

Suny 1)y Rkd Hiko

Voice ^^80
Drum J =80
Drum-rhythm similar to No. 8.

(1)

(1)

(Catalogue No. 505)

g^D'-r-r??

Analysis.—Tlie count-division which characterizes this song con-

sists of two sixtcMmth notes followed by an eighth note. This is com-

bined with other divisions of a quarter note to form five distinct

phrases of one measure each. The repetition of these short phrases,

or rhythmic units, comprises the entire song except the closing meas-

ure. The first rhythmic unit occurs twice, the second three times,

the third three times, the fourth six times, and the fifth twice. The
irregular ord<>r of these phrases prevents their grouping into periods,

but the, rhythm of the song as a whole is complete and interesting.

In structure the song is liarmonic, the principal- tones being those of

the tonic triad. All the tones of the octave except the fourth are

found in the melody. An ascent of 11 tones in two nteasures is noted

in the seven th and eighth measures before the close. The small count-

divisions were clearly given by the peculiar action of the throat

which characterizes Indian singing. (See Bidletin 53, p. 13.) Half

the intervals (19) are major seconds, all but two of which are in

descending progression.
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No. 31. Daiiciujj Song (c)

Snug by Lone Man

145

(Catalogue No. 482)

84

Drum J - 84

Drum-rhythm similar to No. 6

Analysis.—The intonation was wavering in botli renditions of this

sons:. Drum and voice have the same metric unit, but the drum

mvariably precedes the voice. The rhythmic unit, which is short,

appears three times. No change of time (measure-lengths) occurs in

the melody. This is somewhat unusual, a majority of both Sioux

and Chippewa songs containing a change of time. (See Table 17x\.)

No. 32. Dancing Song (d)

Suug by Lone Man

(Catalogue No. 485)

YoicK Jz^l76

Drum J— 176

Drum-rhythm similar to No. 19

^^-o 4=—^ t=-^- ^ m
^-0-

A)ialysis.—Wide intervals cliaracteiize this melody, one-fourth of

these being larger than a major third. The compass of 13 tones is

somewhat unusual. The song is major in tonality and is especially

lively and inspiring. All the tones of the octave are used except the

seventh. In structure the song is classified as melodic with harmonic

framework. The drumbeat is tremolo in the opening measures and

then changes to the indicated rhythm, which was steadily maintained

in all the repetitions of the song.
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No. 33. Dancing Song (e)

Sung by ^iya^ka

(Catalogue No. 457)

Voice J = 176

Drdm Jr=176

Drum-rhythm similar lo No. 6

0)

(• ';^
,
(2)
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No. 34. Danciiif? Song (f)

Sung by Siva'ka

Voice J .,176

Drum J:=176
Drum-rhythm similar to No. 6

(1)

147

(Catalogue No. 4.58)

a|i^3
(2)
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No. 35. Daucing Song (g) (Catalogue Xo. 459)

Sung by Siya'ka

Voice J = 84

Drum J -84

Drum-rhythm similar to No. 19

m^it—^
tifit^-tif^'

^^=r±^

m^s

Analysis.—This melody contains a large number of progressions

(69) and has a compass of 13 tones. The trend of the melody is

steadily downward, and the song is peculiar in the wide range w^hich

is repeatedly employed within two or three measures; thus the sixth

and seventh measures comprise a compass of 10 tones. In the parts

of the song having a simple rhythm the drum and voice coincided,

but in other parts the drumbeat was hastened slightly and bore no

relation to the voice.

All night the men danced, with the intervals of rest already

described. As the sun rose on the second day, the Intercessor

greeted it with the following song:

No. 3B. Song at Sunrise

Sung by Rf.d Uikd

(Catalogue No. 502)

Voice J::^88
Drum not recorded

^^mm^^^sE^
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WOKDS (not TKANSCKIBEU)

(First, rendition)

le miye' yelo^ here am I

warima^-agkiye^ yo behold me
anpe' wi kog miye^ yelo^ I am the sun

wagma^yagka yo behold me

(Second rmdition)

le miye' yelo^ here am I

Avagma^yagka yo behold me
heya^ ii welo^ it said as it rose

hagye^ wi kog he miye^ yelo^ I am the moon
wagma^yagka yo behold me

Analysis.—Beyond a varied use of the sixteenth and dotted

eighth note coimt-division this melody presents little of special

interest. The trend is persistently do\^Tiward without the return to

a high note., which usually occurs. The melody tones are those of

the fourth five-toned scale.

On the second day the men were allowed a brief intermission;

they might even return to their lodges, but were not allowed to take

food or water. During this day the men, one after another, fell from

exhaustion. Red Bird (pi. 22) said that he had a vision in the Sun

dance. On the second day, as he was dancing, he noticed that the

Intercessor held a small mirror in his hand, and that he threw the

light reflected from this mirror into the face of one dancer after an-

other, each man falling to the ground when it flashed into his eyes.

At last Red Bird felt the flash of light in his own face and fell uncon-

scious. Then he saw something in the sun; it was a man's face,

painted, and as he looked at it he saw that the man in the sun was the

Intercessor. It was said that this vision was sufficient to entitle

Red Bird to act as Intercessor, after he had received the proper in-

structions concerning the duties of that office.

As soon as a man fell from exhaustion he was carried into the

shade, w^here he gradually regained consciousness.

Those who had taken part in the Sun dance returned to their re-

spective lodges at the close of the dancing. Before partaking of food

or water they spent some time in the vapor lodge. Their first sip of

water was taken in the following manner: A large bowl was filled

with water, and beside it was placed a bunch of sweet grass. Having

dipped this into the water, the dancer placed it to his lips. He was

then given a small piece of cooked buffalo meat, and later sat down
to a meal which was spread in his own lodge.

When the entire ceremony was finished the Intercessor took from

its ceremonial position the pipe given by the Leader of the Dancers,

and carried it to his own lodge. There he broke the seal of buffalo

4840=—Bull. 61—18 12
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fat, and having lighted tlie pipe, oflcred it to such of his friends as

felt themselves worthy to smoke it. No one who knew himself to be

unworthy ever dared to touch the Sun-dance pipe.

Among the Indians here dealt

with camp had to be broken
before the evening of the sec-

ond day. The sacred pole and
its offerings, the red-painted

buffalo skull, and the bits of

white eagle down remained on

the prairie. As the last man
left the camping ground, he

looked back and saw them in

their places. Then he left them
with Wakar)'tar)ka and the si-

lent prairie.

Fig. 23. Heed whistle ased in 'boys' Sun dance.

After the people reached their

homes the boys of the tribe be-

gan a childish enactment of the

Sun dance, which continued at

intervals during the entire sum-

mer. Boys whose fathers or

grandfathers had taken part in

the ceremony were given pref-

erence m the assigning of parts.

Mr. Robert P. Higheagle, the

interpreter, stated that he well

remembered the gravity with

which the grandson of an In-

ti^rcessor imitated the actions of

that official. A fine was exack^d

from any boy who failed to do

his part in the proper mamier, or

who showed disrespt^ct toward

the performance. Whistles in

imitation of Sun-dance whistles

were made of reeds (see fig.

23), the plumy blossom repre-

senting the eagle down, and

long red and green grasses be-

ins: wound around the reed in

imitation of the porcupine-quill decoration.

Through the smnmer woods the boys sought for wild grapes and

berries with which to color their bodies and their decorations.



DEXSMORK] TETON SIOUX MUSIC 151

Removing the outer bark from trees, they took long, thin layers of

the inner bark for streamert^, coloring these with the juice of tlie

grapes and berries. The tr(H^ for their sacred pole was carefully

selected, and was brought home with much pomp and ceremony.

Boys with good voices were assigned the part of singers and seated

themselves around an old ])aii. A hoop was sometimes covered

with a bright handkerchief or clotli; this more nearly r(>sembled the

Sun-dance drum in appearance, but the pan was considered more
satisfying. The torture was imitated by thrusting a stiff cactus-

spine tlu'ough a boy's skin; this was fastened to the pole by means
of a very frail tliread. When his movements in dancing broke this

thread the boy was considered released.

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

The desire of children to imitate the actions of older people is

further illustrated by the children's Games of War contamed in

Bulletin 53, pages 137-139. These games included a sham fight on the

part of the boys, while the little girls sang of relatives who had been

wounded while on the warpath.



OLD SONGS '

1. Ceremonial Songs

This group comprises such songs of the Alo'waqpi, Spirit-keeping,

and Sun-dance ceremonies as are sung only by persons specially

qualified to sing them. The song of the Spirit-keeping ceremony

(No. 1) is given in connection with the account of the Gift of the

White Buffalo Calf Pipe, and its ceremonial use is described on page 82.

The Huijka songs are Nos. 2 and 3, and the Sun-dance songs Nos. 4,

11, 12, 13, 14, 15, 16, 17, 19, 20, 21, 36; the latter group being sung

only by the Intercessor, and forming part of the instructions which

he received in qualifying himself for that office.

Melodic Analysis

tonality

Number
of songs

Serial Nos. of songs

Major tonality

Minor tonality

Total . .

.

11,14,15,36

1, 2, 3, 4, 12, 13, 16, 17, 19, 20, 21

FIRST NOTE OF SONG—ITS RELATION TO KEYNOTE

Beginning on the

Twelfth

Eleventh. . .

.

Tenth

Octave

Fifth

Third

Tonic

Total

2
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Old Songs— (/) Ceremonial Songs—Continued

Melodic Analysis—Continued

LAST NOTE OF SONG—ITS RELATION TO COMPASS OF SONG

1 Number
of songs
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Old Songs— (/) Ceremonial Songs—Continued

Melodic Analysis—Continued

FIRST PROGRESSION—DOWNWARD AND UPWARD

[BULL. 61

Downward.

Upward

Number
of songs

Total.

Serial Nos. of songs

1, 2, 3, J, II, 12, 13, 15, 16, 17, 19, 20, 21, 36

U

TOTAL NUMBER OF PROGRESSIONS—DOWNWARD AND UPWARD

Downward '.

Upward



DEXSMORE] TETON SIOUX MUSIC 155

Old Songs— (/) Ceremonial Songs—Continued

.Melodic Analysis—Continued

KEY

Key of—

A major

A minor

B flat minor

B minor

C minor

D flat rniijor

C siiarp minor

D major 1

D minor

E flat major

E flat minor.

F sharp minor

O minor

Total

I

Number
of son^s
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Old Songs— (7) Ceremonial Songs—Continued

Rhythmic Analysis—Continued

RHYTHMIC UNIT OF SONG

[bull. 61



DREAMS AND THEIR OBLIGATIONS

Tlio obligation of a dfcnuu was as binding as th<^ necessity of ful-

filling a vow, and disregard of either was said to be punished by the

forces of nature, usually l)y a stroke of lightning. Dreams were

sought by the Sioux, but it was recognized that the dream would

correspond to the character of the man. Thus it was said that "a
young man would not be great in mind so his dream would not be

like that of a chief; it would be ordinary in kind, yet he would have

to do whatever the dream directed him to do." The first obligation

of a dream was usually its announcement to the tribe. This was by
means of a performance which indicated the nature of the dream and

allied the man to others who had similar dreams. If the dream
were connected mth the sacred stones, or with herbs or animals con-

cerned in the treatment of the sick, it was considered obligatory

that the man avail himself of the supernatural aid vouchsafed to him
in the dream, and arrange his life in accordance with it.

Below will be found three groups of dream songs which, as noted

among Chippewa as well as Sioux, are songs believed to be super-

naturally received in dreams. The first of these groups comprises

the songs of the Heyo'ka (dreamers of the thunderbird) and songs

of those who dreamed of birds or animals. The numbers of these

songs are 37-58, inclusive; with few exceptions they were recorded

by the men who received them in their dreams. Two other groups

follow; these comprise songs of the sacred stones and songs connected

with the treatment of the sick.

Heyo'ka Ka'ga (Fool Impersonation)

A dream of the thunderbirds ' was considered the greatest honor

which could come to a man from a supernatural source, and for this

reason the obligation of the dream was heavier than that of any

other.

The manner in which the thunderbirds are regarded was indicated

by Shooter, who said:

Dreamers have told us of these great birds in the sky, enwrapped in the clouds. If

the bear and other vicious beasts are regarded as dangerous, how much more should we
fear the thunderbirds that cause destruction on the face of the earth. It is said that

the thunderbirds once came to the earth in the form of giants. These giants did

• The thunderbirds (wdkir/'yay) are defined by Riggs as "thj cause of thunder and lightning, supposed

by the Dakota to be a great bird." (See Contr. N. Amer. Ethn., vii, p. 514, 1890). Of. article Thunder-

bird by Dr. J. R. Swanton, in Handbook Amer. Inds., pt. 2, 1910.
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wonderful things, such as digging the ditches where the rivers run. At last they died

of old iige, and their spirits went again to the clouds and resumed their form as thunder-

birds. While they were on earth, the rain fell without sound of thunder or flash of

lightning, but after their return to the sky the lightning came—it is the (lash of their

eyes, and the thunder is the sound of their terrible song. When they are angry, the

lightning strikes a rock or tree as a warning to men. The bodies of these giants became

stone, and parts of them are found in many places, indeed the whole body of more

than one of these giant^s has been found in the land of the Dakotas.

The lloyo'ka Ka'ga was a ceremony of public humiliation in

which the man who had been selected by the thunderbirds to receive

a manifestation of their ]3resenco in a dream voluntarily exposed

himself to the ridicule of the lowest elenunit in the tribe.' His self-

abasement was exaggerated to the greatest possible degree. The
superficial and unthinking heaped their scorn and derision upon him,

but the wise of the tribe understood tliat, to the end of his life, that

man could command the powers of tlie sky to help him in his under-

takings. Tn the opinion of tlie writer's informants the enacting of

the part of a fool in connection with a thunderbird dream was an ex-

ample of the antithesis by which Indians sometimes disguise theu'

meaning. In this it might be said to resemble the "sacred language"

(see p. 120, footnote), which is unintelligible to those who are not

initiated into its mysteries.

Several of the writer's informants, after consultation, gave the fol-

lowing meanings (or uses) for the word Jieyo'l-a: A man who has

dreamed of the thunderbirds ; a person who does things contrary to

the natural way of doing them; and, in some instances, a joker. In

connection with the ceremony in fulfillment of a thunderbird dream

the word is translated "fool," because only a foolish or half-witted

person would behave, under such circumstances, in the manner as-

sumed by tlic dreamer, while the merriment provoked by the action

gives rise to the term "clown." The winter's informants stated that

in their youth they had never heard of heyo'ka bcung regarded as

gods by the Teton Sioux. In their opinion the heyo'ka resembled

characters in the field of folk tales, rather than in that of religion.

Holding the opposite view, both Riggs and Pond eimmorate heyo'ka

among the Dakota gods.^ The reason for not regarding heyo'ka as

gods, on the part of the writer's informants, seemed to bo that they

are not accredited with supernatural power. Writing on this sub-

ject J. Owen Dorsey says :^ " Dr. Brinton has confounded the Ileyoka

with the Wakinyan.' The two are distinct classes of powers, though

there is some connection between them, as may be inferred from the

1 Cf. Wisslcr, Clark, Societies and Ceremonial .Vssociations in the Oplala Division of the Teton-Dakota,

nAnlhr. Papers, Amer. Mj,s. Nat. Hist.,xi, pt. 1, pp. 82-85, New York, 1912; also Lowie, Robert H.,

Dance Associations of the Eastern Dakota, ibid., pt. 2, pp. 113-117, 1013.

« Riggs, in Tah-koo Wahkan, p. GO Boston [1SG9]. Pond, G. n.,in Colls. Minn. Hist. Soc. for 18G7, p. H.

St. Paul, 18G7.

3 See A Study of Siouan Culls, Eleventh Rep. Bur. Ethn. p. 4G9, 1894.

4 It Is said that the thunderbirds arc related also to the sacred stones. (See p. 208.) '
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following stories in the Bushottcr collection." Dorsey then relates

the story of a heyo'ka man who predicted the time of his death and

was killed by lightning as he rode on his horse pointing the stem of his

pipe toward the clouds; also the story of a heyo'ka woman who was

killed by lightning. Further, he quotes Bushotter as saying

Women used to dream about the Thunder-beings, just as the men did, and in those

dreams the lioyoka man or woman made promises to the Thunder-beings. If the

dreamers kept their promises, it was thought that the Thunder-beings helped them to

obtain whatever things they desired; but if they broke their promises, they were sure

to be killed by the Thunder-beings during some storm.

Riggs states fm'ther that

—

The natm'e of the Ha yo'-hi is the very opposite of nature. He expresses joy by sighs

and groans . . . and sorrow and pain by the opposite sounds and looks. Heat

causes his flesh to shiver . . . while cold makes him perspire. In the coldest

weather, when the mercury congeals, these gods seek some prominence on the prairie,

^\ here they put up bushes to shield themselves as they swelter \vith heat. . . .

They feel perfect confidence when beset with dangers, and quake with fear when safe.

In his Dakota Dictionary, Riggs (under Heyo'lca) says: "Heyoka
is represented as a little old man with a cocked hat on his head, a bow
and arrows in his hands, and a quiver on his back. In mnter he goes

naked, and in summer he wraps his buffalo-robe about him." "The
little hills on the prairie are . . . the houses of Heyoka." Mythi-

cal ''little men" enter into the beliefs of many tribes of Indians.

Thus among the White River Ute, on the Uinta Reservation, in

Utah, the wi'iter was informed of ''little green men," who lived in the

mountains and often appeared to the Indians, telling them of "medi-

cines" and teaching them songs.^

Two dreams of the thunderbirds were related to the writer, one by
Lone Man (pi. 23), followed by an account of the Heyo'ka ceremony

in fulfillment of his dream, the other by Charging Thunder (see p.

170), this dream being the source of his name, which is literally trans-

lated "Charger-of-the-Thunderbird." In describing his dream Lone
Man said:

One day when I was on the warpath I sat down to rest and was at some distance

from the other members of the party. I looked up at the sky and the rolling clouds.

I fell asleep, and while I slept I had a dream. My face was toward the west, and I

heard thunder in that direction. There was a sound of hoofs, and I saw nine riders

coming toward me in a cloud, each man on a horse of a different color. Then I heard

a sound in the north and saw nine riders coming toward me from that direction, each

on a white horse. They joined the riders from the west and came toward me. One
of them spoke to me, and said they had appointed me to make the first attack upon

the enemy. He said the man to be attacked was painted red and was standing in the

water, and he said that if I could conquer that man I would gain something which

would be useful to me all the rest of my life. Then a voice from among the company

of riders said that, having been appointed to make this attack, I would be considered

1 Two dreams of the thunderbirds, with the songs which they taught the dreamers, were recorded (Bull.

53, pp. 158, 19S) among the Chippewa of Wisconsin, and two similar songs, without the story ofthe dreams,

among the Chippewa of northern Minnesota. (See Bull. 53, pp. 264, 274.)
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part of their company and could always call on them for help in time of need. [See

p. 170.]

In my dream I found the enemy as they had described. I ran at him, thrust him
through with my spear, and was bearing him away when he was transformed into a

reed standing in the water. The same voices spoke again, hailing me as one of their

number and sajing that ever after I would be able to do things which no ordinary man
could do, because I had obeyed them. They also told me that the frog must not be
harmed, as he watches everything in the water and has been given this peculiar

power. They told me a great deal about the creatures that live in the water, saying

they are taken care of, and water is sent them from the sky when they need it; there-

fore thej' should never be treated cruelly.

The horsemen in the cloud then told me to look down at the earth and observe

everything on the land and in the water, and to consider them all as mine. The voice

also said, "The sacred stones will look upon you as a man whom they are to guard

and protect." ('oncerning this they taught me a song.

Before recording this song Lone ^lan made the following pra3'er,

speaking reverently and in a low tone. His position before the

phonograph made it possible to secure a record of this prayer, which

was afterwards translated.

Ho tugka'sila ake' nita'olo^war) wagzi^ awaTiiyayig kta ca tagyag' an'am ag^optag

yo. Lena' agpe'tu iyoTii wagzig'zi kiksu'ye maya^i' kog lehagF agpe'tu kig

wagfi' wek'suyig ktelo'.

(
Translation)

Great grandfather, again one of your songs I shall sing, listen to me. These you

required me to sing each day, and now, this day, I shall recall one.

No. 37. "The Horsemen in the Cloud" (Catalogue No. 492)

Sung by Lone Man

Voice J= 63

Drum not recorded

Ma- ka - ta e - torj-war) yo ma-ka- ta tor) - wai] yo le - na

£I^i^ « ^
ni - ta wa kte-lo ma-ka - ta toi] - wai] yo le-na

wa ye

=51^[--^^

waij yo le - na ta wa ye lo he

sH
yo
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WORDS

maka'ta the earth

e'togwag yo behold

lena' all these

nita'wa yours

ktelo^ will be

maka'ta the earth

e^togwaij yo behold

lena''. all these

nita'wa yelo' (are) yours

Analysis.—The opening of this melody is unusual, consisting in a

descent from the fifth to the second of a minor key. In the third

measure the third of the key appears, the tonic enters in the sixth

measure, followed by five measures in which the tonic and third are

emphasized. Two descending fourths (A-E and E-B) carry the

melody do^^^l toward the tonic in the lower octave, which is given

as the closing tone. The melody comprises all the tones of the

octave except the seventh. It will be noted that the opening

tones of the song contain the beginning of the rhythmic unit, which

appears in complete form in the succeeding measures and occurs

three times in the song.

Continuing his narrative, Lone Man said:

Before the riders in the cloud went away they gave me a charm (wo'tahe), which
I always carried. If I were in great danger and escaped alive I attributed it to the

charm and sang a song in its honor. The song relates to the swallow whose flying

precedes a thunderstorm, ^^^len I sang the song of my charm I fastened the skin of

a swallow on my head. This bird is so closely related to the thunderbird that the

thunderbird is honored by its use. The action of a swallow is very agile. The great-

est aid to a warrior is a good horse, and what a warrior desires most for his horse is that

it may be as swift as the swallow in dodging the enemy or in direct flight. ['] For

this reason my song is in honor of the swallow as well as of my charm.

1 See footnote 3, p. 71.
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No. 38. "Before the Gathering of the Clouds" (Catalogue No. 493)

Sung by Lone Man
Voice Jm 100

Drum not recorded

IS
-^ -•- -i- -i- -i- -#-

'^ ±1

^ f -P^-.

Ka -Ca- mua - ya - ya- ai] khj-yai] ye wa - ye ki - Ca - mna

^Mif f ^-f^-^

ya - T/o-aij kiq-yaq ye wa-ye- lo u

-^-1—^^—!—•-
4: :5it

P ' P I

^ter=î ^ =^
^

waq ki - 6a mnawa-ye-lo he yo ma-lipi-ya o-gli-na

2iq ta i - to ka - bya ?/a yo ki - ca- mna wa - ye - lo mi

mi: :f=r—

^

H-^' ^ ^^ I
ta-sur)-ke u-pi - za-ta ca kiq -yai^-yaq iq - a-yaij-ke-lo he

kica'mnayaq in erratic

kigyag' flight

ye wa^yelo I have sent

upi^zata oya'te ' wag a Swallow nation

kica'mna tlie erratic (flight)

. wa'yelo I have caused

malipi'ya ogli'nazig ta

ito'kabya before" the gathering of the clouds

kida'mna the erratic (flight)

wa'yelo I have caused

mita'sugke my horse

upi^zata (as) a swallow

da it was

kiqyaq^yai] flyiii^

ig^ayag^kelo runulug

Analysis.—This song as a whole is decidedly rhythmic, yet it does

not contain a rhythmic unit. The melody tones are those of the

1 Tho word oya'/e, when referring to the Sioux, is translated "tribe"; when used with reference to birds

or animals, it is translated "nation." Tho following uses of this term are cited: Thunderl>ird nation,

No. 43; Wolf nation, Nos. 52, 67; Swallow nation, Blackbird nation. No. 54; Deer nation, Eagle nation,

No. 55; Sacred-stone nation, Nos. 59, 68; Horse nation, Nos. 61, 111, 112.
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fourth live-toned scale, and about two-thirds ol' tiie intervals are

downward progressions. The occasional omission of syllables by the

singer does not affect the meaning of the words.

Lone Man said

:

Wlien I found myself in danger, I remembered my dream of llie riders in the

clouds and their promise to give me help. Therefore I painted my liorse with streaks

of lightning and sang the following song.

Before singing Lone Man made this prayer, which was rcH-orded l)y

the [)honograph:

Ake^ tuijka^ ^ila nila' olo'waij waijzi' wek'suya 6x awa^hiya yiij ktelo**.

(
Tmndaf.ion)

Again, great gi-andfather, one of your songs I have remembered and I shall now
sing it.

No. 39. Song in Time of Danger (Catalogue Xo. 49G)

Sung by Lone Man
Voice ^— 72

Drttm J= 1 52

Drum-rhythm similar to iZo. 19

la mi- ta - sui]-ke ii]-yai] - kii] kte waij-yaij-ki -ye o e-ma-ki

(2)
(1)

-^

^
±̂^-

-* • p r f—»
-^=_r"

5 -*»-i-#
=j==t
-iri-

ye - lo ko-la mi -la - suij-ke kiij-yaij-yaq iii-yai] ~ ke ye - lo

WORDS

kola'' friends

mita'sugke my horse

wai] yaq' kiye yo behold it

kola^ friends

mita^ sugke my horse

ig^yarikir) kte will run
waqyag^kiye behold it

ema'ki yelo^ was said to me
kola^ friends

mita'suijke my horse

kigyag^yar) flying (as it were)

igyag'ke yelo^ is running
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Analysis.—The rhytlim of this song shows remarkable oiearn(>ss of

concept. There are two rhythmic units, the entire song being com-

posed of their repetitions. Thc^ ord(>r of their occurrence is irregidar,

but this feature seems to give an interesting unity to the rhythm of

the song as a whole. The melody tones are those of the fourth five-

toned scal(\ Tlie tempo of tlie drum indicates four drumbeats to

one melody note, and tliis proportion was maintained during most

of the melody, drum and voice coinciding on the first part of each,

count. As in many otlier melodies of tlie present series; the down-

ward progressions comprise about two-thirds of the whole number.

Resuming the story of his dream, Lone Man said:

After my return to the camp I wanted to do something to show that I realized my
unworthiness of the honor given me by the thunderbirds. No one told me that I

ought to do this, and yet all who dream of the thunderbirds in any of their manifesta-

tions have a deep sense of their own unworthiness. I knew that I was only an ordinary

mortal and had often done wrong, yet the riders in the air had disregarded this. By
appearing to me they had given me a chance to redeem myself. I wanted to make a

public humiliation to show how deeply I realized my unworthiness. I wanted to do

as others had done who saw the thunderbirds in their dreams, so I made the following
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No. 40. Song Concerning a Dream of the Thunderbirds (Catalogue No. 491)

Sung by Lone Man
Voice ^' = 76

Drum not recorded

i^SH^
f: ^. ^_ ^

-fi—•—•-

±=:i ! 1

Ko - la wai]-ma - yai] - ka yo ko - la waij - ma - yaij -

ka yo wa-kaij ma- ka - ga ya pe - lo

m--
la waq-ma-yaij-ka yo wa - kaij-yai] ma-ka-ga pe - lo he ko

-

'i»~j _ _ T o J ^^^
'.f^'^^-JrjTjF-p • —0^0—0-- Z^Z Iji—

»

i-p-r^ 1^—1^

4l 3^EE3
-f*—^-

la waij-ma-yaij-ka yo wa - kaij-yaij ma-ka-ga pe - lo he ma-lipi-

ya o - gli - na - ziij ta wa - kaij ma-ka - ga pe - lo

^it^tfzqr
i^H i^is:

ma-lipi - ya o-gli - na-ziij ta wa - kaij ma-ka-ga pe - lo

J J S-

l^4=us=±L;=f=S=E • 0-^(5' '-th;

he ko-la wai]-ma-yaij-ka yo wa - kaij ma-ka-ga pe - lo he yo

kola' friends

•wagma''yagka yo behold

wakai)' sacred

maka^ga pelo' I have been made
kola^ friends

wagma'yagka yo behold

wakag^yaq in a sacred manner
maka^ga pelo^ I have been influenced

mahpi^ya ogli'nazig ta at the gathering of the clouds (before a thun=

derstorm)
4840°—Bull. 61—18 13
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wakaij' sacred

maka'^'u jioU)' I have been made

kola' friends

wanma'yaijka yo belmld

wakaij' saered

maka'ga pelo' I have been made

Analysis.—This song contains several points of unusual interest.

First among these nuiy he mentioiKnl its compass of l-i tones, hegin-

ning on the fourteenth ahove the tonic and ending on the tonic. (See

Tahle 5.) We note also the upward progression of a tenth, which is

found midway tlirough the song and again at the beginning of the

repeated part. The low tone at the close of the song (G fhit) in some

instances was given accurately, while in others the singer found diffi-

culty in reaching it and sang it a trifle sharp. It is strange that a song

cliaracterized by a range of almost two octaves and by one particu-

larh' large interval should contain also an unusual number of minor

seconds—the smallest interval recognized in these analyses. ]\Iany

songs do not contain even one minor second, but in this melody

18 (44 per cent) of the entire number of intervals are minor seconds.

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

structure.

As already stated, the ceremony called Heyo'ka Ka'ga is a cere-

mony of pubhc humihation and is enacted cliiefly by those who have

dreamed of the thunderbirds. A man is recjuired to be leader in-only

one such ceremony, but when other thunderbird dreamers are enact-

ing the ceremony for themselves he is expected to join them. If a

man who has seen the thunderbird in a dream should become arrogant

or fail to express his miw^ortliiness, it is said that Wakai)'tai)ka would

punish liim tln-ough the agency of some of the great forces of nature.

Thus every man who has been favored with this wonderful dream

tries to demonstrate that in his own estimation he is below the least

in the tribe. A man signifies his intention of performing tliis cere-

mony by placing a decorated robe, tobacco, or some other offering

to the thunderbirds liigh on the poles of his tent. AU who see such

offerings know that the man intends to fulfill the obligations of his

dream at the carUest opportunity, after wliich he will feel free to

mingle vnih his relatives and friends.

The ceremony may be lield at any time niter the thunderstorms

begin in the spring. In fullilUng the obligation of his dream Lone

Man erected within the tribal circle a tent such as only the poorest

member of the tribe would use, in tliis, as in other respects, following

the custom of the ceremony. The tent was often ragged, and its

furnishings were always of the most inferior cjuahty. On the day

of the ceremony ho clad himself in the poorest garments.
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Lone ^fan said:

• A man onadiiis; this ceremony often tied a bunch of grass or sage to the lock of hair

over his forehead, wearing this as a warrior would wear his medicine. Some were so

humble that they covered their faces. It was the custom that a man go with bare

head, and he often had his face painted in black and white, or blue and white, liis

arms and legs being painted with streaks of lightning. If a man wished to express

the greatest possible humiliation and did not feel that he could even go through the

ceremony, he cut off part of his hair and put it with the entire body of a dog which

had been killed for the purpose, both being placed on a pole beside his lodge.

The man who was to show his humiliation engaged the services of a medicine-man

to have charge of the ceremony. For this he selected a man who had had many
dreams of the wolf, horse, and other animals, and compensated him liberally, probably

giving him a horse.

On the appointed day the Crier announced to the tribe that a certain man (giving

his name) had had a dream of the thunderbird and wished to fufill the dream, and that

he requested all who had had similar dreams to join him in the ceremony of humilia-

tion. Sometimes women also had these dreams, and they were under the same obli-

gations as the men.

The medicine-man led the dreamer in tattered garments out of his tent. If the man
were rich a horse was ready for him to ride, one was provided for the medicine-man,

and his relatives accompanied him on horseback as he went around the tribal circle,

followed by a jeering crowd, who treated the matter as a jest. On their return they

dismounted, sang, and told their dreams. A fire was bm-ning in front of the specially

erected tent, and a pot of boiling water was hung over the fire. For tliis pot the man
provided as valuable an offering of meat as he could afford; this might be a buffalo

tongue and sometimes a dog was given. He did not put this into the pot himself,

but gave it to the medicine-man, who held it toward the west, then toward the north,

east, and south as he sang of his own dreams and also told the dreams of the man who
was making liis humiliation. lie then turned toward the pot and pretended that he

would throw the meat into it. He did this three times, and the fourth time he released

the meat [see p. 74], which sped through the air, falling into the pot without splashing

the water. All who joined him in the ceremony put some meat in the pot. These

constituted an offering to the thunderbird and were symbolic.

Lone Man gave the following explanation of this symbolism:

The water comes from the clouds, the fire is the sun which warms the earth, the

meat is from the animals, which are placed here for the use of the Indians, and over

the pot are the clouds of steam like the clouds in the sky. Tliese are to teach the

people to meditate how Wakag'tagka by these means is taking care of them.

After the meat was cooked there was a command to take it out of

the water. This w^as an important part of the ceremony, as the men
had to plunge their bare arms into tlie boiling water to take out the

meat, and it was in this action that medicines to prevent scalding

were tested.' These medicines consisted of herbs prepared with water,

• The ability to walk upon hot stones or through Are, or to plunge the hand into boiling liquid, without

injurj-, has been noted among many Indian tribes. The following descriptions are cited:

Among the Chippewa: Hoflman, W. J., in The Midewiwin or " Grand Medicine Society" of the Ojibwa,

ia Seventh Rep. Bur. Efhn.,p. 157, 1891; also Chippewa Music, Bull. 45, Bur.Amer. Ethn., 1910.

Among the Menominee: Hoffman, W. J., The Menomini Indians, in Fourteenth Rep. Bur. Ethn., p. 151^

lS9!i.

Among the Mandan: Lowie, R.H., Societies of the Crow, Hidat.sa, and Mandan Indians, in Anthr. Papers

Amcr. Mus. Nat. Hist., xi, pt. 3, p. 308, New Yorlc, 1913.

See also Lynd, account of Heyoka Feast, in Minn. Hist. Soc. Colls, for 18C4, vol. 2, pt. 2, pp. 70, 71,

St. Paul, 1865.
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which wore rubbed on the linnds and arms. A specimen of the herb

most often used for this purpose was secured by the writer and was
identified as Malvastrum coccineum A. Gray.

The man for whom the ceremony was given was the first to put his

hand into the boihng water, and it was expected that he would try to

take out the piece of meat he had put into the pot. He did not eat it

himseh' but gave it to some one in the assembly. The other dreamers

follow^ed him, and the meat was distributed. No other food was eaten

at the time, and the occasion was not regarded as a feast. It was
a ceremony enacted to teach a great lesson. Ignorant persons or

children laughed at the tattered garments and the actions of the

dreamers, who in every movement attempted to imitate persons not

only poor but lacking in judgment. All intelligent members of the

tribe, however, regarded the ceremony with greatest reverence.

This and the following song were sung by Lone Man when enact-

ing his part in this ceremony. The words of the song rec^uire expla-

nation. From the time of a dream until the time when the dreamer
has fulfilled its requirements he regards himself as Belonging to the ele-

ments and under an obligation of obedience to them. A medicine-

man may wear the head of a bird as a sign of his power, indicating

that bird to be subject to his commands. So in this song, the ele-

ments are said to be 'Svearing" the singer, who has not yet fulfilled

his obligations to them. In the second rendition of the song the

word meaning 'wnnd' was replaced by wasu'ca, 'hail'; in the

third by wakay'glica, 'lightning'; and in the fourth by malipi'ya,

'clouds.'

No. 41. "A Wind"

Sung by Lone Man

Voice J = 104 (or J^
= l'on)

DkU.M J =114

Drum-rhythm similar to No. 6

(Catalogue No. 494)

He a - ki - ci - ta

• • ^
ca \va - mi-coij he a - ki- 1'\ - ta

;§5S^J
^—•-

i2f4: SEE

ke - lo wau-yau -ki

e!;i:
ze - lo ta - te

l^^i^i

• -ft-

wan ko - ma - ya

3=2:
4: m

ye o wa - kan ye -lo he
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he it was

aki'(:''ita 6a a guard

wami'dogzelo predicted for me
tate^ wag a wind

koma^yakelo wears ine ' (as a mediciue-man wears that

which is subject to his commands)

wagyag'ki ye behold it

wakag - sacred

yelo^ it is

Analysis.—The 'ch:ing(>s of moasure-lcngths as well as the relative

tempo of voice and drum are interesting featm^es of this song. Two
renditions were recorded, each with a repeated part, as mdicated;

between the renditions was a pause, during which the drum con-

tinued its steady beat. The rhythm of the voice was uniform in

the two renditions. The measures containing six eighth notes are

not indicated as being in G-S time, as they are in groups of two, and

not in tri]:)lets. Melodic in structure, the song contains all the tones

of tlie octave except the second. The rhythmic unit ap]:>ears twice,

but its count-divisions do not seem to influence the rhythm of the

remainder of the song.

No. 42.

Voice J= 92

Drum not recorded

In a Sacred Manner I Return"

Sung by Lone Man

(Catalogue No. 495)

Bilzj-T^:

:§irba

Ko - la

-^ ^^

• ff^ -0- -^ -g-

waij-ma-yaij - ka yo

irzi
Srf
aEt=t=E

^—

^

,^C^f:=p:±

waij-ma-yaij-ka yo

wa - kai]-yaij wa - ku we - lo o-ya-te wai] -ma-yaij-ka yo

wa-kai]-yai] wa-ku we-lo Jie

^^1=.^^-4

o - ya - te wa-kaij yaq-ke kii]

-^ •

ll^^^ie^^

as?fe

ko - la wai]-ma- yaq - ka yo wa-kaij-yaij wa - ku we-lo

^—^—^—

^

^
a ^

o-ya-te waij-ma-yaq-ka yo wa-kaq-yaq wa-ku we -lo he yo

» Cf. words of songs Nos. 93 and 105. See also p. 120, footnote.
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WORDS

kola'' frieuds

wagma'yaijka yo behold me
wakai/yaij in a saricd manner

waku' wek/ I re(uni

oya'te yoii, tribe

wagma'yaijka yo behold me
wakaij'yar) in a sacnnl manner

waku' welo' I return

oya'te -wakai)' yaijkc' kii) the nation sitting holy

kola' friends

wagma'yarika yo behold me
wakaq'yai) in a sacred manner

waku' weh/ I return

oya'te you, tril)e

wagma'yaijka yo behold me
wakar) 'yaij in a sacred manner

waku' welo' I return

Analysis.—Tliis song contains only the tones B fiat, C, and 1'

and is transcribed in the key of B flat, as the sequence of tones,

especially at the close of the song, suggests B flat as a keynote satis-

factory to the ear. Sixteen progressions occur in the song, seven

of which are fom-ths and eight of wliich are major seconds. Thia

melody is an excellent example of the influence of a rhythmic unit

on those parts of the song in which it is not found, the cornet divisions

ol the second measure of the unit a})pearing frequently throughout

the melody.

Charging Thunder (pi. 24) related his dream of the thunderbirds, in

which, as in Lone Man's dream, they assumed the form of men riding

on horses. From this dream he received his name Wakig'yai]

wata 'kpe. This is literally translated
'
' Charger-of-the-Thunderbird

,
'

'

but he is commonly called Charging Thunder. His earlier dreams

of the wolf and buffalo are described on pages 181-184.

In narrating his dream of the thunderbird. Charging Thmider said:

Soon after the Standing Rock Agency was established I asked the agent (an Army

ofTicer) if I might go hunting. I said that before I settled down and adopted the ways

of the white man I would like to go lyanting for an indefinite length of time. Permis-

sion was granted, and I went out alohe. As I was going north, near Timber Lake, I

saw a deer coming toward me from the north. I wanted to shoot the animal, but

thought I would wait until it came nearer. The deer must have come very slowly, for

while I was waiting I fell asleep and dreamed. In this dream I saw the deer still com-

ing toward me, and behind it were several men riding on painted horses with grass

tied on their forelocks. The riders seemed to be pursuing some object. I became one

of these riders, and they told me to lead the party. Then they told me to make a charge

on the object which they were pursuing. At first I was not sure what this was, but I

soon saw it was a wolf standing toward the west with its face toward the north. I wivs

chosen to do this, because some day I would need the protection of these riders, who

were thunderbirds who had assumed human form. They told me that because I had


