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SYMPOSIUM ON TRANSCRIPTION AND ANALYSIS:
A HUKWE* SONG WITH MUSICAL BOW

\/

organized by Nicholas M. England, with contributions
by Robert Garfias, Mieczyslaw Kolinski, George List,
and Willard Rhodes, and moderated by Charles Seeger

INTRODUC TION
Nicholas M. England

On November 2, 1963, for the Eighth Annual Meeting of the Society for
Ethnomusicology at Wesleyan University, the morning session was
given over to a "Colloquium on Transcription and Analysis.” The materials
collected and printed here under the new title, "Symposium. . ." (since there
is after all no colloguy involved), represent the devoted labors of Robert
Garfias, Mieczyslaw Kolinski, George List, and Willard Rhodes, along with
their Chairman-Moderator for the session, Charles Seeger, to bring to life
an idea that has been in the minds of Alan Merriam and David McAllester,
perhaps others, for some years.

Simply stated, the idea was that several ethnomusicologists should tran-
scribe and analyze the same piece of recorded music, then bring their re-
sults together for comparison at a meeting of the Society. The aim: to pro-
vide material for thought not only to the participant transcribers, but also to
everyone interested in the discipline of ethnomusicology regarding one of the
most important tools of the trade, the transcription--as Seeger puts it, the
"visual documentation of sound-recording” (see his "Report," p. 277, below)--
and the interpretation of it. 3

As Program Chairman for the 1963 meeting, I invited the four ethnomus-
icologists named above to join in the project, and they willingly accepted the
task, They each worked independently, without inter-communication, using
only the tape recording of the music chosen and a bare minimum of infor-
mation regarding its cultural setting and the technique employed in its per-
formance.

Believing as I do that one great strength of our Society lies in the var-
ied individual approaches that are (and have been) made toward the data of
our discipline, I left the assignment open, instructing the participants as
follows in a letter of October 8, 1963:

About transcribing and analyzing the song: You will probably want to
follow certain usages that have become fairly standard in ethnomusicolog-
ical works to date. However, I feel strongly that standardization should
not be the governing principle of your work. It would seem vital to the

*For purposes of publication here it seems best to use Hukwe, the most common-
ly encountered name in ethnographic literature for the Bushmen under consideration.
At the session of the Eighth Annual Meeting in which these materials were first pre-
sented, the name, Kwengo, was used instead; it is the root of the name (la-kwengo
or Mbara-kwengo) by which the Mbukushu, a neighboring and inter-dwelling Bantu
tribe, designate the Hukwe, The Mbukushu appellation has been adopted by many
Bushman and Bantu peoples living in the area; Hukwe themselves often use the name,
(N.MLE.)
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success, and more important, to the ultimate meaning of the project that
you transcribe the example according to your individual conceptions of
what transcriptions should be and do,

The transcription can be as rough or as detailed as you [eel neces-
sary to successfully convey a picture of the sounds to the reader and thus
facilitate the demonstration of your individual analyses of the music. You
may wish to put down the whole minute and some twenty seconds of mu-
sie, or you may prefer an abbreviated form. ...

As for analysis, 1 have nothing o say., You will each bring up the
points you think important for an understanding of what Kafulo (that is the
old man's name) Is doing with regard to the acoustical phenomena them-
selves and their organization into a musical organism,

For want of a reliable transcription and translation of the words being
sung on the recording (see below in my remarks, p. 225), I thought it best
that the transcribers ignore the text of the song in their assignment, or at
most to consider it only if they desired to make some point that would not
require for its validity the meaning of the words. And it might be added
here that if any vocal music ecan lepitimately be divorced from its text for
purposes of analysis, Bushman song in general is a likely candidate.

The texts consist largely of meaningless syllables for vocalization in
combination with irrelevant interjections such as "Oh, Mother!" or "They
say." However, in addition, each song will have at least one key phrase that
recurs (or better, may occur) intermittently throughout any performance of
the piece. Such phrases of course carry more than their basic word mean-
ings; they are somewhat similar to the ". . .'catch words,' [in Mohave sha-
man's songs| crammed full of meanings and surrounded by an extensive halo
of implicit meanings. .."” (Devereux 1957: 1038). Members of the culture (or
non-members who know it) may and often do possess the additional informa-
tion necessary to elaborate upon the key phrase(s) actually sung. I say 'may
and often do" here purposely to emphasize the fact that it is common for a
Bushman to know and perform a song and its usual text without a knowledge
of the additional information that the few words convey.

For the Symposium it was initially planned that the four contributions be
preprinted and distributed to the participants and their Chairman-Moderator,
as well as attending members of the Society, so that everyone might come
to the session prepared to criticize and comment on the results of the tran-
seribers' labors, (The participants were called ''victims' by someone during
the planding stages. And certainly we know that there was an element of
courage involved in taking the stand for such a project. However, needless
as it is to state in so many words, I would add here that for the success of
this Symposium and those of a similar nature that will, hopefully, take place
in the future, it is imperative that any thoughts of competition among the
participants be put aside, if possible, even before they come to mind.} It
was largely through my own neglect in keeping communications open that the
preprinting did not come about and, thus, the fourth of Seeger's excellent
list of lessons (see p. 276, below) was learned.

Regarding the music around which all of this activity has been centered,
the records will be more nearly complete if my repori includes the fact that
initially it was planned for the music example to be selected from the exist-
ing literature of ethnomusicology, preferably from a work published twenty
or more years ago. The purpose was to bring into the picture the transcrip-
tion and analysis of a fifth expert, one who had already published on the
chosen piece, and further, to discover what profit (not to mention excitement)
might be gained from reworking the older data in the presence of the experts.
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‘ It was ill-luck, indeed, that the original plans coul
fruition. The‘re were difficulties in selegctingjlhe right cllai:z:—: l:‘dbrgzgfi;: tg
l_so, of procuring an a.ccepta_blc copy of it from the original field’rec:rd%nﬂme
or use l?y the four transcribers. The problems eventually proved too gre
for solulucm within the allotted time. In the end, a Hukwe-bow song -
chosen instead to serve as the vehicle for this Symposium,. o =
Afrigaregr?r;edt lhr;es‘ong-- Du:! (Ela_md, Taurotragus)--at fidzele, South West
iy 5 e)p(em r 30, 1959, during a brief, four-day exploratory visit by
the sewfexrtli Peabody-Harvard Kalahari Expedition? to the Hukwe and their
Immediate Bantu neighbors, the Mbukushu, [idzele is located at a r-ox'lr
ly 18° 7' South Latitude and 21° 34 West Longitude, It is sihmte‘dmc)m t;lmate-
southern bank of the Okavango River, nine miles southeast of a;mda.ra nee
.Popa Falls, ~one of a series of rapids that occurs in the course of the r?lr E
just before it enters into its complex swamp tract that extends for a.noutvm
two hundred miles, roughly to Lake Ngami and the Botletle Ri i “
Bechuanaland Protectorate. HEER D Yo

I was not at the time, nor am I today, qualified to hand 7
langulage and those related to it. And to compound this inadi?qut::.]ce Ht'-}l]i{:ri
was in 1959 no competent interpreter available for our trip to fid};,slz: d
vicinity. Consequently, all information had to run a giddy course bfr-c;ma-n
Hukwe, through Fanag.olo (the South African mine language), into English—by
:_le;y olff our excellent interpreter of other Bushman languages, Kernel Ledjm}o

1Self a Batawana man-—-from the mouths of the inhabitants to my notebo k’
or that of Lorna Marshall, ethnologist for the expedition, Y ’
” tx]-:t is dfor these reasons that my transcription of the text of “Du: cannot
o usted even lh_ough I took_ it down in phonetics from the performer of the

g as he spoke it to me, line at a time, upon auditioning the tape of his
own perrorfna.nce. Word-for-word translation proved hopeless, so that I
Ezerged with only a very !general synopsis of the meaning oi’the words (see

ow, p. 231). However, since the recording of “Du: is being issued
supplement to this number of ETHNOMUSICOLOGY,® Dr. Owsin Kbileas];
rector of the Seminar flir Afrikanistik at the Unive'rsity of Cologne h;:s k‘l-d
(1)3; f;l):ste;nlted itlT :;:temgf a reconstruction of my transcription. His :,malysi;n -

xt w ublis i i

St Sympoiiur::hcd in the next number of this Journal as a post-

The Hukwe and their Music: General

The Hukwe belong to a large, Kalahari-centered ag i

banci_s that speak languages related to Hottentot, Su:mnﬁx‘:yga:ggcai Fﬁgman
earlier theory that all Bushman languages ". ., .are of the same genzral
structure, and can be reparded as belonging to one language family i
(Schapera 1951: 31), Ernst O, J. Westphal classifies Hukwe, and othle;' ‘lan
guages that he groups with it, as plainly Hottentot and not ’Bushman (most-
recently in Westphal 1963: 248-250). However, Oswin Kdhler mentioned
abcwf:, prefers to call them the 'Central gender language Gr::mp " taking the
{)OSHIOD thurf despite_ the cleavage between them and the BUS]'II}III;I non-gender
anguages, ". . .it will offer a better working basis for further research if
we l_ock‘ upon them [the Central gender and Bushman language Groups] as
g;;ﬁlmatmg from one common, though very remote, stock...." (K&hler 1963:
Bk Hukwe-land be_gins roughly at Andara, or just east of it, in the Caprivi

rip and extends into the southeast corner of Angola for an undetermined
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limit. An accurate figure for the total population is unknown; however, as a
well-informed estimate, Kdhler gives the following numbers: 500 persons or
less in the 14 communities ([idzele is one of them) of the Caprivi Strip
along the eastern Okavango in South West Africa and Angola; and possibly
1500 persons in all when the Hukwe who live farther north in Angola and
those who live in Bechuanaland are counted (Kohler 1964: 2).

Throughout their land, the Hukwe live in close contact with various Bantu
tribes, e.g., the Mbukushu or the Lozi. This fact, along with the extremely
meager etnographic data published on the Hukwe, makes it unwise 0 speak
of a culture that is consistent throughout their region. It must be stressed,
therefore, that all of my remarks here refer to the Hukwe of [idzele and
vicinity and, of course, relatives and friends in other parts of Hukwe-land
for whom the [idzele inhabitants can speak.

At [idzele the werf (an Afrikaans word commonly used in southern
Africa to indicateBushman villages or temporary encampments) is set back
about three-quarters of a mile from the river on the sand dune that rises
gradually from the bank to a height of perhaps fifty feet above the river's
rock-bed.? Below, close to the bank, the Mbukushu village of Ndongo (which
name the Hukwe use interchangeably with [idzele to designate their place) is
located. It is one of several Mbukushu communities between Andara and
Bagani, approximately, over which the rule of Chie! Macusi extends from his
seat in Andara.

Despite the fact that [idzele, along with other Bushman werfs, is locat-
ed within the boundaries of this Mbukushu chiefdom, Hukwe informants say
that they are not Macusi's subjects. They pay no tax to him nor any tribute
to his appointed headman at Ndongo. The Hukwe recognize one of their peo-
ple, Kativa, as owner of the werf by right of inheritance from his father.
He is their headman in roughly the same sense as those of the 20 lwasi
bands of !|Kxd° in the Nyae Nyae area of South West Africa.®

Still a hunting (with poisoned arrows) and gathering society, the Hukwe
have augmented their otherwise typically Bushman means of subsistence by
limited crop cultivation (they grow millet) and cattle ownership (they ''buy"
them from Mbukushu neighbors presumably in exchange for farm-labor and
hunting services, as do several Bushman bands living in contact with Bantu),
Men seek their wives in other werfs of Hukwe-land, but residence is taken
up at the husband's home werf,

Thé people maintain their traditional belief in “Hi:fe and Kiani--the
former, a male god who is met with commonly in beliefs of Central-gender-
language Bushman bands (e.g., the Nhar6—Naron in the literature); the latter,
a female god, and to my knowledge, a new name to add to the list of Bush-
man supernatural beings.” They share with all other Bushmen whom I know
belief in the spirits of their dead who bring only trouble and sickness--the

Hukwe name for such a spirit, llgdwa, is also common to all Bushman bands.

These spirits do not serve as messengers of the gods as do their coun-
terparts to the south. It is Kiani who performs this function, specifically in
matters of medicine and curing. She comes to the medicine man (jeu[lkao,
medicine owner) with instructions concerning the sick, i.e., whether they live
or die, and if the former, what the medicine man must do to cure the pa-
tient.
Information on the practices of medicine men was difficult to obtain,
perhaps because of the strong interdiction by South West African authorities
against: witcheraft and sorcery among Bantu inhabitants—and possibly by
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:_:;1:::11511?2“111 the i[]Iu}cwe minds to the supernatural traffic of their medicipe
. ‘ever, the tradition does continue. An old m: i
strate how he might perform il he y ' ici e, thoain e
might e were a medicine man, thousl insi
he was not—-nor did he know an pon whi i rwen
e ‘ : y--upon which testimony he went o fetc
I\;it,;ly _.mthtc-;‘ntm ]lcml:mg headpiece and hand-ratile (a stick about one 1'sor’th1;1
‘cing through the center-- > axis--of a sm: b5 ¢
iy e nter--long axis--of a small food tin that contained
Bra Elim his c.lemn;;stratiun and the discussion of it allerward, it is clear
2 we curing takes a different form from that of B 4 ‘
Among the latter most males b icine men s e v
ong - latter, : eCome medicine men at one time or an Y
?eu:glgjffjeli{ llives, pr?x.-tl-:ing commonly in groups at large curing cere:gil
. 1e Hukwe medicine man, in contrast ractices i .
: ¢ . d + bractices alone, He is paid
fee deter_[mned b}.' the patient or family involved--a condition that doeg ::mta
necessarily hold in more southerly Bushman bands,
mmr’]l[j‘:;:'txifgnwial:s {;:: ;ietmon;trution by the Hukwe "actor," nor any illuminating
- later discussion, of the statuvolent condition s s
ore : 3 . oF 1 such as
:;ii::;;-]uy L];mcomll;mlt with the activities of the Nyae Nyae medicine menm{itr
ample. owever, I know from the latter that meetine i . :
il g o i 4l meelings with supernatural
& ac g the time when a medicine man's s i
his body; and since Kiani does 1 s Bl o drom
. 4 : nake her appearance to th Huk it s
likely that a state of trance is int i o o R
state 2 is at some point involved In an bt
e prin : . any case, it is th
:;]r;dmlmei man wholdeudeb, upon instructions from the goddess, whe’n it is ‘
o fe o hold a curing ceremony, either for curing specific patients or for
1)) cerlng the" general condition of the members of the community
. oncerning t?le musical culture of the fidzele Hukwe, a brief general
urtey mu's‘t sufflce_here, with detailed comment being reserved for the bow
song that is the subject of this Symposium,
. (ill;::ptlfehoral Song comprises the larger division of Hukwe music--prob
E more important division by virtue of the soci & Srven
the activities of which the music is At o i
the . S of wh ¢ 18 a part. There are repertories of 1 -
;zll?; (bﬁzﬁfl(]jl;‘;' ;kl;‘l‘: 2) social dance song (lgana -lki:), and 3) menstrd;t]ii?l
2 ahe i). cmen sing and clap for the jeu d “lgan:
medicine man cures to the music ¢ e Tl
of the former, but several indivi
dance (txolo) a torso- and should i . T i e e
: g er-shaking dance to the latter In bo
oxaws _ g > th -
Srtorles the par tlup.atmg men may sing strains of the melody from timerfg
ime, but the essential vocal sound is that of the women's chorus
g mTh(fbc Songs are similar in certain : pects of style and textu-re to songs
ol Se:;;]tlee ti.rpe s;ngtuby more southerly Bushmen. And it should be m;tedg
¢lose Bantu contact, the Hukwe of [idzele h
leader-chorus type of son # e i B
g, typical of the Bantu, as have other B
groups of the same (central gender) lan ] ot

: anguage group—e.g.. th ‘exa®
Mababe Depression area in Bechuanaland. RASARSEIEY e DRexa” at e
| iSH‘SE\ﬁvte;,vatenhm thg absence of music examples to illustrate the point

ale here that Hukwe choral songs difr in i ical
details from those of other Bush ; ol by ot
= ; men. Furthermore, there are two unusu;

’ ; sual
az:l;‘o?:niy expEf ience, rlon-Bushm:u: percussion instruments employed in the
Esed e .si(;e of jeu and “|gana songs: 1) thin, rectangular wooden hlocksl0®
o iny ( mt!e af‘ the women as clappers to heighten the effect of their hand
o pp gé ger)lapb at the same time to serve as a highly practical palm
aving device); and 2) drums, two of them 4

. ‘ ¥ played by men--the drums a
monoxylic, approximately cylindrical si e
. and single-headed, identi i
details to those pla 'net 5 e L
yed by Mbukust : i
oo el y ushu neighbors who use three drums instead
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Unfortunately, neither time nor my relationship with the women allowed
for me to hear and record the music that they sing, clap, and dance them-
selves during the ceremonies attendant upon the menarche of a young girl.
However, informants state that there is such a repertory of song, and I can
only quote them, adding as they do that drums are not used and that men do
not participate. And finally, regarding music for Hukwe rites de passage,
all informants agree there are no songs that are exclusively for men, such
as those sung in more southerly bands on the occasion of a boy's initiation
into adulthood.

The other division of Hukwe music is a more personal, private type of
song. Instruments of variable pitch figure in it prominently even though the
performer might sing along at the same time, As far as I could determine
from interviews and from all such songs that I recorded, this is solo music.
If there is a vocal line, it is supplied by the player to his own instrumental
accompaniment. All these songs are concerned with animals--their howling,
their stalking, their habits.

The Hukwe have borrowed the sanza from their Bantu neighbors; they
have also borrowed the Bantu regional name for the instrument: [ifende or
fifanza. It is an eleven-keyed version, of a form and tuning!! common to
Bantu and Bushman sanzas alike in the Okavango regions of Angola and
South West Africa. Only a few men play the [ifende; they learn the songs
from the Mbukushu, and no one among theran knows more than four or five
tunes,

Women prefer to play the “te:llkaba (bow string?) as they walk from
place to place or sit to rest by their huts, It is a mouth-resonated musical
bow made of a reed stave (about twenty inches long) strung with the hair of
an animal tail, or a piece of nylon fishing line when it can be procured from
the stores along the Okavango. This type of bow is fairly common in south-
ern Africa;!'? it is played, for example, by women of the Geereku, Mbukushu,
and Tawana tribes, to name only close neighbors of the Hukwe. Since the
mouth is used as resonator, players of this bow do not sing; the music is
purely instrumental. Kirby notes that among the Venda a second performer
might sometimes sing the overtone melody being resonated by the bow play-
er (Kirby 1953: 224); however, I have not encountered such a practice in
performances on this type of musical bow among the tribes mentioned above.

One other instrument is played by the Hukwe—adult males only. It is
anothef type of musical bow; and since the little piece that provided the raw
material for this Symposium was played on such an instrument, it will be
described in the following section devoted to the recording from which the

four ethnomusicologists did their worlk.

“Du:, the Music of the Symposium

Kafulo, an older man of the [idzele community (see p. 225, above), is

playing his regular hunting bow ("te:) and singing in the performance of “Du:

recorded on Side 1 of the record supplement to this issue of the Journal.
His bow has a hardwood stave four feet, seven inches long with a string of
animal sinew. However, the venatic weapon has been adapted for musical
purposes: Kafulo has loosened the sinew considerably and braced it back to
the stave with a piece of sisal cord at a point (roughly two-fifths of the
stave length between the string knots) that will provide division of the over-
all string length into two parts, the sounded pitches of which lie a major
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hird apart — .

ltyur}::l ):p'litl‘ tin thte recorded performance of “Du:, the third is approximate
-4A; other times, the bow string might sli ~ K I s

|, e z g P or Katulo tune it different.

1y so Ithat the basic pitch level of the third varies, but it is always L'fle'1 -

this pitch vicinity. ’ I
o :(1:13 E?ts cru:;s}—].leglgcfd to perform, holding the bow-stave between thumb

"elinger of his left hand--stave toward him, stringe i
; . g » String ocul, The righ
ﬁfstl;;“bta}.ve lt;uches ground to Kafulo's right while the left end risé:ﬁhtc:\f']:fd
5 shoulder, diagonally. Cupped in the i 1 h

: : 5 : he palm of his left hand, with

aid of the other three fingers, h i i e
» he holds the dried shell of ; li 3|

calabash so thai one surface of it mal [ WaH g

% : . @ akes contact with the bow stave., Onppo-
z:}tc lthf.a.t cqnta.ct pf:mt,' the shell has been sliced off to leave an openinrrppo
Skql)u four 1nc:hes‘ in diameter. He holds the bow close in, contacting t}:lc

mhiz.istl below his sternum with the rim of the calabash opening
- alulo beats on Lhe_ two divisions of the braced string with a thin stick
riﬁﬁto)r:u'na].teil}lr onbc foot in length. He holds the beater near one end in his

z and; thumb and forefinger grasp the stick and - i h

. ‘ 1 ing : act as a kind of ful-
crum while the remaining fingers ot ; -

g g actually cause the stick to ! i
up and down. Neither his hand nor his wrist e A
: : : Wrist is tense; as a result, the stick
E:(aﬁqdpc nthl(Ied quickly and easily to beat on either sid; of the sism{ tir.‘c :,éwk

rarding to the succession i i : ires ; . h

e m in which Kafule desires the fundamentals to vi-
As they sound out, Kafulo
‘ : ,» Ka employs the muscles in the area ol his di
ﬁ:lrd{_{l‘:l, either to distend his stomach or retract it so that the Oi;ErlllliT'l dlii_
€ resonator can be closed entirely or o i itz o
¢ : pened in varying deprees
the size and shape of the ch il
] amber, and consequently the air e

b G- 5 gy column tra; d
therein, causing it to resonate sympathetically with one of the upper p: Gl
ol the two fundamentals, S
@ 'I;I‘l:le uovert(mc- melodies thus produced seldom utilize many different tones

¢ there are only three used:- partials 3 and 4 of tl ‘

A ] e { . - of the lower fundamental,
gher (perhaps also partial 2 of the hicher fund:

see Kolinski's transcription, measure 4 o B

ee Kolis pulse 1}). In another piece K
calls into play, as well ot > hi o e

L ay, I, partial 4 of the higher fundamental Ny
it ' | g . Nyae Nyae
f}}ielbw? ?;ayel 8, employing a closely similar musical bow technique ysome

 further extend these limits by dipping do to th i 3
both fundamentals. But in the T Cohtn Tobronn: e o imenat
>ntals. : end, the relationship betw he pi
the two string divisions and th ' i i AN e el
i € average size of the calabash ( £
empty food tin, number 2 size) thal ca ‘ B
pty 7 : 1 be managed as a stomach-c
reso;.:.t_mg cha‘unber delinitely limits the choice of overtones to f lfet‘flltl'()lled
fore. l:{l)swétlgmulm- n:;spect of the playing technique has not been 1'ep0’rted be-
H » @ version of it was in use by players obser i i
ENRT, a ved earli
l:'?ntu;.y. DLbCrlbl.l‘lg the performance of a 10 'Kung player in Angol:.r [l}l;rt;le
an(;:thiafigﬁk Iwntus, -« -By slightly altering the position of the lefl’ hand
d ; he can vary the note a little " (Bleek 1928:

I ba : 121). And
Kulby sta.‘tes ‘that a Thonga player alternately moved the Calabash gtway from
and pressed it against his bare chest (Kirby 1953: 210).12
Fo i]rt&]:osgtlr he }c{ipe})s not elaborate on the acoustical results of the Thonga

SYEr s actlon, Kirby earlier describes a similar tic e
bow and notes that the "tone' is i ol el Sl

‘ varied by that means. From his dis

8 gt . . cus-
fsllzﬁl ;?ewe;n:il;btu tllb clgar tpafil he has in mind adjusting, by movement to and
asl, the size of the air column within the calabas i
will better resonate several of th i oottt g
e partials along with the fundamental i
Al " " i = a
clear chord (Kirby 1953: 198-199). There is no mention of selecting
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specific partials by means of controlled movement of the calabash against
the skin. We are left to wonder, then, whether the overtone melody line

from a maneuvered rigid resonalor is a new development or was perhaps
present but unobserved at the time.

Which of the bow lines does Kafulo consider more important? This in-
triguing musical question (and others like il) is difficult to answer in the
case of Bushman music. If indeed the people give thought to such matters,
they find it not only impossible, but also quite foolish to verbalize about
them. We can look then only to the music for some kind of answers.

There is evidence that with certain types of musical bows the overtone
melody is the principal one. When the mouth is used as resonator and se-
lector of partials, as in the case of the “te:[lkaba (p. 228, above), many
overtones are available—the mouth being at once more flexible and smaller
so that the conjunct partials (from 7 up) as well as a few of the disjunct
(from 4 to 7, say) can be effectively isolated and resonated. Thus, more
complicated melody lines can be produced, and they are likely to be the
more important ones.

Writing about the lugube (a Venda reed bow like the “te:llkaba), Kirby
describes the harmonics as the ', . .fainter series of sounds that constitutes
the real melody played upon the instrument. ..." He adds: ".. .Should a
listener be asked to sing the tune just played by a performer upon this in-
strument, he would naturally sing the melody produced by the resonating of
the string in this manner, and not the tune heard directly from the fingered
and plucked string. . .." (Kirby 1953: 223).

Later Kirby describes, and gives a transcription of, a Venda man's at-
tempt to play a pre-existing melody (the Venda national reed-flute dance)
with the mouth-resonated harmcnics of his tshigwana, a braced musical bow
(Kirby 1953: 231). Clearly in this case, the harmonics melody is the im-
portant one while the fundamentals are necessary only as generators of the
overtone series,

With calabash-resonated bows, however, the answer is not as clear.
First of all, the mouth is now free to add a simultaneous line of its own to
the musical complex; second, the calabash is a rigid and larger resonator so
that fewer and lower partials are available for a melody line. In Nyae Nyae
I have collected bow songs in which the singer might follow for a moment
the overtone melody but diverge thereafter into an independent melody, leav-
ing the bow harmonics to go their own way. In these instances, I would posit
some trhly contrapuntal concept on the player's part, at least insofar as the
vocal and overtone lines are concerned. (The player would, incidentally, sing
his vocal melody as the important one of the song.) Yet the fundamentals
are there to be heard plainly and distinctly; perhaps they also figure in the
contrapuntal concept.

Kafulo's song is yet another type. His vocal line is always independent
of the overtone melody, insistently so. The latter, not complicated as a
melody, has the quality of an ostinato as does the fundamental line; together,
the two bow lines appear more as two-part harmony than as counterpoint.
Obviously more and deeper work is indicated with regard to these matters,
However, I would vote in favor of Kafulo's awareness of all three lines in
his song-—the vocal line most important, with a two-part harmony accompa-
niment.

The intense energy of his singing style is heightened by the angular,
leaping melody, and vice versa. This, along with the extremely close
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microphone position used for the recording will perhaps lead the list t
believe that Huklwe bow songs are something bigger in overall sound ?11211; ’
Eley are in reality, TQ the contrary, I want to stress the quiet, private na-
. ire of this and other instrumental songs of the type performed’b Bush
in ggneral. Twenty feet away from the little hut in front of whichyKaﬁfl me'n‘
playing, the music might be heard faintly; forty feet away, only the eli ]?‘ o
of the beater on the string will come through. Thus he n;ight' as othec }13ngh—
men whose habits I know better, sing and play for an hour or,t:vo u': us
alone, repeating the same songs time and again. e

It should be inserted here that while the appended recording presents
complete performance of the song, “Du:, it is complete only asboi that hmu:*l
of that day on which it was recorded (inevitably under unnatural circum-

?Bancefls-—r;mﬂi::rophonets, wires, foreigners). At another time, Kafulo might sing

u: for een or twent i i ing agal i )
oy Y mintues without stopping. Then again, he might

X The text of “Du: is concerned with Elands going 3 ; ;
Kohler suggests that the words, "another country,” :;~e?:rwtomnggil;LlZ\i?tr}I
'l:l’eyond thfa borders of which the [idzele Huke would have no hunting ‘rights

S .’And it is understandable that the Kwengo [Hukwe ] hunters are :];een on.
keeping the game within their hunting grounds, especially such fine and bie
fg{al?? as the eland. The motif of the song is not new and not invented by:
(}Eaﬁlg} :;Eész;n%tfd a similar song in 1962 in the Western Caprivi. . . "

. Not ]‘mowing what Kafulo thinks, I anly conjecture thal he makes this mu-
sic fC:l‘" .Ius own pleasure. And while I would not join Passarge in saying of
such ‘1ntt=:rne’ Musik": . . .Sie versetzt ihn [the performer] in halbe Bbetiu—
bung und lisst ihn vergessen die Leiden des Lebens. . ." (Passarge 1905:
§85], I admit it is for me difficult not to think that Kafulo utterly absori:ed
in .the performance of his animal songs, can withdraw to s*:ome extent (even
am'ldst the heavy traffic of a werf) from the constant, very close contact i
which members of a Bushman community live, ' "

s p:?:llt:_xz;souricml‘d{zﬁizw;tilil f;[ :"tmpe:t( GOL, single-track tape recorder onto Audiotape
gh, / ylar® tape, The Electro Voice Model 630 microphe
S 4 a0 * s i o | 3
;Lsei_dor:ﬁ )prlvif.:_l dm[:énf t]fu:. opening of the resonator in order to better ;1;:])1-oheudpbo,t?1
riones an atulo's quiet voice (it was his habit to sing wi .
L1E OV t 5 he g With head bent down),
Du: is item 2 of Reel 1 (July 30, 1959) in the Marshall Colleetion, b

Columbia University
New York
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FOOTNOTES

sloy the alphabet of the International Phonelic
Assoeiation, modifying it only te include the ;3_\' mrm' lr|m:il]m“::11d(|‘l1 l|h1cq_(];-‘-l‘Tri;;;‘:_\“gilii‘;ml_
31 fo X ) i ' ¥ alatal; @ , lateral— B 1
‘or the click sounds: |, dental; #, alveolar; 1, palatal; Hiy e b
E]c:lif;;nmclti;k ©. is not used by Bushmen of the area under ('.unsl(lk.lﬁt,lun, and ljuk\lwli(..is
s L'(.‘if'i(_:'l“\“ ‘sc‘ldom uses the palatal click. The k lollowing n click symbol 1(1...,“.1 h ]
elljnployud .[t:l the orthography only Lo indicate a voiceless release :1s.kopl?ose\((};:nc:v
voiced, which is indicated by a g following the click (e.g., I-i%)l- ?\r}]r;lll ]s:_m;m 1'i‘;in1.{" ,
preceding a syllable indicate the tone used in pmnuun(‘:\mg that sy uic'r(l ;t r::nc(]i\'un’
| =, high; sy ' h marks are pronounced g
alling; , low; and ~, high; syllables with no suc et ‘
i:utll]g Because of possible interference with tone marks Tldh{,llu,l{ aﬁn:l::hnnai/r?{iliee
havailabili italic : + srnational Phonetic Alphabet, Bu f :
unavailability of italic type for the Internd me hall, HUSRIMAR M e hod
i ics or ) 8 itute lerlining; their particular &pe &
sinted here without italics or Lhe substitule und ER  BpRLUNg B
z:;::::m":mu- will, 1 believe, preclude confusion with words of other languages. indi

1. In spelling Bushman words, T emj

> 5 £ H Op. )
w“hz l-,hl':-tllllu:lI).l:uu'(.-ncv K. Marshall of Unmln'i(lgtf._l'«-lnsa:u-.husct}&:. SR T Sy
3: I wish to join our Editor (see "From the I'.(I.lior_. oo p.. “l)-ln “.;.LT. .)otqih]c t_h.(_»
partment of Music ol Columbia University for the special ;.r,t.anEI that mq pose
issue of the recorded supplement to this number of i.h'.: Journal, . -
4. For topographic details of the Popa Falls vicinity, BLI!c Wellington {9.:.) ‘4‘08.
.':.-"! Kung and !Kup are the most common of many spellings ‘in 3.'|‘u: 'I%LL]-:‘-u:]l[tilu_-
Over the years 1 have come to the decision l.hzit_ !L;xo_ gives a pl(li.lt.li pru.Lgh .with b
sound, the o being of a very closed variety easily misheard as or un; .u|5 i with & by
the listener. It should be added, however, that both K8hler and Westphal, in Ltlisis
recent research on Bushman and Hottentot ls)mguugcs, prefer the u—see, €.g4.,

53: 22 1X0 Jestphal 1963: 244 (!xu). o
1%3;3.2?\8lfl.u)fz{lgl?:“:ac\::-;xutt of Nyae Nyac(lmmlm:mship is given in Mavshall 1960 348-
';53‘? See Schapera 1951: 177-195 for o splendid summation and analysis of the liter-
atuwltn l'J:‘iu i:uw date of his work's original l_u.dnlic;llli'on) on ]lusfl::_nlau_\ s:llpl:;\:;:luﬂ!w_
beings, A recent penetrating account of the VKung (au'lwasi) beliels is giv . |
Eahul!ﬂllei: if\ltlzhil'?ll 1962: 248-251 for a description of the Au' fwasi "C_ul‘cnm‘niul Curing
l)unuu._““ I have a study in preparation on the medicine sun};s. u‘rlthv l;;,u"l I:I1::j51:ni:jl-::C‘ .
neighboring Bushman groups and their beliefs and practices surrounding ihe H
will, hopefully, appear \\;ithin n:ulgl;ll‘ year,

B. Cf 'ixa in K8hler 1962: 531, : . o )

1;]) ;L’L‘tﬁl::f]h‘j played by a Thonga man pictured in Kirby md‘.i: P1.4? ?}1;; bsl:)lgl-iclsn.l
to those of the Hukwe women though the latter do not attach leather straps to

SYMPOSIUM ON TRANSCRIPTION AND ANALYSIS (GARFIAS) 233

11, From rvight to left in the rvelationship, e, dl‘zhl:!lgll'lpﬂall eflat2al d2p g,

12, Sce Kirvby 1953: 220-225 and pll, 62-63 Tor deseriptions, pictures amd distri-
bution of this type of bow in southern Alvica, See also Camp and Nenl 1955: 67,

13, The braced bow with resonator is discussed in Kirby 1933: 204-210; see also
Camp and Nettl 1955: GG,

TRANSCRIPTION I: ROBERT GARFIAS

Notes and Comments

This transcription of the Hukwe melody shows some departures from
standard transcription techniques. It is not, however, designed as a univer-
sally applicable method. In fact, it might be better argued that each genre
or tradition be transcribed according to a special system devised to illus-
trate besl those aspects of the performance on which the analyst wishes to
concentrate. No system of transcription, mechanical or otherwise, can pre-
serve all of a musical example accurately and it is up Lo the transcriber to
select or emphasize pertinent parts of the entire configuration. The stand-
ard western notation system lends to reinforce those aspects of the sound
pattern which are compatible with our own notation traditions and in varying
degrees lo distort or omit others.

The system used here emphasizes certain aspects at the expense of
others, The fundamental of the bow part has been transcribed in standard
notation in even rhythmic values. In contrast, the voice line has been tran-
scribed to show pattern and to highlight the duration of each pitch and type
of entrance by means of a graph, thus emphasizing the transients and dura-
tions. On the other hand, the body of each tone has been indicated as a
straight line, although, in fact, mechanical transcription with equipment such
as the Seeger Melograph would undoubtedly show a melodic line of constant-
ly fluctuating pitch. It seemed more important to indicate the different types
of entrances and connections between pitches then the minor fluctuations of
pitch which are, in any event, not really discriminated by the ear. Thus,
this transcription is a compromise between standard western notation which
would show nothing of the attack and decay qualities and the more precise
melograph transcription which might show too much.

It seemed foolhardy on the basis of this one example to decide to omit
certain portions of the example as less important or as mere repetitions of
others and therefore the example is given in its enlirety. Only the funda-
mental of the bow pattern and the voice line were transcribed. A higher
overtone pattern produced by the bow resonator can be heard on the record-
ing but because it was not clearly audible during the entire duration of the
example, it has been omitted here. A cursory examination of the compon-
ents of a single bow tone with the aid of a wave analyzer showed a wide
band of tone covering a range of fifty cycles above and below the fourth par-
tial of the lower of the two bow tones at approximately 3% of the volume of
the fundamental in terms of voltage readings on a Packard-Bell Wave Ana-
lyzer. Therefore one could give only a very subjective description of the
melodic pattern produced by the resonator of the bow without resorting to a
careful plotting of the relative voltage at each frequency, a pattern that
might be better visualized on a "gray scale" than with staff notation.

It is also difficult to discuss form in an isolated example. This par-
ticular structure of voice and instrument relationship may be specifically
for a composition of this speed or rhythmic type. On the other hand, the
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57, _ _
EEE =R '!’.:.-r;;f-—Lr['-—-g_; =

60.

Eep—r———

ds of the song or perhaps its function may determine tlh_e Form.. ;\I::E -
g ‘oblems arise when one attempts to look at the details; for c ample,
i’l?:lin]i);.?e melodic figure which opens the vocal line at measureh; S.:.lzloruns
L e e e ieion
i i mi E .
g:hfl:‘e pflc?:ris o(;f tltf:alsegﬁfp;le.r;; be to assume _too much. ’I‘he‘obv.lr:t(?utslma:i.
swer, then, is to consider all aspects and _deta.?ls th;:t a.r;e 'z:[{)é)a:;:l sfcal o
er ,when a single example is studied outside 1ts. cu turla - ¢
E:xt it becomes very difficult to isolate the pertinent e em(:)r; éonsmered o
,To begin with the broadest elcmenti;ltliczﬁ;ﬁlfmiig oA icoliio i o
il t?;l v?}czﬁ :?dthté]eb:)l\;s,tl::l?el?otes a recurring cycle f’f eighteen .
- tf‘undi:tl?zn groﬁp of six beats as the smallest inclependent’ unit. 'tTl:]e- bail(‘.'
:;212 g’r eighteen beats, i.e., three groups of ’S:lx, is [n:j:mtta;l;\:: ;Lup:o?as
istency except from measures 13 to 2(}. Each o :.e L g
cot}ﬁlﬁ_.‘u A ttern made up of the two possible bow tones, ‘one‘ high a ‘
?oi?eell‘he I:iost frequent combination of the three groups is given below:
<

E 1. 2. - - 8. -
The major exception at measures 13 to 20 is as follows:
3. 4. -- 15, -- ---
16 L 1. =~ 18,  --
19. o0, oa W

icienc t
The bow patterns show a strong tendency towards self-sifﬁulir::g.atT&z l:id
two tones of each group seem of most import:mce.l The dwor it e
tend to lead to group two. The low-high ending g e,
A goupsmfl:llowed by a low tone and most often by the group three pg.f
i'I?wc» ﬁ?gyhs at the end of group three lead back tg thehall-i]o\.:opsaéte;;:mgly
group one. This connection of the three groups is adhere
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that a distinct sense of contrast is noted when it is varied in measures 13-

20. A variant pattern for group one (-- ---) appears sporadically but does
not seem to affect any other part of the general form by its appearance, A
second variant pattern { - ) appears only in the special group of meas-

ures 13-20,

In the voice line two distinct types can be noted after the previously
mentioned instrument-like introduction of measures 4-8. The A type of
phrase first occurs in medsures 9-12 and corresponds to the first state-
ment of the text. The B phrase runs from measure 13 to measure 15. Both
phrase-types complement each other, and, with considerable variation of de-
tail, always alternate with each ather. The entire example consists of eight
statements of the A phrase-type and seven of the B phrase-type. In spite of
the variants, each type consistently manifests distinct characteristics, The
A phrase-type shows more independence from the bow pattern and tends to
emphasize the octave drop from the highest pitch in the line (indicated by
the space above the top line in the voice part). The B phrase-type comple-
ments this by moving up from the lowest pitch of the voice part to the next
to lowest. The two tones of the B phrase correspond to the two fundamental
pitches of the bow, and the voice generally moves from one pitch to the
other simultaneously with the bow. This heightens the contrast between the
two phrases. The A phrase is independent of the accompaniment and carries
the text. During the B phrase the voice sings with the instrument, The ap-
pearance of the A and B phrase-types is indicated below.

A Phrase-type B Phrase-type

Measures 9 =12 Measures 13 - 15

17 - 20 21 - 22

23 - 26 27 - 28

28 - 32 33 - a4

35 - 38 40

41 - 44 44 - 46

47 - 50 52 - 45

b5 - 59

The rhythm of the example deserves special consideration, The first
few listenings suggested a rhythm of six even beats to each accent. (The
term hemiola used in the theory of Western arl music to describe a pro-
portional relationship in the ratio of 3:2 seems especially inappropriate for
the description of most African music, which might be better described as
simultaneous accent-patterns superimposed on an implied common denomi-
nator of constant beats.) In listening to the example one may note that there
is a tendency for the last two beats of each group of six bow beats to be
heard with greater prominence. This last factor, along with a gradual
awareness of a slightly unsteady 1lilt in the seemingly even rhythm of the
bow pattern, became increasingly disturbing. Further investigation produced
some interesting results. In order to concentrate on the rhythm alone, the
example was run through a high-low pass filter which excluded all but the
rhythmic stroke of the bow fundamental. This was then fed into a Mark II
Brush Recorder which transcribed these beats on graph paper traveling at a
speed of 50 millimeters per second. The distance between the bow strokes
was measured with the aid of an abstract ruler with 50 sub-divisions to the
inch,
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Many minute differences in spacing between these bow Estrc;kesta{;l}:c:rcd,
but in general the differences were SO small that they :J._V(-?ll'.th Huu . cer e
pattern of even beats with no discernable pattern of deumllr.)]n. ..Ozw ;rf ::ix
distinel pattern emerged, isolating the last two bua;ts‘ of eac 1h Eg,l [I; o
peats. The average distance between beais 4 and b 11‘1 hruetg a.f M s
was 17,9, whereas the average distance between beats 5 and “;::ls t;) .a
difference 4.9 when equated \:Uith :he 5peeddo£ ,:;hi“r::if:uf[:;r;sgzcond o
ariati : imately 1/20 of a second. / p : :
z::;‘ll;u:\l;r?egptl:: (:)xe the lfmlt of human Ipercepti(fln of change, cllffm;(len;::.-c :;mr
error, the so-called "Just Noticeable Difference faclulr“ Any ew‘:l : i1ﬁ~ g
with a smaller degree of variation would not be percew_td by nm.tlna e
mans. This means that the performer in th%s example IS‘ regulmd‘y :mg; e
sizing the last two beals of each group of six by shortening tl{;et 1;, ﬁ:: .
tween 4 and 5 and by lengthening th; d';s:]mme be::zigusonand o i3

j s around the threshold of human p ; _ ‘
. 'i"L;lE: :-.?;setli‘!;n‘iri.ses as to whether the use of rxlechaniclal d?vlce;r t1:‘.01“3
really an aid to the ethnomusicologist. Unless one knuv-:s I(,].ea_r y \I:k arive
is seeking, both mechanical transcription and L'l_.)t‘nl)utel" a.n’alyﬁls W[l\' ‘hg. =
too much information and the results may be_, like any analysis hwtm i
detailed, meaningless. On the other hand, this eJ.(ampie shm.vs t z::j.n;:if 4
cal aids can be a valuable extension of one's n.atwe per“ceptl‘on.t. e(l S)L,ribed
resards the investigation of "Just Noticeable leferenfze pmcfp 101'.1&‘5-“!‘é i
abgve, it might have been possible to observe.sonlm 1rr:egv.;\1‘a,11t3,;)e\.\.':L e
aided ear, but no definitive statement concerning it cou{d ave tﬁ I
without the ald of special equipment. ‘l?lthoufil:m ltth:e::::t (;ifég:fzmtatoois e

itivity ‘ serception will rem ols
il?:selt;léin:;iioal.(r‘);?:ta,‘tﬁslit nof time that we consider expanding the limits of

our natural endowments?
University of Washington
Seattle
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TRANSCRIPTION II: MIECZYSLAW KOLINSKI

Notes and Analysis

The question whether a piece like the present one should be transcribed
in extenso or whether it suffices to select a representative portion of it
might be answered as follows: In many instances il seems admissible (and,
for practical reasons, even necessary) to present only a characteristic sec-
tion of a piece; however, in order to determine which part is to be consid-
ered as particularly representative, it is unavoidable to transcribe and to
analyze, at least in a more or less summary way, the whole piece involved.
In the case of the Hukwe song I followed this approach, omitting in the final
transcription measures 7-24 which, along with measure 6, comprise the first
three out of the nine sections of the song (marked by the capital letters
H-Q).

Before turning to a discussion of the tonal structure of the song I would
like to point out that in my opinion a fruitful analysis of the tonal construc-
tion of music in general and of tribal music in particular is possible only
after certain fundamental questions concerning the nature of tonal construc-
tion have been clarified. All existing tonal structures could be placed be-
tween the following two extremes: At one end of the line we find tone com-
plexes resulting from purely extramusical principles of instrumental con-
struction, at the other end there are well established tonal patterns of strict-
ly vocal origin derived independently of any instrumental prototypes. It is
evident that from a musical point of view the latter extreme rather than the
former calls for a thorough investigation. 'In a previous publication (Kolinski
1957a) I dealt with the problem involved; nevertheless, I would like to brief-
ly touch upon the main points, discussing them from a somewhat different
angle.

The crucial question is: which factors have enabled the tribal singer to
select without instrumental models certain tone complexes out of the unor-
ganized continuity of pitch shades? It is certainly not the physiological
structure of the vocal organ, since the voice is capable of producing with
equal facility a virtually unrestricted number of pitches within the limits of
the tessitura. The selection of musical tone complexes is accomplished by
the organ of sound perception rather than by that of sound production. The
nature of this process cannot be properly evaluated unless the generally ac-
cepted concepts of the main properties of sound have been modified. The
starting point of the new approach was Géza Révész' so-called "two-com-
ponent theory,” further developed by Erich von Hornbostel and Woligang
Kdhler, The decisive merit of this theory seems to me not the splitting of
the property "pitch" into two components termed by Hornbostel "Tonigkeit"
and "Helligkeit" but the isolation of the specifically musical quality which
selects outl of the continuity of pitch certain tone relations characterized by
a more or less close approximation to simple vibration ratios and for which
I suggested the English term "tint.” Although I originally adhered to the
two-component theory which holds that pitch comprises the two subproperties
"tint"" and "shading,” it seems to me more appropriate to maintain the con-
ventional definition of pitch as being the quality which gradually changes with
increasing or decreasing frequency, and to define tint as the quality which is
identical in octave tones and more or less dissimilar in other tone relations.
In other words, tint is to be considered as coordinated with, rather than sub-
ordinated to pitch, while the concept of "Helligkeit," or "shading,” becomes
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superfluous. In a previous article (Kolinski 1962) I contended that, contrary
to the generally accepted concept, not the ratios of the so-called "natural”
or "pure" intervals but those of the "quintal” or "Pythagorean' ones are the
physical equivalent of tint relations. The strongest argument in favor of this
theory seems to me the fact that the grading of "basic" consonance follows
the quintal order which places the major second before the thirds and the
minor third before the major one. Since the Pythagorean ratios are symbol-
ized by the cycle of fifths, the different placement, within the cycle, of tint
complexes reflects the various types of tonal construction. Therefore, it
seemed to me most appropriate to choose the cycle of fifths as the main
framework for a classification of tonal structures (Kolinski 1961; it is ob-
vious that instrumentally derived tonal constructions which consistently com-
prise tone relations incompatible with those symbolized by the cycle of fifths
are not fit to be included in the proposed classification).

Depending on the size of the section needed within the cycle of fifths to
place the tints of a piece under analysis, 12 tonal types have been distin-
guished: the Mono-, Di-, Tri-, Tetra-, Penta-, Hexa-, Hepta-, Ogdo- Type and
so forth. The tetra-type, for example, requires the 3rd degree tint relation
CA, while the penta-type is characterized by the 4th degree tint relation CE.
This type includes the 2-tint complex CE, the 3-tint complexes CGE, CDE,
and CAE, the 4-tint complexes CGDE, CGAE and CDAE, and the 5-tint com-
plex CGDAE. In order to assure adequate comparison, tonal structures be-
longing in a similar type have been represented within a similar section of
the cycle of fifths, In my classification I chose for the penta-type the sec-
tion CGDAE. Since the vocal part of the Kwengo song uses the penta-typic
3-tint complex CGE, I transcribed it in the necessary transposition, indicat-
ing, of course, the original pitch.

Fig. 1. Scale Formula
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The scale formula (Fig. 1; see Kolinski 1961: 43) symbolizest thte rrilg.xg_
features of the tonal structure of the vocal part, n?.mely: S_])(g;ensti;gtp]-lral
tint complex CGE (as mentioned before); (2) Penta—d(z]I;JéMrodr_, e

i i ] rer thir i forming

inence of the minor third EG, the _10“91 ;
?ZE?;:TEH) relatively minor structural importance of I.—}IIE lmfes_l llc:;za(ia "

: : i i the sixth step GE only in -

> of the higher third step EG and . -
.'E‘Ee)c?'li?l the latter being always interrupted by a rest gnd _Lts cc?ml?or‘t:n;&; e
having ’a low degree of adhesion (Kolinski 1964); (6) wide jumps, suc

octaves EE and GG and the tenth EG, occurring in both directions; (7) range .

itones. )
. I?I‘}?:ﬁ:inor third is the most frequent tone steph (?fsqi”}i IOlc}lO&idl:ij;Ee
j i %), the major tent e} an
» third (23%), the octave (19%), t 130w ¢
;?iigl (4%) }ibout one third of adjacent tones are 1‘elt:ilat10nb, 2“131:;(;:31-3
th / ] G. They usually are 2- =
the three lowest tones C, E and . % Bl
;)irz)lrfS‘m;-to';e reiterations are much less [requent, while 4-tone reiterations
' ~eptional. _ . .
o ;‘)iclitelievel formula, which expresses the mutual rclatlon' belufete]n tilee ';111
i i ‘est is 37°:26°. An application of the lev
itial, final, highest and lowest tone, is . _ ¢
;tolrmula approach shows that Hornbostel's thesis of a basic opposmon‘:}}zst—
tween the general direction of melodic movement of Western‘ and norsi-to -
ern music 1'13 untenable (Kolinski 1957b:3-4). Thehrzfotre, ;ltlftlee ns.;.?\e]':;restern
inuati Hornbostel's method to not: -
no reason for a continuation of DLEM SR
i irecti Moreover, a uniform repre z
scale formulas in a downward direction. e orn pr
:E)?i of scale formulas would considerably fa.mhlal:al compsfuatllve 2;3;,;1:::1'(:;“
i ing is o e m -
he method employed in the following analysi -
ture ((f'fm:f.hzuill.ltk‘.ve song, see Kolinski 1964.) Continuous Slrld{_'lEll ch:mgt;elh be
tween the highest and lowest register convey the impression of a rather
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Fig. 2. Melodic Structure of the Vocal Part
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erratic melodic line; however, an an
song shows a high degree of organic
steps employed belong in "recurrent n
and flexures; a pendulum requires at

alysis of the melodic structure of the
coherence (see Fig. 2), 897 of the tone
hovements™ (these comprise pendulum
Jil least three members of alternating di-
rection and of equal size; a corresponding pattern consisting of two mem-
bers constitutes gz flexure).
The following types of recurrent movements are

Hukwe song (compare the identical numbers in Fig.
tion):

represented in the
2 and in the lranscrip-

A. Two pitches (step movements)
1. Up-flexures in the minor third e-g (16, 21) and in the octave e-e

(2)
2. Three member down-pendulums in th
and in the major third c-e (9, 18)
3. Four-member up-pendulum in the minor third e-g (3)
4. Six-member down-pendulum in the major third c-e (23)

€ minor third e-g (7, 12, 26)

B. Three pitches (mixed movements)
5. Up-flexure (step + line) in the minor tenth area e-g-g (4, 8, 13,

17, 22, 27)

6. Three-member down-pendulum (one up-line) in the oclave area
g-e-g (25)

7. Fou

r-member up-pendulum (one up-line) in the octave area g-e-g

(6)
C. Four pitches

8. Mixed up-flexure (line + step) in the tenth area e-g-e-g (15)
9. Homogeneous down-line flexure in the twelfth area c-e-g-p (5)

D. Five pitches (line movement)
10. Heterogeneous down-flexure in the twelfth area c-e-g-e-g (14)

A most characteristic feature of melod
Or more recurrent movements are linked to larger complexes, As far as
the HMukwe song is concerned, it might suffice to consider only sections
K and L. An initial non-recurrent step (1') leads in a linear nexus to a
complex of eight recurrent movements (2-9): they are connected with one
another in direct nexuses: 2-4 and 6-9 in 1st depree nexuses (one common
tone}, 5-6 in a 2nd degree nexus (one common step), and 4-5 in a 3rd de-
gree nexus (two common steps).

Depending on the mutual level relation of two or more successive di-
rectly connected recurrent movements, we may discern four categories of
movement complexes: the standing, h:m_glvg,_z__tangel}@ and overlapping.

In a standing complex the lower level, in a hanging complex the upper level
of the recurrent movements is the same; in a tangential complex the oppo-
site pitch levels of twn adjacent recurrent movements are the same; in an
overlapping complex the ranges of two adjacent recurrent movements over-
tween the recurrent movements we

g and hanging complexes, between
and with regard to tangential and
and falling configurations. In the

it movement is the way two

may distinguish: with regard to standin
widening and narrowing configurations,
overlapping complexes between rising
Hukwe song the recurrent movements -8 form a widening standing complex,
2-4 a low-centered standing complex, 4-6 3 low-centered hanging complex,
6-7 and 8-9 each a falling tangential complex,
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The instrumental accompaniment on the braced musical bow has a two-
part texture. The lower line employs two Iundamental:s, notated as smu.lll §
and small e; the tone material of the higher line consists almost exclusw{elg_,r
of three pitches (g, b, and ¢) produced as overtones of the two fundnmcn%o..llb.
g is the 3rd partial, c the 4th partial of the fundume_nlal ¢, b the 3rd par t.1.?l
of the fundamental e. The perhaps unintentional uvel‘lfjlie e in meusure‘ 4 l.h.
the 2nd partial of the fundamental e. The tone material of the vuca‘l part I.b.
well integrated within that of the instrumental parts .(scc Fig. _3). The l(.)wm
instrumental part forms a continuous step pendulum in the major thir? c-e.
Fig. 4 represents the melodic structure of the overtone part. The only non-
recurrent movements are the fourth steps 7 and 11.

(vertones

iy

Iig. 4. Melodic Structure of the Overtone Part

The following types of recurrent movements occur in the overtone part:

A. Two pitches
1. Up-flexure in the major third g-b (6)
2. Three-member up-pendulum in the fourth g-c¢ (1)
3. Three-member down-pendulums in the minor second b-c¢ (2, 4, 8,

12) and in the major third g-b (10).

B, Three pitches (mixed movements starting with the down-line c-b-g
and avoiding the up-line g-b-c)
4. Three-member pendulums (5, 9)
5. Six-member pendulum with alternating down-lines and up-steps
(3, similar to 9)
6. Eight-member pendulum (13)
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Section K consists of a combination of an extended hanging complex (1-5)
and a standing complex (5-6). In section L the hanging complex 8-9 merges
with the standing complex 9-10, while the hanging complex 12-13 is similar
to 2-3, except for the extension in 13 of the pendulum 3 by two members.

Before proceeding to an analysis of the metrorhythmic and formal struc-
ture of the piece I would like to suggest the following definition of rhythm
and meter: Rhythm is organized duration, meter is organized pulsation
functioning as a background for the rhythmic design. Contrary to the gen-
erally accepted concept which identifies meter with a more or less regular
distribution of accents, it seems to me that neither accent nor stress rep-
resents a constituent element of meter, In fact, the accentual approach has
caused a great amount of misinterpretations of metrorhythmic structures
(Kolinski 1960).

The song consists of nine sections (marked by capital letters) and is
provided with an instrumental introduction and coda. The sections represent
performances of the same phrase with more or less significant variation.
Vocal and instrumental part form an organic whole, although tune and ac-
companiment have contrasting structures. Except for the rests in the intro-
duction and coda, the bow produces an uninterrupted succession of virtually
equal durational values, notated as eighth notes. Against this background the
vocal part employs a variety of values which may be expressed by the dura-
tional formula 8:6:4:3:2:1.

The meter of the vocal part is an unmistakable 3/4. The rhythm is
preponderantly commetric. Half notes occur only on the lowest two pitches
and cover the first two beats. Quarter notes function as upbeats and fall un-
usually on the third beat. Characteristic is the inverted dotted pattern
eighth-dotted sixteenth, which frequently opens the measures. The phrases
K-N comprise 6 measures each. An extension of phrase O to 9 measures
is balanced by a shortening of the final phrase P to 3 measures. There are
other instances of balanced organization: In the phrases L-N the high g is
reached on the 1st beat of the 1st measure and on the 3rd beat of the 2nd
measure, At the beginning of phrase K the high g is replaced by the low e;
however, another high g appears instead towards the otherwise low end of
the phrase. As a result, the high g occurs again twice within one 6-measure
phrase. On the other hand, the 9-measure phrase O employs the high g three
times. Each three measures constitute a formal unit: phrases K-N consist
of two, phrase O consists of three such units, while the final phrase P is
limited to one single unit.

This formal organization is correlated and emphasized by the structure
of the instrumental part. Let us first analyze the line composed of the two
fundamentals C and E. If we examine the order in which tone reiterations
and single tones follow each other, we arrive at the following self-explana-
tory picture (numeral 1 represents a single tone, numerals 2-6 express the
extent of tone reiterations):

K (=M=N) a) 6 411 42
b) 213 411 42

L a) 6 411 42
b) 123 411 51

O a) 6 411 42
b) 213 411 42
c) 218 411 42

P a)6 411 42
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It may be added that the transitions from one measure to the next one are
always accomplished by a step and not by a tone reiteration. The scheme
consistently used throughout the piece is [{CE EC EC jf.

An analysis of the overtone line gives us a further insight into the met-
ric and formal structure of the piece. Particularly indicative is the function
of the tone G. Except for the coda, the G appears exclusively either as the
I1st and 4th or as the 1st of 6 eighth notes comprised in one measure, This
distribution of G clearly points to an intramensural organization into 2 times
3 eighth notes; in other words, each 3 eighth notes form a motive, except
for the third measure of the introduction and the last measure of the coda
{(in the transcription the motives are marked by the letters h-s). The follow-
ing chart shows how these motives are integrated within the formal siructure

of the song:

K (=N) a) mm op mq
b) im op mn

L a) mh op mg
b) nm op mj

M a) mm op mg
b) jm op mm

O a) mm op mn
b) jm op mn
¢c) jm op mn

P a) mm op mn

The persistent placement of measure op in the middle of each subphrase,
contrasting with all other measures by the lack of the structural G, empha-
sizes the strict formal organization of the song into a continuous series of
three-measure groups.

At first sight it would seem that the song represents a striking instance
of polymetric construction: a 3/4 meter of the vocal part standing against a
/8 meter of the instrumental part. However, there is a problem of general
importance involved which challenges an unconditional polymetric interpreta-
tion of the piece. Gestalt psychology has made us aware of the fact that per-
ceptions cannot but differentiate between figure and background. In regard to
a metrorhythmic complex like the present one this phenomenon means the
following: Although we are quite capable of perceiving simullaneously two
patterns organized in 2 times 3 and 3 times 2, our mind automatically es-
tablishes a hierarchy of the two patterns.

Often an identical performance of such a piece of music may be interp-
reted in two metrorhythmically different ways. Let us take a well known
example with a metrorhythmic structure somewhat reminiscent of that of the
Hukwe song; I am referring to the Chopin waltz (Op. 42 in A flat major)
with the nickname "Waltz in 2/4." If we interpret the 32 measure phrase
which follows the introduction in the correct 3/4 meter, the accented 4th
eighth note of each measure of the right hand pattern functions contramet-
rically against the commetric left hand pattern; if we interpret it as being
2/4, the accented 4th eighth note of the right hand pattern functions commet-
rically and the 2nd and 3rd quarter notes of the left hand pattern contra-
metrically. DBut it is inconceivable to perceive one and the same note at the
same time commetrically and contrametrically. The seemingly paradoxical
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;:;g?c;iis;?n[;s tht:;;t str.ictly ‘speaking simultaneous polymetric structures do
e mele pe:fl;lrm:r St?ﬁ;ﬂ?srgf ttlrl:(-z3 lIi_Istlfner. ) The same situation arises for
: F ukwe singer, who i im-
;e;if;n;e):ogab%y interprettlx the organization of thes instrumeﬁiloinni?;f:e:l;ito
b eighth notes in a conu-amletrical sense, that is, as 3/4, unless he
or 1pates the vocal meter to an instrumental 6/8, Yet if singer and
compam.st were two persons, they could quite well perform pc:lymetrica_llac-
120 ig ;}E%.clc:urse o‘f the piece .the met_ric pulse accelerates from quartery;
; however, an essential portion of the song maintains a steady 152
quarter.. The tempo figure (which indicates the average amount of eop : i
notes within one minute) is 156 for the vocal part and 304 for the insntizcunve

mental part. Tempo ficur ? :
e po figures (Tf) can be calculated by means of the follow-

No times Mf
Tf = ———== "
Mu

No meaning the total number of consecutive notes, M{ the metr

and %;{Ie total number of metronomic units (Kolinski 1959)
‘inally, the great excitement with which the si .

_F inger s g

his piece ought to be mentioned, ERERHEE

onome figure,
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TRANSCRIPTION III: GEORGE LIST

Introduction

In a paper previously published in this journal T wrote as follows:

.. Stranseription is a prerequisite to certain types of ethnomusicological
studies, but not necessarily to all types. 1t is n prerequisite when it is
desired to make detailed comparisons of certain aspects ol musicul events,
Among these are...mode, melody, form, ete,

The materials presented in this colloguium represent a demonstration of the
means by which four scholars individually approach the transcription and
analysis of a single musical performance. As such they are necessarily
limited in scope. Transcriptions of one musical event only, no matter if
made by a dozen scholars, are insufficient in themselves to produce valid
data concerning a particular musical style and are certainly an insulficient
basis for comparative studies. Any discussion of the relation of the music
to the culture or of language-music relationships has also of necessity been
omitted. The omission of consideration of the text of the song is particular-
ly unfortunate since musical accent is often determined by vocal accent.
Considering the limitations imposed, I assume our endeavors are directed
towards throwing some light upon the validity and utility of various transcrip-
tion and analytic techniques as applied specifically to the music at hand and
to traditional music in general.

I am not qualified to offer a judgment as to whether or not the per-
formance under discussion is typical of African music in general or of Bush-
man music in particular. The rhythmic complexity and independence of the
two parts, I should think, is a reasonably common characteristic of African
music. Since this rhythmic complexity seems a major aspect of the per-
formance, I have utilized a special type of score of three staves., The more
complex vocal part is notated on two different staves, the lower indicating
the internal phrasing of the vocal part and the upper its rhythmic relation-
ships to the simpler bow part.

The transcription presented here was made playing back the recording
on an Ampex 350 tape recorder. Playback at half the original speed was not
found fo be very advantageous since the vocal part seemed distorted at the
slower speed. The lower pitches were particularly difficult to identify. On
the other hand, it is extremely difficult to transcribe the bow part, and to
some extent the vocal part, at the original speed. I therefore reduced the
speed by changing the electric supply to 53 cycles rather than 60 through the
use of the electronic drive in the laboratory of the Archives of Folk and
Primitive Music. This facilitated transcription considerably. DBefore seltling
upon this speed as the most efficacious for the purpose, I had listened to the
recording at the following speeds of playback: 15 ips as originally recorded,
15 ips at 53 cycles, 7 1/2 ips at 60 cycles, and 7 1/2 ips at 53 cycles. Itis
interesting to note that the pitches heard by the transcriber for the same
phrase varied considerably during playback at the different speeds.

After notating at the slower speed I checked the transcription while lis-
tening at the original speed. I then elided all details which I could not hear
at the original speed and, in some cases, changed rhythmic patterns to con-
form with my impressions of them as now heard at the original speed. The
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pitch and rhythm, the second was relalively simple. In each case the ten |
stanzas were then combined into a reconstructed or archetypal stanza by :
eliding all phenomena which did not occur in at least 75 percent of the ten

stanzaic tunes. The two archetypal tunes produced by this means were ex-

actly the same. The details offered in the more complex first transcription

set but not in the second were all elided in the process of reduction.

It will be noted thal in the present transcription I have used various e
signs and symbols as needed to indicate pitches differing from those of equal !
temperament, indefinite pitches, ete. The selection of one symbol rather I

than another for use for this purpose was based upon the following guiding
principle. Signs or symbols already in common use in musical notation in
Western culture have not been assigned any meaning past that already gen-
erally understood. When no sign in common use in our Western music is
adequate to represent the phenomenon being nolated, T have utilized a sign
that has been invented by an ethnomusicologist or I have invented one, Fol-
lowing this principle I have expressed sharp and flat pitches by the use of
Bartok's upward and downward pointing arrows rather than Hornbostel's plus
and minus signs. The minus sign is similar to the tenuto mark and can
easily be mistaken for it. I have used a simple slant line to indicate porta-
mento or glissando rather than the double slur used by Hornbostel and others
or the jagged lightning-like line used by Barték. In my opinion, the slur
sign, whether single or double, should represent a slur, not a portamento or
a glissando. I have used the simple slant line to indicate the latter since it
is already in use to express a glissando on the violin or the harp. Again,
in representing an indefinite pitch I have preferred to use an x with stem
and flag rather than one of the other signs in use by ethnomusicologists.
This sign is already in fairly common use in our music to indicate the in-
definite pitch of speech sections occurring in vocal music,

The tonal aspects of the analysis are based upon theories advanced by
Paul Hindemith? The differential tones utilized in determining the roots of
harmonic and melodic intervals are a type of combination tones. However,
the differential tones are physiological rather than acoustical phenomena.
They do not exist as sound waves in the atmosphere but are produced by the
internal ear under the stimulus of sound waves. The cps of a differential
tone of the first order is the difference between the lower and higher pitches
of an interval. For an example of how a differential tone of the first order
is produced let us consider the interval of an octave, e'-e? found in Ex. 4
in the following Notes. If e? is 640, e! is 320. By subtraction we secure the
difference, 320. The differential tone thus reinforces the lower pitch of the
interval. A differential tone of the second order represents the difference
between an acoustical pitch and a differential tone of the first order. In the
octave only one differential tone of the second order is produced since the
relation of the differential tone of the first order to the lower acoustical
pitch of the octave is a unison. Subtracting the cps of the differential tone
of the first order, 320, from the upper acoustical tone, 640—again the dif-
ference between e? and e'-we secure the same cps for the differential tone
of the second order as that of the first order, viz., 320,

Differential tones produced by intervals sounded on certain orchestral in-
struments are more audible than those produced by other means. Orchestra-
tors are aware of the effects produced by differential tones. When the tuba
is scored a perfect fifth below the bass trombone, an audible differential tone
an octave lower than the pitch sounded by the tuba is produced. This pitch
may be lower than any the tuba itself is capable of sounding.
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Since the inner ear of all men is similar

;gztesnlf"c t;mdihle to some exlent to all men. Theories based upon their ef-
e li Lmefore be justifiably cemployed in the analysis of the music of
€ Bushman or of the German Romantic movement.,
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- = Not more than a quarter step flat
>J = Pitch indeterminate
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Second piteh is dynamically weak

Notes on the Transcription of the Hukwe Song
s — ——2aScriptlon of the Hukwe Sc

As a means of illuminating the rhythmic complexities of the perform-
ance, a score of three staves has been employed. The upper stave of the

score represents the bow part. The middl
5 e and 1
vocal part notated in two different manners. TR Ree amreenle

The performance on the musical
ne regular repetitive accentual patter
been inserted in the upper and m
only. The dolted bars do not nec
patterns. The 'pulse measures'
which are listed below:

bow exhibits a fairly regular pulse but
ttiern or meter. The dotted bar lines have
iddle staves for convenience in reading
essarily demarcate accentual or metrical
contain three pulses with three exceptions

1 ils e AgUra
) (],‘lll]b(;:wrii::m es 18 and 19, two and four pulses respectively. This asymetri
& 18 necessary to accommodate the notati ' et ) )
o . E ation of the 3
2) Pulse measure 128, Only two pulses occur, R,
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Changes in accentual patterns in the bow part from groups of three
pulses to groups of two pulses are indicated by the organization of the
beams and by placing the stems and beams below rather than above the
notes. (See, for example, pulse measures 14-15.) Since there is liltle dy-
namic accentuation in the bow part, the phrasing has been developed primar-
ily from tonic accentuation (the occurrence of the highest pitches) and from
repetitive patterning.

In the middle stave the vocal part is notated in pulse measures to co-
ordinate with the bow part. In the lowest stave the vocal part is phrased
individually., Dynamic accentuation is strong in the vocal part. However, the
phrasing reflects tonic accentuation and agogic accentuation (the occurrence
of the sustained pitches) as well as dynamic accentuation.

The pulse measure numbers beginning with 101 are given for convenience
in analysis only. These numbers do not represent actual chronological num-
bers of the pulse measures in the entire performance.

Roman numbers represent statements of the melodic material which are
simultanecusly the strophes of the song. Other textual factors were not taken
into consideration in making the transcription. Pitches or glides on nasal or
glottalized phones were notated when they seemed melodically significant.
The accidentals in the signatures apply to all octaves.

"A. General formal organization,' in the following analysis, is based upon
the entire performance. The remaining analysis is based upon the material

transcribed only.
Analysis

Formal Aspects

The performance is a song with instrumental accompaniment. The vocal
part is strophic., The ostinato-like instrumental part is continuous during
the vocal performance, providing an introduction, a closing section or codetta,
and interludes between the strophes.

A, General formal organization

1. Introduction

a. The two initial bow groups seem to be a test of the instrument.
¢ b. Beginning with pulse measure 1 the performer establishes the
) ostinato-like bow accompaniment and a proper tempo for per-

formance.
c. During pulse measures 10-15 performer hums melodic material

not clearly related to the following melodic statements. This
section possibly serves as a "warm-up" for his voice.

2, Strophic statements
a. The strophes contain three melodic patterns of differing lengths
as follows:
A = Pattern beginning on pitch C or E, dropping to E and ca-
dencing on C,
Octave drop from E with or without following pitches,
A close of the statement containing one, two, or three
pitches ending on C.

B
C
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b. The strophes are organized internally as follows:

L ABC V. ABC

moABC VL ABC

ol ABC B VIL ABCCCB

IVv. ABC VIII. A B (possibly incomplete)

3. Close

a. The ostinato is cut off abruptly, pulse measures 126-129,
b. Aftf.-r 4 pause, a codetta is added utilizing different melodic ma-
terial, pulse measures 129-132.

B. Formal organization of the bow part

1. The bow part exhibits a generally free combination of a number of

pitch patterns of which the following are the most comn Ir
of three pitches: o eroues

= AGE (pulse measure 1)
= G GE (pulse measure 3)
= AAE (pulse measure 5)

MBS

- There is also fairly frequent use of groups of six pitches divided

into three duplets which form a hemicla-like contrast to X Y 2.
The two following are the most frequent in the sections of the per-
formance transcribed:

P = AA GG GE (pulse measures 14-15, 20-21, 23-24, 38-39)

Q = AA GG GG (pulse measures 42-43, 106-107, 124-125)

n

. The three-pitch or Six-pitch patterns rarely appear in succession.

The exceptions are listed below,

a, 353 appears in succession in pulse measures 7-8, 25-26, and 31-
b. Two differing six-pitch patterns appear successively in pulse
measures 122-125,

C. Relations of the bow and vocal parts

1.

2.

There seems to be no melodic relationship between the two parts
as far as the utilization of the same melodic material is concerned.

More freqﬁently than not, the six-pitch patterns of the bow part
are associated with the last or cadential elements of A, B, and C.
Examples follow. o B

a. Statement I

A is associated with P (pulse measures 20-21)
B ?s associated with P (pulse measures 23-24)
C is associated with the pattern GG GG AE (pulse measures 28-29)

b. Statement II

is associated with X - Y (pulse measures 35-36)
1s associated with P (pulse measures 38-39)

is associated with Q (pulse measures 42-43)

10l
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Rhythm and Meter

A. Durational values
1. The bow part exhibits only one durational value, the eighth note.
2. In contrast, the vocal part shows many duration values, half note,
dotted quarter, quarter, quarter note triplet, eighth and sixteenth
notes.

B. Meter or accentual patterns

1. The bow part exhibits duple and triple groups only, 2/8 and 3/8.
2. In contrast the vocal part shows a variety of accentual patterns.

C. Succession of accentual patterns :
1. In the bow part a change in accentual pattern occurs in approxi-
mately 10 percent of pattern successions.
2. In contrast a change in accentual pattern occurs in approximately
50 percent of pattern successiocns in the vocal part.

D. Accentual relation of the parts
1. Metrical accent, the initial accent of accentual patterns, coincides
in the two parts in somewhat over B0 percent of the performance
analyzed. Thus slightly less than 40 percent of the initial accents
of the accentual patterns in the vocal part produce an effect of
syncopation, (In making this last analysis a 2/4 measure was con-
ceived as containing two accentual patterns of 2/8 each.)

Scale
A. THe scale of the bow part is tetratonic. The G is slightly superior
to the A in sum of duration values (less than 10 percent) and is the
final. On the other hand, the A occupies a greater number of ac-
cented pulses. The sum of durational values of the E is considerably
less than that of G or A. The C occurs only twice.

—f
:@_:T‘F—ﬂ"’& P
D) d b

Example 1

B. The scale of the vocal part is tritonic. The sum of the durational
values of C is somewhat over 20 percent greater than that of E. The
lower C occupies the final position in all but three of the total
phrases analyzed. The sum of durational values of A is small.

Fal
1 [l Iy
"l T i |
Il halll 1 1
74 1 I :-’-I i i
b4 o <
Example 2
C. The combined scale is given below.
A © Ho
k¢ F - ——
e
y S T G _._.._,__%_

Example 3
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Harmony and Tonality

Interval

Differential Tones

Root

A. Theoretic basis of the analysis

In his Craft of Musical Composition, Vol. I (1945), Paul Hindemith of-
fers a method of determining the roots of intervals, These are de-
Flved from the differential tones produced when the two tones of an
interval are sounded simultaneously. By extension these roots may
be applied to melodic intervals as well. d

The chart below _gives the first and second order of differential tones
produced by the intervals heard in the sections transcribed of the
performance and the derived roots,

© = differential tone of first order

® = dilferential tone of second order

Example 4

The Qiffel"ential tones of the second order are weaker than those of
the first order. It will be noted that inversions of intervals have the
same roots as non-inverted intervals. The interval of the major sev-
enth and its inversion have been omitted from consideration ;1ue to
their harmonic ambiguity,

B. Harmonic roots
1. Of melodic intervals

a. The harmonic roots of the melodic intervals in all pulse meas-
1:11-05 of the bow part with the exception of 130-131 are :A: and
‘Ei. The roots of the intervals heard in pulse measures 130-

) ,11,?]1 z;lre :C: and E: (Note: :C:=:.C sharp:.)

d & harmonic roots of all melodic intervals OCE
ol i vals of the vocal part

2. Of harmonic intervals

a. Piscounttng the major seventh and its inversion, the harmonic
intervals heard between the two parts produce the harmonic
roots Az :E: and :C:.
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C. Tonal implications
1. Of the individual melodic parts

Judged by the frequency of the occurrence of the roots of the
melodic intervals, the tonal center of both the bow and vocal parts
is :A:.

2. Of the harmonic texture

Judged by the frequency of occurrence of the roots of harmonic in-
tervals, the tonal center is A. The roots :E: and :C: appear with
almost equal frequency. Their combined frequency is slightly larger
than that of :A: alone.

3. Formal considerations

a. The entrances of A are associated with all three roots, those of
B with the roots :A: and :E:, those of C with the root :A:.

b. The closes or cadences of A are associated with the root :C:,
those of B with all three roots, those of C with :C:.

c. In the sections transcribed the root progression :A:-:C: is in-
variably associated with the close or cadence of A and with that
of C which is, itself, the closing phrase of the statements or

strophes.
4, Summation

a. Combined, the harmonic and melodic roots produce the tonal
center :A: which constantly shifts to the tonal center :C: at im-
portant cadential points. When, in addition, the importance of
C as a melodic tone is considered (see Scale above) it would
seem that the tonal centers :A: and :C: are of equal importance.

b. It should be noted that the codetta, pulse measures 130-132, aft-
er an initial :C: root, exhibits only :E: roots,

Summalticn of style characteristics

The performance exhibits a rhythmically and metrically free tertian
vocal meledy of a large range associated with a continuous instrumental part
utilizing only one rhythmic value and only two metrical patterns. The bow
melody is of a restricted range.

The bow and vocal parts are individually integrated by repetitive use of
melodic patterns. In the bow part the integration is accomplished by the use
of a limited number of short patterns and by the use of only two differing
accentual patterns. In the vocal part a variety of melodic patterns is inte-
grated by means of a strophic formal organization.

However, the two parts are completely independent melodically. They
also exhibit great rhythmic and metrical independence although somewhat
more than half of the accents of accentual groups in one part coincide with
accents of accentual groups in the other part. This coincidence may or may
not be with like accentual groups.

Formal aspects of the performance act primarily to integrate the in-
dividual parts. The melodic, rhythmic, and metrical aspects of the two parts
in combined performance are generally contrastive in nature. The principal
element binding together the two parts is a bi-tonality in which two different
roots act as organizing forces, a bi-tonality which is more chronological
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than simultaneous in nature. In the complex texture :A: i ing

fqot ir_wariable tonal center during the bu]I.Jk of the perfurninzte Wﬁi}i?;m‘ént ibsut
invariably the tonal center at all important cadential points, The cad:en‘tia.l

clharac_ter of this shift in tonality is further defined by the frequent associa
tion with it of 3 x 2 rather than 2 X 3 accentual patterns in the bow part ‘

Indiana University
Bloomington, Indiana

TRANSCRIPTION IV: WILLARD RHODES

Notes and Comments

In transcribing the piece of Hukwe o
accurate and legible notation of what
result of many repeated "listenings"

wsic I have attempted to present an
I have heard. The transcription is the
over a period of time and represents a

Introduction,
Harmonics

* .
The voice ond bow sound ane octave lower than notated.
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minor revision of the manuscript shown at the 1963 symposium. The prin-
cipal changes consist in 1) the addition of the melody of harmonics which
was not audible to me until I was able to play the original copy of the tape
at 15 i.p.s. with adequate amplification, 2) the deletion of one measure of
music near the end of the piece which does not exist, but somehow found its
way into my original transcription, and 3) the designation of an introduction
and a coda, and the numbering of measures to make easier the comparison
of my transcription with that of Garfias, with which it is in closer agree-
ment than with those of List and Kolinski.

The A of the pitch pipe sounded at the end of the tape has determined
the tonality in which I have notated the piece. The constant repetition of the
F of the struck bow string in alternation with the A of the shorter segment
of the string clearly establishes F as the tonal center of the piece. Though
I have used the G clef for both the voice and the bow, they are heard one
octave lower than indicated, except the melody of the harmonics which sounds
in loco as notated.

I have regarded the fundamental tones of the bow, F and A, as the basic
accompaniment of the vocal melody. The counter-melody of harmonic tones
is undoubtedly of considerable importance to the musician since he controls
the pattern by his manipulation of the calabash resonator against his dia-
phragm, but this line is so delicate and faint on the tape that it was with
difficulty and some misgivings that 1 was able to notate it, The absence of
notes in the harmonic line signify that at those places I heard no overtones. The
notes in the vocal line in parentheses were not audible to me when the tape
was played at the speed at which it was recorded, but were heard as tonal
grunts when the speed was reduced to 7.5 i.p.s. Following the two measures
of introduction the rhythmic pattern of the fundamentals of the bow is so
regular that I have indicated a meter of 3/8, two measures of which could
well be regarded as a unit of six pulsations as Garfias has done.

The transcription is a broad one as opposed to a narrow one, and I have
attempted to notate only those features which I considered essential to an
understanding of the form and style of the piece. I was keenly conscious of
the minute variations of pitch, dynamics, and rhythm of both the bow and the
voice, but I found them so small as to elude accurate notation with our pres-
ent means. I am inclined to think of these details as minutiae of the per-
formance and not of the piece itself. Only by comparing this piece with
others performed by the same musician and by other musicians in the tribal
group would one be able o ascertain whether these features are basic to the
tribal style or the idiosyncrasy of this particular musician.

The relation of the text of the song to the vocal melody is important and
a knowledge of the language would probably have aided in the transcription
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and explained certain features. No attempt was made at analysis although a
cursory reading of the score provokes questions and problems that demand
study; the hemiola, the variation of the vocal line, the patterning of the fun-
damentals of the bow and the harmonic melody.

The experience of transcribing this piece has been another reminder of
the inadequacy of ocur means of accurate and objective notation and the prob-
lems that confront the ethnomusicologist in his work. The human ear has its
limitations. I do not know at what vibration and dynamic level my hearing
stops, but I know that it has its limits as does the hearing of everyone. This
variation of aural limits is a factor that must be recognized. The melograph
in its present state of development is unable to transcribe music beyond the
monophonic stage. The capriciousness of the play-back of tape recorders
with their various controls, the differences of fidelity between machines, and
the lack ol adequate equipment and technical engineering assistance have
plagued this transcriber. It is apparent that if the ethnomusicologist is to
avail himself of electronic equipment in his work, he must either prepare
himself in the theory and use of this material or enlist a body of scientists
whose musical interests are sufficient to involve them in a collaboration that
can prove rewarding to them as well as to the ethnomusicologist.

Columbia University
New York

REPORT OF THE CHAIRMAN-MODERATOR

, Charles Seeger

Fl

Unfortunately, there was no rapporteur for the Symposium on the nota-
tion of the Hukwe song. As Chairman, I should have appointed one but did
not—nor did anyone else, as far as [ know—realize at the time how signifi-
cant the project would turn out to be. In lieu, then, if a proper report I of-
fer here only a brief comparison of the duplicated papers presented at the
meeting. It will be strictly objective and factual. I assume no valuative
function whatever toward the jobs performed by the four transcribers. I do
not feel it incumbent upon me to provide another transcription and or analy-
sis against which the others might be checked.

The four notations at my disposal, with the exception of Rhodes's, of
which I have received a slightly revised version, are without alteration.
Messrs. Kolinski and List have amplified but not altered their already ample
analyses,

As was expecled, the four participants, whom I shall desiznate from
here on as G, R, L and K, varied in their understanding or interpretation of
their assignment. G and R presented notations of the whole song such as
are conventionally published, along with many other similar items, in any
paper or monograph, "On the Music of the. .. ." Neither seems to have felt
that the assignment called for the musicological analysis and ‘or documenta-
tion that would normally frame their notation in any such publication. L and
K, on the other hand, seem to have felt thal the assignment required or at
least invited an analysis worthy of the complex organization of the littie
piece. Both studied the whole song and its accompaniment; but neither felt
that he was called upon to present a notation of the whole. Unfortunately for
this rapporteur, K made a substantial cut at the beginning and L, a slightly

s
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more gtlbstantial_ one al almost the exact point where K's ended. This has
lefl a scant section just before the end for which alone we have notations
from all four transcribers. Of these, I have aligned ten g Mmeasures each of
((; and K and twczty g each of R and L in such a way that agsreement and
1sagreement in detail can readily be shown (See accompanyi i

: : n :
view of the four notations). S

Bhythmic Materials, Bow-part. All four transcribers perceived the tem-
PO giusto of the bow strokes and laid out their work accordingly., G uses
quarter-notes, the rest, eichths, MM, figures by the latter three are given
variously for quarters and dotted quarters. Thus we have very close agree-
ment upon a tonos protos:

R — eighth note = 324-334 at his measure 4;
]: — (-.l;_-,'hm note = 2-Et‘_; at the beginning, quickly accelerating to eighth note = 312;
K — cighth note = 240-320. over all, but for the most part eizhth note = 304

G and K distinguish measures of six tp and mark them with conventional
bar-lines. The former uses no Signature; the latter, one m"'(‘é and explains
placement of the bar-lines as enclosing two eighth-note pattegns that- are
n;ereli,r pulsations and rejecting accent as, by definition, not a determihnam
ol meler,

R and L distinguish measures of three tp. The former uses convention-
al bau--.lines and a metrical signature of g the latter, dotted bar-lines "fOr‘
cum'en.wnce in reading only” and no metrical 51g1121tu1;e. “Since there is little
dynamic accentuation in the bow part,” he writes, “the phrasing has been de-
\'elflpecll from tonic accentuation (the occurrence of hichest pitcﬂes] and from
repetitive patterning.” This results in the placement of his dotted bar-lines
one tp. later than are the solid bar-lines used by the other three transerib-
ers, giving the bow-part an anacrustic instead of thetic beginning and a
nlmsculinc rather than a feminine close, though this seems {,L: be 0? no par-
ticular importance in the case, owing to the improvisational nature of. both
beginning and ending.

Voice-part, L does find, however, strong dynamic accent in the voice-
part; and on an extra {lowest) staff writes it with conventional bar-lines 'and
metrical signatures, thus implying that both tonic and dynamic accentuation
nlmy be determinants of meter. K finds the voice-part in ternary meter and
gives it a metrical signature of Thus he finds a hemiola relationship be-
tween its three groups of two and the how's two groups of three. Further-
more, he finds the voice part anacrustic as over against the thetic bow part.

Tonal Materials. None of the four transeribers distinguish between the
tc_mal materials of the voice and bow parts. All are acreed that there is a
p_ltch base, tonal center, axis, most important pitch, nost commonly sounded
pitch level, or whatever, which is nearest to the -standard equal-tempered F
G, L and K give this as a fifth below, R as a fourth above middle C. G £
and R wrile the sang "as it sounds”; L transposes the F U;J to an A_'read
8va bassa, for convenience: K, up to C, to conform to the presentaﬂ;n he
has made of the classification of possible modes in the equal-tempered duc-
decuple octave scale.

All transeribers heard complexes of pitches from the strokes of the bow
G _Speaks of "higher and lower partials,” but notates only a low part. R )
writes a low part throughout but gives some higher p]'.t{":l.‘ES, L speaks of
"differential tones" of first and second orders, but notates only a hich
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OF A SINGLE PASSAGE IN HUKWE SONG
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SYNOPTIC VIEW OF THE FOUR NOTATIONS
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bow -part. K writes throughout both a high part, agreeing 80% with L's high
part, and a low part, agreeing 100%, in our "synoptic view" with G's low
part. R's notation varies slightly from these.

As anyone who listens to the record must perceive, the voice part is
the more difficult to notate. The variance among the four notations is evi-
dence of this, See, especially, the low notes in K's measures 53-56, which
were not notated in the other three transcriptions.

Since K alone deals with tonal modality, it need not concern us here,
for his published papers on the subject are readily available.

Form. Both L and K have dwelt at some length upon the form of the
song. If both had made available to us their notations of the whole length
this report could have been more complete. For these transcribers show,
both in their analysis and in the brief passage in which we can align the two
notations, perception of an elaborate melodic patterning in the bow-part.
Without such complete notations, however, it is not clear how L's eight
"strophes" and K's nine "sections' do or do not correspond. See, for ex-
ample, in the synoptic view, that L's strophe VII and K's section O (in his
original notation, VIII) exactly coincide. As it is, L notates and analyses
only his "statements' I and II, and K, only his sections K - P (originally,
IV - IX). Both of these transcribers perceived also recurring motives of
triolets in the bow part. K's analysis, indeed, displays the performance as
a veritable ricercar of an intricacy that would have pleased Okeghem. See,
for example, the twin tabulations of his sections K - P, one in terms of sin-
gle tones and reiterations, the other of pairs of triolets.

L'envoi. Having withheld all critical judgment of transcribers and their
contributions, I now turn—but not until I tender the former expressions of
most sincere appreciation and admiration for their ingenuity, industry and
courage--to consideration of the project of holding such a Symposium. This,
at last, elicits a critical judgment, namely, it was, to me personally, the
best session the Society has held at an annual meeting and my hope is that
there will be more like it. It has taught us some lessons.

First, I must say that one very important element was missing: the
words of the song. According to instructions from the Program Chairman
the four transcribers omitted the text of “Du: from their considerations.
However, the words were available even if only in primitive and inadequate
form (see England's remarks on the matter, p. 224). The question is: would
their integration in the transcriptions have made any difference? Frankly, I
do not know. But we cannot assume it would not. From a practical view-
point, only a linguist expert in the particular language could fit the words to
any of the four transcriptions. And in this, he would probably need the help
of the transcriber. Lesson No. 1, then, is: if we schedule another such
symposium, the item chosen, if a song, should be one in a language likely to
be commonly enough known in university linguistic circles to permit the
transcribers to find help without travelling too far from home,

Second, we should specify complete transcription of the whole item cho-
sen,

Third, all the transcriptions should be accompanied by detailed explana-
tion of the meaning of the symbols used.

Fourth, the transcriptions and any accompanying analyses should be made
available a month before the meeting to a discussant who will do what I have
tried to do here, i.e., prepare a comparative summary to stimulate and guide
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general discussion and keep it relevant to the purpose of the project. Per-
haps two sessions should be devoted to the symposium: morning, presenta-
tion by the transcribers; afternoon, summary, followed by general discussion.

Fifth, if possible, one transcriber should be expert in the tradition rep-
resented by the item chosen for the occasion.

Sixth, a rapporteur should be appointed. This could be the discussant
or, perhaps, someone not previously involved in the project.

We have, I believe, reached a point in the development of ethnomusicol-
ogy where there can be no excuse for a continuing inadequacy in techniques
of documentation. Thanks to anthropology, contextual documentation has
reached a high level of technical proficiency with respect to tribal musics.
It is somewhat less strong in the realm of Western folk musics. It is still
very weak in dealing with the idiom of "high," "professional,"” "fine" arts of
music. (Strange, that we still lack a name for this idiom!) It is deplorably
weak in dealing with the context of the "popular' idiom--another, with no
proper name,

Textual documentation, i.e., description and notation of music itself, is
comparatively undeveloped in comparison with the best techniques of con-
textual study. Aural documentation by sound-recording has, of course, revo-
lutionized musicology. But visual documentation of sound-recording is just as
necessary; for without it, (speech-) reference to the musical event is mere-
ly gross and clumsy, and classification and archiving, impossible. We still
can notate little else in textual data than what, in it, is identical with or
closely analogous to the fine art of Western music, exclusively for which our
present conventional notation was devised. Mr. Garfias's excursion into
graphic representation of the voice part in the Hukwe song is commendable.
But still, the graph contains, on the whole, less information--even when done
with the best electronic devices—than the conventional notation. True, it
shows many things that conventional notation cannot show. Best for the pres-
ent and for the foreseeable future must be, I think, a combination of the two
techniques.

Future sessions such as the one at Wesleyan last November might well
be planned with such considerations in view.

University of California
Los Angeles



