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TRANSCRIPTION AND ANALYSIS OF SOUTHERN CHEYENNE SONGS

CHAPTER I 

INTRODUCTION

The o r i g i n s  o f  t h e  music o f  th e  United  S t a t e s  a r e  as v a r i e d  as

th e  o r i g i n s  o f  i t s  peop le .  In r e c e n t  y e a r s ,  e d u c a to r s  have acc ep ted  th e

idea t h a t  i t  i s  im por tan t  to  unders tand  th e  music o f  m i n o r i t i e s  i f  we a r e

to  unders tand  th e  c u l t u r e s  o f  m i n o r i t i e s .  The Tanglewood D e c la r a t i o n

in c luded  th e  s t a t e m e n t .

Music o f  a l l  p e r i o d s ,  s t y l e s ,  forms,  and c u l t u r e s  belongs  in  the  
cu r r i c u lu m .  The musical r e p e r t o r y  should  be expanded t o  in vo lve  
music o f  ou r  t ime in  i t s  r i c h  v a r i e t y ,  in c lu d in g  c u r r e n t l y  popu la r  
teenage music and a v a n t -g a rd e  music,  American f o l k  music and th e  
music o f  o t h e r  c u l t u r e s . !

P a r a d o x i c a l l y ,  music o f  t h e  American Indian  i s  "music o f  a n o th e r  

c u l t u r e , "  and i t  i s  a l s o  American f o l k  music .  Yet ,  i t  remains an enigma 

to  the  v a s t  m a j o r i t y  o f  Americans.

Oklahoma i s  th e  home o f  many o f  t h e  Indian  t r i b e s  o f  the  United 

S t a t e s .  While t h e r e  have been many s t u d i e s  o f  t h e i r  h i s t o r i e s  and 

c u l t u r e s ,  d e t a i l e d  s t u d i e s  o f  t h e i r  music have been r a r e .

S e r ious  i n t e r e s t  in  the  music o f  th e  American Ind ian  began to  

develop in t h e  l a t t e r  p a r t  o f  the  n in e te e n th  ce n tu ry  and has grown 

r a p i d l y  in  t h i s  c e n tu ry .  Theodore Baker ' s  pa thbreak ing  s tu d y ,  "Uber d i e

^Robert  A. Choate,  e d . .  Documentary Report  o f  th e  Tanglewood 
Symposium (Washington.  D.C.:  Music Educators National  Conference,  1968),  
p. 139.
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Musik de r  Nordamer lkanischen WIT d e n .  ̂ was the  f o r e r u n n e r  o f  many g enera l  

s t u d i e s  o f  Ind ian  music .  S tu d ie s  o f  th e  music o f  i n d i v id u a l  t r i b e s  

began to  a p p ea r  nea r  t h e  t u r n  o f  th e  c e n t u r y .

The purpose o f  t h i s  s tu d y  i s  t o  examine th e  music o f  one t r i b e  

now l i v i n g  in  Oklahoma, t h e  Southern  Cheyenne,  in  o r d e r  t o  add to  th e  

body o f  knowledge abou t  t h e i r  music and to  compare th e  f i n d i n g s  w i th  those  

o f  e a r l i e r  s t u d i e s .  To accompl ish  th e  purpose ,  a r e p r e s e n t a t i v e  sampling 

o f  Sou thern  Cheyenne songs had t o  be s e l e c t e d ,  t r a n s c r i b e d ,  and an a ly z e d .

The Southern  Cheyennes a r e  a p a r t  o f  a much l a r g e r  t r i b e  t h a t  

o r i g i n a l l y  was a p a r t  o f  th e  wes te rnmost  t r i b e s  belonging  t o  the  

Algonquian f a m i ly .  In t h e  s e v e n te e n th  c e n t u r y ,  th e  Cheyennes were an 

a g r i c u l t u r a l  t r i b e .  They were l o c a t e d  in  what i s  now t h e  s t a t e  o f  

Minnesota .  In th e  l a t t e r  p a r t  o f  th e  e i g h t e e n t h  c e n t u r y ,  they  were fo rced  

to  m ig ra te  sou th  and wes t  by p r e s s u r e  from o t h e r  t r i b e s .  T he i r  mode of  

l i v i n g  a l s o  changed from the  s t a b l e  e x i s t e n c e  s uppo r ted  by t i l l i n g  th e  

s o i l  t o  t h e  nomadic l i f e  o f  t h e  b u f f a lo  h u n t e r s .  Even b e fo re  t h e s e  

m i g ra t i o n s  began,  t h e  Cheyennes had developed  a c l o s e  a s s o c i a t i o n  with  

th e  Arapaho t r i b e ,  which has been m a in ta in ed  to  p r e s e n t  t im e s .

In t h e  e a r l y  p a r t  o f  t h e  n in e t e e n t h  ce n tu ry  th e  t r i b e  was lo c a t e d  

in  th e  n o r th e rn  p a r t  o f  th e  lands  t h a t  were purchased  from Napoleon by 

Thomas J e f f e r s o n  in t h e  Lou is iana  Purchase .  These l a n d s ,  occupied  by

^Baker was an American whose knowledge o f  Ind ian  music was based 
upon h i s  o b s e r v a t i o n s  o f  Ind ians  in  New York and Pennsy lvan ia .  His work, 
th e  f i r s t  s e r i o u s  s tu d y  o f  American Ind ian  m us ic ,  was w r i t t e n  as a d o c to ra l  
d i s s e r t a t i o n  f o r  th e  U n i v e r s i t y  o f  L e ip z ig  in  1882. One Cheyenne song 
i s  inc luded  in  th e  t r a n s c r i p t i o n s .  The d i s s e r t a t i o n  has no t  been t r a n s ­
l a t e d  i n t o  E n g l i s h .  Other  im p o r tan t  s t u d i e s  o f  Indian  music were made 
b e fo re  the  t u r n  o f  th e  c e n t u r y .  These w r i t e r s  in c lu d e :  Carl Stumpf,
Wal ter  Fewkes, Benjamin Gilman,  and A l ic e  F l e t c h e r .



t h e  Cheyennes,  l a t e r  became known as  th e  s t a t e s  o f  North Dakota,  South 

Dakota,  Wyoming, Colo rado ,  Montana, and Oklahoma.

In th e  1 8 3 0 ' s ,  p a r t  o f  the  t r i b e  was l i v i n g  along th e  Arkansas 

River in  s o u t h e a s t e r n  Colorado.  The main body o f  Cheyennes were lo c a t e d  

in  Wyoming. The s e p a r a t i o n  became permanent  by the  t r e a t y  o f  F o r t  Laramie 

in  1851. S ince  t h i s  t ime the  groups have been known as Southern  Cheyennes 

and Northern Cheyennes.

The Southern Cheyennes were moved by th e  f e d e r a l  government to  

no r thw es te rn  Oklahoma, f o l l o w in g  a t r e a t y  a t  the  Medicine Lodge Council in 

Kansas in  1867. A Cheyenne-Arapaho Agency was e s t a b l i s h e d  a t  D a r l i n g t o n ,  

j u s t  no r th  o f  El Reno. Schools f o r  Cheyenne and Arapaho c h i l d r e n  were 

e s t a b l i s h e d  a t  D a r l in g to n  and Caddo Springs  (p r e s e n t - d a y  Concho) in  the  

1 8 7 0 ' s . 1

The number o f  Cheyennes in  Oklahoma has ranged from a h igh o f  

3,767 in  1880, to  a low o f  1,228 in 1924. The t r i b a l  p o p u la t io n  has 

remained c om para t ive ly  s t a b l e  f o r  the  p a s t  t h r e e  decades .  There were 

approx im ate ly  2,110 in 1950^ and 2,200 in  1978.^

Today most o f  the  Southern  Cheyennes l i v e  in  B la in e ,  Canadian,  

C u s t e r ,  Dewey, K in g f i s h e r ,  and Roger M i l l s  c o u n t i e s .  The p r i n c i p a l  towns 

in  which they  r e s i d e  i n c lu d e  El Reno, K in g f i s h e r ,  Wea ther ford ,  C l i n t o n ,  

Thomas, Mammon, Watonga. Canton,  and S a i l i n g . ^  The t r i b a l  agency and th e

^Muriel H. Wright ,  A Guide to  the  Ind ian  T r ibes  o f  Oklahoma 
(Norman: U n i v e r s i t y  o f  Oklahoma P r e s s ,  1951),  p.  81.

^ I b i d . ,  pp. 77-78.
3

E s t im a te  from Cheyenne-Arapaho Sub-Agency, Concho, Oklahoma.

^Wright ,  A Guide t o  the  Ind ian  T r ib e s  o f  Oklahoma, p.  77.
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Cheyenne-Arapaho Ind ian  School a re  lo c a t e d  a t  Concho, about  s i x  m i le s  

n o r th  o f  El Reno. A more d e t a i l e d  s tudy  o f  Cheyenne h i s t o r y  w i l l  be 

found in  th e  t h i r d  c h a p t e r  o f  the  s tudy .

The w r i t e r ,  a l though  no t  o f  Indian  o r i g i n  h im s e l f ,  had many

o p p o r t u n i t i e s  to  observe  the  Cheyennes in  h is  you th .  He moved w i th  h i s

pa ren t s  to  El Reno as a small boy and a t t en d ed  El Reno P ub l ic  Schools f o r  

twelve y e a r s .  Severa l  Cheyenne boys and g i r l s  were c l a ssm a te s  dur ing  

t h i s  t ime.  Classroom s o c i a l  even ts  were held o c c a s i o n a l l y  a t  t h e  agency 

a t  Concho, where t h e  w r i t e r  was near a l a r g e  number o f  Cheyennes and 

Arapahoes and became acqua in ted  with a s p e c t s  o f  Cheyenne c u l t u r e  on a 

personal  b a s i s .  Cheyennes and Arapahoes, in  f u l l  r e g a l i a ,  were r e g u l a r  

p a r t i c i p a n t s  with  music and dancing a t  annual parades  in El Reno.

The Cheyennes,  l i k e  the  o th e r  Indians in  America,  d id  no t  c o n s id e r  

songs to  be an a r t  form, s e p a ra ted  from the  events  of  everyday l i f e .  Songs 

were a p a r t  o f  every  ceremony, and n e a r ly  every a c t i v i t y  o f  d a i l y  l i f e  had 

songs a p p r o p r i a t e  to  t h a t  a c t i v i t y .  O r i g i n a l l y ,  ceremonial  music was much 

more im por tan t  than  music connected with so c ia l  a c t i v i t i e s .  In t h i s  cen tu ry  

t h e  s i g n i f i c a n c e  o f  ceremonial  music seems to  have d ec l in ed  among l a r g e  

numbers o f  Cheyennes as well as  among o t h e r  t r i b e s .  In r e c e n t  y e a r s  t h e r e

seems to have been a renewed i n t e r e s t  among the  Cheyennes (and o t h e r  t r i b e s )

in  p re se rv ing  and us ing many o f  the  o ld e r  t r i b a l  songs.

Music s t i l l  plays an e s s e n t i a l  r o l e  in Cheyenne a c t i v i t i e s .  There

a r e  dances n e a r ly  every weekend in which Cheyenne songs a r e  performed.

Many o f  t h e s e  even t s  a r e  held t o  b e n e f i t  young couples  who have j u s t

m arr ied  o r  young men who a r e  e n t e r i n g  o r  leav ing  m i l i t a r y  s e r v i c e .

Cheyenne mus ic ians  f r e q u e n t l y  p a r t i c i p a t e  in "pow-wows" w i th  o t h e r  t r i b e s .



p a r t i c u l a r l y  th e  Arapaho. Songs used a t  such g a t h e r i n g s  form one o f  th e  

b as ic  s ou rces  o f  m a te r i a l  f o r  t h i s  s tudy .

Because o f  th e  e a r l y  a s s o c i a t i o n s  with  th e  Cheyennes,  a s tudy  o f  

t h e i r  music seemed to  su g g es t  i t s e l f  to  the  a u th o r  as a p rope r  s u b j e c t  

f o r  a d o c to ra l  d i s s e r t a t i o n .  A f t e r  some p re l i m i n a ry  i n v e s t i g a t i o n ,  th e  

w r i t e r  c o n ta c te d  a former Cheyenne c l a s s m a te ,  Jerome Bushyhead,^ who 

o f f e r e d  adv ice  and s u g g es t io n s  concern ing  f u r t h e r  c o n t a c t s  w ith  some o l d e r  

Cheyenne men who were c o n s id e re d  t o  be among t h e  b e s t  s i n g e r s  in  t h e  

t r i b e .  Bushyhead a l s o  l e n t  s e v e ra l  o f  h i s  p e r s o n a l l y  owned re c o rd in g s  

o f  Cheyenne songs to  th e  w r i t e r .

F u r th e r  c o n t a c t s  a t  t h e  t r i b a l  agency a t  Concho l e d  t o  in t e r v i e w s  

w ith  Mrs. Katie Hamilton Osage,  o f  Longdale,  Oklahoma. Mrs. Osage,  now 

over  90 y e a r s  o l d ,  i s  thought  to  be th e  o l d e s t  l i v i n g  Cheyenne in  Okla­

homa. She was i n t e r e s t e d  in  t h e  idea  o f  the  s tu d y ,  and showed t h e  w r i t e r  

some persona l  p o s se s s io n s  which inc luded  a very  o ld  Cheyenne hymnal.

Through Mrs. Osage, c o n t a c t  was made w i th  two e l d e r l y  Cheyenne 

men whp l i v e  e a s t  of  Seil  i n g , Oklahoma. These men, Roy Bull Coming and
I

Roy N igh tw alker ,  were recommended by Mrs. Osage, as  well  as  by Mr. Bushyhead,  

as  being the  most knowledgeable men in  Oklahoma concern ing  Cheyenne songs.

The w r i t e r  made s e v e ra l  t r i p s  to  S o i l i n g  f o r  i n t e rv i e w s  and 

reco rd in g  s e s s i o n s .  Several  r e c o rd in g s  were made in  t h e  home o f  Mr. 

Nightwalker .  Both men, Nightwalker  and Bull Coming, sang and p la yed  the  

drum as the  w r i t e r  made th e  r e c o r d i n g s .  Mrs. Bull Coming e x p la in ed  the  

types  o f  songs being performed,  and gave a synopsi s  o f  each  t e x t .

^Jerome Bushyhead i s  now a well-known a r t i s t  and h o s t  o f  a 
t e l e v i s i o n  show in  Oklahoma C i t y .  He has a l s o  been a c t i v e  in i n t r a -  
t r i b a l  a f f a i r s  and in  t h e  movement f o r  c i v i l  r i g h t s  o f  I n d ia n s .



Addit iona l  songs were copied from c a s s e t t e  t a p e s  p r e v io u s l y  made by the  

two men.

U n t i l  t h e  p r e s e n t  t im e ,  on ly  two f u l l - s c a l e  s t u d i e s  o f  Cheyenne

songs have been comple ted .  The f i r s t  was by Frances Densmore, pe rhaps

th e  most p r o l i f i c  r e s e a r c h e r  o f  American Ind ian  music ,  who p u b l i sh e d  a

s tudy  o f  Cheyenne and Arapaho music in  1936.^ As th e  b a s i s  o f  her  s t u d y ,

she recorded  f o r t y - s e v e n  Cheyenne songs and tw e n t y - e i g h t  Arapaho songs .

She t r a n s c r i b e d  a l l  bu t  t h r e e  o f  t h e s e  songs and ana lyzed  them b r i e f l y .

The second s tudy  was in  1952 by Howard Keva Kaufman, who completed a
2

s tudy e n t i t l e d  "Cheyenne Ind ian  Music and I t s  C u l tu r a l  Background."
3

He t r a n s c r i b e d  f i f t y - f o u r  songs from p r e - e x i s t i n g  r e c o r d i n g s .  Kaufman 

analyzed  th e  musical  s t y l e  much more e x t e n s i v e l y  than  Densmore. He a l s o  

inc luded  two melodies  from pub l i shed  m a t e r i a l  to  i l l u s t r a t e  types  o f  songs 

f o r  which he d id  not  have r e c o r d i n g s .

An a t tem p t  was made to g a t h e r  songs which r e p r e s e n t  t h e  "o ld  

s t y l e "  songs ,  which were a s s o c i a t e d  with  the  t r a d i t i o n s  o f  t r i b a l  l i f e  

near  the  t u r n  o f  th e  c e n tu ry .  The songs a r e  o f  s e v e ra l  t y p e s .  Some 

a re  much more a v a i l a b l e  than  o t h e r s  because  t h e r e  i s  a renewed i n t e r e s t  

among many Cheyennes to  keep c e r t a i n  songs w i th in  t h e i r  own peop le .

^Frances Densmore, Cheyenne and Arapaho Music (Los Angeles :  
Southwest Museum Papers ,  No. Ten, 1936).

2Howard Keva Kaufman,"Cheyenne Ind ian  Music and I t s  C u l tu ra l  
Background"(M.A. t h e s i s ,  Indiana U n i v e r s i t y ,  1952).

O
Kaufman used t h r e e  so u rces :  (1)  a c o l l e c t i o n  by George Bird

G r i n n e l l ,  recorded  in  1897; (2) a c o l l e c t i o n  by Robert  Armstrong from
C l i n to n ,  Oklahoma, recorded  in  1942; (3) a c o l l e c t i o n  by Kenneth C r o f t
from a s tudy  a t  Lamedeer,  Montana, in  1948. Only t h e  Armstrong c o l l e c t i o n  
i s  Southern  Cheyenne song. Kaufman m is tak en ly  c r e d i t s  Densmore's  s tudy  
as being more o r i e n t e d  to  Arapahoes than  Cheyennes.



A d e c i s i o n  was made t o  use s i x t y  songs which would r e p r e s e n t  as  

many o f  t h e  types  a s  p o s s i b l e .  Five c a t e g o r i e s  o f  songs were chosen:  war -  

r e l a t e d ,  w o l f ,  Sun Dance, s o c i a l  dance ,  and p eyo te .  A s i x t h  c h a p t e r ,  

m i s c e l l a n e o u s ,  was added f o r  th o s e  songs which d id  n o t  seem a p p r o p r i a t e  

t o  p l a c e  i n  one o f  t h e  o t h e r  c a t e g o r i e s  and whose l i m i t e d  numbers o f  each 

type  d id  n o t  seem to  j u s t i f y  a d d i t i o n a l  c a t e g o r i e s .

The sou rces  o f  t h e  songs f o r  t h e  s tudy  can  be d iv id e d  i n t o  fo u r  

g roups ,  as  f o l lo w s :

1. Songs recorded  by t h e  w r i t e r  from l i v e  performances by 
Oklahoma Cheyennes and c o p ie s  made from ta p es  o f  l i v e  
per formances  owned by Oklahoma Cheyennes.  The l i v e  performances 
were recorded  in  1978 and 1979. Dates copied  from p r e v io u s l y  
reco rded  ta p es  could  no t  be v e r i f i e d .  T h e i r  e s t im a te d  d a t e
i s  1973.

2. Songs reco rded  by Southern  Cheyennes f o r  Ind ian  Records,  I n c . ,  
a company formed by Southern Cheyennes a t  Fay,  Oklahoma. These 
r e c o rd in g s  were made in the  middle  o f  t h e  1970 ' s .

3. Songs reco rded  by Southern  Cheyennes in  r e c e n t  y ea r s  by 
commercial companies such as Canyon, E v e r e s t ,  and Ind ian  House.

4. Songs recorded  from l i v e  performances o f  Southern  Cheyennes 
c o n ta in ed  in  the  Western H is to ry  C o l l e c t i o n s  o f  t h e  U n iv e r s i t y  
o f  Oklahoma L i b r a r y .  I t  was hoped t h a t  many o f  th e  songs would 
come from the  Doris  Duke Ind ian  Oral H is to ry  C o l l e c t i o n .  The 
few songs which' were a c t u a l l y  c o n ta in ed  in  t h e  c o l l e c t i o n  tu rned  
ou t  to  be unusable  because o f  d i s t o r t i o n  due t o  low reco rd ing  
speeds ,  and the  b r i t t l e  c o n d i t io n  o f  some t a p e s .  However, 
s ev e ra l  songs from the  Western H is to ry  C o l l e c t i o n  were o b ta in e d  
and used in the  s tu d y .  These were r e c o rd in g s  o f  l i v e  p e r f o r ­
mances o f  Southern  Cheyennes made by the  U n i v e r s i t y ' s  r ad io  
s t a t i o n ,  WNAD. The s t a t i o n  b ro a d c a s t  a weekly program, " In d ian s  
f o r  I n d i a n s , "  from the  1940 ' s  to  I 9 6 0 ' s .  Included  in  t h e s e  songs 
were the  only Sun Dance songs a v a i l a b l e  to  t h e  w r i t e r .  These 
were recorded  in  th e  l a t e  1940 's .

The songs used in  th e  s tudy  were d i s c u s s e d  w i th  Southern  Cheyennes 

t o  v e r i f y  th e  a u t h e n t i c i t y  o f  th e  songs.  The r e s e a r c h e r  was a s s u red  t h a t  

t h e  songs were genu ine  and t h a t  th e  performers  were,  in d e ed .  Southern
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Cheyennes.  The w r i t e r  was c au t ioned  t h a t  many o f  t h e  songs r e l a t e d  to  

peyote  worship and h e a l in g  were shared  by s e v e ra l  t r i b e s .  This  i s  a l s o  

the  ca s e  w i th  songs o f  t h e  Gourd Clan.

More than  130 Southern  Cheyenne songs were o b ta in ed  and were 

pu t  onto  c a s s e t t e  t a p e s .  S ix ty  o f  th e s e  songs were chosen f o r  th e  s tudy .  

The songs were t r a n s c r i b e d  from th e  r e c o rd in g s  in  c o n v en t io n a l  n o t a t i o n .

supplemented by a system o f  symbols t o  i n d i c a t e  sounds which do n o t  lend

themselves  t o  usual n o t a t i o n . ^  The symbols have been d e r iv e d  from th o se

used by Densmore and Kaufman, as  well as  o th e r s  who have t r a n s c r i b e d
2

Ind ian  music ,  in c lu d in g  George Herzog,  David M cA l les t e r ,  and Bruno N e t t l .

A s t e p - b y - s t e p  procedure  f o r  the t r a n s c r i p t i o n  p rocess  was used .
3

This p rocedure  was adapted  from one sugges ted  by Bruno N e t t l .  The

procedure  used f o r  t h i s  s tudy  i s  as  f o l low s :

1. Complete song was played seve ra l  t im es .  I n i t i a l  and f i n a l  
p i t c h e s ,  tempo, and genera l  con tour  o f  t h e  song were no ted .

2. The p i t c h e s  o f  th e  f i r s t  phrase  were n o ta ted  w i th o u t  i n d i ­
c a t i o n s  o f  d u r a t i o n  and a c c e n t .

3.  Dura t iona l  v a lues  were added to  the  n o te s .

4 .  Ex t ra -m us ica l  sounds p r e s e n t  were i n d i c a t e d  in t h e  s c o re .

5. The p rocess  o f  t h e  p reced ing  s t e p s  was r e p e a t e d  u n t i l  t h e
e n t i r e  song was t r a n s c r i b e d .

6.  The completed  t r a n s c r i p t i o n  was checked s e v e ra l  t im es  f o r
accuracy  to  make s u re  a l l  d e t a i l s  were inc luded .

H h e  system was developed by E. M. von Hornboste l  in  1910. 
M o d i f i c a t io n s  have been made by l a t e r  u s e r s .

2
A c h a r t  o f  t r a n s c r i p t i o n  symbols i s  inc luded  in  Appendix A.

3
Bruno N e t t l , Theory and Method in  Ethnomusicology (New York:

The Free P re s s  o f  Glencoe ,  1964) ,  pp.  119-120.



A f te r  th e  t r a n s c r i p t i o n s  were completed ,  a q u a l i f i e d  music ian  

was asked to  check samples o f  the  t r a n s c r i p t i o n s ,  whi le  l i s t e n i n g  t o  the  

r e c o r d i n g s ,  to  v e r i f y  t h e i r  accuracy .  This  was done by Nancy Hil l  Cobb,^ 

who te ach es  th eo ry  and composit ion  a t  Oklahoma B a p t i s t  U n iv e r s i t y .  She 

examined t e n  t r a n s c r i p t i o n s  (16.6% of  the  t o t a l )  which r e p re s e n t e d  a l l  o f  

th e  s ix  c a t e g o r i e s .  Cobb made a few s u g g es t io n s  concern ing  n o t a t i o n a l  

c l a r i t y .  She s t a t e d  t h a t  " th e  t r a n s c r i p t i o n s  a r e  a c c u r a t e  r e p r e s e n t a t i o n s  

o f  th e  sounds t h a t  occur in  the  r e c o r d i n g s . "

Following t r a n s c r i p t i o n  each song was analyzed  to  de te rmine  th e  

musical c h a r a c t e r i s t i c s  of  melody, rhythm, and form. Elements o f  melody 

in c luded  r a n g e ,  t o n i c  p i t c h ,  con to u r ,  i n t e r v a l s ,  and s c a l e .  Rhythmic 

a n a l y s i s  inc luded  s tudy  of  tempo o f  s i n g e r ,  tempo of  drum, le n g th  o f  

s e c t i o n s ,  and m e te r s .  The s tudy  o f  form was based on th e  r e l a t i o n s h i p s  

o f  the  s e c t i o n s  w i th in  the  song.

The a n a l y s i s  of  each song i s  given  fo l lowing  the  t r a n s c r i p t i o n .

A summary o f  the  c h a r a c t e r i s t i c s  f o r  each ca tego ry  was compiled from the  

an a ly se s  o f  the songs in t h a t  c a teg o ry .  A summary o f  the  c h a r a c t e r i s t i c s  

o f  a i l  songs i s  s e t  f o r t h  in the  t h i r t e e n t h  c h a p t e r .

The r e s u l t s  o f  these  summaries were then compared to  the  f i n d i n g s

of  Densmore, Kaufman, and N ett l  in o r d e r  to  answer the fo l lowing  q u e s t i o n s :

1. Do the  songs of  the  p r e s e n t  day show the  same musical
c h a r a c t e r i s t i c s  as  those  o f  e a r l i e r  s tu d i e s ?

2. I f  d i f f e r e n c e s  a re  found ,  o f  what do they c o n s i s t ?

^Cobb i s  the  composer o f  s eve ra l  publi shed  works. She re c e iv e d  
a Bachelor  o f  Music in  Theory and Composit ion degree  from Oklahoma B a p t i s t  
U n iv e r s i t y  and a Master  of  Music degree  from Michigan S t a t e  U n iv e r s i t y .
She a l s o  s tu d ie d  composit ion  with C a r l i s l e  Floyd.
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3.  What do th e s e  d i f f e r e n c e s ,  i f  any ,  t e l l  abou t  the  changing 
Cheyenne c u l t u r e ?  Is  the  p r e s e n t -d a y  American musical  
c u l t u r e  being absorbed  in to  the  t r a d i t i o n a l  Cheyenne musical  
c u l t u r e ?

A s tudy  o f  t h i s  n a t u r e  can p rovide  a d d i t i o n a l  u p - t o - d a t e  i n f o r ­

mation conce rn ing  Cheyenne music and,  t o g e th e r  w ith  e a r l i e r  s t u d i e s ,  w i l l  

p re se rv e  an a c c u r a t e  r e c o rd  o f  Cheyenne musical  h e r i t a g e  in  the  second h a l f  

o f  th e  tw e n t i e th  c e n tu ry .

An a u t h o r i t a t i v e  s tudy  of  the t e x t s  o f  t h e  songs i s  beyond the  

scope o f  t h i s  s tudy  f o r  two reasons :  (1) t e c h n i c a l l y ,  t h i s  w r i t e r  i s  no t  

q u a l i t i f e d  to  pursue such a s tudy  because he i s  n e i t h e r  a n a t i v e  Cheyenne 

nor a l i n g u i s t ,  and (2) i t  i s  the  music r a t h e r  than  the  words t h a t  i s  

the im p o r tan t  element o f  Cheyenne song. Many o f  the  songs use "meaningless"  

s y l l a b l e s  th roughou t .  Moreover, th ose  songs which do use a c t u a l  words 

u s u a l l y  have the  t e x t  o cc u r r in g  only  in  one or  two of  the  i n t e r i o r  p h ra s e s ,  

with  the  "meaningless"  s y l l a b l e s  used f o r  the  o th e r  p h ra s e s .  T h e re fo re ,  

the p r e s e n t  w r i t e r  has fol lowed the  te x tu a l  p r a c t i c e  o f  o t h e r  r e s e a r c h e r s  

who d i s c u s s e d  t e x t s  on ly  in a genera l  way.

This s tudy  i s  concerned p r im a r i ly  with  vocal music because the  

use o f  in s t ru m en ts  by Cheyennes i s  very  l i m i t e d .  The p r i n c i p a l  i n s t r u ­

ment i s  the  drum, which accompanies most of  the  songs.  R a t t l e s  and 

w h i s t l e s  a r e  used on c e r t a i n  occas ions  to  augment the  drum accompaniment.

A f l u t e  i s  used by th e  Cheyennes,  but  never in co n ju n c t io n  with  a song.

The in s t ru m e n ts  and t h e i r  r o l e s  in  Cheyenne music a r e  d i s c u s s e d  b r i e f l y  

in th e  f o u r t h  c h a p t e r  o f  the s tudy .

Master tapes  o f  a l l  t h e  songs inc luded  in  the  s tudy  were p r e ­

pared .  A copy o f  th e s e  t a p e s ,  in  c a s s e t t e  form, i s  a v a i l a b l e  with  the  

copy o f  the  d i s s e r t a t i o n  housed in  the l i b r a r y  a t  the U n i v e r s i t y  o f  

Oklahoma.



CHAPTER II  

RELATED LITERATURE

A survey  o f  th e  l i t e r a t u r e  r e l a t i n g  to  t h e  s tudy  o f  Southern  

Cheyenne songs i s  d iv ided  i n t o  t h r e e  s e c t i o n s :

I .  S tu d ie s  o f  Cheyenne music;

I I .  S tu d ie s  on t h e  h i s t o r y  and c u l t u r e  o f  t h e  Cheyenne t r i b e ;

I I I .  R e p r e s e n t a t i v e  s t u d i e s  t r e a t i n g  American Indian music 
in  g e n e r a l .

The sequence o f  th e  s t u d i e s  w i th i n  each s e c t i o n  i s  by a l p h a b e t i c  

o rd e r  o f  t h e  a u t h o r s .

S tu d ie s  of  Cheyenne Music

The e a r l i e s t  work which o f f e r e d  s i g n i f i c a n t  m a te r i a l  conce rn ing  

Cheyenne songs was The I n d i a n s '  Book o f  N a t a l i e  C u r t i s  Burl in 

She inc luded  a s e c t i o n  on Cheyennes t h a t  inc ludes  an h i s t o r i c a l  s k e t c h ,  

t r a d i t i o n s ,  l e g e n d s ,  twenty  songs t r a n s c r i b e d  in t r a d i t i o n a l  n o t a t i o n ,  

and s t o r i e s  r e l a t i n g  t o  th e  songs t o l d  by v a r io u s  Cheyennes.  All o f  

the  songs were c o n t r i b u t e d  by members o f  the  sou the rn  branch o f  t h e  

t r i b e .

The s e c t i o n  on Cheyennes (48 pages)  i s  con ta in ed  w i th i n  the  

l a r g e r  s e c t i o n  on P l a i n s  In d i a n s .  Also inc luded  in t h i s  s e c t i o n  a r e  

d i s c u s s io n s  o f  songs o f  t h e  Dakota,  Pawnee, Arapaho, and Kiowa. Other

^ N a t a l i e  C u r t i s  Burl i n .  The I n d i a n s '  Book (New York: Harpers
B ro th e r s ,  1907).

11
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a r e a s  in c lu d e d  in  t h e  book a r e  E as t e rn  In d i a n s ,  Lake In d i a n s ,  North-­

w es te rn  I n d i a n s ,  Sou thwes tern  I n d ia n s ,  and Pueblo In d ia n s .

The t e x t s  o f  e i g h t  o f  the  Cheyenne songs a r e  given  in th e  

appendix t o g e t h e r  w i th  d i r e c t  t r a n s l a t i o n s  o f  t h e  words and a p a rap h ra s e  

o f  t h e  t e x t  which o f f e r s  a c l e a r  d e s c r i p t i o n  o f  th e  meaning.

The f i r s t  comprehensive s tudy  o f  the  music o f  th e  Cheyennes was 

made by Frances  Densmore in  1935.^ She l i v e d  in El Reno dur ing  th e  s tudy  

in  May and June o f  t h a t  y e a r .  Her s t a t e d  purpose  was " to  f i n d  and record

th e  Ind ian  songs  t h a t  p e r t a in e d  to  th e  o ld  l i f e  and s t i l l  s u rv iv e  i n  a
2

t r i b e  l i v i n g  under modern c o n d i t i o n s . "

She made s e v e n t y - f i v e  re c o rd in g s  o f  songs performed by s i x  

Cheyennes and one Arapaho.  F o r ty -seven  o f  t h e  songs were Cheyenne 

songs and a l l  bu t  t h r e e  o f  t h e s e  were t r a n s c r i b e d .  C a tego r ie s  o f  the  

songs were war ,  med ic ine ,  hand-game, sun dance ,  peyote ceremony,  s o c i a l  

dance ,  and m i s c e l l a n e o u s .

A b r i e f  d i s c u s s io n  of  Cheyenne musical  in s t rum en ts  and t h e i r  

uses  i s  g iven .  The in s t ru m en ts  d i s c u s s e d  a r e  drums,  r a t t l e s ,  f l u t e s ,  

and w h i s t l e s .

At t h e  end o f  t h e  s tudy  Densmore summarized the  musical  

c h a r a c t e r i s t i c s  o f  th e  songs which she ana lyzed .  An o u t l i n e  o f  t h e s e  

f i n d i n g s  i s  inc luded  in  the  f i f t h  c h a p t e r  o f  t h i s  s tudy .

A s tu d y  o f  Cheyenne songs was made by George Bird G r inne l l
3

in  1903. This  paper  d e a l s  w i th  only  th e  t e x t s  o f  the  songs;  no

^Densmore, Cheyenne and Arapaho Music .

^ I b i d . ,  p. 13.
3

George Bird G r i n n e l l ,  "Notes on Some Cheyenne Songs,"  American 
A n t h r o p o l o g i s t , 5:312-322,  1903.
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t r a n s c r i p t i o n s  o f  t h e  music a r e  i n c lu d e d .  P a r t i c u l a r l y  v a lu a b le  a r e  

h i s  d e s c r i p t i o n s  o f  how th e  Ind ians  used t h e i r  songs and in s t ru m e n ts .

The songs c o l l e c t e d  by G r in n e l l  were from t h e  Northern  

Cheyennes in  Montana. However th e  t e x t s  show no n o ta b le  d i f f e r e n c e s  

from s i m i l a r  songs o f  Southern  Cheyennes.  A d i r e c t  t r a n s l a t i o n  o f  

each t e x t  i s  g iv e n ,  fo l lowed by a p a raph rase  o f  the  t e x t  f o r  g r e a t e r  

c l a r i t y .  There a r e  t e x t s  o f  tw e n t y - f i v e  songs in  the  s tudy .

Howard Kaufman's work,  mentioned e a r l i e r ,  i s  th e  most e x t e n ­

s iv e  s tudy  o f  Cheyenne songs to  d a t e . ^  In h i s  s tudy  Kaufman t r a n ­

s c r i b e d  f i f t y - f o u r  songs from t h r e e  c o l l e c t i o n s  o f  Cheyenne r e c o r d i n g s .  

One o f  th e s e  was a c o l l e c t i o n  o f  Southern  Cheyenne songs owned by 

Robert  Armstrong o f  C l i n t o n ,  Oklahoma. The o t h e r  two c o l l e c t i o n s  

were from Lamedeer, Montana,  and con ta ined  Northern  Cheyenne songs.

The d a t e  o f  t h e  Armstrong c o l l e c t i o n  i s  1942. The o th e r  c o l l e c t i o n s  a r e  

da ted  1897 and 1948. Kaufman concluded t h a t  t h e r e  a r e  no s i g n i f i c a n t  

d i f f e r e n c e s  in  th e  songs o f  th e  two branches  o f  the  Cheyennes.

The s t a t e d  purpose  o f  th e  s tudy  was tw ofo ld :  "one,  t o  d e s c r ib e

the  musical  s t y l e  o f  a g iven  P l a i n s  Indian  c u l t u r e ;  and,  two, to
2

i n d i c a t e  the  r o l e  t h a t  music p layed  in t h i s  c u l t u r e . "  Nearly a l l  

o f  th e  i n fo rm a t io n  about  Cheyenne c u l t u r e  seems t o  have been drawn 

from th e  w r i t i n g s  o f  George Bird G r inne l l  and Frances Densmore.

The song c a t e g o r i e s  used by Kaufman a r e  s i m i l a r  t o  th o s e  of  

e a r l i e r  w r i t e r s .  He in c lu d e s  songs o f  the Ghost  Dance which were

^Kaufman,"Cheyenne Indian  Music and I t s  C u l tu r a l  Background." 

^ I b i d . ,  p.  1.
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ob ta ined  from th e  Arapahoes in  1891. The s tudy  in c lu d e s  one c h a p t e r  

on musical  in s t ru m e n ts .

In the a n a l y s i s  o f  t h e  songs Kaufman g iv e s  f i n d i n g s  from th e  

fo l low ing  c a t e g o r i e s :  s t r u c t u r e ,  rhythm, s c a l e ,  accompaniment,  i n t e r v a l s ,

and c o n to u rs .  Ex tens ive  c h a r t s  and t a b l e s  a r e  in c lu d e d .  A summary o f  

the s t y l e  c h a r a c t e r i s t i c s  from Kaufman's s tudy  i s  inc luded  in  the  f i f t h  

c h a p te r  o f  th e  p r e s e n t  s tu d y .

A s i m i l a r  s tudy  was made on the  music o f  the  Arapaho t r i b e  by 

Bruno N e t t l  in  1951.^ While the  s tudy  i s  no t  s p e c i f i c a l l y  about  

Cheyennes, i t  i s  inc luded  in t h i s  s e c t i o n  f o r  the  fo l low ing  r e a s o n s :

(1)  The musical  c u l t u r e s  o f  th e  two t r i b e s  a r e  very  s i m i l a r ;

(2) E a r l i e r  sources  sugges t  t h a t  each t r i b e  has c o n t r i b u t e d  to  the  
music o f  th e  o t h e r  t r i b e ;

(3) Cheyenne music i s  mentioned f r e q u e n t l y  in the  s tudy ;

(4)  Three o f  t h e  fo r ty - tw o  songs t r a n s c r i b e d  in  the  s tudy 
a r e  l i s t e d  as Cheyenne songs.

The purpose of  N e t t l ' s  s tudy  was " to  make a d e t a i l e d  s tudy  o f  the
2

music o f  one American Indian  t r i b e . "  He cons ide red  such a s tudy  t o  be 

e s s e n t i a l  because o f  t h e  r a r i t y  o f  monographs on the  musical  c u l t u r e  of  

in d iv id u a l  t r i b e s .  Nett l  drew heav i ly  from the  work on Cheyenne and 

Arapaho songs by Densmore, de s c r ib e d  e a r l i e r  in  t h i s  c h a p t e r .  Several  

o f  the  songs t r a n s c r i b e d  by Densmore a r e  used by Net t l  f o r  a n a l y s i s .

However, Net t l  o f f e r s  s eve ra l  c r i t i c i s m s  o f  the  techn iques  used by

Densmore.

^Bruno N e t t l , "Musical C u l tu re  o f  the  Arapaho"(M.A. t h e s i s ,
Indiana U n iv e r s i t y ,  1951).

^ I b i d . ,  p. 1.
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The s tudy  in c lu d es  c h a p t e r s  on musical  in s t ru m e n ts  and t e x t s ,  

i n c lu d in g  i n t e r e s t i n g  in fo rm a t io n  on "meaningless" s y l l a b l e s .  S p e c i f i c  

in fo rm a t ion  about  musical  c h a r a c t e r i s t i c s  i s  no t  as  e x t e n s i v e  as in  

the Kaufman s tudy .

S tu d ie s  o f  Cheyenne H is to ry  and C u l tu re

In h i s  s t u d y .  The North American I n d i a n ,^ Edward C u r t i s  devoted 

two volumes to  the  Cheyennes.  Volume s i x  t r e a t s  the  Cheyennes as  a 

whole w hi le  volume n in e te e n  focuses  on the  sou thern  b ranch .  C u r t i s  

o f f e r s  a comprehensive survey o f  Cheyenne h i s t o r y ,  t r i b a l  o r g a n i z a t i o n  

and government,  and c u l t u r e  o f  th e  people .  He s ugges t s  t h a t  t h e i r  govern­

mental o r g a n i z a t i o n  was the  most h igh ly  developed o f  th e  p l a i n s  t r i b e s .

Although t h e r e  i s  no a n a l y s i s  of  any music ,  much i s  inc luded  

about  songs o f  the  Cheyennes and the  ceremonies in  which they  a r e  p e r ­

formed.  T r a n s c r i p t i o n s  o f  t h i r t e e n  Cheyenne songs a r e  c o n ta in ed  in  the  

two volumes.  Ins t rum ents  a r e  mentioned in sev e ra l  p l a c e s ,  but  l i t t l e  

s p e c i f i c  in fo rm a t ion  about  them i s  g iven .

A very thorough s tudy  in two volumes was made by George Dorsey
2

in  1905. The f i r s t  volume i s  an i n t r o d u c t i o n  to  the  c u l t u r e  o f  the  

t r i b e  and a d i s c u s s i o n  o f  the o r g a n iz a t i o n s  and ceremonies .  This 

in c ludes  the  legends  o f  the Sacred Arrows and the  B uffa lo  Hat.

^Edward C u r t i s ,  The North American I n d i a n , Vol.  6: The Cheyenne, 
and Vol. 19: The Southern Cheyenne (Norwood, Mass: Plimpton P r e s s ,
1930).

2
George A. Dorsey,  The Cheyenne, 2 v o l s .  (Chicago:  F i e l d  Columbian

Museum, A nthropo log ica l  S e r i e s ,  1905).
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The second volume i s  devoted  to  th e  Sun Dance, perhaps the  

most im p o r tan t  and c o n t r o v e r s i a l  o f  the  ce remonies .  Dorsey p e r s o n a l l y  

observed two Sun Dances he ld  in  1901 and 1903 nea r  Watanga (now Watonga) 

and Eagle C i t y ,  Oklahoma. The l a t t e r  o f  t h e  two e v e n t s  i s  th e  b a s i s  f o r  

t h e  s tu d y .  Near ly two hundred photographs  and i l l u s t r a t i o n s  o f  the  

ceremony a r e  in c lu d e d .

The dance took p la ce  over  a per iod  o f  s ix  days ,  and each o f  t h e  

days was f i l l e d  w i th  e l a b o r a t e  p r e s c r i b e d  r i t u a l .  Rehearsal  o f  songs 

t o  be used was a p a r t  o f  th e  t h i r d  day ,  w h i le  per formance o f  songs 

was an im por tan t  p a r t  o f  th e  f o u r t h  d a y ' s  a c t i v i t i e s .  The dances were 

he ld  on th e  f i f t h  and s i x t h  days .  Ins t rum ents  a r e  d i s c u s s e d  in  se v e ra l  

p l a c e s .  The musical  c o n t e n t  o f  t h e  songs i s  no t  d e s c r ib e d .

Another e x t e n s i v e  two-volume work was completed by George Bird  

G r in n e l l  i n  1923.^ I t  i s  a comprehensive s tudy  o f  the  h i s t o r y  and 

c u l t u r e  o f  th e  Cheyennes,  which in c lu d e s  d e t a i l e d  in fo rm a t io n  abou t  th e  

ty pes  and t e x t s  o f  t h e i r  songs .  G r i n n e l l ,  who wrote se v e ra l  o t h e r  

books concern ing  the  Cheyennes,  d e a l t  mos tly with  the  n o r th e rn  branch 

in Montana. Using th e  old  c y l i n d e r  type  machine he made many r e c o r d i n g s  o f  

Cheyenne songs and used them as a p a r t  o f  e x t e n s i v e  l e c t u r e s .  These 

re c o rd in g s  formed one source  of  Howard Kaufman's s t u d y ,  d e s c r ib e d  

e a r l i e r .

G r in n e l l  o f f e r s  much in fo rm a t ion  about  th e  use o f  i n s t r u m e n t s .

The use o f  the  f l u t e  i s  d e s c r ib e d  more e x t e n s i v e l y  than in  th e  o t h e r

^George Bird  G r i n n e l l ,  The Cheyenne In d ian s  2 v o l s .  (New Haven:
Yale U n i v e r s i t y  P re s s ,  1923).
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s t u d i e s .  He a l s o  g iv e s  g r e a t e r  a t t e n t i o n  t o  the  a s p e c t  o f  s in g in g  by 

women than o t h e r  s t u d i e s  do.

A more r e c e n t  s tudy  was made by E. Adamson Hoebel in  1960.^ He 

d iv i d e s  the  s tudy  i n t o  fou r  s e c t i o n s :  (1) The G rea t  Ceremonies,

(2) Family,  Kindred,  and Band, (3)  S u b s i s t e n c e  and War, and (4)  World 

View and th e  Cheyenne P e r s o n a l i t y .  Hoebel d id  e x t e n s i v e  f i e l d  work 

w i th  th e  Nor thern  Cheyennes in  1935 and 1936 in  connec t ion  w i th  an e a r l i e r  

s tu d y .  His primary  sources  were i n t e r v i e w s  w i th  many e l d e r l y  Ind ians  who 

remembered t r i b a l  h i s t o r y  and e v e n t s .  He a l s o  drew he a v i ly  from the  

w r i t i n g s  o f  G r i n n e l l .  The book i s  s o c i o l o g i c a l l y  o r i e n t e d  w i th  much 

emphasis on r e l i g i o n ,  s o c i a l  o r d e r ,  and t r i b a l  government.  Songs and 

s in g in g  a r e  mentioned th roughou t  t h e  s t u d y ,  but  no a c tu a l  d e s c r i p t i o n s  

o f  t h e  music a r e  g iven .

Hoebel au thored  an e a r l i e r  s tudy  with  K. N. L lew el lyn ,  The 

Cheyenne Way. I t  o f f e r s  d e s c r i p t i o n s  of  th e  l e g a l ,  mora l ,  and s o c i a l  

problems c o n t r o l l e d  by Cheyenne law. Case s t u d i e s  were developed from 

in t e rv i e w s  w i th  e l d e r l y  Cheyennes who recounted  ev en t s  from 1820 to  

1880. Many o f  t h e  e a r l i e r  ev en t s  were known to  th e  inform ants  on ly  

th rough  o r a l  t r a d i t i o n s .  Inc luded  i s  the  d e s c r i p t i o n  o f  songs as 

in c o rp o re a l  p r o p e r t y ,  such as the  c i rcum s tances  under which a Cheyenne 

man i s  expec ted  t o  compose a song in  r e t u r n  f o r  th e  g i f t  o f  a h o r s e .

As in  H oebe l ' s  l a t e r  s tu d y ,  c i t e d  above ,  t h e r e  a r e  no a c tu a l  d e s c r i p t i o n s  

o f  t h e  songs.

^E. Adamson Hoebel ,  The Cheyennes (New York: H o l t ,  R in e h a r t ,
and Winston,  1960).

2
K. N. Llewellyn and E. Adamson Hoebel ,  The Cheyenne Way 

(Norman: U n i v e r s i t y  o f  Oklahoma P r e s s ,  1941).
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Thomas Marquis t r a n s c r i b e d  f i v e  n a r r a t i v e s  by e l d e r l y  Ind ians  

who t o l d  o f  t h e i r  e x p e r i e n c e s  in  the  l a t e  n i n e t e e n t h  c e n t u r y . ^  Four 

o f  th e  f i v e  n a r r a t i v e s  were by Cheyennes.  The va lue  o f  th e  book i s  

the  a u t h e n t i c i t y  o f  t h e  d e s c r i p t i o n  o f  Cheyenne c u l t u r e  p r i o r  to  t h i s  

c e n t u r y .  There i s  an i n t e r e s t i n g  d e s c r i p t i o n  o f  a group o f  young 

Ind ians  s in g in g  l i v e l y  songs as they  wandered about  in  a Cheyenne camp.

No a c t u a l  d e s c r i p t i o n s  o f  songs a r e  g iven .

James Mooney o f f e r e d  a b r i e f  but  v a l u a b le  h i s t o r y  o f  t h e  Cheyennes,
2

pub l i shed  i n  1905. The a u th o r  t r a c e d  Cheyenne h i s t o r y  from th e  s e v e n ­

te e n t h  cen tu ry  th rough  th e  e a r l y  p a r t  o f  t h i s  c e n t u ry .  He gave a c l e a r  

e x p la n a t io n  o f  the  d i v i s i o n  i n t o  n o r the rn  and sou the rn  b ranches .  Many 

o f  t h e  Cheyenne r i t e s  and t h e i r  o r i g i n s  a r e  e x p la in e d .  The s tudy  con­

c lu d es  with  a b ib l i o g ra p h y  o f  e a r l y  w r i t i n g s  abou t  the  Cheyennes.

Inc luded  in t h e  volume with  Mooney's s tudy  i s  "Sketch o f  the
3

Cheyenne Grammar" by Rodolphe P e t t e r .  P e t t e r  was a Mennonite m i s s io n ­

a r y ,  t r a i n e d  in  a Swiss seminary ,  who came t o  America to  be a m i s s io n ­

a ry  to  th e  In d ia n s .  He l i v e d  w i th  th e  Cheyennes a t  Cantonment (near  

Canton,  Oklahoma) f o r  many y e a r s .  Many p r e s e n t - d a y  Cheyennes belong 

to  t h e  Mennonite churches  which P e t t e r  helped to  e s t a b l i s h .

^Thomas B. M arqu is ,  Cheyenne and Sioux (S tock ton ,  C a l i f o r n i a :
P a c i f i c  Center  f o r  Western H i s t o r i c a l  S t u d i e s ,  U n iv e r s i t y  o f  th e  P a c i f i c ,
1973).

p
James Mooney, "The Cheyenne I n d i a n s , "  Memoirs o f  th e  American 

A nth ropolog ica l  A s s o c i a t i o n  I , 1905; r e p r i n t  e d i t i o n ,  Millwood,  New York: 
Kraus R ep r in t  Co. ,  1976,  pp. 359-442.

^Rodolphe P e t t e r ,  "Sketch o f  th e  Cheyenne Grammar," Memoirs o f  
the  American A n th ropo log ica l  A s s o c i a t i o n  I , 1905; r e p r i n t  e d i t i o n ,  Millwood, 
New York: Kraus R e p r i n t  Co. ,  1976, pp. 443-478.
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P e t t e r  became th e  l e a d in g  a u t h o r i t y  on th e  Cheyenne language ,  

comple t ing a Cheyenne-English d i c t i o n a r y  over  a per iod  o f  twelve y e a r s .  

The ske tch  g ives  a review of  Cheyenne grammar, inc lu d in g  r u l e s  f o r  the  

p ro n u n c ia t io n  o f  vowels and consonan ts .  Some s t o r i e s ,  c h a n t s ,  and 

praye rs  in Cheyenne and Engl ish  a r e  inc luded .

" A r t i s t  Wanderings Among th e  Cheyenne"^ i s  p a r t  o f  a monograph 

by the  famous w es te rn  a r t i s t ,  F r e d e r i c  Remington. In a d d i t i o n  t o  the  

scenes a t  D ar l ing ton  and F o r t  Reno, which he sk e tc h e d ,  h i s  d e s c r i p t i o n s  

o f  the  land and people o f f e r  v a lu a b le  i n s i g h t  i n t o  the  t imes  and the  

a r e a .  Singing with  tom-toms and va r io u s  dances a r e  mentioned in  p a s s in g .

Another book which t e l l s  o f  the  e a r l y  r e s e r v a t i o n  days was 
2

w r i t t e n  by John Seger ,  who worked with  the  Cheyennes and Arapahoes 

f o r  f i f t y  y e a r s .  He d e s c r ib e s  h i s  exper iences  as  a j a c k - o f - a l l - t r a d e s  

a t  D ar l ing ton  and l a t e r  as  s u p e r in t e n d e n t  o f  the  schoo l .  Although 

s p e c i f i c  songs a r e  no t  c i t e d ,  the  a u th o r  mentions s in g in g  w i th i n  Cheyenne 

camps and p r e p a r a t i o n s  being made f o r  a Sun Dance. The l a s t  y e a r s  o f  

h i s  l i f e  were s p e n t  a t  Colony,  a town he founded with a group o f  120 

Arapahoes from D ar l in g to n .

Another f i r s t - h a n d  accoun t  of  Cheyenne l i f e  nea r  th e  t u r n  of  

th e  cen tu ry  was w r i t t e n  by John S tands- in -T imber  in  c o l l a b o r a t i o n  with
3

Margot L i b e r ty .  Although S tands- in -T imber  was a Northern Cheyenne most

^Frede r ic  Remington,  On the  Apache Indian  R es e rv a t io n s  and A r t i s t  
Wander ings  Among the  Cheyennes (Palmer Lake, Colorado: The F i l t e r  P r e s s ,
1974). (R epr in t  e d i t i o n )

2
John Seger ,  Ear ly  Days Among the  Cheyenne and Arapahoe I n d i a n s , 

Edi ted  by S tan ley  Ves ta l  (Norman: U n iv e r s i t y  o f  Oklahoma P r e s s ,  1934).
3

John S tands - in -T im ber ,  and Margot L i b e r t y ,  Cheyenne Memories 
(Linco ln :  U n iv e r s i t y  of  Nebraska P re s s ,  1967).
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o f  th e  m a te r i a l  a p p l i e s  e q u a l ly  to  t h e  s ou the rn  branch .  He g ives  a 

c l e a r  account  of  t h e  legends  o f  t h e  t r i b e  and t r a c e s  Cheyenne h i s t o r y  

from e a r l y  t imes to  the  p r e s e n t .  He was n e a r ly  n in e ty  y ea r s  o ld  when 

he wrote t h e  book.

Songs a r e  mentioned only  as they r e l a t e  to im por tan t  ce remonies .  

There i s  much m a te r i a l  on th e  wars o f  the Cheyennes with  o t h e r  t r i b e s  and 

with  th e  United  S t a t e s  Army. Included  i s  an account  o f  th e  C u s te r  b a t t l e  

a t  L i t t l e  Big Horn where many Cheyennes fough t  bes ide  the  Sioux.

Muriel W r ig h t ' s  book on th e  Ind ian  t r i b e s  o f  Oklahoma^ c o n t a i n s  

an im por tan t  c h a p t e r  on the  Cheyennes.  I t  c o n ta in s  a f a c t u a l  accoun t  o f  

t h e i r  h i s t o r y  in Oklahoma as well as genera l  Cheyenne h i s t o r y .  There i s  

a c o n s id e r a b le  q u a n t i t y  o f  demographic da ta  in  the  c h a p t e r .  The s e c t i o n  

on the  Arapaho t r i b e  c o n ta in s  in fo rm at ion  t h a t  a l s o  a p p l i e s  to  th e  Cheyenne. 

The book in c lu d es  m a t e r i a l  on s i x t y - f i v e  t r i b e s  t h a t  a r e  r e p r e s e n t e d  in 

Oklahoma's p o p u la t io n .

Extens ive  in te rv iew s  with  tw en ty -s ix  d i f f e r e n t  Southern  Cheyennes

were made in  the  l a t e  1960' s  and e a r l y  1970' s  as  p a r t  o f  t h e  American

Indian  Oral H is to ry  p r o j e c t ,  des igned  to  p re s e rv e  th e  h i s t o r y  o f  t h e  c u l t u r e
2

o f  American In d ian s .  Ear ly  h i s t o r y  and c u l t u r e  were d i s c u s s e d  by the  

Cheyennes and preserved  on t a p e .  These tapes  were t r a n s c r i b e d  and th e  

typed m anusc r ip ts  form th r e e  volumes.  The volumes t o t a l  about  s i x  hundred 

pa g e s .

^Wright,  A Guide to the  Ind ian  Tr ibes  of  Oklahoma.
2
American Indian  Oral H i s to r y ,  Cheyenne, Vols.  23, 24,  25 (Norman: 

The Duke C o l l e c t i o n ,  American Indian  I n s t i t u t e ,  Western H is to ry  C o l l e c t i o n ,  
U n iv e r s i t y  o f  Oklahoma L ib ra ry ,  1972).
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There a r e  mentions  of  s e v e ra l  types  o f  songs and ceremonies .

Some o f  th e  songs were a c t u a l l y  performed and sung bu t  th e  q u a l i t y  o f  

th e  t a p e s  makes th e  performances u n s u i t a b l e  f o r  a n a l y t i c a l  s tu d y .

(Severa l  of  t h e  Cheyennes who were in te rv iew ed  in t h e  p r o j e c t  a r e  among 

th o s e  who performed on r e c o r d i n g s  o r  were in te rv iew ed  f o r  t h e  p r e s e n t  

s t u d y . )

S tu d ie s  o f  American Ind ian  Music

This s e c t i o n  does no t  a t t e m p t  to  be comprehensive in  t h e  

s e l e c t i o n  o f  l i t e r a t u r e  d e a l i n g  w i th  genera l  s t u d i e s  o f  American Ind ian  

music .  R a th e r ,  i t  s t r i v e s  f o r  a broad r e p r e s e n t a t i o n  o f  d i f f e r e n t  

v ie w p o in ts .

A mer ica ' s  Music,^ a popula r  te x tbook  by G i l b e r t  Chase,  inc ludes  

an e x c e l l e n t  c h a p t e r  on th e  music o f  American Indians  t h a t  was omi t ted  

in th e  second e d i t i o n  of  th e  book. A h i s t o r y  of  the s tudy  o f  Indian  

music i s  a p a r t  o f  the  c h a p t e r .  An im por tan t  s e c t i o n  d i s c u s s e s  genera l  

c h a r a c t e r i s t i c s  of  Ind ian  music.

B r i e f  d e s c r i p t i o n s  of  the  songs of  severa l  t r i b e s  a re  g iv e n .

The c h a p t e r  in c lu d es  twenty-two t r a n s c r i p t i o n s  o f  songs.  N e i th e r  Cheyenne 

nor Arapaho songs a r e  i n c lu d e d ,  bu t  songs o f  the  Pawnee and Teton Sioux 

a re  in c lu d ed .  These a r e  s i m i l a r  t o  some songs o f  the  Cheyenne. There 

a r e  i n t e r e s t i n g  comments on the  s in g in g  s t y l e  of  I n d i a n s ,  th e  use o f  

t e x t s  and s y l l a b l e s  in songs ,  and th e  i n f l u e n c e  o f  w h i te  c i v i l i z a t i o n  on 

Indian  music .

^ G i l b e r t  Chase,  Amer ica ' s  Music (New York: McGraw-Hill Book
Company, I n c . ,  1955).
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One o f  Frances Densmore's g e n e r a l ,  n o n - te c h n ic a l  p u b l i c a t i o n s  

o f  Ind ian  music i s  The American Ind ians  and T h e i r  Music .^ There a r e  

c h a p t e r s  about  ce rem onies ,  dances ,  t e x t s ,  musical  i n s t r u m e n t s ,  p e c u l i a r ­

i t i e s  o f  Ind ian  music ,  and s c a l e s .  The au th o r  a l s o  g iv e s  su g g e s t io n s  

concern ing  the  t r a n s c r i p t i o n s  o f  songs ,  with  e i g h t  t r a n s c r i p t i o n s  inc luded  

as  examples,  bu t  no Cheyenne songs a r e  among them.

A s i m i l a r  s tudy  was made much e a r l i e r  by a n o t h e r  p r o l i f i c  

r e s e a r c h e r  o f  Ind ian  m us ic ,  A l i c e  F l e t c h e r .  This  was Ind ian  Games and 

Dances ,^ w r i t t e n  in  1915. The a u th o r  was one o f  t h e  e a r l y  s t u d e n t s  o f  

Ind ian  m usic ,  having p ub l i she d  s e v e ra l  a r t i c l e s  be fo re  t h e  t u r n  o f  th e  

c e n t u r y .  There i s  l i t t l e  s c h o l a r l y  in fo rm a t io n  given about  t h e  songs 

bu t  t h e r e  a r e  i n t e r e s t i n g  conments on th e  t e x t s  and s y l l a b l e s  o f  songs 

and many t r a n s c r i p t i o n s  a r e  i n c lu d e d ,  most o f  which a r e  songs t h a t  

accompany Ind ian  games. The musical  s t r u c t u r e  o f  the  songs i s  mentioned  

o c c a s i o n a l l y .  Cheyenne songs a r e  no t  inc luded  in  th e  s tu d y .

A r e c e n t  c o n t r i b u t i o n  to  the  s tudy  o f  Indian  music was made by
3

Martha Mead G i l e s .  The d i s s e r t a t i o n  i s  a s y n t h e s i s  and a genera l  

survey  o f  Ind ian  music o f  t h e  American c o n t i n e n t s .  Most o f  the  m a t e r i a l  

d e a l s  w i th  the  American Ind ians  r e s i d i n g  n o r th  o f  Mexico.  C ons ide rab le  

a t t e n t i o n  i s  devoted to  p r e - h i s t o r i c  backgrounds and e a r l y  c u l t u r a l  

h i s t o r y  o f  t h e  In d ia n s .

^Frances Densmore, The American Ind ians  and T h e i r  Music (New York: 
The Womans ( s i c )  P r e s s ,  19367!

p
A l ic e  Cunningham F l e t c h e r ,  Ind ian  Games and Dances (Bos ton:

C. C. Birchard  and Company, 1915).
3

Martha Mead G i l e s ,  A S y n th e s i s  o f  American Ind ian  Music as 
Derived from C u l tu r e :  Examination o f  S t y l e ,  Performance P r a c t i c e s ,  and
A e s t h e t i c s  f o r  Music Educa t ion ,  D.M.E. d i s s e r t a t i o n .  U n i v e r s i t y  o f  Oklahoma, 
1977.
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Several  p r e - t r a n s c r i b e d  songs a r e  inc luded  to  i l l u s t r a t e  v a r ious  

c a t e g o r i e s .  Recordings o f  th e s e  songs on a c a s s e t t e  ta pe  a r e  housed with  

the  d i s s e r t a t i o n .  No Cheyenne t r a n s c r i p t i o n s  a r e  inc luded  b u t  a "F as t  

Cheyenne War Dance" i s  one of  t h e  r e c o rd in g s  o f  a d d i t i o n a l  songs inc luded  

in  th e  ta p e .  The Cheyennes a r e  mentioned se v e ra l  t imes  in  the  s tudy ,  

e s p e c i a l l y  in  connec t ion  with  the  Sun Dance. Other types o f  songs (used 

by Cheyennes) in c lu d e  th e  war dance ,  f o r t y - n i n e  dance ,  and peyote song.

A memorial volume in  honor o f  Frances  Densmore was compiled by 

Char les  Hofmann in  1968.^ The book t r a c e s  her  l i f e  which inc luded  s i x t y  

y e a r s  o f  s tudy ing  Ind ian  music .  The p a r t s  most r e l e v a n t  to  t h i s  s tudy  

a r e  a r t i c l e s  on th e  fo l lowing  s u b j e c t s :  te chn ique  in Indian  mus ic ,

connec t ion  between song and the  S u p e r n a tu r a l ,  poe t ry  o f  Ind ian  songs ,  

and music o f  th e  American Ind ian .  Her s tudy  of  Cheyenne and Arapaho 

music i s  mentioned.  D e s c r ip t i o n  of  her  te chn iques  used in  f i e l d  work 

a r e  a l s o  im por tan t .
2

Enemy Way Music ,  by David M cA lles te r ,  i s  no t  a genera l  s tu d y ;  

r a t h e r ,  i t  i s  a very s p e c i f i c  s tudy  of  one ca tego ry  o f  music o f  one 

t r i b e .  I t  i s  inc luded  as an example o f  th e  depth t h a t  i s  p o s s i b l e  in 

the  s tudy  of  Ind ian  music.  The s u b - t i t l e ,  "A Study of  Social  and 

E s t h e t i c  Values as Seen in Navaho Music," i n d i c a t e s  t h a t  the  work p la ces  

g r e a t  emphasis on the  c u l t u r e  as well as  on music.

^Char les Hofmann, Ed. ,  F rances Densmore and American Indian  
Music (New York: Museum of  the  American I n d ia n ,  Heye Foundat ion,  1968).

2
David McAll e s t e r .  Enemy Way Mus i c  (Cambridge: Papers o f  the

Peabody Museum o f  American Archaeology and Ethnology,  Harvard U n i v e r s i t y ,  
Vol. XLI, No. 3,  1954; r e p r i n t  e d i t i o n ,  Millwood,  New York: Kraus
R ep r in t  Co. ,  1973).
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The formal i n t e n t i o n  o f  th e  Enemy Way i s  to  lay  t h e  ghos t  of  an 
o u t s i d e r :  t h a t  o f  a w hite  man o r  some o th e r  non-Navaho, . . . o r  a
member o f  some o t h e r  Ind ian  t r i b e .  Most o f  t h e  Enemy Ways p e r ­
formed in  th e  l a s t  few y e a r s  f o r  young men have been d i r e c t e d  
a g a i n s t  the  ghos ts  o f  enemies s l a i n  in  World War I I . l

There a re  seve ra l  o t h e r  b e n e f i t s  de r ived  from the  ceremony,

inc lud ing  s o c i a l  p r e s t i g e  and "b r in g in g  ou t" g i r l s  o f  m a r r i a g e a b le  age .

The formal ceremony r e q u i r e s  e x t e n s i v e  p r e p a r a t i o n  and l a s t s  t h r e e  days .

McAll e s t e r  has t r a n s c r i b e d  s e v e n t y - f i v e  songs which a r e  used in Enemy

Way ceremonies .  There i s  e x t e n s i v e  musica l  a n a l y s i s  o f  the  songs.

Perhaps the  most h e lp fu l  genera l  s tudy of  Ind ian  music f o r  t h e
2

p r e s e n t  s tudy  i s  North American Ind ian  Musical S ty le s  by Bruno N e t t l , 

th e  a u th o r  o f  the  s tudy  on Arapaho music desc r ibe d  e a r l i e r  in t h i s  

c h a p t e r .  The book was th e  r e s u l t  o f  N e t t l ' s  doc to ra l  d i s s e r t a t i o n .

The p re fa c e  c o n t a in s  a h i s t o r y  o f  the  s tudy  o f  Indian  music and

in c ludes  v a lu a b le  b i b l i o g r a p h i c  in fo rm a t io n .  Nett l  d iv id e s  th e  Ind ians

of North America in to  s ix  geograph ica l  a r e a s ,  with  the  Cheyennes as p a r t  

o f  the P la in s -P u eb lo  a r e a .  The musical  c h a r a c t e r i s t i c s  of  each a re a  a r e  

o u t l i n e d .  N ett l  su g g es t s  t h a t  the  music of  the  P la in s -P u eb lo  a re a  most 

c l o s e l y  matches the c h a r a c t e r i s t i c s  of  Ind ian  music as a whole.

N e t t l  uses fo u r  c a t e g o r i e s  f o r  the  a n a l y s i s  of  Indian  music:

1. Melody: range ,  s c a l e ,  melodic movement, i n t e r v a l s ;

2. Rhythm: d u ra t i o n a l  v a l u e s ,  m e te r ,  rhythmic accompaniment,  
tempo;

3. Form: r e l a t i o n s h i p  of  ph ra s e s ;

4. Other f e a t u r e s .

^ I b i d . , p. 7.
2

Bruno N e t t l ,  North Amer i c a n  Indian  Musical S ty le s  ( P h i l a d e lp h i a ;  
American F o lk lo re  S o c ie ty ,  1954~T
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There i s  much musical  in fo rm a t ion  given  in  c o n c i se  form. The 

s e c t i o n  most  r e l e v a n t  to  the  p r e s e n t  s tudy  i s  N e t t l ' s  summary o f  th e  

im por tan t  t r a i t s  o f  P la in s -P u e b lo  song.  N e t t l ' s  use o f  symbols in  

t r a n s c r i b i n g  songs i s  inc luded  in the  append ix ,^  which a l s o  c o n ta in s  

t r a n s c r i p t i o n s  of  tw e n t y -e ig h t  songs.  None o f  t h e s e  a r e  Cheyenne bu t  

s ix  o f  them a re  Arapaho songs.

^ N e t t l ' s  symbols a r e  a p a r t  o f  a compara t ive t a b l e  found in 
Appendix A o f  the  p r e s e n t  s tudy .



CHAPTER I I I  

A SKETCH OF SOUTHERN CHEYENNE HISTORY

A sk e tc h  o f  the  h i s t o r y  o f  the  Southern  Cheyennes i s  e s s e n t i a l  

to  th e  unde r s tan d in g  of  t h e i r  songs and th e  im p o r tan t  p la ce  t h e s e  songs 

occupy in  Cheyenne c u l t u r e .  Before 1700, th e  Cheyennes were known to 

be l i v i n g  along the  Missouri  River in the s o u t h e a s t e r n  p a r t  o f  p r e s e n t -  

day Minnesota .  Among t h e  many names by which they have been known a r e :  

Chaa, Chaguyenne,  Chayenne, Chian,  S ch ia nese ,  and Shienne .  The name 

used by the  t r i b e  in r e f e r r i n g  t o  themselves  i s  D z i t s i s t a s ,  which means 

"our peo p le . "  One t r a d i t i o n  of  t h e  t r i b e  has i t  t h a t  they  m ig ra ted  t o  

Minnesota from e a s t e r n  Canada.

The f i r s t  known c o n t a c t  with  white  men was a t  La S a l l e ' s  f o r t  

on the  I l l i n o i s  River in 1680.^ A few y e a r s  l a t e r ,  owing t o  t h e  h o s t i l ­

i t y  o f  th e  S ioux,  the  t r i b e  had moved to  the  Cheyenne branch o f  the  Red 

River  in  the  p r e s e n t - d a y  North Dakota.

The famous e x p e d i t io n  of  Lewis and Clark made c o n t a c t  w i th  the  

Cheyennes in 1804 and 1806. A few y ea r s  l a t e r  the  t r i b e  was fo r c e d  to  

m ig ra te  aga in  because of  c o n t in u in g  c o n f l i c t s  with t h e  Sioux.  This  move 

was to  t h e  Black H i l l s  in p re s e n t -d a y  South Dakota. The Cheyennes 

con t inued  to  war with t h e  Sioux u n t i l  f i n a l  peace was made abou t  1840.

Even from th e  days b e fo re  th e  m ig ra t i o n s  from Minnesota ,  t h e  

Cheyennes had a c l o s e  a s s o c i a t i o n  with  th e  Arapaho t r i b e ,  which has

^Wright ,  A Guide t o  the  Ind ian  T r ib es  o f  Oklahoma, p .  78.

26
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endured u n t i l  t h e  p r e s e n t  day.  The l a t t e r  t r i b e ,  l i k e  th e  Cheyennes,  

was a branch o f  t h e  Algonquian^ group of  t r i b e s  from th e  n o r t h e a s t e r n  

r eg ion  of  th e  United  S t a t e s .  During th e  m ig ra t i o n s  t h e  Cheyennes abso rbed  

a s m a l l e r  t r i b e ,  th e  S u t a i .  The Sun Dance ceremony was i n h e r i t e d  from 

the  S u t a i .

F u r th e r  m i g ra t i o n s  westward were fo rced  upon th e  Cheyennes u n t i l

they lo c a t e d  along  th e  upper branches o f  th e  P l a t t e  R iv e r .  A few y e a r s

l a t e r  the  main body of  the  t r i b e  moved south  t o  B e n t ' s  F o r t  on the

Arkansas River  in s o u t h e a s t e r n  Colorado,  l e av ing  a s m a l l e r  p o r t i o n  o f

th e  t r i b e  on the  upper P l a t t e .  Following th e  T rea ty  o f  F o r t  Laramie in

1851, th e  former became known as Southern  Cheyenne and th e  l a t t e r  as  
2

Northern Cheyenne.

Following s ev e ra l  y e a r s  in e a s t e r n  Colorado and su r round ing  a r e a s ,  

th e  Southern  Cheyennes and Arapahoes s igned a t r e a t y  w i th  th e  government 

a t  Medicine Lodge in  s ou the rn  Kansas in  1867. Many o t h e r  p l a i n s  t r i b e s  

a l s o  s igned  t r e a t i e s  a t  the  same t ime.  As a r e s u l t  o f  the  t r e a t y  the

Cheyennes and Arapahoes were a ss igned  a r e s e r v a t i o n  in  t h e  Cherokee Out-
3

l e t ,  bu t  both t r i b e s  cons idered  t h i s  land unacc ep tab le  and r e f u s e d  to  

s e t t l e  on i t .  In 1869, the  Cheyenne and Arapaho were a s s ig n e d  a new

Algonciuian r e f e r s  to  the  language type  of  a l a r g e  group o f  
t r i b e s  t h a t  were l o c a te d  near the  Ottowa and S t .  Lawrence R iv e r s .  The 
t r i b e s  sp read ,  toward the  south  and west .  Cheyenne, Arapaho,  and Black- 
f o o t  a r e  the  westernmost  t r i b e s  in  t h i s  language  group.  Other t r i b e s  
inc lude  Cree ,  Fox, M as sa ch u s e t t s ,  Micmac, and Ojibwa.

2
Mooney, The Cheyenne I n d i a n s , pp. 376-377.

3
The Cherokee O u t le t  c o n s i s t e d  o f  a wide s t r i p  o f  land a c r o s s  

the  n o r th e rn  edge o f  Oklahoma, s t r e t c h i n g  westward from the  c e n t r a l  
p o r t i o n  o f  the  s t a t e  to  the  Texas "Panhandle ."
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r e s e r v a t i o n  along  th e  North Canadian and upper Washita R ivers  in  west  

c e n t r a l  Oklahoma, bounded on th e  n o r th  by th e  Cherokee O u t l e t  and on th e  

sou th  by the  Kiowa-Apache-Comanche R e s e rv a t io n .^  A temporary t r i b a l  

agency was e s t a b l i s h e d  near  Camp Supply. The fo l lowing y e a r  the  Cheyenne 

and Arapaho Agency was e s t a b l i s h e d  j u s t  no r th  o f  the  North Canadian River  

near  p r e s e n t -d a y  El Reno, Oklahoma. The f i r s t  ag e n t  was Br in ton  D a r l i n g ­

ton and the  s e t t l e m e n t  became known by h i s  name. In 1871 a boarding  

school was opened a t  D ar l ing ton  f o r  Arapaho c h i l d r e n ,  and l a t e r ,  one f o r  

Cheyennes was opened a t  Caddo S p r ing ,  j u s t  to  the  nor th  o f  D a r l in g to n .

In 1908 both schools  were combined a t  Caddo Spring and the  s i t e  was

renamed Concho. In 1909 the agency moved from D ar l ing ton  to  Concho and
2

became a subagency o f  the  Anadarko Area O f f i c e .

In 1890 th e  government had n e g o t i a t e d  an agreement with  the  

Southern  Cheyennes and Arapahoes whereby each in d iv id u a l  was g ran ted  

160 a c r e s  o f  land .  The r e s t  o f  th e  r e s e r v a t i o n  (over 3 m i l l i o n  a c r e s )  

was so ld  and the  proceeds  placed in  t r u s t  f o r  the  t r i b e s .  At the  same
3

time the  Ind ians  were g ran ted  the  r i g h t s  of  c i t i z e n s h i p .

The Cheyennes o p e ra te  under a c o n s t i t u t i o n  and by-laws o f  th e  

"Cheyenne-Arapaho T r ibes  of  Oklahoma." A t r i b a l  council  r e p r e s e n t s  them 

in c la im s  b e fo re  th e  Indian  Claims Commission. A s e p a r a t e  t r i b a l  govern ­

ment,  a p a r t  from the  Arapahoes, i s  main ta ined  f o r  ceremonial and r e l i g i o u s  

purposes .

^Wright ,  A Guide to th e  Ind ian  T r ibes  o f  Oklahoma, pp.  43-44.  

^ I b i d . ,  p.  44.
3
Mooney, The Cheyenne I n d i a n s , p. 401.
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For many y e a r s  t h e  Cheyennes have engaged in  farming and 

r a i s i n g  l i v e s t o c k .  In r e c e n t  y e a r s ,  more have e n t e r e d  i n t o  b u s i n e s s e s .  

Several  Cheyennes a r e  s u c c e s s fu l  a r t i s t s .  The Cheyennes have m a in ta ined  

a r e l a t i v e l y  high  s t a n d a rd  o f  l i v i n g ,  compared with  many of  th e  t r i b e s  

l i v i n g  in  Oklahoma.

Many Cheyennes have jo i n e d  P r o t e s t a n t  c h u rc h e s ,  p r i n c i p a l l y  t h e  

B a p t i s t  and Mennonite c h u rc h e s ,  b u t  t h e  Native American Ind ian  Church,  

based on the  use o f  peyo te ,  has a s t r o n g  fo l low ing  among them.^ Musi­

c a l l y ,  th e  Native American Ind ian  Church i s  e s p e c i a l l y  s i g n i f i c a n t  be ­

cause  of  th e  s p e c ia l  types  o f  song connec ted  with  i t s  r i t u a l .  This  music 

w i l l  be d i scu ssed  l a t e r  in  c h a p t e r  e l e v e n ,  which d e a l s  w ith  peyote songs .

^Wright,  A Guide to  th e  Ind ian  T r ibes  o f  Oklahoma, p.  84.



CHAPTER IV 

MUSICAL INSTRUMENTS 

Drums

While th e  predominance o f  Cheyenne music i s  v o c a l ,  i n s t ru m en ts  

a r e  f r e q u e n t l y  used as accompaniments to  songs and dances and th e  f l u t e  

i s  played as a so lo  in s t ru m e n t .  The most im por tan t  in s t ru m e n t  i s  the  

drum, which i s  used with  t h e  m a j o r i t y  o f  Cheyenne songs and dances .

Severa l  types  of  drums a r e  used .  Densmore d i s c u s s e s  t h r e e

1 2 types  and Kaufman l i s t s  f o u r .  The most common type o f  drum was th e

s in g l e  head drum held  in one hand and bea ten  with  th e  o t h e r  hand.  This

drum was u s u a l l y  made o f  wil low s t i c k s  formed i n t o  a c i r c l e  w i th  horse

h ide  s t r e t c h e d  a c ro s s  the  top .  The thongs  were c ro s sed  a t  t h e  back o f

th e  drum t o  form a hand-hold .  The s i z e  o f  t h e  drums v a r i e d  g r e a t l y .

Some l a r g e r  s in g le -h e a d  drums were made from ho llowed-ou t  t r e e  stumps.

The w r i t e r  observed one o f  t h e s e  drums in  t h e  home o f  Roy 

Nightwalker ,  near  S e l l i n g ,  Oklahoma. I t  was about  t h i r t y  inches  in  

d ia mete r  and about  s i x t e e n  inches  deep.  The body was b u i l t  from th e  

t runk  o f  a t r e e  and i t  r e s t e d  in a c r a d l e  dev ice  which p e rm i t t ed  th e  

drum to  be s to r e d  in a v e r t i c a l  p o s i t i o n  and s e t  in  a h o r i z o n t a l  p o s i t i o n  

f o r  p la y ing .  This  i s  the drum used on some of  the  r eco rd in g s  o b ta in e d  

from Nightwalker and Bull Coming.

^Densmore, Cheyenne and Arapaho Music, pp. 24-25.
2

Kaufman,'Cheyenne Ind ian  Music and I t s  C u l tu ra l  Background," pp.  47-48.
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O c c a s io n a l ly  a two-headed drum was used ,  e s p e c i a l l y  in  connec­

t i o n  w i th  hand-game songs .  Densmore mentions  a two-headed drum being 

made much l i k e  an o r d i n a r y  bass drum and used f o r  hand-games. One of

th e se  two-headed drums i s  e x h i b i t e d  in  t h e  Museum o f  the  S t a t e  H i s t o r i c a l
1

S oc ie ty  o f  Oklahoma.

A very  l a r g e  drum i s  sometimes used during s p e c i a l  ce remonies ,

such a s  t h e  Sun Dance. Th is  drum i s  a s i n g le - h e a d e d  drum s t r e t c h e d

between f o u r  p o l e s .  I t  i s  so l a r g e  t h a t  i t  can be played by t e n  men 
2

a t  a t im e .
3

Another type  used  in ceremonies  i s  t h e  p a r f l e c h e  drum. This 

c o n s i s t s  o f  a l a r g e  p i e c e  o f  rawhide t h a t  i s  fo lded  and p laced  on the  

ground where i t  i s  bea ten  l i k e  a drum.

O c c a s io n a l ly ,  a t  even t s  such as hand-games and s o c i a l  dances ,  

drums a r e  not  a v a i l a b l e .  At t h e s e  t imes  th e  drummers w i l l  b e a t  on t h e  

e a r t h  w i th  s t i c k s  to  c r e a t e  th e  drumming e f f e c t .

The drum used in  th e  peyote  ceremonies  i s  perhaps  th e  most 

unusual o f  th e  drums used by Cheyennes.  I t  i s  a type  o f  k e t t l e  drum 

and i s  u s u a l l y  made from an i ro n  k e t t l e .  I t s  unusual  f e a t u r e  i s  the  

method by which th e  horse  h ide  o r  canvas cover ing  i s  held  in p la c e .

Several  small s to n e s  o r  marb les  a r e  p laced  under t h e  edge o f  the  

cover ing  on th e  o u t s i d e  nea r  t h e  top  o f  t h e  k e t t l e .  A rope i s  t i g h t e n e d  

around one o f  t h e  knobs formed by the  s to n e s  undernea th  t h e  h id e .  Then

^Densmore, Cheyenne and Arapaho Music , pp. 24-25.

^ Ib i d .
3

According t o  The Random House D ic t io n a ry  o f  th e  Engl ish  Language, 
p a r f l e c h e  i s  " raw hide ,  u s u a l l y  o f  b u f f a l o  s k in  which has been f r e e d  o f  h a i r  
by being soaked in  lye  and then  d r i e d  on a s t r e t c h e r . "  The term i s  a l s o  
used f o r  a s h i e l d  made o u t  of  rawhide .  The word comes from th e  French words 
p a re r  ( t o  ward o f f )  and f l o c h e  (a r row ) .
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th e  rope  passes  benea th  t h e  k e t t l e  b e fo re  being  wrapped around t h e  next  

knob. The p rocess  i s  con t inued  u n t i l  th e  h ide  i s  he ld  f i rm ly  in p l a c e .  

Densmore s t a t e s  t h a t  abou t  t e n  s to n e s  o r  marb les  would be r e q u i r e d  f o r  

a l a r g e  peyote drum.^

Another f e a t u r e  o f  t h i s  drum was th e  use  o f  w a te r  i n s i d e  th e

k e t t l e .  Before t h e  drum was p layed ,  the  drummer would shake t h e  drum

or  t u r n  i t  upside-down in  o r d e r  to  mois ten  th e  drum head.  This  i s  s a id

to  change th e  q u a l i t y  o f  t h e  tone produced and a l s o  to  enable  t h e  sound

to c a r r y  f u r t h e r .  The mois tened drum head was a l s o  used to  keep th e

p i t c h  o f  th e  drum w i th i n  t h e  d e s i r e d  range .  The drummer cou ld  a l s o  vary

the  p i t c h  o f  th e  drum by us ing  p r e s s u r e  from h i s  hand t o  f u r t h e r  t i g h t e n

th e  drum head.  This  changing o f  p i t c h  can be heard in  t h e  re c o rd in g s  

of some of  the  peyote  songs in  t h e  e l e v e n th  c h a p t e r .

Drumsticks

Each drummer u s u a l l y  made h i s  d rumsticks  and would take  them to  

any ev en t  where he was to p la y .  Only one d rumstick  was used by a drum­

mer a l th o u g h  he migh t  b r in g  more tha n  one.  The d rumsticks  were most 

o f t e n  made o f  haze l  wood o r  g ra p e v in e .  The w r i t e r  has seen se v e ra l  

drumst icks  made in  r e c e n t  y e a r s  t h a t  were f i b e r g l a s s  rods as  used f o r  

f i s h i n g  rods .  The le n g th  o f  th e  drumst icks  v a r i e s  from about  one f o o t  

to two f e e t  in  l e n g t h .  The end used to  be a t  the  drum i s  u s u a l l y  wrapped 

with  c l o t h .  This  wrapping i s  u s u a l l y  about  t h r e e  inches  in  l e n g t h .  The 

main p o r t i o n  o f  t h e  s t i c k  i s  o f t e n  p a in te d  w i th  v a r io u s  des igns  and 

sometimes f e a t h e r s  a r e  a t t a c h e d .

^Densmore, Cheyenne and Arapaho Music, pp. 24-25.
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R a t t l e s

R a t t l e s  were sometimes used in  a d d i t i o n  to  the  drums,  p a r t i c ­

u l a r l y  in connec t ion  with  peyote songs.  In a t  l e a s t  one c a s e ,  a sweat-  

lodge ceremony,  r a t t l e s  a r e  used in s t e a d  o f  drums. Most o f  th e  r a t t l e s  

were o f  th e  type  in  which a c o n t a i n e r  i s  f i l l e d  with  small pebbles  o r  

o t h e r  o b j e c t s  which make the  n o ise  when th e  r a t t l e  was shaken .  Gourds,  

molded rawhide ,  and b u f f a lo  scrotum were among the m a t e r i a l s  most o f t e n  

used as c o n t a i n e r s .  The r a t t l e s  had wooden handles  a t t a c h e d ,  which va r ie d  

g r e a t l y  in  l e n g th .  The c o n t a i n e r  i t s e l f  was u s u a l ly  deco ra ted  with  p a i n t ,  

w hi le  f e a t h e r s  were o f t e n  a t t a c h e d  to  the  handle.

The medic ine  men used two types  o f  r a t t l e s .  The most common was 

the type  made from two p ie ces  o f  rawhide which were p ressed  in t o  oval 

shapes a t  one end. Small s tones  o r  beads were p laced  in  t h e  oval pockets  

and th e  pockets  were sewn t o g e t h e r .  The bowl of  the  r a t t l e  was u s u a l l y  

p a in te d  q u i t e  o r n a t e l y  and th e  handle was o f t e n  wrapped with  d e e r s k in ,  

with  f e a t h e r s  a t t a c h e d  f o r  d e c o r a t i o n .  Sometimes a b u f f a lo  t a i l  was 

a t t a c h e d  t o  the  hand le .  When th e  medic ine men went i n t o  b a t t l e  with 

th e  b r a v e s ,  they  o f t e n  c a r r i e d  a r a t t l e  made from a l a r g e  gourd .

The m i l i t a r y  s o c i e t i e s  o f  th e  Cheyennes had r a t t l e s  f o r  ceremo­

n ia l  use and f o r  c a r ry in g  in t o  b a t t l e .  Each s o c i e t y ,  a l s o  c a l l e d  a war 

s o c i e t y ,  had a d i s t i n c t i v e  type  o f  r a t t l e .

The Fox S o c ie ty  (changed to  Coyote Soc ie ty  by the Southern 

Cheyennes) used a l a r g e  gourd r a t t l e  p a in ted  b r ig h t  r e d .  The Dog S oc ie ty  

a l s o  used a red  gourd r a t t l e ,  which was kept  by a s p e c ia l  r a t t l e  keeper.  

This  person was a l s o  th e  l e a d e r  in dancing  and s in g in g  f o r  h i s  s o c i e t y  

and used the  r a t t l e  to  keep t ime to  th e  music .  His r a t t l e  was made
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from rawhide s t r i p s  sewn t o g e t h e r  to  form a c y l i n d e r  about  t h r e e

inches  long and two inches  wide.  This i s  t h e  same type  o f  r a t t l e  used

by most o f  the  medic ine men.

The Elk (o r  Elkhorn) S o c ie ty  used a s c r a p e r  r a t h e r  than  a r a t t l e .

The Elkhorn s c a p e r ,  to  be c o n s t r u c t e d  on ly  by th e  l e a d e r  o f  th e  s o c i e t y ,

c o n s i s t e d  o f  th e  horn o f  an e l k  p a in ted  b lue and ye l low  and carved to  

resemble  a snake .  Notches were carved  a t  r e g u l a r  i n t e r v a l s  and th e  sound 

was made by rubbing a s t i c k  a c r o s s  the  no tches .

Another type  o f  r a t t l e  i s  formed by dee r  hoofs sewn to  the  

bottom o f  a Cheyenne woman's d r e s s .  When the  woman would dance t h e se  

hoofs would c l i c k  t o g e t h e r .  In r e c e n t  y e a r s  t h e r e  has been some use 

o f  small metal  b e l l s  ( s l e i g h  b e l l s )  which a r e  worn on th e  costumes o f  

d a n c e r s .

F lu te s  and Whis t le s

The f l u t e  i s  the  only  musical  in s t rum en t  which i s  used by i t s e l f  

and not  as  accompaniment to  songs o r  dances.  The f l u t e  o f  t h e  Cheyennes

i s  a c t u a l l y  a f l a g e o l e t ,  common among many o f  t h e  P l a i n s  t r i b e s .  I t  was

made by s p l i t t i n g  a p ie ce  o f  j u n i p e r ,  c e d a r ,  o r  s i m i l a r  wood about  e i g h ­

teen  inches  in le n g th  and abou t  one and a h a l f  inches  in  d i a m e te r .  A 

groove was made in each h a l f  and the  ha lves  were g lued  and t i e d  with  sinew 

to  make a c y l i n d e r .  A small ho le  a t  one end served  as t h e  mouthpiece .  

S l i g h t l y  below the  mouthpiece a s l o t  was carved to  form th e  mouth. Above 

t h i s  a block was t i e d  with  sinew o r  cord to  c r e a t e  t h e  c o n f i g u r a t i o n  

n ecessa ry  f o r  the  f l u t e  to sound. This  block was o f t e n  ca rved  in  the

shape of  a b i rd  o r  an imal .  There were s ix  f i n g e r  ho les  burned i n t o  th e

body o f  t h e  f l u t e .
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Doc Tate  Nevaquaya i s  a Commanche a r t i s t  who has become an e x ­

p e r t  on Ind ian  f l u t e s  of  a l l  k inds .  He has a Cheyenne f l u t e  ove r  100 

y e a r s  o l d ,  which he played f o r  the  w r i t e r  and al lowed to  be photographed .^

Woodrow Haney i s  a Creek-Seminole a r t i s t  who has become i n t e r e s t e d  

in  making and p la y ing  Ind ian  f l u t e s .  He demonst ra ted  th e  f l u t e s ,  and 

al lowed th e  w r i t e r  to  play  on th e  i n s t r u m e n t s .  He a l s o  demonst ra ted  an

eag le  bone w h i s t l e  s i m i l a r  to  th e  ones  used by the  Cheyennes.

The use  o f  th e  f l u t e  i n  th e  Cheyenne c u l t u r e  was no t  w idespread .  

The f l u t e  was never  used with  Cheyenne songs .  A young w a r r i o r  o f t e n  

played f l u t e  songs to a t t r a c t  the  a t t e n t i o n  o f  a c e r t a i n  maiden.  Some­

t imes t h e  medic ine  man would be asked t o  put  a charm on th e  f l u t e  to

make i t s  power more e f f e c t i v e  in a t t r a c t i n g  a g i r l .  O c c a s io n a l ly  a brave  

might  wander ou t  on the  p r a i r i e  and p lay the  f l u t e  f o r  hours a t  a time 

with  on ly  h im se l f  f o r  an aud ience .

N e t t l  obse rves  t h a t  t h e r e  a r e  probab ly  only  a small  number o f

melodies  f o r  th e  f l u t e  among th e  Cheyennes.

Those t r i b e s  having f l u t e  melodies  a t  a l l  possess  on ly  a few; a 
t y p i c a l  t r i b a l  r e p e r t o r y  may c o n s i s t  o f  s ev e ra l  hundred vocal  songs 
and a dozen f l u t e  m e lod ies .  Whereas s im ul taneous  p la y ing  on the  
f l u t e  and s ing ing  i s  no t  found,  and ensemble music wi th  more than 
one f l u t e  does no t  e x i s t ,  t h e  combination  o f  p e r c u s s iv e  accompani­
ment with  vocal music i s  a lmos t  u n iv e r s a l  in North A m e r i c a . 2

A s imple w h i s t l e  was used in  va r io u s  ceremonies as a s ig n a l  and ,  

o c c a s i o n a l l y ,  in  connec t ion  with  songs.  The w h i s t l e  was most o f t e n  made 

from a wing bone o f  an eag le  a l th o u g h  o th e r  bones were sometimes used .

The wing bone o f  a sand c rane  was used when e ag l e  bones were u n a v a i l a b l e .

^See the  photograph o f  t h i s  f l u t e  in  Appendix 0.
2

N e t t l ,  North American Ind ian  S t y l e s , p. 7.
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The e a g l e  bone w h i s t l e  was about  s i x  inches  in l e n g th  and l e s s  

than  a h a l f  inch  in  d ia m e te r .  Pine gum was used to shape th e  s l o t  c u t  

below t h e  mouthpiece so t h a t  a s h r i l l  sound was produced when th e  

w h i s t l e  was blown. The w h i s t l e s  were u s u a l l y  hung around th e  neck o f  

th e  w a r r i o r  w i th  sinew o r  d e e r s k i n  co rd .  Sometimes th e  w h i s t l e s  were 

d ec o ra te d  w i th  e a g l e  f e a t h e r s .  Another  use  f o r  the  w h i s t l e  was as p a r t  

o f  t h e  per formance by a medic ine  man in  h e a l in g  o r  in  d r iv i n g  away th e  

e v i l  s p i r i t s  which were though t  to  have caused a s i c k n e s s .



CHAPTER V

CHARACTERISTICS OF STYLE OF CHEYENNE SONG

The c h a r a c t e r i s t i c s  o f  s t y l e  o f  Ind ian  songs in  America vary  

g r e a t l y  from one r eg io n  to  a n o t h e r .  S p e c i f i c  g eog raph ica l  r e g io n s  

d e s ig n a t in g  a r e a s  based on c u l t u r a l  s i m i l a r i t i e s  have been i d e n t i f i e d  

by v a r io u s  a u t h o r s  o f  In d ia n  s t u d i e s .  One o f  t h e s e  a u t h o r s ,  Cla rk  

W i s s le r ,  i d e n t i f i e d  n ine  a r e a s  f o r  t h e  North American c o n t i n e n t ,  no r th  

o f  Mexico. These a r e a s  a r e  (1) P l a i n s ,  (2) P l a t e a u ,  (3)  C a l i f o r n i a ,

(4) North P a c i f i c  Coas t ,  (5)  Eskimo, (6)  Mackenzie,  (7) Eas te rn  Woodland, 

(8) S o u th e a s t e r n ,  and (9) Southw es te rn .^

W iss le r  p laced  t h e  Cheyennes as one o f  e l even  t r i b e s  o f  the
2

t h i r t y - o n e  t r i b a l  groups l i v i n g  in  th e  g r e a t  w es te rn  p l a i n s  a r e a .

The placement i s  based on th e  t y p i c a l  c u l t u r a l  f e a t u r e s  which were

m a n i fe s ted  by th e  Ind ians  o f  th e  a r e a .  C h ie f  among th e  f e a t u r e s  were

dependence on the  b u f f a l o  or  b i s o n ,  and the  very l i m i t e d  use  o f  
r o o t s  and b e r r i e s ;  absence  of  f i s h i n g ;  l a c k  o f  a g r i c u l t u r e ;  the  
t i p i  as  a movable d w e l l i n g ;  t r a n s p o r t a t i o n  by land o n ly ,  w i th  the  
dog and t h e  t r a v o i s  ( i n  h i s t o r i c  t imes  w i th  t h e  h o r s e ) ;  want o f  
b a s k e t r y  and p o t t e r y ;  no t r u e  weaving; c l o t h i n g  of  b u f f a lo  and 
d e e r s k i n s ;  a s p e c i a l  bead te c h n iq u e ;  high development o f  work in 
s k i n s ;  s p e c i a l  rawhide work ( p a r f l e c h e ,  c y l i n d r i c a l  bag,  e t c . ) ;  
use o f  a c i r c u l a r  s h i e l d ;  weak development o f  work in  wood, s t o n e ,  
and bone.  T h e i r  a r t  i s  s t r o n g l y  g eo m e t r ic ,  bu t  as  a whole,  no t  sym­
b o l i c ;  s o c i a l  o r g a n i z a t i o n  tends  to  th e  s imple band; a camp c i r c l e

^Clark  W i s s le r ,  The American Ind ian :  An I n t r o d u c t i o n  t o  t h e
Anthropology o f  th e  New World (New York: Oxford U n iv e r s i t y  P r e s s ,  1922),
p.  218.

2
I b i d .  O thers  o f  th e  e l ev en  t r i b e s  a r e  th e  A s s in i b o in ,  Arapaho,  

B la c k fo o t ,  Comanche, Crow, Gros V e n t r e s ,  Kiowa-Apache, S a r s i ,  Teton-Dakota,

37
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o r g a n i z a t i o n ;  a s e r i e s  of  s o c i e t i e s  f o r  men; sun dance ceremony; 
sweat  house observances ,  s c a lp  dances ,  e t c . l

J u s t  as  e t h n o l o g i s t s  c l a s s i f y  Ind ian  t r i b e s  g e o g ra p h i c a l l y  by

t h e i r  s o c i a l  and c u l t u r a l  behav io r ,  e t h n o m u s ico lo g is t s  group Ind ian  t r i b e s

g e o g ra p h ic a l ly  on th e  b a s i s  of  s t y l e  c h a r a c t e r i s t i c s  of  t h e i r  music.

Such a grouping occurs  when i n h a b i t a n t s  o f  an a rea  s ha re  one or  more

impor tan t  musical t r a i t s  t h a t  a r e  not  found in  the  same l e v e l s  of
2

i n t e n s i t y  in  nearby geograph ica l  a r e a s .

N e t t l  d iv id e s  the  Ind ians  o f  North America i n t o  the fo l low ing  s ix
3

geograph ica l  a rea s  on the  b a s i s  o f  t h e i r  music:

(1) Eskimo-Northwest Coast  Area

(2) G rea t  Basin Area

(3) Cal ifornia-Yuman Area

(4) Athabascan Area

(5) P la in s -P u eb lo  Area

(6) Eas te rn  Area

A comparison of  th e  c u l t u r a l  a r e a s  o f  W iss le r  with  th e  musical 

a rea s  o f  N et t l  i s  p resen ted  in Table One.

^ I b i d . ,  p. 220.
2

N e t t l ,  North American Indian  Musical S t y l e s , p. 4.
3

I b i d . ,  pp. 2-3 .  Several  yea rs  l a t e r  Net t l  r e v i s e d  h i s  t h i n k in g  
somewhat about  the a r e a s .  He decided  t h a t  the  Pueblo Ind ians  were no t  as  
c l o s e l y  r e l a t e d  to  the  P l a i n s  Ind ians  as he f i r s t  thought .  This change 
in h i s  t h i n k in g  i s  s e t  f o r t h  in "Musical Areas Recons idered"  Essays in  
Musicology in  Honor o f  Dragan Plamenac on His 70th B ir thday  ( P i t t s u b r g :  
U n iv e r s i t y  P re s s ,  1979),  pt 185.



TABLE 1

COMPARISON OF GENERAL WITH MUSICAL CULTURAL AREAS

Nettl 1 Wissler

of the 
NORTH AMERICAN INDIAN

Geographical Areas Typical Tribes
1. Eskimo-Northwest 

Coast Area

2. Great Basin Area

3. California-Yuman 
Area

4. Southern Athabascan
Area

5. Plains-Pueblo Area

6. Eastern Area

Eskimo, Northern 
Pacific  Coast and 
Plateau Areas

Parts of Californ ia , 
Plains and South­
western Areas
California and part 
of the Southwestern 
Area

Eskimos of northern Canada and Alaska and 
Southwestern coast of Greenland. Northwest 
Coast Area; Washington, Oregon and 
Southern B rit ish  Columbia.
Utah» western Colorado, some of northeastern 
C alifo rn ia ,  southern Oregon and northwestern 
Nevada.
Most of California and northwestern 
Arizona

Primarily Southwestern Southwestern Texas, eastern and northern 
Area • New Mexico
All of Plains area 
western part  of 
Eastern Woodlands Area

Eastern Woodlands and 
Southeastern Areas

Idaho, Montana, Wyoming, Colorado, North and 
South Dakota, Nebraska, Kansas, Oklahoma, 
Texas, Minnesota, Iowa, Wisconsin and southern 
Alberta, Saskatchewan, Manitoba and Ontario, 
Canada

Southeastern United S tates and the east 
coast as fa r  north as Labrador

Salish , various 
Eskimo groups, 
Tsimshian, Kwakiutl, 
Nootka and Chinook.
Paiute, Modoc, 
Klamath, northern 
Ute
Unan tr ibes  (Mohave, 
Yuma, e t c . ) ,  Pomo,
Mi wok, CatalineîJo and 
Yaqui
Navaho and Apache

Assiniboin, Arapaho, 
Blackfoot, Comanche, 
Crow, Cheyenne, Gros 
Ventres, Kiowa, Kiowa- 
Apache, S ars i ,  Teton- 
Dakota
Creek, Juchi, Choctaw 
Tutelo, Algonquin, 
Iroquois

CO
CO

N ett l ,  North American Indian Musical S ty le s , Tribal Area Base Map facing p. 3, and pp. 3-41, and 
N ett l ,  Music in Primitive Culture, Harvard University Press, Cambridge, Mass., 1956, pp. 105-109.

Wissler, og. c i t . , pp. 217-242.



40

The Cheyennes e x h i b i t  t y p i c a l  musical  f e a t u r e s  o f  t h e  P l a i n s -

Pueblo group in t o  which N e t t l  p l a c e s  them. In f a c t ,  he d e s i g n a t e s  t h e i r

sub-a rea  as " t y p i c a l  P l a i n s  t r i b e s . " ^  Net t l  e x p l a in s  f u r t h e r  t h a t .

The genera l  c h a r a c t e r i s t i c s  o f  the  P la i n s -P u e b l o  a r e a  a r e  c h r y s t a l -  
l i z e d  ( s i c )  in  t h e  t y p i c a l  P l a i n s  s u b - a r e a :  t h e  e s s e n t i a l s  a r e
p r e s e n t  in  g r e a t e r  fr equency  than  in  th e  o t h e r  s u b - a r e a s ,  w h i l e  the  
n o n - c h a r a c t e r i s t i c  t r a i t s  p r e s e n t  in the  s u b -a r e a s  a r e  l e s s  e v i d e n t  
here .  I t  i s  th e  most t y p i c a l  s t y l e  o f  th e  P l a in s -P u e b lo  g r o u p . %

A l i s t  o f  some c h a r a c t e r i s t i c s  o f  North American Ind ian  songs i s  

given be fo re  c o n s id e r i n g  th e  c h a r a c t e r i s t i c s  o f  the  songs o f  P l a i n s  I n d i a n s ,  

in g e n e r a l ,  and o f  th e  Cheyenne songs ,  in p a r t i c u l a r .  N e t t l  o f f e r s  the  

fo l lowing  c h a r a c t e r i s t i c s  as  t y p i c a l  f o r  North American In d ian  songs as 

a group.

Monophonic t e x t u r e ;

Usua lly  accompanied by a drum which p rov ides  a rhythmic  background;

(1

(2

(3

(4

(5

(6

(7

(8

(9

(10

The range o f  me lod ies  i s  u s u a l l y  between a p e r f e c t  f i f t h  and 
p e r f e c t  t w e l f t h ;

P e n ta to n i c  s c a l e s  a r e  the  most  f r e q u e n t  ty p e ;

Most common i n t e r v a l s  a r e  major  seconds and minor t h i r d s ;

The f i n a l  tone  i s  u s u a l l y  the  t o n i c  o f  t h e  s c a l e ;

The rhythms a r e  u s u a l l y  h e t e r o m e t r i c  and a r e  r e l a t i v e l y  complex; 

The forms o f  m elod ies  a r e  u s u a l l y  s t r o p h i c ;

The f u n c t i o n  o f  songs i s  p r i m a r i l y  r e l i g i o u s ;

Men predominate i n  t h e  per formance o f  songs;

N e t t l ,  North American Ind ian  Musical S t y l e s , p. 25. The o t h e r  
t h r e e  s u b -a r e a s  a r e  (1) Chippewa and Menomini, (2) Sou thern  P r a i r i e ,  and
(3) Pueb los .

I b i d . ,  pp. 28-29.
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(11) Predominance o f  meaningle ss  s y l l a b l e  song t e x t s ;

(12) Use o f  vocal  t e n s i o n ,  cau s in g  p u l s a t i o n  on s u s t a in e d  p i t c h e s . ^

The P la in s -P u e b lo  i s  t h e  l a r g e s t  o f  th e  s i x  musical a r e a s  in

terms o f  t h e  number o f  t r i b e s  and q u a n t i t y  o f  musical  m a t e r i a l s  a v a i l a b l e  

f o r  s tudy .

2 3 4In t h e i r  s t u d i e s ,  N e t t l , Densmore, and Kaufman i n d i c a t e

s t y l i s t i c  f e a t u r e s  o f  t h e  songs o f  P l a i n s  ( N e t t l )  and Cheyenne In d ia n s

(Densmore and Kaufman). These a r e  summarized on th e  fo l low ing  pages .

Vocal Range

N e t t l :  The average  range  i s  a t e n t h .

Densmore: The ave ra ge  range  i s  a minor t e n t h .

Kaufman: The average  range i s  between a major n in th  and a minor t e n th .
There i s  l i t t l e  c o r r e l a t i o n  between complex ity  o f  s t r u c t u r e
and th e  range .

N e t t l  and
Densmore: P l a i n s  songs have l a r g e r  average  ranges  than t h e  ave rages  

f o r  North American Ind ians  as a whole.  Fewer Cheyenne 
songs have a range  o f  l e s s  than  an oc tave  than  t h e  average 
f o r  a l 1 I n d i a n s .

Sca le s

N e t t l :  D e ta i l ed  in fo rm a t ion  i s  no t  g iven .  He note s  t h a t  p e n t a -
to n i c  and t e t r a t o n i c  s c a l e s  a r e  t h e  most f r e q u e n t .  The 
d i s t r i b u t i o n  o f  tones  w i th in  the  o c t a v e  i s  uneven.

^ I b i d . ,  pp. 5-8 .

^ N e t t l , North American Ind ian  Musical S t y l e s , pp. 5 -8 ;  29-30 ;  36.
3

Densmore, Cheyenne and Arapaho Music, pp. 107-110.
4

Kaufman,"Cheyenne Ind ian  Music and I t s  C u l tu ra l  Background," 
pp. 246-256.
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Densmore: There i s  a l i m i t e d  a n a l y s i s  o f  s c a l e s .  She r e f e r s  t o  t h e
s c a l e s  as having major o r  minor t o n a l i t y ,  (62% have major 
t o n a l i t y ) .  S e v e n t y - f i v e  p e r c e n t  o f  t h e  songs begin on th e  
t w e l f t h ,  o c t a v e ,  f i f t h ,  t h i r d ,  o r  r o o t .  P e n ta to n ic  s c a l e s  
a r e  t h e  most f r e q u e n t .

Kaufman: S ca les  a r e  t r e a t e d  in d e t a i l .  Sca les  vary from t r i t o n i c
to h e p t a c h o r d a l . The to n i c  i s  always th e  f i n a l  t o n e ,  
and u s u a l l y  t h e  lo w es t  tone .

Melodic Contour

N e t t l :  The songs have a t e r r a c e  type o f  melodic co n to u r ,  in  which
t h e  melodic movement begins  h igh ,  descends to  p l a t e a u s ,  
and tends  to  f l a t t e n  o u t  near  th e  end.

Densmore: Most songs begin  w i th  a downward p r o g r e s s io n .  Contour
p a t t e r n s  a r e  not  d e t a i l e d .

Kaufman: The songs have a t e r r a c e  type con tour  l i k e  t h o s e  d e s c r ib e d
by N e t t l .

Frequency o f  I n t e r v a l s

N e t t l :  The su b -a rea  compared to  P la in s -P ueb lo  a re a  shows more
use o f  the  minor second and p e r f e c t  f o u r t h .

Densmore: She does not  o f f e r  s p e c i f i c  d a t a .

Kaufman: He has g iven  d e t a i l e d  in fo rm at ion .  A comparison between
th e  p r e s e n t  s tudy  and Kaufman's i s  c o n ta in ed  in  t h e  
conc lud ing  c h a p t e r .

Meter and Rhythm

N e t t l :  The songs have a complex rhythmic o r g a n i z a t i o n ,  l e s s
c l e a r  c u t  than in  o t h e r  a r e a s .  Rhythms a r e  u s u a l l y  
h e t e r o m e t r i c .  S i x t y - f i v e  p e rce n t  o f  th e  songs begin on 
an accen ted  b e a t .

Densmore: Most songs begin on an accen ted  b e a t .  Duple and t r i p l e  
rhythms a r e  abou t  e q u a l .  The melodies a r e  phrased w i th ­
out  use o f  r e s t s .  She placed bar  l i n e s  and marked mea­
s u r e s  with  s p e c i f i c  m e te r s .  Most songs a r e  h e t e ro m e t r i c .
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Kaufman: There i s  no c o n s i s t e n t  no te  used as a m e t r i c  u n i t .  The
same u n i t  may be subd iv ided  in a v a r i e t y  o f  ways. The 
drum b e a t ,  when p r e s e n t ,  g e n e r a l l y  has s t e a d y ,  u n d e r ly in g  
p u l s a t i o n  o f  even ly  spaced b e a t s .  Some songs a cc en t  th e  
rhythmic p u l s e  with  an ea g l e  bone w h i s t l e .  Seventy-one 
pe rcen t  o f  the  songs a r e  h e t e r o m e t r i c .  Isorhythmic  
p r i n c i p l e s  occur  r a r e l y .

Tempo and Performance Time

N e t t l :  There i s  l i t t l e  da ta  g iven .  The p u l s e  o f  t h e  drum i s  o f t e n
f a s t e r  than  t h e  v o ice .

Densmore: Tempi a r e  l i s t e d  f o r  each song- -bo th  vo ice  and drum.

Kaufman: The tempo o f  the  drum p u l s e  sometimes changes,
e s p e c i a l l y  i n  peyote songs.

None gave s p e c i f i c  in fo rm a t ion  on performance t ime .

Form

N e t t l :  Most songs have s t r o p h i c  form. Incomplete r e p e t i t i o n
i s  th e  most common type .

Densmore: There i s  very  l i t t l e  d a t a .  S t roph ic  form i s  common
but i s  no t  o u t l i n e d  in  her  t r a n s c r i p t i o n s .

Kaufman: Most songs a r e  tw o -p a r t  in  s t r u c t u r e .  Songs u s u a l l y  c o n s i s t
o f  t h r e e  or  f o u r  phrases  which a r e  r e p ea ted  w i th  c e r t a i n  
m o d i f i c a t i o n s  and o v e r la pp ing  o f  melodic m a t e r i a l .

Other C ons ide ra t ions  Where All Agree

(1) All t h r e e  w r i t e  concerning the  muscu lar  t e n s i o n  in  the  t h r o a t  
which causes  a s t r i d e n t  tone  p roduc t ion .

(2) Heavy p u l s a t i o n s  on s u s t a in e d  no te s  a r e  produced w i th  muscles  
o f  the  t h r o a t .  These p u l s a t i o n s  a r e  d i f f i c u l t  t o  d i s t i n g u i s h  
from repea ted  s i x t e e n t h  or  e i g h th  n o te s .

(3) An an t iphona l  e f f e c t  between a s o l o i s t  and a group i s  common.

(4) D i f f e r e n t  t imbres  may be used by a s i n g e r  f o r  d i f f e r e n t  types  
o f  songs.
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(5) The drum i s  used o f t e n  f o r  accompaniment.  O ccas iona l ly  r a t t l e s  
and w h i s t l e s  j o i n  t h e  accompaniment.  The f l u t e  i s  never used 
wi th  songs .  The drum and vo ic e  o f t e n  use d i f f e r e n t  t e m p i . 1

(6)  With the  o ccas iona l  e x ce p t io n  o f  heterophony caused  by o v e r ­
la pp ing  phrases  o r  unsure s i n g e r s ,  the  t e x t u r e  i s  monophonic. 
Women sing only in  c e r t a i n  types  o f  songs.

In Chapter  F o u r teen ,  c h a r a c t e r i s t i c s  o f  s t y l e  found in  t h e  p r e s e n t  

s tudy a r e  compared to  th o s e  g iven  by N e t t l ,  Densmore, and Kaufman.

^ N e t t l ,  Music in P r i m i t i v e  C u l tu r e  (Cambridge: Harvard U n iv e r s i t y
P re s s ,  1956),  p. 112. N e t t l  s t a t e s  t h a t  " th e  r e l a t i o n s h i p  between 
p e rc u s s iv e  accompaniment and t h e  melody i s  no t  c o n s t a n t ;  drum b e a t s  
c o in c id e  only  approx im ate ly  w i th  th e  im por tan t  d u ra t i o n a l  va lues  o f  t h e  
melody,  r e s u l t i n g  in  an a p p a r e n t  d i s c o r d a n t  r e l a t i o n s h i p . "



CHAPTER VI

PROCEDURES FOR THE TRANSCRIPTIONS AND ANALYSES

The t r a n s c r i p t i o n s  were made from c a s s e t t e  t a p e  r e c o rd i n g s  

from v a r io u s  s o u rc e s ,  which were c o l l e c t e d  dur ing  a pe r iod  o f  n e a r l y  

t h r e e  y e a r s .  Nine c a s s e t t e  t a pes  were used t o  reco rd  o v e r  140 Southern  

Cheyenne songs .  When th e  s i x t y  songs to  be used had been chosen and 

rough d r a f t s  o f  m anusc r ip ts  comple ted ,  the  o r d e r  o f  p r e s e n t a t i o n  was 

decided and m as te r  t a p e s  were made.^

The procedure  f o r  t r a n s c r i b i n g  the  songs was adapted  from N e t t l ' s  

procedure d e s c r ib e d  in t h e  f i r s t  c h a p t e r .  His s u g g e s t io n  to  check p i t c h e s  

and rhythms a t  reduced speed on a r e e l - t o - r e e l  tape  r e c o r d e r  was im prac­

t i c a l .  So much d i s t o r t i o n  occur red  a t  the  reduced speeds t h a t  t h i s  

s t e p  was abandoned.

Another s t e p ,  fo l lowed  in many of  the  f i r s t  d r a f t s  o f  t r a n ­

s c r i p t i o n s ,  was d i s c a r d e d .  This was the  placement o f  b a r l i n e s  b e fo re

each accen ted  p i t c h  and i n d i c a t i n g  th e  r e s u l t i n g  meters  measure by
2

measure.  This  p rocedure  was fo l lowed by Densmore but  was no t  used by 

3 4Kaufman, nor  by N e t t l .  The use o f  th e  measures and m e te r s  was deemed

^A l i s t  o f  th e  sources  and the  names o f  the  s i n g e r s  i s  c o n t a in e d  
in  Appendix B.

2
Densmore, Cheyenne and Arapaho Music.

3
Kaufman,"Cheyenne Ind ian  Music and I t s  C u l tu ra l  Background." 

^ N e t t l , "Musical C u l tu r e  o f  th e  Arapaho."

45
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t o  be too  a r t i f i c i a l  by imposing European n o t a t i o n a l  r e s t r i c t i o n s  on 

music which i s  e s s e n t i a l l y  non-Western.  The n o t a t i o n  o f  t h e s e  songs seems 

more c l o s e l y  r e l a t e d  t o  music o f  the  Middle Ages and the  Renaissance  

than  t o  measured music.

Near ly a l l  w r i t e r s  concern ing  American Ind ian  music have com­

mented on t h e  inadequacy o f  any n o t a t i o n  in  c a p t u r in g  the  essence  o f  a 

per formance .  The use o f  s ig n s  and symbols to  augment th e  t r a d i t i o n a l  

system o f  Western n o t a t io n  adds much but  canno t  t r u l y  r e f l e c t  t h e  nuances 

o f  a per formance .

Most o f  t h e s e  symbols used in  t h i s  s tudy  a r e  th e  same as t h o s e  

used by some e a r l i e r  w r i t e r s  on Indian  music .  However, seve ra l  o f  t h e  

symbols were d e r iv e d  by the  w r i t e r  f o r  t h i s  s tu d y .^

The symbols used fo r  t h i s  s tudy  a r e  p re sen te d  he re .

T r a n s c r i p t i o n  Symbols

4- o v e r  n o te .  Tone s l i g h t l y  h ig h e r  than i n d i c a t e d  p i t c h .
( c .  1/4 tone)

— over  no te .  Tone s l i g h t l y  lower than i n d i c a t e d  p i t c h .
( c .  1/4 tone)

^  over  no te .  Tone s l i g h t l y  longe r  than i n d i c a t e d  no te .

over  n o te .  Tone s l i g h t l y  s h o r t e r  than  i n d i c a t e d  no te .

y P i t c h  o f  t h e  tone u n c e r t a i n .  Used a l s o  f o r  drum accompa­
niment on the  i n t r o d u c t i o n .

r " p  P u l s a t i o n s  on a tone c r e a t e d  by muscle t e n s io n  in t h e
• t h r o a t .  These u s u a l l y  sound l i k e  r a p id  su ccess io n s  o f

rep ea ted  e ig h th  o r  s i x t e e n t h  n o t e s ,  bu t  w i thou t  b reak ing  
th e  tones  com ple te ly .  Two do ts  i n d i c a t e  a dup le  d i v i s i o n  
f o r  the  p u l s a t i o n s .  Three d o t s  i n d i c a t e  a t r i p l e  d i v i s i o n .

^A c h a r t  c o n ta in in g  the  t r a n s c r i p t i o n  symbols o f  seve ra l  w r i t e r s  
i s  c o n ta in ed  in  Appendix A.
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* Grace no te

\  /  G l id e /G l i s s a n d o .  (The upward g l i s s a n d o  i s  r a r e . )

r-2k

Major s t r u c t u r a l  d i v i s i o n  (S e c t io n )

Minor s t r u c t u r a l  d i v i s i o n  (Phrases  w i th i n  a Sec t ion )

Major melodic d i v i s i o n s .  V a r ia n t s  a r e  shown w i th  Arabic

1 2
numerals (A , B , e t c . )

Vocal sound o f  unmusical  q u a l i t y  as y e l l  y e l p ,  c a l l ,  e t c .

© P o in t s  where i n c i d e n t a l  he terophony occu r s .  (Due to  some 
s in g e r s  being u n c e r t a i n ) .

^  Talk ing by one o f  the  s i n g e r s  w hile  song i s  in p ro g re s s .

Eagle Bone w h i s t l e  o c c u r re n c e s .

Overlapping p h ra s e s .  Beginning o f  a phrase  o ver laps  with 
end o f  p reced ing  ph ra se .

Many o f  th e  t r a d i t i o n a l  n o t a t i o n  symbols and words a re  
used as  w e l l .

D e s c r ip t io n  o f  T r a n s c r i p t i o n  and A na lys is  Procedures

The t o n a l i t y  leve l  i s  no t  always s t a b l e  in th e  songs.  Quite 

o f t e n  t h e r e  i s  a gradua l  f l a t t i n g  t h a t  occurs  dur ing  a s t a n z a ,  caus ing  

th e  cadences of  B a n d /o r  C s e c t i o n s  t o  be n o t i c e a b l y  f l a t  in r e l a t i o n s h i p  

to  t h e  implied t o n a l i t y  c e n t e r  o f  t h e  A s e c t i o n .  The s in g e r s  u s u a l l y
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a d j u s t  f o r  th e  f l a t t i n g  a t  th e  beginning o f  th e  fo l lo w in g  s t a n z a -  

beginning th e  new s tan za  in  the  o r i g i n a l  t o n a l i t y  r a t h e r  than  s t a y i n g  

in the  f l a t t e n e d  t o n a l i t y  from the  f i n a l  cadence.  However, in  some 

songs the  ad jus tment i s  not  made a c c u r a t e l y  and some s t a n z a s  w i l l  be in  

a d i f f e r e n t  "key" than  th e  f i r s t  s t a n z a .  When t h i s  happens ,  th e  

occur rence  i s  c a l l e d  " s h i f t i n g  t o n a l i t y . "

Many s in g e r s  on the  re c o rd in g s  used in  t h i s  s tudy  dem onst ra ted  

a keen sense o f  p i t c h  awareness .  Some s i n g e r s  were a b l e  to  beg in  each 

song a t  the  p i t c h  leve l  d e s i r e d  w i thou t  the  b e n e f i t  o f  any in s t ru m e n t  

to  sound t h a t  p i t c h .  Those s i n g e r s  who a r e  deemed by o t h e r  Cheyennes 

as " th e  b e s t  s i n g e r s "  seem to  have t h i s  a b i l i t y .  Usua lly  one o f  th e  

" b e s t  s in g e r s "  s e rves  as the  "head s in g e r"  and begins  each s t a n z a  with  

a so lo  before  the group j o i n s .  Good p i t c h  memory would accoun t  f o r  

ad jus tment  to the c o r r e c t  beginning  p i t c h  fo l low ing  th e  gradual  f l a t t i n g  

o f  p i t c h e s .  C l e a r l y ,  no t  a l l  "good Cheyenne s in g e r s "  have " p e r f e c t  p i t c h , "  

but  the  phenomenon occurs  too f r e q u e n t l y  f o r  mere c o i n c id e n c e .  Densmore 

speaks o f  th e  same o b s e rv a t io n  in her  s tudy .^

The songs a re  t r a n s c r i b e d  as c l o s e l y  as p o s s i b l e  to  t h e  a c t u a l  

p i t c h e s  o f  the per formance.  This was not  done in a l l  songs t r a n s c r i b e d  

by e a r l i e r  w r i t e r s  on Cheyenne songs.  Several  songs in  t h e i r  s t u d i e s  

were t ransposed  to  a more conven ien t  "key ,"  as  from G - f l a t  to  G.

The drum in t r o d u c t i o n  a t  th e  beginning o f  many songs i s  n o ta te d  

as i t  occurs  in  the  r e c o rd in g s .  This  should not  be con s t ru ed  as r e p r e ­

s en t in g  s tanda rd  i n t r o d u c t i o n s  to  th e se  songs.  According to  Roy Bull 

Coming and Roy Nigh tw alker ,  the  s i n g e r s  e n t e r  when the y  f e e l  r eady ,

^Densmore, Cheyenne and Arapaho Music, p. 109.
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r e g a r d l e s s  o f  the  number o f  drum b e a t s .  On one o f  th e s e  i n t r o d u c t i o n s  

the s i n g e r  can be heard c l e a r i n g  h i s  t h r o a t  o r  t e s t i n g  t h e  s t a r t i n g  

p i t c h .

The drum o c c a s i o n a l l y  drops  out  f o r  a few bea t s  o r  an e n t i r e  

s e c t i o n .  This occurs  r e g u l a r l y  j u s t  b e fo re  t h e  end o f  a song.  Other 

than f o r  t h e  i n t r o d u c t i o n s ,  drum n o t a t i o n  i s  no t  w r i t t e n  in  the  manu­

s c r i p t s .  The r a t t l e  i s  used with  the  drum on the  peyote songs .  N o ta t ion  

f o r  th e  r a t t l e  i s  n o t  in c luded  in  the  t r a n s c r i p t i o n s .

A d e c i s i o n  was made to  n o t a t e  th e  songs in  th e  t r e b l e  c l e f  

r a t h e r  than  th e  bass c l e f ,  even though t h i s  causes  the a c t u a l  p i t c h e s  

to be an o c tave  lower than  w r i t t e n  f o r  t h e  men's  v o i c e s .  Densmore used 

both c l e f s ,  w i th o u t  a d i s c e r n i b l e  p a t t e r n .  Kaufman only  used th e  t r e b l e  

c l e f .

The range  of  each song i s  f i g u r e d  from th e  lowes t  no te  to  the  

h ig h e s t  n o t e ,  exc lud ing  no te s  w r i t t e n  as u n c e r t a i n  p i t c h e s  and no te s  

which a r e  s t r i c t l y  d e c o r a t i v e  and a r e  not  r e a l l y  an e s s e n t i a l  p a r t  o f  

the melody. These d e c o r a t i v e  p i t c h e s  a r e  l i s t e d  in  th e  s c a l e s  on th e  

a n a l y s i s  pages as e i g h t h  n o te s .

The s c a l e s  a r e  l i s t e d  from the  lowes t  n o te  to  th e  h i g h e s t  no te  

which occurs  in  the  song.  In n o t a t i n g  s c a l e s  f o r  the  songs ,  the  fo l low ing  

note va lues  a r e  used t o  i n d i c a t e  th e  r e l a t i v e  importance  o f  th e  tones  

in the  s c a l e  and in  t h i s  i n s t a n c e  o n ly ,  have no rhythmic v a lu e :

O f o r  t h e  tona l  c e n t e r .

f o r  im p o r tan t  p i t c h e s  because o f  r e p e t i t i o n  o r  c a d e n t i a l  
f u n c t i o n .
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•  f o r  o t h e r  s c a l e  s t e p s .

f o r  i n c i d e n t a l ,  d e c o r a t i v e  p i t c h e s .

The s c a l e s  a r e  a l s o  c l a s s i f i e d  by th e  number o f  d i f f e r e n t  

p i t c h e s  t h a t  o c c u r .  The te rms used a r e :  t r i t o n i c ,  t e t r a t o n i c ,  p e n t a -

t o n i c ,  h e x a t o n ic ,  and h e p t a t o n i c .  I n c i d e n t a l ,  d e c o r a t i v e  p i t c h e s  a r e  

not  counted in  de te rm in in g  t h e  s c a l e  ty p e s .

The p i t c h e s  on which cadences  occur  a r e  l i s t e d  on th e  a n a l y s i s  

page.  The t o n i c  p i t c h  i s  l i s t e d  f i r s t .

The f r e q u e n c i e s  o f  a l l  i n t e r v a l s  o c c u r r i n g  w i th i n  a song were 

c a l c u l a t e d  by c o u n t in g  each melodic i n t e r v a l  in  the  f i r s t  s t a n z a  o f  each 

song.  V ar iance  from th e  formal scheme in  l a t e r  s t a n z a s  would a l t e r  t h e s e  

p e rce n tag es  s l i g h t l y .  The r e s u l t s  a r e  g iven  in  pe rcen tages  rounded to  

the  c l o s e s t  h a l f  p o i n t .  For t h i s  reason  th e  t o t a l  pe rce n tage  o f  i n t e r v a l s  

w i th i n  a p a r t i c u l a r  song may range from 99 t o  101. The no te s  marked to  

i n d i c a t e  p u l s a t i o n s  o f  th e  v o ic e  a r e  counted  on ly  as one no te  i n  f i g u r i n g  

r e p e t i t i o n  (p r im e) .  In o r d e r  to  avo id  exagge ra ted  and m is l e a d in g  p e r ­

cen tages  because o f  t h e i r  abundance,  s i x t e e n t h  note s  t h a t  a r e  r e p e a te d  

a r e  counted on ly  in  e i g h t h  no te  v a lues  (two s i x t e e n t h  n o te s  a r e  counted  

as  one e i g h t h  n o t e ) .  The i n t e r v a l s  w i th i n  t h e  oc tave  a r e  used w i th  the 

e x ce p t io n  o f  s e v e n t h s .  The seven ths  occur  so r a r e l y  t h a t  they  were i n ­

c luded  in  t h e  c a t e g o r y  o f  " o t h e r . "  The v a s t  m a jo r i t y  o f  i n t e r v a l s  in  t h e  

"o th e r "  c a t e g o ry  a r e  compound i n t e r v a l s .  P e r f e c t  e l e v e n th s  and p e r f e c t  

t w e l f t h s  a r e  the  most f r e q u e n t  in  t h i s  g roup ing .  These compound i n t e r v a l s  

a r e  used as "dead i n t e r v a l s , "  o c c u r r i n g  between th e  l a s t  p i t c h  o f  one 

s e c t i o n  and th e  beg inn ing  p i t c h  o f  t h e  fo l l o w in g  one.  Although t h e  o t h e r  

w r i t e r s  d id  not  in c lu d e  t h e s e  i n t e r v a l s ,  t h i s  w r i t e r  f e l t  t h a t  t h e y  needed
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to  be taken i n t o  accoun t  because  o f  t h e i r  s i g n i f i c a n c e  to  t h e  vocal  l i n e .

(These " o th e r "  i n t e r v a l s  acc oun t  f o r  only  h a l f  o f  one p e r c e n t  o f  t h e  i n ­

t e r v a l  f r e q u e n c i e s  and so do no t  a l t e r  the  o t h e r  pe rc e n ta g e s  s i g n i f i c a n t l y . )

The o u t l i n e  o f  th e  melodic con tou r  o f  each s e c t i o n  has been drawn 

to  g iv e  the  r e a d e r  a gene ra l  idea  o f  th e  shape o f  th e  melody.  However,

t h e s e  c on tou rs  a re  no t  drawn t o  s c a l e .

The form o f  each song i s  i n d i c a t e d  by a s s ig n in g  c a p i t a l  l e t t e r s

f o r  each s e c t i o n - - A ,  B, C, in  th e  t r a d i t i o n a l  p r a c t i c e .  V a r i a n t s  o f  a
1 2  1s e c t i o n  a r e  l i s t e d  with  s u p e r s c r i p t s ,  as  A , A , B . The scheme i s  

l i s t e d  f o r  each s t a n z a .

The meters  a r e  l i s t e d  as  h e t e ro m e t r i c  o r  i s o m e t r i c . ^  (The 

r e a d e r  shou ld  no t  confuse  the  l a t t e r  term with " i s o r h y th m i c . " )  S t r i c t l y  

speak ing ,  none of  the  songs i s  p e r f e c t l y  i s o m e t r i c  bu t  t h o s e  which have 

only  minor ex c e p t io n s  to  c o n s i s t e n t  i s o m e t r i c  p a t t e r n s  a r e  l i s t e d  as 

i s o m e t r i c .  Whether th e  rhythmic p a t t e r n s  a r e  duple  o r  t r i p l e  i s  l i s t e d .

In h e t e r o m e t r i c  songs th e  predominant  p a t t e r n  (duple  o r  t r i p l e )  i s  

i n d i c a t e d .

The tempo o f  the drum and the  tempo o f  the  melody a r e  d i f f e r e n t  

in  t h e  m a j o r i t y  o f  th e  songs .  The tempo of each i s  g iven  f o r  each song.  

O ccas io n a l ly  the  drum tempo begins  with  a f a s t e r  o r  s lower  tempo b e fo re  

s e t t l i n g  i n t o  a c o n s i s t e n t  speed.  The tempo f o r  th e  main p a r t  o f  t h e  

song i s  th e  one i n d i c a t e d .  F l u c t u a t i o n s  in the  tempo f o r  th e  s in g in g  i s  

t r e a t e d  in  t h e  same manner. Three d i f f e r e n t  note va lues  occur  as t h e  

bas ic  bea t  f o r  songs w i th in  th e  s tu d y ,  i . e .  th e  e i g h t h ,  q u a r t e r ,  and

H h e  term, h e t e r o m e t r i c ,  r e f e r s  to  rhythms which have m ix tu r e s  
duple and t r i p l e  p a t t e r n s .  I s o m e t r i c  r e f e r s  to  rhythms which have con­
s i s t e n t  p a t t e r n s  which would a l low  them to  be performed w i th  a s i n g l e  
m e t r i c a l  f e e l i n g .
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d o t t e d  q u a r t e r .  The b a s ic  u n i t  f o r  a g iven song i s  g iven  on the  a n a l y s i s  

page fo l low ing  t h a t  song.  The tempi r e f e r r e d  to  in th e  summaries a r e  

those  o f  th e  vary ing  b a s ic  b e a t s . ^

The t ime o f  performance  was c a l c u l a t e d  from th e  f i r s t  b e a t  of  

the  i n t r o d u c t i o n  t o  th e  l a s t  no te  which occurs  (whether sung o r  b e a t e n ) .  

These t imes  a r e  l i s t e d  in  minutes and seconds .  The type  and q u a l i t y  o f  

the  c a s s e t t e  p l a y e r  used by the  l i s t e n e r  can vary  the  performance t ime 

from one to  t h r e e  seconds .  V a r i a t i o n s  in  t a p e  speed from r e c o r d e r  to  

r e c o r d e r  w i l l  a l s o  change th e  p i t c h  l e v e l .

Another method f o r  de te rmin ing  l e n g th  was the  c a l c u l a t i o n  o f  th e

number o f  b ea t s  in  th e  v a r io u s  s e c t i o n s  o f  each song,  us ing  th e  q u a r t e r
2

note  u n i t  f o r  c oun t ing .  While some o b s e r v a t i o n s  might  be made from the  

d a t a ,  c a u t io n  i s  urged  in  making i n t e r p r e t a t i o n s  from th e  i n fo rm a t io n .

While the  t o t a l  l e n g th  o f  the  song could be de te rm ined ,  the l e n g th  o f  

v a r io u s  B and C s e c t i o n s  might  not  be a r e l i a b l e  measure,  because o f  the  

a r b i t r a r y  d e c i s i o n s  which were made in ana lyz ing  the  forms.  In most  c a s e s ,  

the  d e l i n e a t i o n s  o f  B and C s e c t i o n s  were obvious because o f  obvious 

c o n t r a s t s  in  melody.  In o th e r  songs,  i t  was d i f f i c u l t  t o  de te rm ine  whether  

the  m a te r i a l  fo l lo w in g  th e  A s e c t i o n ( s )  should be kept  as  one long B

s e c t i o n  o r  d iv id ed  in t o  B and C. These d e c i s i o n s  would a f f e c t  t h e  average

le ng th  o f  s e c t i o n s  c a l c u l a t e d  from t h i s  d a t a .

^Appendix I shows th e  tempi and u n i t s  o f  bea t  f o r  a l l  s i x t y  songs.
2

This method o f  de te rmin ing  l e n g th  shou ld  no t  be confused with  th e  
d e t e rm in a t io n  o f  tempo. The c a l c u l a t i o n  o f  the  number o f  q u a r t e r  no te s  in  
a phrase  i s  s imply a means o f  q u a n t i f y in g  th e  n o t a t i o n a l  l e n g th .  The da ta  
from th e s e  c a l c u l a t i o n s  do no t  n e c e s s a r i l y  conform to  the  da ta  conce rn ing  
tempo.



53

The r e s u l t s  o f  a n a l y s i s  o f  each song fo l l o w s  i t s  t r a n s c r i p t i o n .  

At t h e  end o f  each group o f  t r a n s c r i p t i o n s ,  t h e r e  i s  a b r i e f  summary o f  

th e  s t y l i s t i c  elements  f o r  the  songs in  t h a t  c h a p t e r .



CHAPTER VII 

WAR-RELATED SONGS

W ar- re la te d  songs comprise t h e  f i r s t  c a t e g o ry  o f  t r a n s c r i p t i o n s  

to  be ana lyzed .  The placement o f  songs in t o  c e r t a i n  c a t e g o r i e s  f o r  

purposes  o f  t h i s  s tudy  in vo lved ,  to  some e x t e n t ,  a r b i t r a r y  d e c i s i o n s  by 

th e  w r i t e r .  Severa l  o f  the  songs could have f i t  i n t o  more than  one 

ca t e g o ry .

The songs inc luded  in  t h i s  c h a p t e r  in c lu d e  war dance songs,  

s c a lp  dance songs ,  and war s o c i e t y  songs .  Other  songs:  wolf  songs ,  

welcome home song,  and memorial song,  could have been inc luded  because  

o f  a r e l a t i o n s h i p  t o  war. The wolf  songs a r e  t r e a t e d  in th e  fo l lowing  

c h a p t e r  and the  l a s t  two song types  a r e  inc luded  with  the  m isce l l aneous  

songs.

War dance song i s  th e  type probably most f a m i l i a r  to  many 

peop le .  These a re  t h e  songs connected to  ceremonies held before  and 

a f t e r  b a t t l e s .  Some war dances were used as th e  w a r r io r s  marched 

around th e  e n t i r e  camp be fo re  g a th e r in g  a t  the  big lodge f o r  t h e  main 

ceremony where a d d i t i o n a l  war dance songs were performed.  Other songs 

were " v i c t o r y "  songs which took p lace  a t  the camp fo l low ing  a s u c c e s s fu l  

b a t t l e .

Following t h e  war dance songs a r e  two s c a lp  dances .  These were 

sung on th e  same day t h a t  a su c c e s s fu l  war p a r ty  r e tu rn e d  t o  camp.

Scalps  t h a t  had been taken were placed on long poles  and d i sp la y ed  f o r

54
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a l l  t o  s e e .  Following t h e  s c a l p  dance t h e  e n t i r e  camp c e l e b r a t e d  with  

a s e r i e s  o f  s o c i a l  dances .  Probab ly  f o r  t h i s  r e a s o n ,  Kaufman p la ced  th e  

s c a l p  dance in  t h e  c h a p t e r  d e a l i n g  w i th  s o c i a l  d a n c e s . ^  G r in n e l l  c la im s
p

t h a t  t h e  l a s t  Cheyenne s c a l p  dance took  p la ce  in  1852.

The remaining songs con s id e re d  in  t h i s  c h a p t e r  a r e  t h o s e  o f  war 

s o c i e t i e s .  These s o c i e t i e s  were t h e  m i l i t a r y  bands w i t h i n  th e  Cheyenne 

s o c i a l  s t r u c t u r e ,  somewhat l i k e  a company in  modern a rm ie s .  Each o f  th e  

s o c i e t i e s  had i t s  own ceremonies  and songs .  There have been a t  l e a s t  

seven war s o c i e t i e s  in  Cheyenne h i s t o r y  (Northern  as well  as  Southern)
3

and some o f  t h e  s o c i e t i e s  have been known by more th a n  one name. In 

a c t u a l  p r a c t i c e  t h e r e  were probably  no more tha n  f o u r  o r  f i v e  s o c i e t i e s  

o p e r a t i n g  in  any one group o f  Cheyennes a t  any one p e r io d  o f  t im e .

Among t h e  s o c i e t i e s  were th e  fo l l o w in g :  Bow S o c ie ty  ( a l s o  known

as Bowstrings and Wolf S o l d i e r s ) ;  Dog S o c ie ty  (Dog Men); Elk S o ld i e r s  

(Elk Horn S o l d i e r s  and H o o f - R a t t l e r s ) ; Red S h i e l d ;  K i t  Fox (changed to  

Coyote by Southern  Cheyennes);  Crazy Dogs; Lances;  C o n t ra ry ;  and 

Ch ie f .  The Ch ie f  S o c ie ty  was formed o f  c h i e f s  and ,  in  one s e n s e ,  was 

no t  a s e p a r a t e  s o c i e t y  as f a r  as  ceremonies and songs a r e  concerned .  The 

l a s t  f i v e  songs i n  t h i s  c h a p t e r  r e p r e s e n t  f o u r  o f  t h e s e  s o c i e t i e s  l i s t e d  

above.

^Kaufman,"Cheyenne In d ian  Music and I t s  C u l t u r a l  Background," p. 37, 
2
G r i n n e l l ,  The Cheyenne I n d i a n s , v o l .  I I ,  pp. 37-39.

3
Mooney, The Cheyenne I n d i a n s , pp. 412-413.
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ANALYSIS NUMBER I

RANGE SCALE

t e

z c

CADENCE PITCHES

E (JukA F«/wAC^
CONTOURS

6

INTERVAL FREQUENCY {%)

R e p e t i t i o n m2 M2 m3 M3 P4 +4 P5 m6 MS P8 Other
64 5.5 1.5 5.5 5.5 12 - • 4 1.5 M7

1.5

METER

Iso m e t r i c
Duple

TEMPO

Voice: J  
Drum: J

= 84 
=  88

PERFORMANCE
TIME

1:57

LENGTH

C = 12% 

Ĉ  = 10

FORM
A = 8 AABCB^C^
A^ = 7 A^ABCB^C^
B = 

B̂  =

8 A^ABCB^C^B^C^
8%
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ANALYSIS NUMBER Z

RANGE SCALE

CADENCE PITCHES 

6
CONTOURS

INTERVAL FREQUENCY (%)

R e p e t i t i o n m2 M2 m3 M3 P4 +4 P5 m6 MS PS Other

49.5 5 15 10 7 .5 7 .5 - 5 - - 1 -

METER

H ete rom etr ic
Duple

TEMPO

Voice:  J  = 86
Drum: J = 82

PERFORMANCE
TIME
2:40

LENGTH

A = 10^

B = 6+7=13

C = 14ÎS 

C^= 13k

FORM

AA^BCBC^

AA^BCBC^

aaJ bcbcJ
AA^BCBC^BC^
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ANALYSIS NUMBER 3

RANGE SCALE

CADENCE PITCHES 

Bb aaJI F

CONTOURS
B

INTERVAL FREQUENCY (%)

R e p e t i t i o n m2 M2 m3 M3 P4 +4 P5 m6 M6 P8
®‘ " ? Î 2

35 26 26 5 1.5 1.5 2 .5 1 .5 1 .5

METER

H eterom etr ic
Duple

TEMPO

Voice:  J =134 

Drum: ) =168

PERFORMANCE
TIME

3:05

LENGTH
A = 4+9=13
a I 4+9=13 A^=3+4kr7

A = 4+5=9 

A^= 4+5=9 

B = 16h 
C = 14 

C^= 12 

C^= 11%

A/=3+I0=I3

FORM

AA^BCBC^

aV b^c^b^c^

A^A^B^C^B^C^

aV b^c^ b^c^
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ANALYSIS NUMBER t

RANGE

É y tr  (Ifa) $
CADENCE PITCHES

~ A
frivll i   ■

SCALE

AH pitckc5 Oto Me
iv\*Hve l«L*f 4wo *t*/w&ar$.

CONTOURS
B

3 E 7 X

INTERVAL FREQUENCY (%)

R e p e t i t i o n m2 M2 m3 M3 P4 +4 P5 m6 M6 PS Other 
1 P12

56 21 16 l . b 5
■ ■

1

METER

H eterom etr ic
Duple

TEMPO

Voice:  J  =143 
Drum: J  =164

PERFORMANCE
TIME
3:03

LENGTH
A=12

A^=9Js

Al=12%

A^=13

8=3+13+14^=30^2

Bl=4%+13%+12%=30%

FORM
~ aaW

A^A^BB^

aV bb^

a^a^bbI b^
OTHER OBSERVATIONS

The l a s t  two s t a n z a s  a r e  r a i s e d  a h a l f - s t e p ,  
f l a t t i n g  i s  more coimion.

This  i s  unusual  because
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ANALYSIS NUMBER S

i î

RANGE

-zr

SCALE

CADENCE PITCHES 
D <vv»<i b *

( F o h
i*v\evtov

CONTOURS

INTERVAL FREQUENCY [%)

R e p e t i t i o n m2 M2 m3 M3 P4 +4 P5 m6 M6 P8 Other
70.5 6 7 13 1 2 - - - - -

2 MIO

METER

H ete rom etr ic
T r i p l e

TEMPO

Voice: J. = 92 

Drum: J  =168

PERFORMANCE
TIME
3:00

a2=

LENGTH 
9 A ^ =

FORM

4%+4%=9 
A;= 4%+4%=9 
AJ= 4%+4%=9 
A^= 4 5̂+435=9 
B = 9J5+7 =16% 
Bl=16% 
b2=16
C = 6%+10%=17 
Cl=6%+ 7% =14 
C2=6%+ 8 =14%

AÂ BCBC

A^A^B^CB^C

a^a^b^cb^cI

A^A^B^CB^C^B^C^
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ANALYSIS NUMBER 6

RANGE SCALE
3bE!

CADENCE PITCHES 

6  on \j
C*

Oh Sevhe 
CaAt*ct t

CONTOURS

B

......... ^  ------------

INTERVAL FREQUENCY [%)

R e p e t i t i o n m2 M2 m3 M3 P4 +4 P5 m6 M6 P8 Other

69 1.5 8 8 3 6 .5 1 1.5 1

METER

H eterom etr ic
Duple

TEMPO

Voice:  j  =176 

Drum: J  =176

PERFORMANCE
TIME

2:25

LENGTH

A = 10+10=20 

11+16=27 

B = 10+11+10+15=46

FORM

AA^BB

AÂ BB

AÂ BBB

OTHER OBSERVATIONS

An unusua l ly  f r e q u e n t  use o f  t h e  t r i t o n e  should  be noted ,
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ANALYSIS NUMBER 7

RANGE SCALE
■■Q

CADENCE PITCHES

F  onU

CONTOURS

INTERVAL FREQUENCY (%)

R e p e t i t i o n m2 M2 m3 M3 P4 +4 P5 m6 M6 P8 Other
61 - 25.5 9 — 3 .5 - “ - — 1 -

METER TEMPO
H ete rom etr ic

Duple
Voice: ^=192  
Drum: ^ = 1 9 2

PERFORMANCE
TIME

2:28

LENGTH

A= 4^5+5=9%

B= 4+4%+5î5=14 

C= 10

FORM

ABCBC
ABCBC
ABCBC
ABCBCBC
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ANALYSIS NUMBER S

RANGE SCALE

CADENCE PITCHES 

C on
CdiA'CMCftft

&

CONTOURS 
_  A '__

INTERVAL FREQUENCY (%)

R e p e t i t i o n m2 M2 m3 M3 P4 +4 P5 m6 M6 P8 Other
47 2.5 19.5 11.5 10.5 - 7 1 - 1 -

METER
Iso m e t r i c

Duple

TEMPO

Voice:  J  =152 
Drum: J  =160

PERFORMANCE
TIME
1:11

LENGTH 
A = 0+0=16

A^= 8+4=12

A^= 8+4=12

a3= 8+8=16
B = 4+4+4+6+4+4+7^=33%

FORM
AA^BB

A^A^A^BB



dio;)
V ?

" " "  ■ '     I ■“  ■■■-•^•..4.-^,. -—— ^  , I ., I ^  I I I II  I I  I I I

4«<M9Î/

S 3 Z ; #
>  6 -  ' - f g i F

Aé%AÂr%\i At^en «

hi*

éf>04t)\i «)«sV

33NV(J d1V3S



Vn
6^

3
6

i
S

MM

«

ÜM

!H

i h !

S
i .

I
I i I

! i

i ! ! l
I

I !

I I

I

! : *

!

I ;
, I

!!

! !

I l l

I !
M l
i M

!

I .

I l l

!i
M  I  I  i

i i

Ml
! 1

M i l ! I
I I

1

■■ I 
; i i

. ! I

I !

! I

M i
I!

!i

I !

!  I !

! !

I  i

ii

I !

> i I
<c z



76

ANALYSIS NUMBER q

*
RANGE

Q
SCALE

CADENCE PITCHES 

F # cUl D

CONTOURS

INTERVAL FREQUENCY {%)

R e p e t i t i o n m2 M2 m3 M3 P4 +4 P5 m6 M6 P8 Other
m9

168 1 6 8 .5 10 5
1

METER
Heterometri  c 

T r i p l e

TEMPO

Voice:  J  =i60 
Drum: J =166

PERFORMANCE
TIME

1:50

LENGTH FORM
A = 7

A^= 7+7=14 

B = 10%+10+6Js=27 

B^= 10^+10%+6%=27^ 

C = 5+11W 1 W 8

AABC

A^A^B^C

aV b^c

aV b^c
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ANALYSIS NUMBER 10

RANGE

$
SCALE

CADENCE PITCHES CONTOURS
b

INTERVAL FREQUENCY (%)

R e p e t i t io n m2 M2 m3 M3 P4 +4 P5 m6 M6 P8 Other
1 . 5 " !58 9 2.5 - 14.5 14.5

METER

Hete rometr ic
T r i p l e

TEMPO

Voice:  J =96 

Drum: ^

PERFORMANCE
TIME

1:36

LENGTH
A = 5*2+6H=12 

A^= 5%+8J5=14 

B = 9

C = 15^5+11=265^

FORM

ABCBC

Â BCBC

OTHER OBSERVATIONS

Po in ts  o f  heterophony  o ccu r ,  caused by some s in g e r s  being u n c e r t a in ,
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ANALYSIS NUMBER l\

RANGE

$
SCALE

CADENCE PITCHES

D fiwvA D #  onSowÆ 
in^QiAiov coJle«ces

6

CONTOURS

INTERVAL FREQUENCY (%)

R e p e t i t i o n m2 M2 m3 M3 P4 +4 PS m6 M6 PS Other
, P l l

57 2 3.5 19.5 5 .5 lU 2
■

1

METER TEMPO

H eterom etr ic
T r i p l e

Voice:  J .  =78
Drum: J  =72

PERFORMANCE
TIME

1:43

LENGTH FORM

A =8+5^5= 13̂ 5

B=8+15+4Js+10J5=38

B^=9+15+5+9=38

ABB'

ABB̂
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ANALYSIS NUMBER 12.

RANGE

4 W -

SCALE

CADENCE PITCHES

F *  0*1 s o m e  
l<iteviev Codknces

CONTOURS

6

INTERVAL FREQUENCY (%)

R e p e t i t i o n m2 M2 m3 M3 P4 +4 P5 m6 M6 P8 Other

68.5 -  . 2.5 10 2 .5 15 - - - - - 1.5^^^

METER TEMPO

H ete rometr ic
Duple

Voice: J  =96 

Drum: J =72

PERFORMANCE
TIME

1:27

LENGTH FORM

A =6+3=9 
B =6+9+9=24

ABB'

ABB̂
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ANALYSIS NUMBER is

i s

RANGE SCALE

CADENCE PITCHES

omA d

CONTOURS

V/ V = z a C

B
A :

C ^ q \ j o v >

Taj/TÀA.

INTERVAL FREQUENCY (%)

R e p e t i t i o n m2 M2 m3 M3 P4 +4 P5 mS M6 PS Other
51 3 14 11.5 1 1 .5 4 .5 - 2 - 1 - J MIO

METER TEMPO

Iso m e t r i c
T r i p l e

Voice:  J. =72 

Drum; J =69

PERFORMANCE
TIME

0:56

LENGTH FORM

A = 11+2%=! 3ÎS 

A^= 9

B = 13^+17=30% 

C = 7 h

aaI bcb

AÂ BCB

OTHER OBSERVATIONS

The p i t c h e s  o f  th e  l a s t  p o r t i o n  o f  t h e  song a r e  r a i s e d  approx im ate ly  
a h a l f  s t e p .
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ANALYSIS NUMBER rf

RANGE
>.....

$

SCALE

c i t e

CADENCE PITCHES 

F #  a m i  B A .
CONTOURS

£

INTERVAL FREQUENCY {%)

R e p e t i t i o n m2 M2 m3 M3 P4 +4 P5 m6 M6 P8 Other

71.5 - 8 .5 4 .5 4 .5 8 .5 - 2 - - 1 -

METER TEMPO

Hete rometr ic
T r i p l e

Voice:  J. =69 

Drum: J =74

PERFORMANCE
TIME

1:24

LENGTH 

A = 9

B = 4îâ+6+3=13Î5 

C = 4*&+4%+5)g=14^

FORM

ABCB^C

ABCB^C
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Suimiary o f  War-Related Songs

The average  range  o f  th e s e  f o u r t e e n  songs i s  n e a r l y  a 

p e r f e c t  e l e v e n th ,  very c l o s e  to  the  ave rage  range f o r  a l l  s i x t y  songs.

The s m a l l e s t  range in  t h e  w a r - r e l a t e d  songs i s  a p e r f e c t  o c t a v e ;  w hi le  

the  l a r g e s t  range i s  a major  t h i r t e e n t h .

S ca les  found in  t h i s  group in c lu d e  t h r e e  t e t r a t o n i c  songs (3 ,

12, 14) ;  e i g h t  p e n t a to n i c  (1 ,  4 ,  5,  6 ,  7 ,  10, 11,  13) ;  two h ex a to n ic  (2 ,  

8 ) ;  and one h e p t a to n i c  ( 9 ) .

Six o f  th e  songs have cadences on the  t o n i c  p i t c h  o n ly ;  a l ­

though in  t h e  case  of  songs number f o u r  and t h i r t e e n ,  th e  s h i f t i n g  t o n a l ­

i t y  caused two d i f f e r e n t  p i t c h e s  to  be used .  E igh t  o f  t h e  songs have 

cadences o c c u r r in g  on a n o th e r  p i t c h  as  well  as  th e  t o n i c .

The con tou rs  o f  th e s e  songs a r e  t y p i c a l  o f  most P la in s  Ind ian  

m e l o d i e s - - e i t h e r  descending with  th e  f l a t t e n i n g  a t  the cadences  o r  a 

r a t h e r  s t a t i c  l i n e .  Song number two has an a rch -shaped  C s e c t i o n  and 

song number nine  has an u nusua l ly  high p i t c h  le v e l  f o r  i t s  C s e c t i o n .

These a r e  exce p t ions  to  th e  normal p a t t e r n s  f o r  C s e c t i o n s .

The f requency  o f  i n t e r v a l s  in  th e  group i s  very  c l o s e  to  t h e

percen tages  f o r  a l l  s i x t y  songs analyzed in  t h i s  s tu d y .  Prime,  minor 

t h i r d  and major t h i r d  a r e  s l i g h t l y  h ig h e r  than  th e  pe rcen tages  in  a l l  

songs.  Major second ,  p e r f e c t  f o u r t h ,  and major s i x t h  a r e  lower than  

the  o v e r a l l  p e r c e n ta g e s .  The p e rcen tages  f o r  minor second,  t r i t o n e ,  

p e r f e c t  f i f t h ,  minor s i x t h ,  p e r f e c t  o c tav e  and " o th e r "  a r e  t h e  same as 

th ose  f o r  a l l  songs in  t h e  s tudy .



88

The vocal  tempi v a r i e s  from 134 to  252. The average  tempo i s  

204. The drum tempo ranges  from 138 t o  192, with  an average  tempo o f

161. The average  tempo f o r  vo ice  and drum combined i s  182. I t  i s

unusual f o r  t h e  vo ice  tempo to  exceed the drum tempo as  i t  d id  in  t h i s  

group o f  songs.

The average  performance t ime o f  songs in  t h i s  group i s  2 :0 3 ,  

compared to  an average o f  1:56 f o r  a l l  songs.  The average  t ime f o r  

ac tua l  war dance songs ( f i r s t  seven songs)  i s  c o n s id e r a b ly  h ig h e r  (2 :40)  

than th e  remainder  o f  songs in  t h i s  group.  The average  t ime f o r  t h e  

s ca lp  dances and war s o c i e t y  songs i s  1:27.

The m e t r i c  t r e a tm e n t  w i th i n  t h i s  group of  songs i s  q u i t e  v a r i e d .  

Four o f  th e  songs (1 ,  8 ,  12,  13) a re  b a s i c a l l y  i s o m e t r i c .  Numbers one 

and e i g h t  a r e  performed in  duple  m e te r ;  numbers twelve and t h i r t e e n  a r e  

in  t r i p l e  m e te r .  The r e s t  o f  t h e  songs a r e  h e t e ro m e t r i c  with  duple  

rhythms more p r e v a l e n t  than t r i p l e  ones .

All songs in  t h i s  group a r e  s t r o p h i c  with  the  e x ce p t io n  o f  song 

number t h i r t e e n ,  which has on ly  one s t a n z a .  Five songs have two s t a n z a s ;  

two songs have t h r e e  s t a n z a s ;  and s ix  songs have fo u r  s t a n z a s .  All

songs use combinations  of  A and B s e c t i o n s  o r  combinations o f  A, B,

and C s e c t i o n s .  Most s t a n z a s  begin  with  a so lo  A s e c t i o n ,  jo in e d  l a t e r  

by th e  group,  a type o f  c a l l  and response  techn ique  which he lps  to  

e s t a b l i s h  p i t c h  and tempo f o r  th e  group which i s  t o  j o i n  in  t h e  s i n g in g .  

The A s e c t i o n ( s )  i s  o f t e n  a b b re v ia te d  in  l a t e r  s t a n z a s .



CHAPTER VII I  

WOLF SONGS

The o r i g i n  o f  wolf  songs i s  d i f f i c u l t  t o  de te rm ine .  According 

to  one t r a d i t i o n ,  wolf  songs were th o s e  m e lod ies  sung by a war p a r ty  

s c o u t  ( c a l l e d  a wolf)  while  he t r a v e l l e d  t h e  p r a i r i e  dur ing  a s c o u t i n g  

m i s s io n .  Another theo ry  sugges t s  t h a t  th e  f i r s t  wolf  songs were l e a rn e d  

from wolves w hi le  a brave was ou t  on th e  p r a i r i e .

The s u b j e c t  m a t t e r  o f  th e s e  songs q u i t e  o f t e n  r e f e r s  to  the  

s w e e th e a r t  o f  the  s c o u t .  Another t o p i c  r e l a t e s  to  the encouragement o f  

b raves  to  have courage in  f ac ing  an approach ing  o r d e a l .  Another v a r i e t y  

o f  wolf  songs was th e  c o u r t i n g  song,  sung by a brave  to  h i s  s w e e th e a r t  

o r  by a maiden to  her  f a v o r i t e  b rave .  A wolf  song could  be about  n e a r l y  

any t o p i c .

S ince  t h e r e  i s  such v a r i e t y  o f  s u b j e c t  m a t t e r  in wolf  songs ,

a l l  were p laced  to g e t h e r  in  t h i s  c h a p t e r ,  r a t h e r  than d i v i d i n g  them among

the  o t h e r  groups  o f  song.  Densrnore p laced  wolf  songs in two l o c a t i o n s ;

war songs and m i s c e l l a n e o u s .^  Kaufman p laced  a l l  o f  the  wolf  songs in
2

the  c h a p t e r  with  war songs.

G r in n e l l  in c lu d e s  a t r a n s l a t i o n  of  f o u r t e e n  wolf  song t e x t s  in
3

h is  monograph "Notes on Some Cheyenne Songs ."  Only a few s h o r t  words

^Densrnore, Cheyenne and Arapaho Music, pp. 29-34;  102-106.
2

Kaufman,"Cheyenne Indian  Music and I t s  C u l tu ra l  Background,"
pp. 93-112.  

3
G r i n n e l l , "Notes on Some Cheyenne Songs,"  pp. 313-322.

89
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comprise t h e  t e x t ,  coming a t  t h e  beg inning  o f  one s e c t i o n  with  the  

remainder o f  th e  song f i l l e d  o u t  with  "meaningless"  s y l l a b l e s .  The t i t l e  

o f  th e  l a s t  song in  t h i s  c h a p t e r  (20) s u g g e s t s  a s i m i l a r i t y  to  one in 

G r i n n e l l ' s  monograph. The t r a n s l a t i o n  from G r in n e l l  i s  g iven  on th e  

a n a l y s i s  s h e e t .
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ANALYSIS NUMBER IS

RANGE SCALE

CADENCE PITCHES

A V omA E b

CONTOURS

INTERVAL FREQUENCY (%)

R e p e t i t i o n m2 M2 m3 M3 P4 +4 P5 mS MS P8 Other

51.5 2 .5 17.5 6 5 .5 15 - - - - .5 .5 mlO

METER TEMPO

H ete rometr ic
Duple

Voice:  J  =164 

Drum: J  =174

PERFORMANCE
TIME

1:46

LENGTH FORM

A = 7+16=23 

A^= 7+12=19 

B = 7+10=17 

C =11+14=25

AA/BCBC

AÂ BCBC
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ANALYSIS NUMBER 14

É
RANGE

$
SCALE

J feA.

CADENCE PITCHES 

C *  (wiA 

C;* on o n t

CONTOURS

BCCortkMOil Q

INTERVAL FREQUENCY (X)

R e p e t i t i o n m2 M2 m3 M3 P4 +4 P5 m6 M6 PS Other

47 2.5 28 9 .5 2.5 6 .5 - 2.5 .5 - .5 -

METER TEMPO

Heterom etr ic
Duple

Voice: J  =160 

Drum: J  =164

PERFORMANCE
TIME

1:43

LENGTH FORM

A = 8+9=17 

A^= 8+8=16 

B = 7+6+5W3=31^  

C = 8+11=19

AA^BCBC

a V bcbc
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ANALYSIS NUMBER 17

RANGE SCALE

CADENCE PITCHES

c
CONTOURS

B

INTERVAL FREQUENCY (%)

R e p e t i t io n m2 M2 m3 M3 P4 +4 P5 m6 M6 PS Other

45 7 23.5 5 - 13.5 2 2 - - - 1

METER
Isom et r ic

Duple

TEMPO

Voice: J = i66 
Drum: J  =172

PERFORMANCE
TIME

1:19

LENGTH FORM
A = 4+4+4+6=18 

B = 16 

C = 4+6=10

ABCB̂

ABC^B^

OTHER OBSERVATIONS

The r eco rd ing  o f  t h i s  song was f a u l t y  in  two s e c t i o n s .  
I t  was in  t h i s  co n d i t io n  when I ob ta ined  i t  from Bull 
Coming and Nightwalker.
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ANALYSIS NUMBER 18

RANGE

$
SCALE

CADENCE PITCHES 

C OMcl Ek omJl G
CONTOURS

INTERVAL FREQUENCY (%)

R e p e t i t i o n m2 M2 m3 M3 P4 +4 P5 m6 M6 PS Other  ^
. s ' " "52 6 20.5 9 5 6 .5 — .5

METER

H ete rometr ic
T r i p l e

TEMPO

Voice:  J  =94 
Drum: J  =94

PERFORMANCE
TIME

1:56

LENGTH FORM
A = 7h 
A^= 8H 
8 =  8

C = 9%+15=24Î5 

D = 7^+9 =16^

AA^BCDC^

AA^BCDC^

OTHER OBSERVATIONS

The drum i n t r o d u c t i o n  begins  slowly  and in c r e a s e s  to  J =94.
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ANALYSIS NUMBER M

$
RANGE

<=>
SCALE

CADENCE PITCHES

E

CONTOURS

3 Z 3 Z X = e t

INTERVAL FREQUENCY (%)

R e p e t i t i o n m2 M2 m3 M3 P4 +4 P5 m6 M6 P8 Other

49 .5 - 8 .5 30.5 2 8 .5 - - - - 1
■

METER

Hete rom etr ic
T r i p l e

TEMPO

Voice:  J  =166 

Drum: -i =166

PERFORMANCE
TIME

1:10

LENGTH FORM

A = 6+6=12 

A^= 6+7^=13Js 

B = 13

C = 7+7+13=27

AA^BBC

A^BBC

OTHER OBSERVATIONS

This  song i s  e s s e n t i a l l y  monothematic.
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ANALYSIS NUMBER ZX>

RANGE

$
- o

SCALE

I f » -

"faa  t ÿ *  y 'O  "   * —

CADENCE PITCHES

Bbo^JL

CONTOURS

i / L i .

B

INTERVAL FREQUENCY (%)

R e p e t i t i o n m2 M2 m3 M3 P4 +4 P5 m6 M6 PS Other

55.5 6 24 2 1 7 1 2 - - - J P12

METER

H ete rom etr ic
Duple

TEMPO

Voice: J  =164 

Drum: J =170

PERFORMANCE
TIME

2:28

LENGTH

A = 4+4+4+6=18

B = 15% 

B^= 16% 

C = 10

ABCB'

ABCB̂

ABCB̂

FORM

ABCB̂
OTHER OBSERVATIONS

Women's vo ices  a r e  prominent  in  t h i s  song.  I t  i s  e n t i t l e d ,  " I f  I Marry 
You." A t r a n s l a t i o n  o f  a song with  a s i m i l a r  theme was given  by G r in n e l1 
as fo l l o w s :  "I  w i l l  work, you I w i l l  marry ,  w i l l  love  y o u . " !

G r in n e l1, "Notes on Some Cheyenne Songs,"  p. 322.
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Summary o f  Wolf Songs

The ranges  o f  th e  s ix  wol f  songs vary  from a minor t e n th  up to  

a p e r f e c t  f i f t e e n t h  (two o c t a v e s ) .  The average  range f o r  the  songs 

s l i g h t l y  exceeds a p e r f e c t  t w e l f t h ,  more than  a whole s t e p  above t h e  

average range  f o r  a l l  songs.

Two o f  th e  songs a r e  h ex a to n ic  (18 ,  2 0 ) ,  two a r e  t e t r a t o n i c  

(16,  19) ,  and two (15 ,  17) a r e  p e n t a t o n i c .  Ex tens ive  chromatic ism i s  

e v i d e n t  in th e  l a s t  song ( 20) ,  and ,  t o  a s l i g h t l y  l e s s e r  degree ,  in  th e  

f o u r t h  song (18) .

All o f  t h e  c o n to u rs  f o l l o w  th e  t y p i c a l  p a t t e r n s  o f  descending  and 

then l e v e l i n g  o u t  a t  th e  cad e n ces .  The s t a r t i n g  p i t c h e s  f o r  t h e s e  songs 

a r e  very  h igh :  one on A, one on A - f l a t ,  t h r e e  on G, and one on F - s h a rp .

A p i t c h  d ipping  below th e  f i n a l  o c c u r re d  in  one song (19) .

Two songs (19,  20) have cadences  on th e  t o n i c  p i t c h  o n ly ;  w hile  

t h r e e  (15, 16, 17) have cadences o c c u r r i n g  on one a d d i t i o n a l  p i t c h .  Song 

number e i g h t e e n  has cadences o c c u r r i n g  on two a d d i t i o n a l  p i t c h e s .

The f requency  o f  i n t e r v a l s  v a r i e s  n o t i c e a b l y  from th e  average  

f o r  a l l  songs.  The pe rce n tag e  o f  prime i s  50 p e r c e n t ,  seven p o in t s  l e s s  

than  the  o v e r a l l  ave ra ge .  Major seconds were seven pe rcen tage  p o i n t s  

h ighe r  in  t h e s e  songs than  f o r  a l l  songs .  Other  i n t e r v a l s  with  s l i g h t l y  

h ig h e r  pe rce n tages  i n c lu d e  minor seconds ,  minor t h i r d s ,  and p e r f e c t  

f o u r t h s .  I n t e r v a l s  with  s l i g h t l y  lower p e rce n tag es  in c lu d e  major t h i r d s ,  

p e r f e c t  f i f t h s ,  minor s i x t h s ,  and major s i x t h s  (none o c c u r r e d ) .  There 

i s  only one occu r renc e  f o r  the  minor s i x t h ;  and o n ly  t h r e e  p e r f e c t
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oc taves  occur  in  t h e  e n t i r e  group o f  wolf  songs.  Percen tages  f o r  th e  

t r i t o n e ,  p e r f e c t  o c t a v e ,  and " o th e r s "  a r e  t h e  same as t h a t  f o r  a l l  songs .  

The tempi o f  t h e  s i n g e r s  range from 94 t o  166, with  an ave rage  

tempo o f  152. The drum tempi range from 94 to  174 wi th  an average  o f  157, 

The ave rage  tempo f o r  combined vo ice  and drum i s  154.

Five o f  t h e  me te rs  a re  h e t e r o m e t r i c ;  one song (17) i s  i s o m e t r i c .

Duple rhythms a r e  more p r e v a l e n t  than  t r i p l e  rhythms in  t h e  wolf  songs .

Five  o f  th e  s ix  songs c o n t a i n  two s t a n z a s  w h i le  t h e  l a s t  one

(20) i s  made up o f  f o u r  s t a n z a s .  All  o f  t h e  songs have A, B, and C 

s e c t i o n s .  Song number e i g h t e e n  in c lu d e s  a D s e c t i o n .  The use  o f  s o lo  

in beg inning  A s e c t i o n s  fo l lows  the  normal p a t t e r n .



CHAPTER IX 

SUN DANCE SONGS

Three Cheyenne cerem onies ,  Massaum, Renewal o f  t h e  Arrows, and 

th e  Sun Dance, s tand  o u t  above a l l  o t h e r s  in  sac redness  and im por tance .

Of t h e s e ,  on ly  songs from t h e  Sun Dance ceremony were a v a i l a b l e  f o r  t h i s  

s tudy .

The Massaum Ceremony, now e x t i n c t ,  d a t e s  from th e  e a r l i e s t  y ea rs  

o f  Cheyenne h i s t o r y  when th e  t r i b e  was an a g r i c u l t u r a l  one ,  long  b e fo re  

the y  m ig ra ted  westward t o  t h e  p l a i n s .  A main f e a t u r e  o f  t h i s  r i t e  might  

have invo lved  an a n c i e n t  "Corn Dance." The Renewal o f  th e  Arrows i s  th e  

most  sac red  r i t e  o f  t h e  Cheyenne t r i b e .  The ceremony i s  f o r  t h e  men of  

t h e  t r i b e .  Women and a l l  n on - Ind ians  a r e  p r o h ib i t e d  from viewing o r  p a r ­

t i c i p a t i n g  in  t h e  ceremony. The most sac red  o b j e c t  o f  t h e  t r i b e  i s  the

bundle o f  f o u r  sac red  arrows which r e p r e s e n t  t h e  p a s t ,  p r e s e n t ,  and f u t u r e .

The arrows a r e  now kept  in  a small community nea r  Canton Lake. The house

where they a r e  kep t  was po in ted  o u t  by a t e en -ag e  boy who served a s  a

gu ide  on t h e  w r i t e r ' s  f i r s t  f i e l d  t r i p  to  Longdale and S o i l i n g .  This  was 

unusual because a Cheyenne u s u a l l y  w i l l  not speak about  t h e  arrows among 

o t h e r  I n d ia n s ,  much l e s s  t o  a non - In d ian .  The ceremony invo lves  b inding 

th e  s tone p o in t s  and f e a t h e r s  o f  the  arrows onto  new arrow s h a f t s .

The most famous o f  th e  ceremonies  i s  t h e  Sun Dance, a l s o  known 

as  Medicine Lodge Ceremony. The Cheyennes o f t e n  r e f e r  to  i t  as  "The 

O f f e r in g . "  There i s  no r e g u l a r  t ime a t  which th e  Sun Dance i s  h e l d .  I t

105
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might be held  t o  f u l f i l l  a vow by a t r i b a l  member who has pledge  t o  g iv e  

th e  dance i f  he should s u rv iv e  a b a t t l e ,  recove r  from s e r i o u s  i l l n e s s ,  

or  avoid some d i s a s t e r .  The ceremony a l s o  c a r r i e s  elements o f  h e a l in g  

and f e r t i l i t y .

Sun Dances were fo rb idden  by th e  United S t a t e s  government f o r  

many y e a r s  because o f  t h e  element o f  s e l f - t o r t u r e  invo lved  with  i t .  As 

p a r t  o f  t h e  r i t e ,  braves would p i e r c e  t h e i r  f l e s h  with  wooden pegs 

a t t a c h e d  t o  long th ongs ,  which were a t t a c h e d  to  th e  top  o f  t h e  lodge  p o le .  

These persons would then swing themselves  from th e  thongs u n t i l  t h e  pegs 

r ipped  th rough t h e i r  f l e s h .  Sometimes th e s e  men would drag a l a r g e  

bu f f a lo  sku l l  a t t a c h e d  to the  thongs and run through the  camp u n t i l  t h e  

f l e s h  was t o r n .  D e ta i led  d e s c r i p t i o n s  o f  the  Sun Dance and d e t a i l e d  

drawings a r e  con ta ined  in Dorsey 's  volume on the  Sun Dance.^

Some o f  th e  books which speak o f  the  Sun Dance s t a t e  t h a t  t h e  

l a s t  one was he ld  near th e  t u r n  o f  t h e  c e n t u ry .  Cheyennes have t o l d  

the w r i t e r  t h a t  they  have never been h a l t e d  f o r  long pe r iods  o f  t im e .

The Oklahoma D a i l y , among o th e r  newspapers in Oklahoma, c a r r i e d  a f e a t u r e
2

a r t i c l e  on the  Cheyenne Sun Dance in June o f  1980. The a r t i c l e  e x p l a in s  

how Cheyennes a r e  keeping th e  Sun Dance. No in fo rm at ion  i s  given con ­

ce rn ing  the  s e l f - t o r t u r e  a s p e c t .  The a r t i c l e  d id  emphasize the  se c r e c y  

surrounding  the r i t e .

The dance l a s t s  n e a r l y  a week. The f i r s t  days involved i n t r i ­

c a t e  p r e p a r a t i o n s , inc lud ing  the  c o n s t r u c t i o n  o f  a s p e c ia l  lodge .  S inging

^Dorsey, The Cheyennes, Vol. I I .
2

"Ancient  Sun R itua l  Goes On," The Oklahoma D a i l y , Norman, 
Oklahoma, June 14,  1980, p. 3.
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i s  invo lved  from the  second day to  the  end. Dorsey speaks o f  the

m us ic ians  r e h e a r s i n g  th e  Sun Dance songs dur ing  th e  t h i r d  day o f

p r e p a r a t i o n s . ^

The songs o f  t h e  Sun Dance a re  sung in  c y c l e s  o f  f o u r  songs.

Many o f  the  songs do no t  have meaningful  t e x t s  bu t  use v o c a b le s .  This

i s  the  case  w i th  s e v e ra l  o t h e r  c a t e g o r i e s  o f  Cheyenne songs ,  such as 

war dances  and peyote songs.  Not a l l  o f  the  songs sung a t  a Sun Dance 

a r e  Sun Dance songs.  Also inc luded  dur ing  the  days o f  p r e p a r a t i o n  a r e  

such songs as  wolf  songs and war s o c i e t y  songs.  The a c t u a l  Sun Dance 

songs o f  the  ceremony begin on th e  f i f t h  day.  Musical f e a t u r e s  o f  Sun 

Dance in c lu d e  the  p la y ing  o f  a huge drum by as many as ten  men a t  a t ime 

and f r e q u e n t  use o f  the  e ag le  bone w h i s t l e .

^Dorsey,  The Cheyennes, Vol. I I ,  p. 65.
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ANALYSIS NUMBER Z l

RANGE

$ bar

SCALE
f e a c d t

23E
Vrzr

CADENCE PITCHES 

( F o n  Ohft
p W i e )

CONTOURS

INTERVAL FREQUENCY (%)

R e p e t i t i o n m2 M2 m3 MS P4 +4 P5 mS MS P8 Other

44 .5 - 19 - 2 .5 30.5 - - 2 .5 - - 1.5^^^

METER TEMPO
H ete rom etr ic

T r i p l e
Voice;  J  =168 

Drum: J  =156

PERFORMANCE
TIME
1:42

LENGTH FORM
A = 17

B = g+g^s+B 27
ABB

AABB

OTHER OBSERVATIONS
The song i s  monothematic.  B i s  a v a r i a n t  o f  A.
There a r e  ve ry  s l i g h t  d i f f e r e n c e s  in  t h e  B s e c t i o n s .
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ANALYSIS NUMBER 2 2

RANGE

i l

SCALE

I w

CADENCE PITCHES CONTOURS

INTERVAL FREQUENCY (%)

R e p e t i t io n m2 M2 m3 M3 P4 +4 P5 m6 M6 PS O ther
56.5 7 .5 16.5 - - 18 - - - - - 2 P l l

METER TEMPO

H eterom etric
Duple

Voice: J =176 

Drum: J =176

PERFORMANCE
TIME

1:51

LENGTH

A = 7%+9îs+6+ll =34 

A^= 10
A^= 10+3+5^+6+10=34^ 

B = 5+12îs+7+10=34J5

FORM

AB

A ^ B

A^A^B

A^A^B 
OTHER OBSERVATIONS

Monothematic. B i s  a v a r i a n t  o f  A.
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ANALYSIS NUMBER 2 3

RANGE SCALE

CADENCE PITCHES CONTOURS

A-a—
C F

A .

INTERVAL FREQUENCY (%)

R e p e t i t io n m2 M2 m3 M3 P4 +4 P5 m6 M6 PS O ther

54 2 .5 13 10.5 9 6 ,5 - 2.5 - - - 1.5*^^°

METER TEMPO
H ete rom etr ic

T r ip le
Voice: J<'=172 

Drum: J  =168

PERFORMANCE
TIME

1:24

A

B

C

LENGTH
6+17=23

9+14=23

13

FORM
ABCB

A^BCB

ABCB

OTHER OBSERVATIONS
Both B and C a r e  v a r i a n t s  o f  th e  l a s t  p a r t  o f  A.
T a lk ing  and y e lp s  in c re a s e  in  f requency  in  th e  2nd and 3rd s ta n z a s ,  
An e a g le  bone w h i s t l e  can be heard  in  th e  3rd s ta n z a .
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ANALYSIS NUMBER 2.4-

RANGE

$
SCALE

1  ^ 1  .  ip #  '  "  F "

CADENCE PITCHES

P  o n l ^

CONTOURS

INTERVAL FREQUENCY (%)

R e p e t i t io n m2 M2 m3 MS P4 +4 P5 m6 M6 PS O ther

58.5 - 11.5 15.E 2 11.5 2 mlO

METER

Iso m e tr ic
T r ip le

TEMPO

Voice: i .=102  
Drum: J = 92

PERFORMANCE
TIME

1:58

LENGTH

A

B

C

1%
16
20

FORM

AÂ BCBC

A^A^BCBC

A^A^BCB^

OTHER OBSERVATIONS 

The C s e c t io n  i s  a v a r i a n t  o f  A, an o c tave  lower.
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ANALYSIS NUMBER Z 5

RANGE

*
SCALE

CADENCE PITCHES

P am^  D

CONTOURS

INTERVAL FREQUENCY (%)

R e p e t i t io n m2 M2 m3 M3 P4 +4 P5 m6 M6 PS O ther

61 - 5 .5 13.5 5 .5 9 .5 - - 4 - 1 -

METER

H eterom etr ic
Duple

TEMPO

V oice: J  =184 

Drum: J  =184

PERFORMANCE
TIME

1:41

LENGTH

A = 8+10=18 

A^= 8+14=22 

B = 16 

C = 16

FORM

AÂ BCBC

A^A^BCBC

A^A^BCBC

OTHER OBSERVATIONS

Note t h a t  two "dominants" ( im p o r ta n t  p i t c h e s )  were l i s t e d ,
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ANALYSIS n u m b e r _ 2 4 _

RANGE SCALE

$
CADENCE PITCHES 

f* O

CONTOURS

' ~ V - A _  -

&
Z^ 5 5 ^

INTERVAL FREQUENCY (%)

R e p e t i t io n m2 M2 m3 M3 P4 +4 P5 m6 M6 PS O ther
63 - 6 .5 11.5 5 13 - - - - 1 -

METER
Iso m e tr ic

Duple

TEMPO

V oice; J  =184 

Drum: J  =188

PERFORMANCE
TIME
1:25

LENGTH

A = 12

A^= 8+6+6+6+4=30 
A^= 8+6+6+4 = 24 

B = 8+10 = 18

FORM
AA^BA^B

AA^BA^BA^B
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Summary o f  Sun Dance Songs

The ranges o f  th e  s ix  p reced ing  songs vary  from a p e r f e c t  o c ta v e  

to  a major t h i r t e e n t h .  The average range f o r  th e  Sun Dance songs s l i g h t l y  

exceeds a p e r f e c t  e l e v e n th ,  j u s t  l a r g e r  than  the  average  range f o r  a l l  

songs in th e  s tu d y .

S ca les  in  th e s e  songs a re  t e t r a t o n i c  (21 , 2 6 ) ,  p e n ta to n ic  (22,

23, 24), and h ex a to n ic  (2 5 ) .  Song number tw e n ty - f iv e  has a f e e l in g  o f  

t o n a l i t y  s h i f t  to  B - f l a t  in  th e  B and C s e c t io n s .

The co n to u rs  o f  th e  songs a r e  o f  th e  ty p ic a l  sh ap es ;  e i t h e r  

descending and l e v e l in g  o u t  near  the  end, o r  a s t a t i c  l i n e  t h a t  does not 

vary  much from th e  f i n a l  cadence p i t c h .  All s ix  o f  the  songs s t a r t  on 

th e  same p i t c h - - F .

Three o f  th e  songs have cadences on th e  to n ic  p i t c h  o n ly ,  w hile  

the  o th e r  th r e e  had cadences on th e  dominant as well as th e  to n ic .

The frequency  o f  i n t e r v a l s  o f  th e  Sun Dance songs i s  c lo s e  to  

th o se  o f  th e  average  o f  a l l  s i x t y  songs. P e r f e c t  f o u r th  and minor s i x t h  

a re  above the  o v e ra l l  av e rag e .  R e p e t i t io n ,  minor t h i r d ,  major t h i r d ,  

p e r f e c t  o c ta v e ,  and "o th e r"  a r e  e x a c t ly  th e  same as th o se  f o r  th e  s ix ty  

songs. Minor second, major second, t r i t o n e ,  p e r f e c t  f i f t h ,  and m ajor s ix th  

a re  s l i g h t l y  lower th an  th e  average  f o r  a l l  songs. No t r i t o n e  o r  major 

s ix th  occu rred  in  th e  Sun Dance songs.

The tempi vary  from 102 to  184 f o r  th e  v o ic e  and 156 to  188 f o r  

th e  drum. The average  vo ice  tempo i s  s l i g h t l y  above 164. The average  

drum tempo was 176.
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The av e ra g e  performance tim e f o r  th e  songs i s  1 :41 .  This i s  

s ev e ra l  seconds s h o r t e r  than  th e  average  f o r  a l l  songs. The s h o r t e s t  

Sun Dance song i s  1:25 w hile  the  lo n g e s t  one i s  1 :58 .

Two o f  th e  s ix  songs a re  i s o m e tr ic  (w ith  s l i g h t  e x c e p t io n s ) .

Song number tw e n ty -fo u r  i s  i s o m e tr ic  t r i p l e  and number tw e n ty -s ix  i s  

i s o m e tr ic  d u p le .  The o th e r s  a re  h e te ro m e t r ic ,  w ith  dup le  rhythms s l i g h t l y  

more f r e q u e n t  th an  t r i p l e  ones .

All o f  th e  songs a r e  s t r o p h ic ,  vary ing  from two to  fo u r  s t a n z a s .  

Only two o f  th e  songs (2 3 ,  25) have e x a c t ly  th e  same arrangem ent o f  

s e c t io n s  fo r  each s ta n z a .  Three songs have A, B, and C s e c t i o n s  and 

th r e e  songs use on ly  A and B. Those having two c o n s e c u t iv e  A s e c t io n s  

begin w ith  a so lo  vo ice  f o r  th e  f i r s t  A s e c t io n  w ith  th e  group jo in in g  

a t  th e  second A s e c t i o n .  Ten beg inn ing  s e c t i o n s  o f  succeed ing  s ta n z a s  

a re  o f te n  a b b re v ia te d .



CHAPTER X 

SOCIAL DANCE SONGS

The songs in  t h i s  c a te g o ry  in c lu d e  round d an ce s ,  f o r t y - n i n e  d an ce s ,  

and Gourd Clan dances .^  Of th e s e ,  on ly  th e  round dances can be c o n s id e re d  

a s  t r u l y  a u th e n t ic  Cheyenne songs. Socia l dances a r e  s a id  t o  d a t e  back 

to  th e  e a r ly  y e a rs  o f  Cheyenne h i s t o r y .  These dances a r e ,  p r im a r i ly ,  

f o r  th e  enjoyment o f  th e  e n t i r e  t r i b e ,  bo th  young and o ld .  T h is  i s  in  

c o n t r a s t  to  most o f  th e  o th e r  songs, which a r e  connected to  some c e r e ­

monial f u n c t io n .

The round dance i s  one o f  th e  o l d e s t  types  among th e  Cheyennes 

and o th e rs  o f  th e  P la in s  t r i b e s .  R ecen tly  th e  w r i t e r  observed and 

p a r t i c ip a t e d  in  an i n t e r - t r i b a l  round dance where some o f  th e  p a r t i c i ­

pan ts  were Southern  Cheyennes. This  p a r t i c u l a r  dance , though no t r e ­

garded as a s p e c i f i c a l l y  Cheyenne dance , would be s im i l a r  to  th e  Cheyenne 

round dance. The p a r t i c i p a n t s  g a the red  in to  a la rg e  c i r c l e  f a c in g  i n ­

ward. Small s te p s  were ta k e n ,a lw a y s  to  th e  l e f t ,  keeping th e  shape o f  

th e  c i r c l e .

^Animal dan ces ,  such as th e  r a b b i t  dance, snake dance , weasel 
dance, and owl dance , were o f te n  used a t  so c ia l  dances bu t were no t 
a v a i l a b l e  fo r  t h i s  s tu d y .  In e a r l i e r  days th e s e  dances sometimes 
im ita ted  th e  a c t io n s  o f  th e  a n im a ls ,  b u t ,  acco rd ing  to  th e  in fo rm a tio n  
a v a i l a b l e  a t  p r e s e n t ,  t h i s  p r a c t i c e  has been d is c o n t in u e d .  An owl dance 
was lo c a te d  in  th e  D oris Duke Oral H is to ry  s e c t io n  o f  th e  Western H is to ry  
C o l le c t io n  a t  th e  U n iv e r s i ty  o f  Oklahoma. Although th e  song was p r e s e n t  
in  th e  t r a n s c r ib e d  p o r t io n  o f  th e  in t e r v ie w ,  th e  ta p e  which co n ta in ed  
th e  song was m iss ing  from th e  c o l l e c t i o n .

122
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The f o r t y - n i n e  dance i s  a more r e c e n t  a c q u i s i t i o n  by th e

Cheyennes, bu t l i t t l e  in fo rm a tio n  i s  a v a i l a b l e  on i t s  e x a c t  o r i g i n .

In h e r  s tu d y ,  Densmore o f f e r e d  th e  fo l lo w in g  t h e o r i e s  abou t i t s  o r i g i n

which were sugges ted  to  her by Cheyennes: (1) th e  dance was named

a f t e r  Oklahoma's F o r ty -N in th  I n f a n t r y  D iv is io n ;  and (2) th e  dance

was named a f t e r  a t r a v e l i n g  c a rn iv a l  c a l l e d  "Days o f  F o r ty -n in e ." ^

Some th in k  t h a t  th e  dance was o r i g i n a l l y  connected  w ith  pueblo f e r t i l i t y  
2

r i t e s .  The Cheyennes p robab ly  re c e iv e d  th e  dance from th e  Kiowas and 

Comanches.

In more r e c e n t  y e a r s  th e  f o r t y - n i n e  has been used more a s  a 

young p e o p l e 's  s o c ia l  dance . An In d ian  woman to l d  th e  w r i t e r  t h a t  th e  

te e n -a g e  boys and g i r l s  would o f te n  s l i p  away from a r e g u la r  s o c ia l  

dance and have t h e i r  own f o r t y - n i n e  dance . This p r a c t i c e  i s  frowned on 

by th e  a d u l t s .

The Gourd Clan dance i s  a n o th e r  type  o f  song t h a t  the  Cheyennes 

hold  in  common w ith  o th e r  t r i b e s .  According to  Jerome Bushyhead, th e  

Gourd Clan dance o r i g i n a t e d  w ith  th e  Kiowas, who passed i t  on to  th e  

Cheyennes and A rapahoes. This  type  o f  song i s  sung in  i n t e r - t r i b a l  

pow-wows. The f iv e  Gourd Clan songs found in  t h i s  s tudy  were performed 

by Southern  Cheyenne s in g e r s .

^Densmore, Cheyenne and Arapaho M usic, p. 52.

^ Ib id .
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ANALYSIS NUMBER ^ 7

RANGE SCALE
V  ( i f

CADENCE PITCHES 

C  e n \>4

CONTOURS

\  A _ Æ

INTERVAL FREQUENCY (%)

R e p e t i t io n m2 M2 m3 M3 P4 +4 P5 m6 M6 PS O ther

49 - 7.5 - 2 37.5 - 2 - 2

METER

H eterom etr ic
T r ip le

TEMPO 

Voice: =74

Drum: J .= 8 2

PERFORMANCE
TIME

1:58

LENGTH
A = 5%+3^=9 

B = 8Î5+5 =13% 

B^= 8%+5+8=21%

ABB"

ABB̂

ABB̂

FORM

ABB'

ABB̂
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ANALYSIS NUMBER 28

RANGE

m

SCALE

CADENCE PITCHES CONTOURS

a

INTERVAL FREQUENCY (%)

R e p e t i t io n m2 M2 m3 M3 P4 +4 P5 m6 M6 PS O ther

65 - 14 14 - 4 - - - 1.5 1.5 -

METER

H eterom etr ic
T r ip le

TEMPO

Voice: J. =78 

Drum: J .= 7 8

PERFORMANCE
TIME

2:16

LENGTH FORM

A= 5^5+4= 9% 

A^=4^+5=9%

A^=5^ A^=4%

B =10%+10î5=21

B^=ll!^+9=20Js
Â =6 A^=6+4Js=10i5

AA^BA^B^

A^A^BA^B^

A^A^BA^B^

A^A^BA^B^



R ound  D ^ h c c 1 2 »

ASolo A I G ro*p
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à è

A3  G rou f

H j ü ^
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l-*l b e a ts .
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ANALYSIS NUMBER 2 4

RANGE
b w  p -

SCALE

- j y y - t r p - ^

CADENCE PITCHES

F omA C ( a )  — " &
CONTOURS

SSE

INTERVAL FREQUENCY (%)

R e p e t i t io n m2 M2 m3 M3 P4 +4 P5 m6 M6 P8 Other
52.5 2 .5 12 9 2 .5 14.5 - 5 .5 1 .5 - - -

METER

H eterom etr ic
Duple

TEMPO

Voice: J .=78 
Drum: J . = 7 S

PERFORMANCE
TIME

1:47

LENGTH FORM

A= 4+4^=8%

A^=4+4=8 

A^=8î5 A^=llis 

A^=10

B =4+4+9%+8îs=26 

C =9^+10+6=25%

AÂ BC

A^A^BC

A^A^BC
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ANALYSIS NUMBER 30

$
RANGE SCALE

CADENCE PITCHES CONTOURS

F  <v*»A A' —

INTERVAL FREQUENCY (%)

R e p e t i t io n m2 M2 m3 M3 P4 +4 P5 mS M6 P8 O ther
56.5 4 6 24.5 2 5 - - 1 - - -

METER
H eterom etr ic

T r i p le

TEMPO

Voice: J*=76 

Drum: J .  =78

PERFORMANCE
TIME

2:55

LENGTH

A = 7h 
A^= 13!^
B = 10iâ+9=19Î2 

C = 13̂ 5

AÂ BCB

AÂ BCB
AÂ BCB
aaJ bcb
AÂ BCB

FORM
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ANALYSIS NUMBER 31

RANGE
t=>

$
SCALE

lfg=Æ.

CADENCE PITCHES

C
Ê ôn® infeviatr

»

CONTOURS

INTERVAL FREQUENCY (%)

R e p e t i t io n
41.5

m2 M2 m3 M3 P4 +4 P5 mS M6 PS O ther

18.5 17.5 - 18.5 - 3 - - -
P12

.5

METER

H eterom etr ic
T r ip le

TEMPO

V oice: J. =76 

Drum: J. =80

PERFORMANCE
TIME

4:01

LENGTH FORM
A = 5î^+3î$+4+3=16 

A^= 5Js+3!s+5^+7=21^ 

A^= 5h
B = 11+7^=18^

C = 14=7^=21%

AÂ BCBC

A^A^BCBC

A^A^BCBC

A^A^BCBC



%  4 9  DANCE Song
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ANALYSIS NUMBER 3 1

RANGE SCALE

CADENCE PITCHES 

6
Sofwie 

lotevMir cfkAe«&es

CONTOURS

INTERVAL FREQUENCY (%)

R e p e t i t io n m2 M2 m3 M3 P4 +4 P5 mS MS P8 O ther

55.5 7 17 2 .5 - 2 .5 - 14.5 - - - P12
1

METER

H eterom etric
Duple

TEMPO

Voice: j  =108 
Drum: J  =i20

PERFORMANCE
TIME

1:02

LENGTH

A = 10^ 

p}= 10
B = 8J5+10=18^ 

B^= 8 î5+73s=16

FORM

AABB̂

A^BB^

A^A^BB^
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ANALYSIS NUMBER S S

RANGE

m

SCALE

" y :  ' 7 ^  ak'  *  "

CADENCE PITCHES CONTOURS

& -  —  L i  ■ ^ i

INTERVAL FREQUENCY (%)

R e p e t i t io n m2 M2 m3 M3 P4 +4 P5 mS M6 P8 O ther
P12

165 2 10.5 3.5 7 10.5

METER
H eterom etr ic

T r ip le

TEMPO

Voice:

Drum:
J .  =102 
j .  =102

PERFORMANCE
TIME

2:38

LENGTH 

A = 9 A  ̂ =12
A^=ll A  ̂ =13

B = 3+14^=17î5 
JB = 15 

C = 1%  

C^= 15

'}
C^ =145$

J
FORM

T~AA BCBC 

A^BCBC^ 

A^BCBC^

aV b^c^bc^b^
OTHER OBSERVATIONS

This re co rd in g  had th e  p o o re s t  r e p ro d u c t io n  o f  any o f  the  " p r o f e s s i o n a l " 
ones used in  th e  s tu d y .  I t  was used because o f  th e  l im i te d  a v a i l a b i l i t y  
o f  fo r ty -n in e  s o c ia l  dance songs.
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ANALYSIS NUMBER 34"

RANGE SCALE

CADENCE PITCHES 

Ct omA d  

( c  or% SPMe

CONTOURS

C  (\q«t

INTERVAL FREQUENCY (%) *

R e p e t i t i o n m2 M2 m3 M3 P4 +4 P5 m6 M6 P8 Other

68 .5 - 2 2 - 20.5 ■ - 6 - - 1 -

METER

H ete rom etr ic
T r i p l e

TEMPO

Voice:  J .  =94 

Drum: J .  =94

PERFORMANCE
TIME

2:39

LENGTH FORM

A = 4+4h=8h ■ AABB
B = 8+8%+15=31îs AABB
r - 22 AABB
 ̂ aabbcb

OTHER OBSERVATIONS
*The p e rc e n ta g e s  do no t  i n c lu d e  t h e  C s e c t i o n ,  which occurs  on ly  in  t h e  
l a s t  s t a n z a .
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ANALYSIS NUMBER 3 5

RANGE SCALE

b-s-

CADENCE PITCHES 

ftlPfluuX

CONTOURS
A'

> J z 3 ^

B

99»

INTERVAL FREQUENCY (%)

R e p e t i t io n m2 M2 m3 M3 P4 +4 P5 m6 M6 PS Other
53.5 1.5 24 11.5 3 .5 5 .5 ~ - — 1.5 -

METER

Hete rometr ic
Duple

TEMPO

Voice:  J  =S8 
Drum: }  =82

PERFORMANCE
TIME

3:51

LENGTH

A = 7)^+12=1% 

A^= 7?^+10î^=18 

B = %+15Js=25 

C = 6+10 =16 

C^= 6+7h=Uh

FORM

AA^BCBC^

AA^BCBC^

AA^BCBC^
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ANALYSIS NUMBER 3 6

RANGE

$ \rsr

SCALE

CADENCE PITCHES 

o*»V|
a<«u& F on  Somt 

tW^evioir cai«AC«s

CONTOURS

INTERVAL FREQUENCY (%)
R e p e t i t i o n m2 M2 m3 M3 P4 +4 P5 m6 MS PB Other

70 - 16.5 - - 12 - .5 - - .5 P l l
.5

METER TEMPO
H eterom etr ic

Duple
Voice:J=84
Drum: J=86

PERFORMANCETIME
3:12

LENGTH FORM
A =5%+4î5+9 =19 
A^=5

B =4+10%=14J5 
B^=4+ll =15 
C =4+9J5+4+9+4+8î5=39 
C^=4+9Î5+4+9+4+7î5=38

ABA^B^CA^B^C^

ABA^B^CA^B^C^

ABA^B^CA^B^C^
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ANALYSIS NUMBER 37

RANGE SCALE

CADENCE PITCHES CONTOURS
A A»

F * « J i C *  _ = = V  "  —
(fe or\ one  '

coAtMCt)

B

INTERVAL FREQUENCY [%)

R e p e t i t i o n m2 M2 m3 M3 P4 +4 P5 mS M6 P8 Other

70 - 8 - 3 10.5 - 7 - - - m7
1

METER

Hete rom etr ic
T r i p l e

TEMPO

Voice:  J  =86 
Drum: J =104

PERFORMANCE
TIME

2:21

LENGTH FORM
A = 4+7îg=llJ|

A^= 4+10=14

B = 4+5+4+7îs=20%

C =14

C^= 8
C^=10

AA^BCBC^

AA^BCBC^

AA^BCBC^
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ANALYSIS NUMBER 5 8

RANGE 
» --------

SCALE

CADENCE PITCHES 

C o»vIh

CONTOURS

INTERVAL FREQUENCY (%)

R e p e t i t i o n m2 M2 m3 M3 P4 +4 P5 mS M6 PS Other

51 - 18 10 5.5 11.5 - - 2 2 -
P l l

1

METER

H eterom etr ic
Duple

TEMPO

Voice:  J  =116

Drum: J  =94

PERFORMANCE
TIME

1:48

LENGTH FORM

A = 3+3+3^+10=19^ 

A^= 2^5+3+13 =18^

A^= 5%s+13 =181'2

B = 14J5

ABCBC

Â BCBC

A^BCBC

C = 121
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ANALYSIS NUMBER 3 4

RANGE SCALE

CADENCE PITCHES 

C,ÛA\À C|
Some irkVfeV'iew'

on ^

CONTOURS

INTERVAL FREQUENCY (%)

R e p e t i t i o n m2 M2 m3 M3 P4 +4 P5 m6 M6 P8 Other

65 1 13 4 7.5 7 .5 - 1.5 - - - J P12

METER

H eterom etr ic
T r i p l e

TEMPO

Voice:  J .  =82 

Drum: J .  =88

PERFORMANCE
TIME

2:10

LENGTH FORM

A = 735+7 5̂= 15 

A^= 7Js+7^=15 

A^= 7+7ÎS =1%  

A^= 7+7 =14 

B = 5%+10=15Js 

B^= 5îâ+10=15î| 

B^= 5%+9J5=14î5 

C = 6+11 =17 

C^= 6+9 =15 

C^= 6+10 =16

AA^BCB^C^

aV b^c^b^c^

aV bc^b^c^

C = 6+10k=16k
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Summary o f  Soc ia l  Dance Songs

The ave rage  range  o f  t h e  s o c i a l  dance songs s l i g h t l y  exceeds  a 

p e r f e c t  e l e v e n t h ,  j u s t  s l i g h t l y  g r e a t e r  than th e  ave rage  f o r  a l l  songs .

The s m a l l e s t  range  i s  a p e r f e c t  oc tav e  and the  l a r g e s t  i s  a major t h i r ­

t e e n t h .

There a r e  fo u r  t e t r a t o n i c  s c a l e s  (27,  28,  31 ,  34 ) ;  s i x  a r e  

p e n t a to n i c  (29,  30, 33,  35, 36 ,  38 ) ;  two s c a l e s  a r e  hexa ton ic  (37 ,  39);  

and one i s  h e p t a to n i c  (32 ) .

All o f  t h e  melodic c on tou rs  a r e  t y p i c a l ,  a l th o u g h  t h e r e  i s  s l i g h t l y  

more v a r i e t y  than  usual p r e s e n t  in  th e  con to u rs  o f  two songs (29 ,  31) .

Nine o f  t h e  songs had a l l  cadences occur ing  on th e  t o n i c  p i t c h .  

Three songs (36,  37, 39) have cadences  on one a d d i t i o n a l  t o n e .  Song 

number t h i r t y - f o u r  has cadences on two a d d i t i o n a l  p i t c h e s .  Two songs 

(28,  34) have n o t i c e a b l e  t o n a l i t y  s h i f t s .

The f requency  o f  i n t e r v a l s  va r ie d  in  s ev e ra l  p la c e s  from averages  

in t h e  e n t i r e  s tudy .  The pr ime,  p e r f e c t  f o u r t h ,  and p e r f e c t  f i f t h  

occurred  in  g r e a t e r  p ro p o r t i o n  than average .  The minor second,  minor 

t h i r d ,  major t h i r d ,  and t r i t o n e  occur red  l e s s  o f t e n  tha n  av e ra g e .  Pe r ­

cen tages  i d e n t i c a l  with  th o s e  o f  a l l  s i x t y  songs were th e  major second,  

minor s i x t h ,  major s i x t h ,  p e r f e c t  o c t a v e ,  and " o t h e r . "

The vocal tempi v a r i e d  from 74 t o  116 b e a t s .  The average  vocal 

tempo was 88 . The range o f  drum tempi was from 78 to  120, w i th  an 

average o f  96. The ave rage  o f  combined vocal and drum tempi i s  92.
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The average  performance t ime o f  the  s o c i a l  dance songs i s  

2 :31 .  This  i s  l o n g e r  than  t h e  average  o f  1:56 f o r  a l l  songs.  The 

s h o r t e s t  per formance t ime in t h i s  group i s  1:02 (3 2 ) ,  and the  l o n g e s t  

i s  4:01 (3 1 ) .

All o f  t h e  s o c i a l  dance songs a r e  h e t e r o m e t r i c .  T r i p l e  rhythms 

a r e  s l i g h t l y  more common than  d u p le  ones .

All  o f  t h e  t h i r t e e n  songs a r e  s t r o p h i c ,  c o n s i s t i n g  of  from 

t h r e e  t o  f i v e  s t a n z a s .  Seven o f  t h e  songs c o n s i s t e d  of  t h r e e  s t a n z a s ,  

in c lu d in g  a l l  f i v e  o f  th e  Gourd Clan songs.  Four songs (28 ,  31,  33,  34) 

c o n s i s t e d  o f  f o u r ;  and two songs (27 ,  30) c o n s i s t e d  o f  f i v e  s t a n z a s .  

Within each s t r o p h e  t e n  o f  the  songs c o n s i s t e d  of  t h r e e  c o n t r a s t i n g  

s e c t i o n s —A, B, and [ - - w h i l e  t h r e e  (27,  28,  32) had on ly  two, A and B.



CHAPTER XI 

PEYOTE SONGS

A new form o f  r e l i g i o n  was embraced by the  Cheyennes and Arapahoes 

in  th e  1880' s .  The r e l i g i o n  i s  based on the  use o f  the  peyo te  p l a n t  

which,  when e a t e n ,  has a n a r c o t i c  e f f e c t  and enhances " v i s io n s "  by th e  

u s e r s .  The p l a n t ,  a l s o  known as mesca l ,  i s  a type  o f  s p i n e l e s s  c a c tu s  

which grows in Mexico and in the  sou thw es te rn  p a r t  o f  the  United S t a t e s  

near  th e  Rio Grande R iv e r .  North American Ind ians  use only  th e  f r u i t  o f  

th e  p l a n t  which i s  formed from th e  blossom. When t h i s  i s  d r i e d ,  i t  i s  

s l i c e d  i n t o  " b u t t o n s , "  and i t  i s  t h e s e  bu t to n s  which a r e  e a t e n  as  p a r t  

o f  t h e  "mescal r i t e . "

Peyote i s  known t o  have been used by Ind ians  in Mexico be fo re  

the  adven t  o f  the w hite  man. I t s  use in the  United S t a t e s  came th rough  

the  Apache t r i b e s  and th e  Apache passed i t  on to  o t h e r  p l a i n s  t r i b e s .

The Cheyenne and Arapaho t r i b e s  r e c e iv e d  the  r i t e  from the  Kiowa and 

Comanche t r i b e s .  Ouanah P a rk e r ,  the  famous Comanche l e a d e r ,  helped  

the  Cheyennes 1 earn th e  s e r v i c e .

The peyote r e l i g i o n  was f i r s t  known as  the  "Peyote Tent" bu t  

f o r  many y e a r s  i t  has been c h a r t e r e d  as the "Native American Church."

Kish Hawkins, a Cheyenne who c o n t r i b u t e d  g r e a t l y  to  Densmore's s t u d y ,  

s t a t e d  t h a t  the  church c h a r t e r  in Oklahoma was o b ta ined  in  1918 o r  1919.^

^Densmore, Cheyenne and Arapaho Music , n. 84.  (The a c t u a l  d a t e  
f o r  t h e  c h a r t e r  was 1919. A c h a r t e r  was f i l e d  in 1918 but  was l o s t .
A new c h a r t e r  was completed in t h e  fo l lowing  y e a r . )

158
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Hawkins a l s o  claimed t h a t  th e  Cheyennes were r e s p o n s i b l e  f o r  pass ing  

on the  peyote r i t e  t o  s ev e ra l  t r i b e s  in  the  n o r th e rn  p a r t  o f  the  

United S t a t e s .

The Native  American Church mixes elements  o f  t h e  e a r l y  Indian  

r e l i g i o n  and C h r i s t i a n i t y .  Some o f  the  t r i b a l  a r t i c l e s ,  such as 

wooden s t a f f ,  bone w h i s t l e ,  e ag le  f e a t h e r  f a n ,  gourd r a t t l e ,  and peyote  

drum a r e  used in  the  peyote  ceremony. These " n o n -C h r i s t i a n "  a r t i c l e s  

a r e  o f t e n  deco ra ted  with  some of  the  t r a d i t i o n a l  symbols o f  C h r i s t i a n i t y ,  

such as the c ro s s  and the  "IMS" monogram.

Peyote songs a re  the  most numerous of  Cheyenne songs being used

today.  Most o f  t h e se  do not  have a c tu a l  t e x t s ;  they  have meaningle ss

s y l l a b l e s .  Those t h a t  do have t e x t s  o f t e n  have words common t o  t h e  

C h r i s t i a n  r e l i g i o n ,  such a s ,  " F a th e r ,  have mercy on u s . "  Two o f  th e  songs 

in t h i s  s tudy  (47 and 48) have such words,  accord ing  to  Alan Bushyhead, 

who was one o f  th e  per formers .

Since th e  peyote ceremony was ob ta ined  r a t h e r  l a t e  in  Cheyenne

h i s t o r y  and the  r i t e  was developed by o th e r  t r i b e s ,  th e  peyote songs

cannot be cons ide red  as "pure"  Cheyenne. However, d i f f e r e n c e s  in peyote 

songs occur from one t r i b e  to  a n o t h e r ,  with the  songs a c q u i r in g  some o f  

the t r i b e ' s  common musical c h a r a c t e r i s t i c s .  Some of  the  peyote songs 

r e p o r t e d ly  came to  t h e  s i n g e r  in a v i s io n  w hile  under t h e  in f l u e n c e  of  

peyote .  The s t u d i e s  o f  Densmore and Kaufman c o n ta in  seve ra l  peyote songs.

The peyote s e r v i c e s  a r e  u s u a l l y  held on a Saturday  n ig h t  and 

con t inue  u n t i l  daybreak.  The songs a r e  u s u a l ly  sung in  s e t s  o f  f o u r ,  

with the  l e a d e r  s in g in g  the  f i r s t  s e t .  Then o t h e r s  in  t h e  s e r v i c e  take  

t h e i r  t u rn s  a t  s in g in g .  Spec ia l  s e t s  o f  songs a r e  sung a t  fo u r  d i f f e r e n t
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t imes  dur ing  the  s e r v i c e .  These in c lu d e  th e  opening song,  "midnight  

wate r  song ,"  "morning wate r  song ,"  and the  "c lo s in g  song ."  The l a s t  

of  th e  c l o s i n g  s e t  i s  known as  " th e  q u i t t i n g  song ."  Each o f  t h e  s e t s  i s  

r e p re s e n t e d  by a song w i th in  th e  p r e s e n t  s tudy .  The performance o f  

peyote songs ta k es  up approx im ate ly  h a l f  o f  the  peyote s e r v i c e .

Eleven peyote  songs a r e  inc luded  in  t h i s  s tudy .  These were 

s e l e c t e d  from r e c o rd in g s  o f  tw e n ty - fo u r  peyote  songs o b ta in e d  by th e  

w r i t e r .  C r i t e r i a  f o r  th e  s e l e c t i o n  process  inc luded  (1) v a r i e t y  of  

p e r fo rm ers ,  (2) v a r i e t y  o f  t y p e s ,  and (3) q u a l i t y  o f  r e c o r d i n g s .
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ANALYSIS NUMBER 4 0

RANGE

i i

) --------g >-
SCALE

-- i —  - — " ^ o
7 j r f »  =

CADENCE PITCHES

F <uUC

CONTOURS

INTERVAL FREQUENCY (%)

R e p e t i t i o n m2 M2 m3 M3 P4 +4 P5 m6 M6 PS Other

43 1 8.5 18 18 8.5 - 3 .5 - - - -

METER
I s o m e t r i c

Duple

TEMPO

Voice: J  =138 

Drum: J  =138

PERFORMANCE
TIME

1:02

LENGTH

A = 8
B = 9+4Js+7Js=21 

B^= 4îs+8J5=13 

C = 8+6= 14

>1 .- .

FORM

AABCB

AABCB

OTHER OBSERVATIONS

B i s  the  l a s t  p a r t  o f  t h e  r e g u l a r  B s e c t i o n ,  

C i s  a v a r i a n t  o f  t h e  A s e c t i o n .
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ANALYSIS NUMBER m

RANGE SCALE

CADENCE PITCHES

( c ^  occurs 
ttdeviA’ (!a4«nces)

CONTOURS

INTERVAL FREQUENCY (%)

R e p e t i t i o n m2 M2 m3 M3 P4 +4 P5 m6 M6 P8 Other

65 - 16.5 - - 12 - 6 - - -
P12

.5

METER
I s o m e t r i c

Duple

TEMPO

Voice:  J  =144

Drum: J  =144

PERFORMANCE
TIME

2:00

LENGTH FORM

A = 7-3/4+9%+13î5=30îs 

B = 11+10 =21 

C = 8+5+7+4+6Jâ=30îs

ABCBC

ABCBC
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ANALYSIS NUMBER v a

RANGE SCALE

a @ E

CADENCE PITCHES 

F * W D *

CONTOURS

!XC ? S = 4 < \ / 7  .

B

INTERVAL FREQUENCY (%)

R e p e t i t i o n m2 M2 m3 M3 P4 +4 P5 m6 M6 PS Other

70 - 8 . 5 17 - 1 - - 1 1 -
m7

1.5

METER TEMPO

H ete rom et r i c
T r i p l e

Voice: J  =140 

Drum: J  =140

PERFORMANCE
TIME

1:11

LENGTH FORM

A = 12+13=25 

8 = 6+6+14=26

ABB
ABB



4 3
P sioT E  Song ( c l o s i n g  %o h g )
A _  _

B

À

B

.................

~ ~ tx ) 3 r :  L  I  fP  f  S;-
■ ^  - A  .

—  i z t  : t  1 I f f  p  p  
q ^ A C Z K  AÉ , *r: t * 4 -

:À.: A  4 j t ^

- " A  -    A  - - 1 M  I A  « » — —• . - • A » #* •'. • « A » *
:Æ~Æ.zJih-Æ~

Irtt* St&A*A^

«

: A .
A l;W ) g u 4  M u * * v . C o : p  

»  I ' * f t y  » •  t i f H i  ' s  « f  f  V  ^  "



169

ANALYSIS NUMBER

RANGE

z c

SCALE
A S :

CADENCE PITCHES

F Onl«|

CONTOURS
A g

.7 \fT \jy n a ^  a a

6  CcontinweJI)

INTERVAL FREQUENCY (%)

R e p e t i t i o n m2 M2 m3 M3 P4 +4 P5 m6 MS PS Other

48.5 - 25.5 13.5 5 .5 - 4.5 - - 2 - -

METER TEMPO

Isom et r i c
Duple

Voice:  J  =132
Drum: J  =133

PERFORMANCE
TIME

1:25

LENGTH FORM

A = 10

B = 8+10+10+12=40
ABB
ABB
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ANALYSIS NUMBER 4 4

RANGE SCALE
to j j ' f

k# g  r  ' —

CADENCE PITCHES 

C only
(lt»ten»P«r owes

CONTOURS

INTERVAL FREQUENCY {%)

R e p e t i t i o n m2 M2 m3 M3 P4 +4 P5 m6 M6 P8 Other

54.5 2 a .  5 6 ,5 1 7 - 1 - - - .6

METER TEMPO

Hete rom etr ic
T r i p l e

Voice:  J =140
Drum: J =140

PERFORMANCE
TIME
2:16

LENGTH FORM

A = 11+5+10=26 ABCBC
B = 7+4 =11 ABCBC
C = 5+7+5+7+5+7+5+3+7=51
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ANALYSIS NUMBER 4 5

RANGE

b r r
à

SCALE

b3T

CADENCE PITCHES

C only

CONTOURS

INTERVAL FREQUENCY (%)

R e p e t i t i o n m2 M2 m3 M3 P4 +4 P5 mS M6 PS Other

61 - 3 20.5 4 .5 10.5 - - - - 1 -

METER TEMPO

Hete rom etr ic
Duple

Voice: J  =140 
Drum: J

PERFORMANCE
TIME

1:31

LENGTH FORM

A = %+13=22)2
B = 9+4+4+9+13=39
B^= 9+4+4+9+4+11=41

ABB'
ABB^
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ANALYSIS NUMBER 9 6

$
RANGE

$
SCALE

-►«l-

J a p

CADENCE PITCHES CONTOURS

"V c

INTERVAL FREQUENCY (%)

R e p e t i t i o n m2 M2 m3 M3 P4 +4 P5 m6 M6 PS Other

58 - 13 16.5 - 11 - 1 - - - mlO
1

METER TEMPO

H ete rometr ic
Duple

Voice: J  =140
Drum: J  =140

PERFORMANCE
TIME

1:28

LENGTH FORM

A = 9+11=20
B = 5+5+15+4+9=38 ABB

ABB
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ANALYSIS NUMBER 4 7

RANGE

1
SCALE

CADENCE PITCHES

C «-A F

CONTOURS

B CcovCtiMueJ)

INTERVAL FREQUENCY [%)

R e p e t i t i o n m2 M2 m3 M3 P4 +4 P5 m6 M6 P8 Other

58.5 1 31.5 5 .5 1 .5 1 - .5 - - - P12
.5

METER

Isom et ri c
Duple

TEMPO

Voice:  J  =138

Drum: J  =142

PERFORMANCE
TIME

2:15

LENGTH

A = 9+9+9+11=38 

B = 5+4+9+18=36 

C =18+9+12=39

FORM

ABCBCBC

OTHER OBSERVATIONS

This song i s  monothematic.  I t  i s  c l o s e  to  being i s o rh y th m ic .
The changing p i t c h  o f  th e  peyote drum i s  very  obvious in  t h i s  song.
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ANALYSIS NUMBER

RANGE SCALE
— A-----^ ^ —  -H p------- i ---------------------------------------

CADENCE PITCHES

C only

CONTOURS

INTERVAL FREQUENCY (%)

R e p e t i t i o n m2 M2 m3 M3 P4 +4 P5 m6 M6 PS Other
61 - 3 20.5 4 .5 10.5 - - - - 1 -

METER
H ete rometr ic

T r i p l e

TEMPO

Voice;

Drum;

J  =138 

J = 1 4 2

PERFORMANCE
TIME

1:38

LENGTH FORM

A = 6+7 = 13
B = 6+7+6=19
C = 9+6+6+4+7=32

ABCBC

ABCBC1
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ANALYSIS NUMBER 4 9

RANGE

m kney

SCALE

CADENCE PITCHES CONTOURS
u . A_____  B

B r T V .

INTERVAL FREQUENCY {%)

R e p e t i t i o n m2 M2 m3 M3 P4 +4 P5 mS M6 PS O ther
4 7 .5 5 17 10 7 4 7 2 .5

METER

H eterom etr ic
Duple

TEMPO

Voice:  J  =144 

Drum: J  =148

PERFORMANCE
TIME

1:43

LENGTH

A

B

C

5+5+4 =14 

6+5+10=21 

5+5+4+8=22

FORM

ABCB^C

ABCB^C

OTHER OBSERVATIONS

R a t t l e s  begin s l i g h t l y  b e fo re  th e  drum. There i s  a b ig  r i t a r d  in 
the  i n t r o d u c t i o n .  The s i n g e r  t e s t s  th e  p i t c h  du r in g  th e  i n t r o d u c t i o n ,
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ANALYSIS NUMBER SO

RANGE

* JZ3CE

SCALE

CADENCE PITCHES

- = A :

CONTOURS

______

INTERVAL FREQUENCY (%)

R e p e t i t i o n m2 M2 m3 M3 P4 +4 P5 mS MS P8 Other

56 15.5 2 3 17 1.5 - 4 .5 - - - -

METER TEMPO

Heteromet ri c
Duple

Voice: J  =140

Drum: J  =142

PERFORMANCE
TIME

1:07

LENGTH

A

B

C

7+7 =14 

7+8 =15 

8+10=18

FORM

ABCBC

ABC

OTHER OBSERVATIONS

The song i s  monothematic.  I t  c o n ta in s  some elements  o f  isorhythm.
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Summary o f  Peyote Songs

The range o f  the  songs in  t h i s  group v a r i e s  from a p e r f e c t  

fch to  a p e r f e c t  f i f t e e n t h  (two o c t a v e s ) .  The average  range i s  

j h t l y  under a major  t e n t h ,  a h a l f  s t e p  l e s s  than  the  average  range 

a l l  songs.

There i s  one t r i t o n i c  s c a l e  (4 1 ) ;  one i s  t e t r a t o n l ;  

h e s  a r e  p e n t a t o n i c  (43 ,  44 ,  45 ,  47 ,  48 ,  50);  aj;

, 42 ,  49).

All o f  t h e  c o n to u r s  were cons idered^  

more v a r i e t y  than  usual  in the B 

Ine.

Six o f  the  songs have a l l  cadej 

), 48,  49,  50).  Three o th e r s  (41,  4<j 

t he  tona l  c e n t e r ;  but  some in t e rn a l  

) songs (40,  47) have im por tan t  cadei^

|he tona l  c e n t e r .

The f requency of  i n t e r v a l s  in 

i en tages  f o r  i n t e r v a l s  in a l l  s i x t y  songs.

:h i rd s  have l a r g e r  pe rc e n ta g e s  than  p r e s e n t  in  

[seconds ,  p e r f e c t  f o u r t h s ,  p e r f e c t  f i f t h s ,  minor s i x t h ^

[reveal  s m a l l e r  pe rc e n ta g e s  than  those  f o r  th e  e n t i r e  s tudy .  Prime,  

(minor t h i r d s ,  t r i t o n e s ,  major s i x t h s ,  and " o th e r "  show th e  same p e r -  

[ c e n t a g à è ^ s ^  i n t e r v a l s  f o r  a l l  s i x t y  songs .
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Summary of Peyote Songs

The range o f  the  songs in  t h i s  group v a r i e s  from a p e r f e c t  

f i f t h  to  a p e r f e c t  f i f t e e n t h  (two o c t a v e s ) .  The ave rage  range i s  

s l i g h t l y  under a major  t e n t h ,  a h a l f  s t e p  l e s s  than  th e  ave rage  range 

fo r  a l l  songs.

There i s  one t r i t o n i c  s c a l e  (4 1 ) ;  one i s  t e t r a t o n i c  ( 4 6 ) ;  s ix  

s c a le s  a r e  p e n t a t o n i c  (43,  44,  45 ,  47 ,  48 ,  50 ) ;  and t h r e e  a r e  hexa ton ic  

(40, 42 ,  49).

All o f  t h e  c o n to u r s  were c o n s i d e r e d a s  t y p i c a l ,  a l though  t h e r e  

was more v a r i e t y  than  usual  in  the  B and C s e c t i o n s  o f  number f o r t y -  

n ine .

Six of  the  songs have a l l  cadences on t h e  t o n i c  p i t c h  (43 ,  45 ,

46,  48,  49,  50).  Three o t h e r s  (41,  42,  44) c o n t a in  im por tan t  cadences 

on the  tona l  c e n t e r ;  bu t  some i n t e r n a l  cadences  occu r  on o t h e r  p i t c h e s .

Two songs (40,  47) have im p o r tan t  cadences on one o t h e r  p i t c h  b e s id e s  

the  tona l  c e n t e r .

The f requency o f  i n t e r v a l s  in th e s e  songs i s  c l o s e  to  t h e  p e r ­

cen tages  f o r  i n t e r v a l s  in  a l l  s i x t y  songs.  Major seconds  and major 

t h i r d s  have l a r g e r  pe rc e n ta g e s  than  p r e s e n t  in  the e n t i r e  s tudy .  Minor 

seconds ,  p e r f e c t  f o u r t h s ,  p e r f e c t  f i f t h s ,  minor s i x t h s ,  and p e r f e c t  o c tav es  

revea l  s m a l l e r  p e rce n tag es  than  those  f o r  t h e  e n t i r e  s tu d y .  Prime,  

minor t h i r d s ,  t r i t o n e s ,  major  s i x t h s ,  and " o th e r "  show th e  same p e r ­

cen tages  as those  i n t e r v a l s  f o r  a l l  s i x t y  songs .
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The tempi in  the  peyo te  songs vary  l e s s  tha n  in any o t h e r  group.  

The f a s t e s t  vo ic e  tempo i s  144 and th e  s lo w e s t  i s  132,  a d i f f e r e n c e  o f  

only 16 b e a t s .  The d i f f e r e n c e  in  drum tempi i s  even l e s s - - f r o m  148 to  

138. The average  vo ice  tempo i s  140 and th e  average  drum tempo i s  142.

The a v e ra g e  tempo o f  vo ice  and drum combined i s  141. The small  d i f f e r ­

e n t i a l  in  tempi among th e  peyote songs s u g g e s t s  t h a t  song ty pes  adap ted  

from o t h e r  t r i b e s  show l e s s  v a r i e t y  than  those  which a r e  t r u l y  Cheyenne 

songs.

The average  t ime o f  performance f o r  t h i s  group i s  1 :3 6 .  The 

s h o r t e s t  t ime i s  1:02 w h i le  th e  l o n g e s t  o f  the  songs i s  2 :16 .  This

r e v e a l s  th e  na r row es t  range  of  performance t imes o f  any group  in t h e  s tu d y .

The a v e ra g e  t ime i s  a l s o  th e  s h o r t e s t  o f  any group.

This group o f  songs shows th e  l a r g e s t  number o f  songs which a r e

n e a r l y  i s o m e t r i c .  There a r e  f o u r  o f  t h e se  (40,  41,  43 ,  47) and a l l

fou r  a r e  p redominan t ly  dup le .  The o t h e r  seven songs a r e  h e t e r o m e t r i c  

with  f o u r  having predominan tly  duple  rhythms and t h r e e  emphasizing  t r i p l e  

rhy thm s .

Ten o f  the  e l ev en  peyote songs a r e  s t r o p h i c .  Song number f o r t y -  

seven has a s i n g l e  s t a n z a  with  t h e  form: ABCBCBC. Four o f  th e  songs

revea l  ABB (b a r  fo rm).  The remaining songs use v a r io u s  combinations  o f  

A, B, and C s e c t i o n s .  All o f  the  ten  s t r o p h i c  songs c o n t a in  two s t a n z a s .



CHAPTER XII 

MISCELLANEOUS SONGS

The songs inc luded  in  t h i s  c h a p t e r  shou ld  no t  be c ons ide re d  to  

be o f  l e s s  impor tance than th e  o t h e r s .  The m i sc e l l an eo u s  songs in c lu d e  

handgame songs ,  peyote  h ea l in g  songs ,  a welcome home song ( a l s o  c a l l e d  

" f l a g "  s o n g ) ,  and a memorial song.  The songs were c l a s s i f i e d  as 

m isc e l l a n e o u s  because they  did  no t  f i t  l o g i c a l l y  i n t o  one o f  t h e  o t h e r  

c h a p t e r s .

The t h r e e  handgame songs,  a l s o  c a l l e d  "gambling so n g s , "  a r e  p a r t  

o f  a long  Cheyenne t r a d i t i o n .  These songs a r e  p a r t  o f  t h e  ceremonies 

connec ted  with  a ty p e  o f  c o n t e s t  in  which th e  o b j e c t  i s  to  guess  which 

hand i s  ho ld ing  a c e r t a i n  s t i c k .  Some o f  th e  s t i c k s  a r e  marked w hile  

o th e r s  a r e  n o t .  Severa l  s i n g e r s  and drummers a r e  u s u a l l y  invo lved  in 

th e  songs .

The songs connected  with  th e  handgame a r e  t h e  same o r  s i m i l a r  

to  t h e  songs o f  the  Ghost Dance movement. This  movement was s t r o n g  in  

th e  1 8 9 0 ' s ,  bu t  d ie d  ou t  as  th  oeyote movement con t inued  t o  grow. The 

Ghost Dance movement was s t a r t e d  n o t h e r  t r i b e s  about  1888 and was 

adopted by many Cheyennes and Arapanoes about  1891. The b e l i e f s  o f  

th e  movement were based upon an Ind ian  "messiah" who would d r i v e  o u t  

th e  w h i te  man and r e s t o r e  th e  lands  to  th e  I n d ia n s .  The Arapaho t r i b e  

was more involved  i n  t h e  Ghost Dance than  was th e  Cheyenne t r i b e .

Throughout Cheyenne h i s t o r y  t h e  t r i b e  has had n a t i v e  d o c to r s  

( c a l l e d  medic ine  men) who t r e a t e d  t h e  s i c k .  Healing songs have long

185
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played an im por tan t  p a r t  in  t h e i r  t r e a tm e n t  o f  v a r io u s  i l l s .  Before 

beginning a t r e a t m e n t ,  th e  medic ine  man sang a song in which he p r e ­

sen ted  h i s  c r e d e n t i a l s .  Other songs were used in  t h e  a c t u a l  t r e a tm e n t  

o f  the  s ick  person .  A r a t t l e  made from rawhide was shaken dur ing  th e  

t r e a tm e n t  p ro ces s .  Densmore g iv e s  an e x c e l l e n t  d e s c r i p t i o n  o f  the  

medicine  man and h i s  p rocedures  based on a c tu a l  in t e rv iew s  w i th  a p r a c ­

t i c i n g  medic ine  man.^ U n fo r tu n a te ly ,  no r eco rd in g s  o f  the  o ld  medicine 

songs were a v a i l a b l e  f o r  t h i s  s tudy .

In more r e c e n t  y e a r s  most o f  the  songs a s s o c i a t e d  with  h ea l in g  

a r e  connected with  the  h ea l in g  s e r v i c e s  o f  the  Nat ive American Church. 

These s e r v i c e s  a re  d i f f e r e n t  from the  r e g u l a r  peyote s e r v i c e s .  The 

he a l in g  s e r v i c e s  invo lve  a s m a l l e r  number o f  p e r s o n s ,  and the y  a r e  led  

by th e  "Road Man," who i s  a type  o f  medicine man. Peyote bu t to n s  a r e  

consumed by the  p a t i e n t  as  well as  the  o th e r  p a r t i c i p a n t s  and h ea l in g  

p ray e r s  a re  sung th roughout t h e  n ig h t .  Five o f  t h e s e  songs a r e  inc luded  

in  t h i s  c h a p t e r .  As was th e  c a s e  with Gourd Clan songs ,  t h e s e  h ea l in g  

songs a r e  s a id  to  be th e  common p rope r ty  o f  s ev e ra l  t r i b e s  and ,  as  such ,  

a r e  no t  s p e c i f i c a l l y  Cheyenne. However th e  songs a r e  performed by Ralph 

T u r t l e ,  who i s  a Southern Cheyenne.

The remaining two songs were sung to  honor Cheyennes who fough t  

in  World War I I .  The f i r s t  i s  a welcome home song f o r  r e t u r n i n g  Cheyenne 

servicemen.  The second i s  a memorial song honoring those  who were k i l l e d  

in  b a t t l e .  Both songs a r e  in t h e  t r a d i t i o n  o f  songs honoring w a r r io r s  

d a t in g  back t o  th e  days o f  b a t t l e s  with  the  United S t a t e s  Army and o th e r  

t r i b e s  dur ing  th e  n in e te e n th  cen tu ry .

^Densmore, Cheyenne and Arapaho Music, pp. 57-63.
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ANALYSIS NUMBER S I

RANGE SCALE

4  5 ' " = ^

CADENCE PITCHES CONTOURS
A\

B
* y r "  "yk,

INTERVAL FREQUENCY (%)

R e p e t i t i o n m2 M2 m3 M3 P4 +4 P5 m6 M6 P8 O ther

65 1.5 12 7 3 .5 9.5 - - - - 1 -

METER

Isom et r i c
Duple

TEMPO

Voice:  J  =128

Drum: J  =132

PERFORMANCE
TIME

2:33

LENGTH FORM

A^=10

A^=10

B = 5+11=16 

C =10

AÂ BCBC

A^BCBC

A^BCBC

OTHER OBSERVATIONS

ApBCBC 
A BCB

The l a s t  s t a n z a  omits  t h e  f i n a l  C s e c t i o n ,  caus ing  t h e  song t o  end 
on F# r a t h e r  than  th e  C# tona l  c e n t e r .
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ANALYSIS NUMBER S t

RANGE

$
SCALE

$

0 a  f :  f z

CADENCE PITCHES

C ••‘*1 
(  g  o*\

j o m e  i n W o ' r  

caA « « ^ s )

CONTOURS

INTERVAL FREQUENCY (%)

R e p e t i t i o n m2 M2 m3 M3 P4 +4 PS m6 MB P8 Other
44 .5 22 17 5 2 9 1

METER

Hete rometr ic
Duple

TEMPO

Voice:

Drum:
J  =132 
J  =136

PERFORMANCE
TIME

2:22

LENGTH

A = 9
B = 9+9^+12=30^

FORM

AABB

AAB^B^

AAB^B^

AABB̂
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ANALYSIS NUMBER 5 3

RANGE

b Q~

“c r

SCALE

s—O "  ^

CADENCE PITCHES

t) onl*)

CONTOURS

INTERVAL FREQUENCY (%)

R e p e t i t i o n m2 M2 m3 M3 P4 +4 P5 mS M6 PS Other

60 - 17 15 2 .5 4 .5 - i P i i

METER TEMPO
Isom et r i c

Duple
Voice:  J  =130
Drum: J  =132

PERFORMANCE
TIME

1:33

LENGTH FORM

A = 10+2=12 

A^= 10
B = 8+8+6=22 

B^= 8+Bh=l6h

AABAB̂

A^A^BAB

A^A^BAB
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ANALYSIS NUMBER S M

RANGE

*
SCALE

CADENCE PITCHES

E OmA &

CONTOURS

X —

INTERVAL FREQUENCY (%)

R e p e t i t i o n m2 M2 m3 M3 P4 +4 P5 m6 M6 P8 Other

61 2 .5 7 6 6 9.5 - 1.5 3.5 1 1.5 -

METER

Iso m e t r i c
Duple

TEMPO

Voice:  J  =132 

Drum: J  =138

PERFORMANCE
TIME

0:47

LENGTH

A = 6+6=12 

B = 2+6+9=17 

C = 2+9+7+9=27

FORM

ABCB^C^
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ANALYSIS NUMBER SS

RANGE SCALE

CADENCE PITCHES CONTOURS

iL

INTERVAL FREQUENCY (%)

R e p e t i t io n m2 M2 m3 M3 P4 +4 PS m6 M6 P8 Other
72.5 21 2 5

■ ■

METER

Isometric
T r i p l e

TEMPO

Voice:

Drum:

j  =132 
J=136

PERFORMANCE
TIME

1:34

LENGTH FORM
A = 11

B = 6+4+6+9+3+9=37 
B̂= 6k+4+6+9+3+9=37k

ABB^

AB^B^B^
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ANALYSIS NUMBER 5 6

RANGE

$
SCALE

CADENCE PITCHES

A o a U

CONTOURS

INTERVAL FREQUENCY (%)

R e p e t i t i o n m2 M2 m3 M3 P4 +4 P5 m6 M6 PS O ther
51.5 3 5 2 - 6 .5 8 .5 16 — 6 .5 1 . 5 " ^

METER

Hete rom etr ic
T r i p l e

TEMPO

Voice:

Drum:
J  =129 
J  =132

PERFORMANCE
TIME

1:49

LENGTH FURM
A = 11

B = 2+13=15 

B^= 2+7 =9 

C = 11+8+7=26

ABB^CB^CB^C

ABB^CB^C

OTHER OBSERVATIONS

The l a r g e  q u a n t i t y  o f  t r i t o n e s  i s  unusua l ,  
i n d e f i n i t e  p i t c h e s  i s  u n u s u a l ly  high.

A lso ,  t h e  q u a n t i t y  o f
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ANALYSIS NUMBER 57

RANGE SCALE

CADENCE PITCHES CONTOURS

A

it/ S hi /V — ^

INTERVAL FREQUENCY {%)

R e p e t i t i o n m2 M2 m3 M3 P4 +4 P5 m6 M6 PS Other
70.5 - *• 6 5 18.5 - - - - - -

METER TEMPO
Hete rometr ic

Duple
Voice:  J  =132
Drum: J  “ 134

PERFORMANCE
TIME
1:29

LENGTH FORM
A = 12h
B = 2^+10=12îs
C = 2!s+7%+4Js+5^+4J5+9=33%

ABCB^C^B^C^B^C^
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ANALYSIS NUMBER 58

RANGE SCALE

3 3 :

_Ae_

CADENCE PITCHES

A m A C*
CONTOURS

INTERVAL FREQUENCY (%)

R e p e t i t i o n m2 M2 m3 M3 P4 +4 P5 m6 M6 PS Other

59.5 .5 2 .5 19.5 3 4 - 8 1 - 1 * P12 
.5

METER

H eterom etr ic
Duple

TEMPO

Voice:  J  =134 

Drum: J  =136

PERFORMANCE
TIME

1:57

LENGTH FORM

A = 4+7=11 
B = 16

C = 7^+5+7+4!-2+10=34

ABB^CB^C^

ABB^C^B^C^

OTHER OBSERVATIONS

*A minor seven th  occurs  near  the  end o f  the l a s t  s t a n z a .  This  i s  no t  
inc luded  in th e  f requency  l i s t .
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ANALYSIS NUMBER 5 ^

- b r d k S :

RANGE

5 E

SCALE

*

CADENCE PITCHES

A
CONTOURS

INTERVAL FREQUENCY 1%)

R e p e t i t i o n m2 M2 m3 M3 P4 +4 P5 m6 M6 P8 Other

43 - 24.5 9.5 11.5 4 .5
'

6 1

METER TEMPO

Isom et r ic
Duple

Voice:  J  =74 

Drum: ^  =74

PERFORMANCE
TIME

1:10

LENGTH FORM

A = 5
B = 1î5+4+9=14H

AA^BA^B^

AA^BA^B^

OTHER OBSERVATIONS

The song i s  e s s e n t i a l l y  monothematic,  s i n c e  th e  B s e c t i o n  i s  c l o s e l y  
r e l a t e d  to  A. This  type  o f  song i s  a l s o  known as  a " f l a g "  song.
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ANALYSIS NUMBER 6 0

RANGE SCALE

CADENCE PITCHES 

D  owJlG G

CONTOURS

6

INTERVAL FREQUENCY (%)

R e p e t i t i o n m2 M2 m3 M3 P4 +4 P5 m6 M6 PS Other

42.5 3 20.5 17.5 1.5 12 - 1.5 - - -
P l l

1.5

METER TEMPO

H ete rom etr ic
T r i p l e

Voice:  J  =162 

Drum: J  =162

PERFORMANCE
TIME

1:07

LENGTH FORM

A = 10

8+7!$=15!a 

B = 7+11^=185$ 
C = 19

AÂ BC

A^B^C

AÂ BC
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Summary of Miscellaneous Songs

The range o f  th e  songs in  t h i s  group v a r i e s  from a major s i x t h  

to  a major f o u r t e e n t h  (an o c t a v e  p lu s  a major  s e v e n th ) .  The average  

range s l i g h t l y  exceeds  a major  t e n t h ,  c l o s e  t o  the  average  range f o r  a l l  

songs in  t h e  s tu d y .  Within t h i s  group ,  t h e  handgame songs and t h e  l a s t  

two songs had very  c o n s i s t e n t  r anges .  The h e a l in g  songs d i s p l a y e d  a 

v a r i e t y  in  range.

Three o f  th e  songs (51 ,  57,  59) used t e t r a t o n i c  s c a l e s  and fou r  

o f  them (53 ,  55,  56,  60) had p e n t a to n ic  s c a l e s .  Two songs (52,  58) were 

based on h ex a to n ic  s c a l e s ,  and number f i f t y - f o u r  revea led  a h e p t a to n i c  

s c a l e .

Most o f  t h e  co n to u rs  were o f  th e  t y p i c a l  type s .  However, two 

o f  t h e  songs (56,  58) had c o n to u r s  t h a t  e x h i b i t e d  much more v a r i e t y  in 

melodic shape than  i s  t y p i c a l .

Three songs (52,  53,  56) had a l l  o f  th e  im por tan t  cadences on 

the  t o n i c  p i t c h .  Six o t h e r s  used one a d d i t i o n a l  p i t c h  f o r  cadences .

One song (60) used two a d d i t i o n a l  p i t c h e s  f o r  cadences .  Song number 

f i f t y - t w o  used two o t h e r  p i t c h e s  f o r  i n t e r n a l  cadences w i th in  a l a r g e r  

s e c t i o n .  The f i r s t  song in t h i s  group i s  the  only  song in  the  e n t i r e  

s tudy  in which th e  f i n a l  cadence i s  on a p i t c h  o t h e r  than  th e  t o n i c .

This was caused by th e  conc lud ing  C s e c t i o n  being omi tted  in  th e  f i n a l  

s t a n z a .

Average i n t e r v a l s  t h a t  exceeded th o s e  o f  th e  e n t i r e  s tudy  were 

pr im e,  minor second,  p e r f e c t  f o u r t h ,  t r i t o n e ,  p e r f e c t  f i f t h ,  minor s i x t h .
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and p e r f e c t  o c t a v e .  Those which were s m a l l e r  than th e  o v e r a l l  average  

were major  second,  minor t h i r d ,  major  t h i r d ,  and major  s i x t h .  The 

only  i n t e r v a l  w ith  the  same p e rcen tage  as t h a t  o f  t h e  e n t i r e  s tudy  was 

" o t h e r . "

The average  tempo of  the  melody in t h i s  group was 129 and the  

average  drum tempo was 131. The tempi o f  t h e  vo ice  and drum d id  not  

vary  much in  t h e i r  r e l a t i o n s h i p s .  The f a s t e s t  vo ice  tempo was 162 

and the  s low es t  was 74. The f i g u r e s  f o r  f a s t e s t  and s low es t  drum tempi 

were a l s o  162 and 74.  The average  tempo f o r  vo ice  and drum combined 

was 130. (The drum b e a t  in  the l a s t  song was i n t e r m i t t e n t  and s o f t ;  

t h e r e f o r e  i t  was o f t e n  d i f f i c u l t  t o  e s t a b l i s h  i t s  tempo.)

The average  performance t ime in  t h i s  group was 1 :38 ,  c o n s i d ­

e r a b l y  s h o r t e r  than  the  average  f o r  a l l  songs .  The s h o r t e s t  song in 

the  group was 0:47  (54) and the  l o n g e s t  was 2:33 (51) .

H al f  o f  t h e  songs in t h i s  group were e s s e n t i a l l y  i s o m e t r i c ,  an 

u n u s u a l ly  f r e q u e n t  occur rence  when compared to  a l l  songs in  th e  s tudy .

Four o f  th e s e  songs (51,  53, 54, 59) used duple rhythms and one (55) 

used t r i p l e  rhythms ( t h i s  song had one excep t ion  in  each of  t h e  B s e c t i o n s )  

The o t h e r  f i v e  songs were h e t e ro m e t r i c  w ith  t h r e e  having predominant ly  

duple rhythms,  w hi le  two made more use o f  t r i p l e  rhythms.

Six o f  the  songs combined A, 8 , and C s e c t i o n s  in t h e i r  con­

s t r u c t i o n .  The o t h e r  fo u r  songs used only  A and B s e c t i o n s .  E igh t  o f  

the  ten  were s t r o p h i c ,  c o n s i s t i n g  o f  from two to  f i v e  s t a n z a s .  Two 

songs (54,  57) had one s t a n z a  on ly .



CHAPTER XIII 

SUMMARY OF THE SONGS

The c h a r a c t e r i s t i c s  o f  t h e  songs o f  each group have been given  in  

th e  prev ious  s i x  c h a p t e r s .  They have been t a b u la t e d  in  t h i s  c h a p t e r  to  

e x h i b i t  th e  s a l i e n t  f e a t u r e s  o f  a l l  o f  th e  songs and p rov ide  a means to  

s tudy  t h e i r  i n t e r r e l a t i o n s h i p s .  Other  ob s e rv a t io n s  abou t  th e  genera l  

n a t u re  o f  the  performances a r e  p o in t e d  o u t .  In th e  conclud ing  c h a p t e r  

t h e s e  f i n d i n g s  have been compared t o  those  o f  o th e r  w r i t e r s  abou t  the  

music o f  th e  Cheyennes and o t h e r  p l a i n s  t r i b e s .

Before c o n t i n u i n g ,  however, a word o f  c a u t io n  i s  in  o r d e r .  There 

a r e  t h r e e  types  of  songs inc luded  in  th e  s tudy  t h a t  a r e  no t  e x c l u s i v e l y  

Cheyenne songs,  even though they  a r e  performed and used f r e q u e n t l y  by 

th e  Cheyennes.  These songs i n c lu d e  th e  Gourd Clan dances ,  the  peyote 

songs,  and th e  peyote h ea l in g  songs .  The Cheyennes s h a re  songs o f  th e se  

c a t e g o r i e s  with  o th e r  t r i b e s  and s e v e ra l  o f  the  songs n e c e s s a r i l y  e x h i b i t  

c h a r a c t e r i s t i c s  o f  the  Kiowa, Comanche, Arapaho,  and o t h e r s .  No a t tem p t  

has been made to  i s o l a t e  and i d e n t i f y  musical c h a r a c t e r i s t i c s  o f  the  

l a t t e r  t r i b e s .  I t  seems im poss ib le  in  th e  p r e s e n t  day to  de te rm ine  any 

pure musical  s t y l e  c h a r a c t e r i s t i c s  o f  a p a r t i c u l a r  t r i b e .

The "shared"  songs a r e  a v a l i d  p a r t  o f  the  s tudy  along w i th  the  

o t h e r s  because th e  songs u n q u e s t io n a b ly  r e p r e s e n t  a musica l  p r e f e r e n c e  

o f  the  Cheyenne. I f  t h e  same song were performed by a n o th e r  t r i b e ,  i t  

would be somewhat d i f f e r e n t .  All o f  t h e  previous  s t u d i e s  have inc luded

212
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shared  songs o f  t h e s e  t y p e s .  To have excluded  them would have made 

comparisons w i th  t h e s e  s t u d i e s  l e s s  r e l i a b l e .

Range

The average  range  f o r  a l l  songs i s  very  s l i g h t l y  under a p e r f e c t  

e l e v e n th .  Three o f  th e  s ix  groups o f  songs have approx im ate ly  t h e  same 

average  range .  These a r e  w a r - r e l a t e d .  Sun Dance,  and s o c i a l  dance .  Only 

th e  wolf  songs have a l a r g e r  av e ra g e ,  w hile  t h e  peyote and m isc e l l a n e o u s  

songs have s m a l l e r  a v e ra g e s .  The s m a l l e s t  range  i s  a p e r f e c t  f i f t h ,  

o ccu r r ing  in two o f  the  peyote songs.  The only  o t h e r  range  o f  l e s s  than 

an oc tav e  occurs in  one o f  t h e  h ea l in g  songs (5 5 ) .  The l a r g e s t  range  i s  

a p e r f e c t  f i f t e e n t h  (two o c t a v e s ) .  This  range  i s  found i n  two s o n g s - -  

one each from the  wolf  and peyote  g roups .

The range  t h a t  occurs  most f r e q u e n t l y  i s  th e  p e r f e c t  t w e l f t h .

This i s  t h e  range  o f  s even te en  songs from a l l  s i x  groups .  Other  ranges  

found f r e q u e n t l y  a r e  t h e  p e r f e c t  oc tave  and the  p e r f e c t  e l e v e n th  w i th  

nine each .  A m ajo r  t h i r t e e n t h  i s  the  range  o f  seven  songs .  These fo u r  

ranges (P12,  P8 , P l l ,  M13) accoun t  f o r  seven ty  p e r c e n t  o f  t h e  s i x t y  songs .^

For ty -one  ( 68%) o f  t h e  songs begin th e  melody on acc en ted  b e a t s .

Of the  n in e te e n  songs t h a t  begin  with  unaccented  b e a t s ,  more than h a l f  

a r e  songs w i th in  the  ca t e g o ry  o f  " shared"  songs .  These f i g u r e s  dem ons t ra te  

a very  s t ro n g  p r e f e r e n c e  f o r  beginn ing melodies  on an a c c e n te d  b e a t .

Sca les

The s c a l e s  used in  t h e  songs a r e  c l a s s i f i e d  by th e  number o f  

p i t c h  names p r e s e n t .  Chromatic a l t e r a t i o n s  o f  a p i t c h  a r e  n o t  con s id e re d

t a b l e  o f  th e  ranges  f o r  a l l  songs i s  c o n ta in e d  i n  Appendix E.
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as  s e p a r a t e  p i t c h e s  in  de te rm in ing  t h a t  number. I n c i d e n t a l ,  d e c o r a t i v e  

p i t c h e s  a r e  no t  c o n s id e re d  a s  s c a l e  members. Using t h i s  procedure  t h e r e  

a r e  f i v e  ty p e s  o f  s c a l e s  p r e s e n t  in  th e  s tudy :  t r i t o n i c ,  t e t r a t o n i c ,

p e n t a t o n i c ,  h e x a t o n ic ,  and h e p t a t o n i c .  The ar rangement of  the  s c a l e  

s t e p s  w i t h i n  any one c a t e g o ry  can va ry .^

The p e n t a t o n i c  s c a l e  i s  t h e  most common among th e s e  t y p e s .  There 

a r e  tw en ty -n in e  p e n t a t o n i c  songs ,  f i f t e e n  t e t r a t o n i c ,  twelve h ex a to n ic ,  

th r e e  h e p t a t o n i c ,  and on ly  one t r i t o n i c .  The t h r e e  h e p t a to n i c  s c a l e s  

a r e  found in t h e  w a r - r e l a t e d  songs ,  s o c i a l  dance songs ,  and m i sc e l l an eo u s  

songs (9 ,  32,  54) .  The t r i t o n i c  song i s  one o f  t h e  peyote songs (41 ) .

The type  o f  s c a l e  a p p a r e n t l y  has l i t t l e  r e l a t i o n s h i p  t o  t h e  r an g e ;  f o r  

example,  t h e  t r i t o n i c  s c a l e  used in  number f o r t y - o n e  has a range  o f  two 

o c t a v e s .

There a r e  c e r t a i n  tones  which seem to  be favored  by th e  Cheyennes 

as  tonal  c e n t e r s .  With tw elve  to n e s  w i th in  an oc tav e  p o s s i b l e  f o r  use 

as  tona l  c e n t e r s ,  s i x  tones  account  f o r  e i g h t y  p e r c e n t  o f  th e  t o t a l .

E - f l a t  i s  not  used as a tona l  c e n t e r .  The l i s t  o f  tona l  c e n t e r s  and
p

f r e q u e n c i e s  i s  shown below.

Tonic P i t c h  Number o f  Songs Tonic P i t c h  Number o f  Songs

C 13 D 4
B - f l a t  9 B 3
F -sh a rp  B A  2
F 7 A - f l a t  2
C-sharp  6 G 1
E 5

^A c h a r t  o f  th e  s c a l e s  o f  a l l  s i x t y  songs i s  c o n ta in ed  in  Appendix E.
2

I f  p i t c h  names a r e  used f o r  purposes o f  a n a l y s i s ,  c a u t io n  should be 
e x e r c i s e d .  The e x a c t  p i t c h  o f  any song would have t o  be determined by 
checking c a r e f u l l y  du r ing  i t s  a c t u a l  performance .  When p i t c h  l e v e l s  a re  
checked from a r e c o rd in g  they can vary  as much as  a whole s t e p ,  depending 
on the  machines used to  make the  r e c o r d i n g ,  t o  copy the  r e c o r d i n g ,  or  to  
l i s t e n  to  t h e  r e c o r d i n g .  However, w i t h i n  any one song th e  r e l a t i o n s h i p  o f  
one p i t c h  to  a n o th e r  i s  c o n s i s t e n t .
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Rela ted  to  t h e  f r e q u e n t  use o f  c e r t a i n  tona l  c e n t e r s  i s  t h e  

f r e q u e n t  use of  a few p i t c h e s  as the  beg inn ing  p i t c h e s  f o r  songs.  

F o r ty - seven  (78%#) o f  t h e  songs begin on F, F - s h a r p ,  o r  G. Six o t h e r  

p i t c h e s  a r e  used to  make up t h e  s t a r t i n g  p i t c h e s  o f  th e  remaining t h i r t e e n  

songs.

F o r t y - s i x  o f  t h e  songs (77%) beg in  on a p i t c h  t h a t  i s  a p e r ­

f e c t  o c t a v e ,  p e r f e c t  e l e v e n t h ,  o r  p e r f e c t  t w e l f t h  above t h e  tona l  

c e n t e r  found a t  th e  end o f  t h e  song.  E igh t  o t h e r  i n t e r v a l l i c  r e l a t i o n ­

s h ip s  a r e  found i n  t h e  remain ing  f o u r t e e n  songs .

Cadence P i t c h e s  and Melodic Contours

The ending p i t c h  o f  a song i s  n e a r ly  always t h e  tona l  c e n t e r  

( i n  59 o f  t h e  60 s o n g s ) ,  bu t  one f i n d s  g r e a t e r  v a r i e t y  a t  t h e  end o f  

i n t e r n a l  s e c t i o n s .  The cadence p i t c h e s  f o r  each song a r e  l i s t e d  on th e  

a n a l y s i s  page t h a t  f o l lo w s  each  t r a n s c r i p t i o n .

The ending p i t c h  i s  u s u a l l y  t h e  lowes t  p i t c h  t h a t  occurs  in  a

song.  However, in  t e n  o f  th e  songs i t  i s  no t .  As a r u l e ,  i f  t h e r e  i s

a p i t c h  lower than  th e  tona l  c e n t e r ,  i t  i s  one p i t c h  o n ly .  One song (7)

has both a p e r f e c t  f o u r t h  and a minor t h i r d  o c c u r r in g  below the  tona l  

c e n t e r .  The lo w es t  n o te  o f  t h r e e  o f  t h e  songs (19,  26,  37) i s  a p e r f e c t  

f o u r t h  below th e  tona l  c e n t e r ,  fou r  (1 ,  9,  25, 59) have a minor t h i r d ,  and 

two (44 ,  45) have a major  second.

Tw en ty -e igh t  o f  t h e  songs use on ly  the  tona l  c e n t e r  as  a cadence 

p i t c h .  F ive  a d d i t i o n a l  songs use only  th e  t o n i c  p i t c h e s  f o r  th e  ends o f  

s e c t i o n s ,  bu t  w i th  a t  l e a s t  one o t h e r  p i t c h  s e rv in g  a c a d e n t i a l  f u n c t i o n  

f o r  ph rases  w i th in  a s e c t i o n .
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Twenty-two of  the  songs use t h e  tona l  c e n t e r  p lus  one o t h e r  as 

c a d e n t i a l  p i t c h e s .  There i s  no p r e d i c t a b l e  r e l a t i o n s h i p  to  th e  tona l  

c e n t e r  f o r  th e  e x t r a  c a d e n t i a l  p i t c h ,  but  more o f  th e s e  p i t c h e s  a r e  a 

p e r f e c t  f o u r th  above th e  t o n i c  than  any o t h e r  i n t e r v a l .  The f i v e  rem ain ­

ing songs c o n t a in  more than  two p i t c h e s  used in c a d e n t i a l  p o s i t i o n s .

The con tou rs  o f  the  melodies  do no t  demonst ra te  much v a r i e t y - -  

two genera l  p a t t e r n s  dominate.  The f i r s t ,  and by f a r  the  most common, 

i s  t e r r a c e d .  This  shape begins high and g r a d u a l l y  descends th rough two 

o r  more l e v e l s  u n t i l  t h e  cadence p i t c h  i s  reached .  The cadence c o n s i s t s  

o f  s e v e r a l  c o n s e c u t iv e  tones  o f  t h e  same p i t c h  sung in  a r o u t i n e  rhythmic  

p a t t e r n .  The second p r e s e n t s  a very narrow range and does not  move f a r  

e i t h e r  up or  down from i t s  i n i t i a l  p i t c h .  This  type  i s  found f r e q u e n t l y  

in  th e  f i r s t  o f  two co n s e c u t iv e  A s e c t i o n s  and sometimes in  t h e  C s e c t i o n .

The a rch -shaped  phrase o r  s e c t i o n  occurs  r a r e l y ,  bu t  i t  i s  

seen o c c a s i o n a l l y .  Another shape t h a t  i s  found a few t imes moves to  a 

high p i t c h  two o r  t h r e e  t imes w i th in  a phrase b e fo re  s e t t l i n g  t o  the  

le ve l  o f  the cadence p i t c h .

Frequency of  I n t e r v a l s

The songs show a s t rong  c o n s i s t e n c y  in  the  f requency o f  i n t e r v a l s .  

The use o f  r e p e a te d  note s  averages  f i f t y - s e v e n  and a h a l f  p e r c e n t  f o r  

the  e n t i r e  s tu d y .  The average  r e p e t i t i o n  in  the  v a r io u s  groups ranges  

from f i f t y  p e r c e n t  in  wolf  songs to  f i f t y - n i n e  and a h a l f  p e r c e n t  f o r  

w a r - r e l a t e d  songs.

The use o f  minor seconds v a r i e s  from one p e rc e n t  in  Sun Dance 

and s o c i a l  dance songs to  fou r  p e r c e n t  in wolf  songs.  The average  f o r  a l l  

songs i s  two and a h a l f  p e rce n t .
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The o v e r a l l  average  f o r  ma jor seconds i s  f o u r t e e n  p e r c e n t ,  

ranging from te n  p e r c e n t  in  m isc e l l aneous  songs to  twenty-one  p e r c e n t  

in  wolf  songs.

The range  i s  very  small f o r  th e  minor t h i r d  with  seven and a 

h a l f  p e r c e n t  in  s o c i a l  dance songs to  e leven  p e rc e n t  in  w a r - r e l a t e d  songs .

The minor t h i r d  i s  used an ave rage  o f  n ine  and a h a l f  p e r c e n t  in  a l l  songs,

The average  f o r  major t h i r d s  in  a l l  songs i s  f o u r  p e r c e n t .  Socia l  

dance songs use t h i s  i n t e r v a l  on ly  two and a h a l f  p e r c e n t ,  w h i le  t h e

g r e a t e s t  use comes in  peyote songs wi th  f i v e  and a h a l f  p e r c e n t .

The use o f  th e  p e r f e c t  f o u r t h  i s  q u i t e  v a r i e d .  The lowes t  use 

i s  found in  peyote songs with  f i v e  p e r c e n t  and the h i g h e s t  occu rs  in  Sun 

Dance songs with  f o u r t e e n  and a h a l f  p e r c e n t .  The average  f o r  a l l  songs 

i s  e i g h t  and a h a l f  p e r c e n t .

The p e r f e c t  f i f t h  occurs  an average  of  two p e rc e n t  f o r  a l l  songs.

I t  i s  used only  h a l f  o f  one p e r c e n t  in  Sun Dance. The g r e a t e s t  use i s  

seen in  s o c i a l  dance songs and m isc e l l aneous  songs with  t h r e e  and a h a l f  

p e rc e n t .  I t  i s  worth n o t in g  t h a t  t h e s e  two i n t e r v a l s ,  p e r f e c t  f o u r t h  and 

p e r f e c t  f i f t h ,  which a r e  n e a r l y  o f  equal  impor tance in  t r a d i t i o n a l  Western 

music a r e  q u i t e  unequal  in  Cheyenne usage.

I n t e r v a l s  o t h e r  than  those  enumerated above ( r e p e t i t i o n ,  minor 

and major seconds ,  minor and major t h i r d s ,  p e r f e c t  f o u r t h s  and f i f t h s )  

occur  i n f r e q u e n t l y .  The o c t a v e ,  t r i t o n e ,  minor s i x t h ,  and major s i x t h  

and " o the r"  average  a h a l f  o f  one p e r c e n t  each .

The use o f  t h e  t r i t o n e  in  the  songs m e r i t s  a b r i e f  d i s c u s s i o n .

This i n t e r v a l  appea rs  in  only  f i v e  songs,  o c c u r r in g  a t o t a l  o f  twenty-  

nine t im es .  None occur  in Sun Dance o r  s o c i a l  dance songs.  The t r i t o n e
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occurs  most o f t e n  in  con n ec t io n  with  a cadence ,  e i t h e r  a s  t h e  i n t e r v a l  

between two ph ra s e s  (38%) o r  t h e  i n t e r v a l  r e s u l t i n g  from th e  l a s t  two 

p i t c h e s  o f  a ph ra se  (24%). The i n t e r v a l  appea rs  w i th i n  t h e  i n t e r i o r  

p a r t s  o f  ph ra s e s  w i th  the  same f requency  (38%) t h a t  i t  ap p ea r s  as an 

i n t e r v a l  between p h ra s e s .

Some i n t e r v a l s  occu r  so r a r e l y  t h a t  th e y  a r e  grouped t o g e t h e r  

in  a c a t e g o ry  l a b e l e d  " o t h e r . "  This  group in c lu d e s  t h e  "dead i n t e r v a l s "  

which occur  between the  l a s t  no te  o f  one s e c t i o n  and th e  beginning  no te  

o f  t h e  fo l lo w in g  one.  The v a s t  m a j o r i t y  o f  t h e s e  a r e  compound i n t e r v a l s  

such as t h e  p e r f e c t  e l e v e n th  and t w e l f t h .  Sevenths  a r e  ex t re m e ly  r a r e  

and a r e  in c luded  in  t h e  " o th e r "  c a t e g o ry .  The use  o f  " o th e r "  i n t e r v a l s  

d id  no t  exceed h a l f  o f  one p e r c e n t  in  any group.^

Meter

There a r e  no c o n s i s t e n t l y  i s o m e t r i c  songs ,  i . e .  t h o s e  t h a t  have a 

comple te ly  r e g u l a r  rhythmic p a t t e r n  th ro u g h o u t .  However, t h e r e  a r e  

s eve ra l  songs t h a t  approach a c o n s i s t e n t  rhythm, broken on ly  by r e s t s  or  

changes o f  rhythm in cadence p a t t e r n s .  With t h i s  q u a l i f i c a t i o n ,  f i f t e e n  

songs may be c l a s s i f i e d  as i s o m e t r i c  and f o r t y - f i v e  a r e  h e t e r o m e t r i c .  

Hete rometr ic  songs have both dup le  and t r i p l e  rhythms.  These rhythms 

do no t  occur  in  any p r e d i c t a b l e  p a t t e r n s .

Duple rhythms outnumber t r i p l e  rhythms f o r  a l l  songs ,  h e t e r o ­

m e t r ic  as  well  as  i s o m e t r i c .  Twenty-four o f  t h e  h e t e r o m e t r i c  songs have 

more dup le  rhy thms,  w h i le  twenty-one  f e a t u r e  t r i p l e  rhythms. Among th e

t a b l e  showing the  i n t e r v a l  f r e q u e n c i e s  f o r  each song i s  
inc luded  in  Appendix F.
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i s o m e t r i c  songs ,  tw elve  a r e  duple  w h i le  on ly  t h r e e  a r e  t r i p l e .  For a l l  

songs ,  s i x t y  p e r c e n t  have predominant  dup le  rhythms and f o r t y  p e r c e n t  

use more t r i p l e  rhythms.

All groups o f  songs c o n t a in  both h e t e r o m e t r i c  and i s o m e t r i c  

songs ,  w i th  t h e  e x ce p t io n  o f  th e  s o c i a l  dance songs ,  a l l  o f  which a re  

h e t e r o m e t r i c .

Tempo

The tempi f o r  vo ic e  and drum f o r  each song were checked with  a 

metronome. The checks were made in t h a t  p a r t  o f  a song where t h e  tempo 

was most s t a b l e .  This  u s u a l l y  occu rs  by th e  B s e c t i o n  o f  t h e  f i r s t  

s t a n z a .  Accelerando and r i t a r d a n d o ,  when p r e s e n t ,  u s u a l l y  occur  in  th e  

l a s t  s t a n z a s ,  e s p e c i a l l y  nea r  th e  f i n a l  cadence .  These changes w i th in  

a song were no t  c a l c u l a t e d .  The tempi f o r  vo ice  and drum a r e  l i s t e d  on 

the  a n a l y s i s  s h e e t  f o l lo w in g  each t r a n s c r i p t i o n . ^

Average tempi f o r  a l l  songs and between groups o f  songs were no t  

c a l c u l a t e d  because the  d a t a  could be confus ing  and m i s l e a d i n g .  The note  

used as t h e  b a s i c  b e a t  v a r i e s  from song t o  song.  O c cas io n a l ly  th e  drum 

and v o ic e  have d i f f e r e n t  no tes  as th e  b as ic  b e a t  w i th i n  a s i n g l e  song.

The drum and vo ice  move a t  d i f f e r e n t  speeds more o f t e n  than no t .  

The drum moves f a s t e r  than  th e  vo ice  in over h a l f  o f  the  songs (53%).

The vo ic e  moves f a s t e r  than  th e  drum in  s even teen  p e r c e n t .  The vo ice  and 

drum tempi a r e  t h e  same in t h i r t y  p e rc e n t  of  the  songs.  The same tempo 

i s  more common in  t h e  peyote  songs than  in  any o f  t h e  o t h e r  g roups .

^A t a b l e  showing th e  tempi f o r  vo ice  and drum i s  co n ta in e d  in 
Appendix I .
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Performance Time

The e n t i r e  r e p e r t o r y  r e v e a l s  a wide range o f  l e n g t h s :  from f o r t y -  

seven seconds f o r  the  s h o r t e s t  to  j u s t  ove r  f o u r  minutes  f o r  the  l o n g e s t .  

The average  t ime per song i s  j u s t  under  two minutes  ( 1 : 5 6 ) .  The s o c ia l  

dance songs show the  lo n g e s t  ave rage  t ime ( 2 : 3 1 ) ,  w hile  th e  s h o r t e s t  

average  t ime occurs  i n  th e  peyote  songs (1 :3 6 ) .

Other s i n g e r s  who performed th e  same songs might  have added or  

s u b t r a c t e d  s t a n z a s  in  some s ongs ,  l e ng then ing  o r  s h o r ten in g  them. Thus, 

t h e s e  averages  should be regarded  as  r e l a t i v e ,  no t  a b s o l u t e .

Form

All o f  t h e  songs a r e  made up o f  s e c t i o n s  which a r e  combined to  

form s t a n z a s .  T h i r t y - e i g h t  o f  the  songs use A, B, and C s e c t i o n s  in  

va r io u s  com bina t ions .  Twenty-one o f  th e  songs combine on ly  A and B 

s e c t i o n s .  One song (18) c o n t a in s  A, B, C, and D s e c t i o n s .  V a r ia n t s  o f  

t h e s e  s e c t i o n s  w i th in  s t a n z a s  and in  d i f f e r e n t  s t a n z a s  a r e  i n d i c a t e d  with 

s u p e r s c r i p t  numbers. A few songs a r e  b a s i c a l l y  monothematic,  i . e .  a l l  

s e c t i o n s  a r e  based on the  melody o f  th e  f i r s t  s e c t i o n .

The number of  s tan za s  ranges  from one to  f i v e .  F ive songs have 

one s t a n z a ;  tw en ty -s ix  have two s t a n z a s ;  t h i r t e e n  have t h r e e  s t a n z a s ;  

t h i r t e e n  have f o u r  s t a n z a s ;  and t h r e e  have f i v e  s t a n z a s .  Wolf and peyote 

songs a r e  t h e  most c o n s i s t e n t  in  the  number o f  s t a n z a s .  F ive o f  t h e  wolf  

songs have two, and one has fo u r  s t a n z a s .  Nine o f  th e  peyote songs have 

two, and two have only  one s t a n z a .  The g r e a t e s t  v a r i e t y  in  the  number 

o f  s ta n z a s  occurs  in  th e  w a r - r e l a t e d  songs and m isce l laneous  songs.
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Build ing  on th e  work o f  George Herzog,^ Kaufman and N ett l  adopted 

a system of  c l a s s i f y i n g  songs based on the  way in  which the  s e c t i o n s  a re  

combined to  form s t a n z a s .  The fo l lowing  c l a s s i f i c a t i o n s  were deve loped:  

" i t e r a t i v e , "  " r e v e r t i n g , "  and " p r o g r e s s i v e . "

I t e r a t i v e  s t r u c t u r e  r e f e r s  to  songs where a s e c t i o n  i s  r ep ea ted  

immediately a f t e r  i t s  o r i g i n a l  s t a t e m e n t .  Examples o f  t h i s  type  a r e  ABB, 

AABB, and ABBB. Rever t ing  s t r u c t u r e  r e f e r s  to  songs where t h e r e  i s  a r e ­

tu rn  t o  a s e c t i o n  fo l low ing  in t e r v e n in g  m a t e r i a l .  Examples o f  t h e  r e v e r t ­

ing type  would in c lu d e  ABA and ABAB. P ro g re s s iv e  s t r u c t u r e  r e f e r s  to 

those songs which p r e s e n t  new m a te r i a l  a t  each s e c t i o n  ( th rough-composed).  

An example o f  t h i s  type would be ABC.

This c l a s s i f i c a t i o n  system has not  been adopted in  t h i s  s tudy  

because ,  in a c t u a l  p r a c t i c e ,  a m a jo r i t y  o f  the  songs have c h a r a c t e r i s t i c s  

o f  more than one c l a s s i f i c a t i o n  as shown in  th e  groupings  below.

C l a s s i f i c a t i o n Example Number o f

I t e r a t i v e AABB 17

Rever t ing ABCBC 9

P ro g res s iv e ABC 1

I t e r a t i v e  and Rever t ing AABCBC 24

I t e r a t i v e  and P ro g re s s iv e AABC 4

Rever t ing  and P ro g re s s iv e ABCB 4

I t e r a t i v e ,  Rever t ing  and P ro g re s s iv e AABCDBC 1

Total 60

George Herzog was a s tu d e n t  o f  the  e a r l y  p ionee rs  in e thno-  
musicology in B e r l in  during  the  e a r l y  p a r t  o f  t h i s  c e n t u r y .  His t e a c h e r s  
inc luded  Carl Stumpf,  Otto Abraham, and E.M. von H o rn b o s t e l . Herzog moved 
to the U .S . ,  where he led  in  e thnomusico log ica l  work a t  Columbia U n iv e r s i t y .  
He moved to  Indiana U n iv e r s i t y  in 1948, where h i s  s tu d e n t s  have inc luded  
Kaufman and N e t t l .
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S t r i c t l y  sp e a k in g ,  the  n ine  songs l i s t e d  as r e v e r t i n g  have 

p ro g re s s iv e  e lements  as w e l l .  The ABCBC (BC) (BC) form o f  t h e  n in e  songs 

i s  so s t r o n g l y  r e v e r t i n g  t h a t  th e  p ro g re s s iv e  e lement seems i n c i d e n t a l .  

S im i la r  q u a l i f i c a t i o n s  cou ld  be made conce rn ing  some songs in  o t h e r  

c a t e g o r i e s .

Some General  O bse rva t ions  On S ty l e  and Performance

In a d d i t i o n  to  t h e  summaries given in  the  f i r s t  p a r t  o f  t h i s  

c h a p t e r ,  t h e r e  a r e  s ev e ra l  o b s e rv a t io n s  concern ing  th e  music and p e r ­

formance s t y l e  t h a t  can be made a f t e r  l i s t e n i n g  t o  t h e  songs.

The t e x t u r e  i s  monophonic, a s i n g l e  melodic l i n e  u s u a l l y  accom­

panied by a drum. Although harmony i s  absen t  from t h e  songs ,  occa s io n a l  

heterophony occurs  where some o f  th e  s in g e r s  seem to  be unsure  o f  th e  

proper rhythm and melody. Another type  occurs  when the  beginning o f  a 

phrase  by th e  group o v e r l a p s  with  the  l a s t  few notes  o f  any A s e c t i o n  

being sung by th e  head s i n g e r .

Most o f  t h e  songs a r e  sung by men, a l though  women p a r t i c i p a t e  

in many o f  the  songs .  The women do not  s ing  any o f  the  songs by them­

s e l v e s ,  bu t  o c c a s i o n a l l y  t h e  women s ing  th e  l a s t  ph rase  (o r  a ph rase  

near  the  end) w i th o u t  t h e  men.

Most o f  t h e  songs a r e  sung by groups ,  with  one man s e r v in g  as 

the  head s i n g e r  ( s o l o i s t ) .  He u s u a l l y  begins th e  f i r s t  s e c t i o n  by him­

s e l f  and s in g s  s o lo  u n t i l  th e  group j o i n s  in  dur ing  t h a t  s e c t i o n  o r  in  a 

r e p e t i t i o n  o r  m o d i f i c a t i o n  o f  the  f i r s t  A s e c t i o n  (A o r  A^).

The vocal q u a l i t y  used by the  s in g e r s  can be c h a r a c t e r i z e d  as 

nasal and s t r i d e n t ,  w i th  much r e s t r i c t i o n  in  t h e  t h r o a t .  This  t i g h t .
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c o n s t r i c t e d  tone  p ro d u c t io n  i s  most e v i d e n t  on the  tones  t h a t  have 

r a p id  p u l s a t i o n s ,  s i m i l a r  to  s t r i n g  tremolo .  This  e f f e c t  i s  produced 

i n t e n t i o n a l l y ,  d i v i d i n g  the  no te  i n t o  s m a l l e r  u n i t s  w i th o u t  a c t u a l l y  

breaking  th e  c o n t inuous  sound o f  the  t o n e .  Bes ides  s t r i n g  t r e m o lo ,  i t  

i s  s i m i l a r  to  the  vocal  ornament c a l l e d  " t r i l l o "  in  e a r l y  s e v e n te e n th  

cen tu ry  o p e ra .^  In a few songs t h e  ornament i s  used very  l i t t l e  o r  no t  a t  

a l l .  The peyote  h e a l in g  songs a r e  examples o f  Cheyenne s in g in g  in  a sub­

dued manner, w i th o u t  t h e  ex treme t e n s i o n  in  t h e  tone  p r o d u c t i o n .  Women 

r a r e l y  s ing  w i th  th e  vocal  t e n s i o n .

Near ly a l l  Cheyenne songs a r e  f u n c t i o n a l ,  s e rv in g  as  p a r t  o f  a 

more complex r e l i g i o u s  o r  ce remonia l  f u n c t i o n .  This  i s  e s p e c i a l l y  t r u e  

o f  t h e  Sun Dance songs ,  peyote songs ,  and w a r - r e l a t e d  songs .  Even th e  

handgame songs a r e  ce r e m o n ia l ,  p r a y e r - l i k e  songs .  Wolf songs and s o c i a l  

dance songs a r e  the  ty p e s  l e a s t  a s s o c i a t e d  with  r e l i g i o n  o r  o t h e r  c e r e ­

monies.

^Giu l io  C a c c in i ,  Le Nuove Musiche, ed.  by H. Wiley Hitchcock 
(Madison,  W ise . :  A-R E d i t i o n s ,  I n c . ,  1974) ,  pp. 55-56.



CHAPTER XIV 

COMPARISONS AND CONCLUSIONS

The summaries o f  th e  s t y l i s t i c  el ements  and th e  o b s e r v a t i o n s  

concern ing  th e  per formance p r a c t i c e s  were provided  in  t h e  p rev ious  

c h a p t e r .  The summaries o u t l i n e  th e  musica l  s t y l e  o f  the  s i x t y  songs 

used in t h e  s t u d y ,  and a c c u r a t e l y  r e f l e c t  th e  ty pes  o f  songs t h a t  a r e  

being sung by th e  Southern  Cheyennes in  t h e  l a s t  h a l f  o f  th e  tw e n t i e t h  

c e n tu ry .  .

Analyses o f  th e  songs revea l  a musica l  s t y l e  posse ss ing  th e

same g enera l  c h a r a c t e r i s t i c s  as  s e t  f o r t h  in e a r l i e r  s t u d i e s  o f  Cheyenne 
1 2music by Densmore and Kaufman. The songs a l s o  f i t  well w i th in  the

3

c h a r a c t e r i s t i c s  f o r  the  P la in s -P u e b lo  t r i b e s ,  as  l i s t e d  by N e t t l .  This  

s tudy ,  however,  has uncovered s ev e ra l  d i f f e r e n c e s  in  d e t a i l  which a r e  

l i s t e d  below.

Range

Densmore d id  no t  l i s t  an ave rage  range  f o r  t h e  Cheyenne songs.  

However, t h i s  w r i t e r  c a l c u l a t e d  i t  from her  t r a n s c r i p t i o n s ,  u s ing  th e

^Densmore, Cheyenne and Arapaho Music, pp. 107-110.
2

Kaufman, 'Cheyenne Indian  Music and I t s  C u l tu ra l  Background," 
pp. 246-256.

^ N e t t l ,  North American Ind ian  Musical S t y l e s , pp. 5 -8 ,  29-36.
A summary o f  the  c h a r a c t e r i s t i c s  noted by Densmore, Kaufman, and N e t t l  
i s  c o n ta in ed  in  t h e  f i f t h  c h a p t e r .

224
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method d e s c r ib e d  e a r l i e r  in  Chapter  S ix .  The average  range  was a minor 

t e n t h ,  compared t o  the  p e r f e c t  e l e v e n th  found in th e  p r e s e n t  s tudy .  

Kaufman, a l s o ,  did not  average the  ranges  o f  t h e  songs.  A s i m i l a r  c a l ­

c u l a t i o n  o f  the  ranges  o f  h i s  t r a n s c r i b e d  songs r e v e a le d  an average  

between a major n in t h  and a minor t e n t h .  This i s  more than  a f u l l  s t e p  

below th e  average  range o f  songs in  th e  p r e s e n t  s tu dy .

A p o s s i b l e  reason  f o r  the  d i f f e r e n c e  in the  average  range  o f  

Densmore's s tudy  and the  p r e s e n t  one i s  t h a t  she inc luded  only  a l i m i t e d  

number o f  Cheyenne songs t h a t  u s u a l l y  have th e  l a r g e r  r a n g e ,  i . e .  war-  

r e l a t e d  songs and s o c i a l  dance songs.

Two rea sons  a r e  sugges ted  f o r  d i f f e r e n c e s  in  the  ave rage  ranges  

found in Kaufman's s tudy  and the p r e s e n t  s tu dy .  F i r s t ,  some o f  th e  songs 

in  Kaufman's s tudy  a r e  only  f ragm en ts ,  c o n s i s t i n g  o f  on ly  one o r  two 

p h ra s e s .  The range o f  t h e se  songs ,  as  a r e s u l t ,  was very sm a l l .  Second, 

peyote songs and Ghost Dance songs ,  many of which were d e r iv e d  from the  

songs o f  o th e r  t r i b e s  j u s t  before  the  tu rn  of  the  c e n t u r y ,  comprised a 

s u b s t a n t i a l  p ro p o r t i o n  (33-1/3%) of  th e  t o t a l  used in  h i s  s tu d y .  The 

ranges  o f  t h e se  e i g h te e n  songs averaged j u s t  over a minor seven th ,  

r a t h e r  on th e  small s id e  in comparison to  the r e s t  o f  the  songs t h a t  

a re  more un ique ly  Cheyenne.

The l a r g e s t  range Densmore and Kaufman found in a song was a 

major t h i r t e e n t h ,  compared to the  two oc tave  range found in  t h i s  s tu d y .  

The s m a l l e s t  range found in Kaufman's s tudy  was a major t h i r d  ( in  a f r a g ­

ment) ;  the  s m a l l e s t  in  Densmore's s tudy was a p e r f e c t  f o u r t h .  These 

a r e  compared to  a p e r f e c t  f i f t h ,  which was the s m a l l e s t  range  found in 

the  p r e s e n t  s tudy .
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Eight  p e r c e n t  o f  t h e  songs in  Densmore's  s tudy  had a range  o f  

l e s s  than  an o c t a v e .  T h i r t y - t h r e e  p e r c e n t  o f  the  songs in Kaufman's 

s tudy  had ranges  sm a l le r  than  an o c t a v e .  These a r e  compared w i th  f i v e  

p e rce n t  of  songs with  ranges  sm a l le r  than  an oc tave  found in  t h i s  s tu d y .

Nett l  l i s t s  th e  average  range  f o r  the  P la in s -P u e b lo  t r i b e s  as 

a t e n t h  (whether major or  minor i s  no t  s t a t e d ) .  The range given by 

Net t l  as  being "usua l"  f o r  North American Ind ian  songs l i e s  between a 

p e r f e c t  f i f t h  and a p e r f e c t  t w e l f t h .

The l a r g e r  average  range found in  t h i s  s tudy  i s  s i g n i f i c a n t .  

Since Cheyenne songs have th e  c h a r a c t e r i s t i c  o f  posse ss ing  l a r g e r  ranges  

than those  of  most American In d ia n s ,  th e  f i n d i n g  r e i n f o r c e s  t h i s  a s p e c t  

of  Cheyenne musical  s t y l e .  I f  t h e  s t y l e  were being amalgamated i n t o  a 

genera l  Ind ian  s t y l e ,  th e  average  range would have shown a dec reased  

s i z e ,  r a t h e r  than  a l a r g e r  one.

Scales

Densmore g ive s  a very  l i m i t e d  a n a l y s i s  o f  the  s c a l e s  used in  

her  s tudy ,  but  Kaufman t r e a t s  h i s  s c a l e s  in g r e a t  d e t a i l .  Ne t t l  does 

not  g ive  d e t a i l e d  in fo rm a t ion  on s c a l e s .  The high pe rce n tag e  o f  hexa- 

ton ic  s c a l e s  found in t h i s  s tudy  i s  s i g n i f i c a n t  because t h i s  type  i s  

not as  prominent  in any o f  t h e  o t h e r  s t u d i e s .  There seem to  be no o th e r  

s i g n i f i c a n t  d i f f e r e n c e s .

Cadence P i t c h e s  and Melodic Contours

The only  s i g n i f i c a n t  d i f f e r e n c e  in t h e s e  c a t e g o r i e s  seems to  be 

with Densmore's a n a l y s i s  o f  cadence p i t c h e s .  She s t a t e s  t h a t  t h e
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pe rce n tages  o f  songs ending on th e  keynote i s  s m a l l e r  than f o r  most 

t r i b e s .  This  i s  no t  confi rmed  by the  f i n d i n g s  o f  t h i s  s tudy  o r  t h e  one 

by Kaufman.

The types  o f  co n to u rs  found by Kaufman a r e  th e  same types  found 

in t h i s  s tudy .  While th e  co n to u rs  a r e  not  d e t a i l e d  by Densmore, an 

i n v e s t i g a t i o n  o f  the  t r a n s c r i p t i o n s  in  her  s tudy  leads  one to  b e l i e v e  t h a t  

th ey  a r e  e s s e n t i a l l y  the  same types  as found in  t h i s  s tudy .  The genera l  

d e s c r i p t i o n s  o f  c o n to u rs  g iven  by Densmore and N e t t l  a r e  compatib le  with  

those  found in  t h i s  s tudy .

Frequency o f  I n t e r v a l s

Only Kaufman l i s t e d  s p e c i f i c  in fo rm a t ion  on th e  f r e q u e n c i e s  o f  

i n t e r v a l s  from the  songs ,  and i t  o f t e n  d i f f e r s  s i g n i f i c a n t l y  from th e  

pe rcen tages  d isco v e re d  by the  p r e s e n t  s tu d y ,  as  th e  fo l low ing  l i s t  shows:

I n t e r v a l ^ Kaufman Hodges

Repeated Notes (Prime) 48 57

Minor seconds 1.7 3

Major seconds 22 .8 13

Thirds 16.1 13.5

Four ths 8 .1 9 (ii

F i f t h s 2 .7 2

S ix th s .4 1

D i r e c t  comparisons f o r  each i n t e r v a l  was no t  p o s s i b l e ,  s i n c e  
d i f f e r e n c e s  in  c a t e g o r i e s  o c c u r re d .  Kaufman did  no t  d i f f e r e n t i a t e  th e  
q u a l i t y  o f  i n t e r v a l s  ex ce p t  in  the  ca se  o f  major and minor seconds .  I t  
i s  a l s o  obvious t h a t  he d id  no t  c a l c u l a t e  th e  "dead" i n t e r v a l s  ( th o s e  
o c c u r r in g  between th e  l a s t  no te  o f  a s e c t i o n  and the  f i r s t  no te  o f  th e  
fo l lowing  s e c t i o n ) .  Kaufman l i s t e d  seven ths  s e p a r a t e l y  w hile  they  a r e  
l i s t e d  with  " o th e r s "  in  th e  p r e s e n t  s tudy .  Some genera l  comparisons can 
be made from t h i s  l i s t  bu t  c a u t io n  should  be used s in c e  th e  methods of  
c a l c u l a t i o n  v a r i e d  s i g n i f i c a n t l y .
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Sevenths  .15 -  ( in c l u d e d  in
n e x t  c a t e g o r y . )

Octave o r  G re a te r  .3 2

Total  100.25 100.5

There  seems to  be no c o n f l i c t  w i th  any o f  N e t t l ' s  o b s e r v a t i o n s  and 

the  f i n d i n g s  o f  t h i s  s tu d y  on i n t e r v a l s .  He does ,  however,  i n d i c a t e  t h a t  

major seconds and minor t h i r d s  a r e  t h e  most common i n t e r v a l s ,  o b v io u s ly  

exc lud ing  r e p e a t e d  n o te s .  N e t t l  a l s o  s t a t e s  t h a t  the  P l a i n s  s u b - a r e a  o f  

t r i b e s  (which in c lu d es  the  Cheyennes) makes l a r g e r  use o f  t h e  minor s e c ­

ond and p e r f e c t  f o u r t h  than do o t h e r  groups o f  t r i b e s .  The f i n d i n g s  of  

t h i s  s tudy  seem to  s u p p o r t  t h i s  view.

Meter  and Rhythm

N et t l  wrote  t h a t  "The rhythm o f  th e  P la in s  music appea rs  l e s s  

c l e a r - c u t  and comprehens ib le  than  t h a t  o f  most o t h e r  North American 

s t y l e s . " ^  Densmore, Kaufman, and t h i s  s tudy  conf irm t h i s  rhythmic com­

p l e x i t y .

The me te rs  a r e  c l a s s i f i e d  as h e t e r o m e t r i c  (having m ix tu re s  o f  

rhythmic p a t t e r n s )  o r  i s o m e t r i c  (having c o n s i s t e n t  m e t r i c a l  p a t t e r n s ) .

All o f  the  w r i t e r s  agreed t h a t  the  h e t e r o m e t r i c  mete r  p redomina tes .

Densmore found t h a t  n in e ty  p e r c e n t  were h e t e r o m e t r i c ,  Kaufman seven ty -one  

p e r c e n t ,  and the  p r e s e n t  s tudy  s e v e n t y - f i v e  p e r c e n t .

Most Cheyenne songs begin on an accen ted  b e a t .  N e t t l  found t h a t  

s i x t y - f i v e  p e r c e n t  of  t h e  P l a i n s  t r i b e s  began songs with accen ted  b e a t s ,  

Densmore wrote on ly  t h a t  "more" songs begin with  accen ted  b e a t s ,  w h i l e  

Kaufman ignored  th e  s u b j e c t .  In the p r e s e n t  s tu d y ,  s i x t y - e i g h t  p e r c e n t  

o f  t h e  songs had acc en ted  beg inn ings .

^ N e t t l , North American Ind ian  Musical S t y l e s , p. 29.
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N et t l  does no t  g ive  d a t a  concern ing  th e  comparison o f  dup le  and 

t r i p l e  rhythms f o r  P l a i n s  t r i b e s .  Densmore i n d i c a t e s  t h a t  they  a r e  

perhaps about  equal  in  use .  I t  was i n f e r r e d  from Kaufman's s tudy  t h a t  

t r i p l e  rhythms were more prominent .  In th e  p r e s e n t  s t u d y ,  duple  rhythms 

were more f r e q u e n t  than  t r i p l e  rhythms.

The use o f  drum i n t r o d u c t i o n  and accompaniment found by t h i s  

s tudy d i f f e r s  from t h a t  i n ’ th e  Densmore and Kaufman s t u d i e s .  The p r e s e n t  

s tudy i s  the  on ly  one in which th e  drum i n t r o d u c t i o n s  were n o ta te d  in 

the  t r a n s c r i p t i o n s .  The o t h e r  w r i t e r s  i n d i c a t e d  t h e  rhythm p a t t e r n s  f o r  

the  drum accompaniment; however, on ly  tw en ty -n ine  p e r c e n t  o f  Densmore's  

songs and about  a t h i r d  o f  Kaufman's had drum accompaniment p r e s e n t .

Both expressed  the  wish t h a t  more o f  t h e i r  songs could  have in c luded  the  

drum. All s i x t y  o f  th e  songs in  the  p r e s e n t  s tudy  in c lu d e  drum accompa­

niment,  a l though  a few do not  have a drum i n t r o d u c t i o n .  Only a few song 

ty p e s ,  such as l u l l a b i e s  and c e r t a i n  wolf  songs not  inc luded  in  th e  s tu d y ,  

would no t  use a drum accompaniment i f  i t  were a v a i l a b l e .  There seem t o  

be no d i f f e r e n c e s  in the  types  o f  rhythmic p a t t e r n s  f o r  the  drum accompa­

niments as r e p o r t e d  in  the  o t h e r  s t u d i e s .

Only one reco rd in g  had r a t t l e  inc luded in  th e  accompaniment in  

Kaufman's s tudy .  Densmore speaks of  the  use o f  the  r a t t l e  but  does not  

s p e c i f y  i t s  use in  her  t r a n s c r i p t i o n s .  The r a t t l e  was p r e s e n t  in 

twenty-seven  p e rc e n t  of  th e  songs t r a n s c r i b e d  by th e  w r i t e r .

The performance time of  songs was not  l i s t e d  in  the  s t u d i e s  o f  

the o t h e r  w r i t e r s  so no comparisons can be made. Tempo i n d i c a t i o n s  f o r  

both vo ice  and drum were g iven  by Densmore and Kaufman. The f in d i n g s  in  

the p r e s e n t  s tudy  i n d i c a t e  about  the  same ranges in tempi.
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Form

Kaufman gives  more d e ta i l e d  information on the forms r e s u l t i n g  

from his  analyses  than he does fo r  any o th e r  a spec t  o f  the  songs.  The 

information in Densmore's study i s  very b r i e f  and sketchy concerning form. 

With the incomplete information a v a i l a b l e ,  th e re  seems to be no c o n f l i c t  

in  the f ind ings  on form between the p resen t  study and those o f  the  e a r l i e r  

wri t e r s .

Conclusions

The most important a spec ts  o f  the  study involve the  songs: the

c o l l e c t i o n  o f  a l a rg e  number o f  Southern Cheyenne songs in recorded form 

and t h e i r  t r a n s c r i p t i o n  in to  conventional n o ta t io n .  This study i s  the  only 

one t h a t  has d e a l t  exc lu s ive ly  with songs of  the  Southern Cheyenne t r i b e .

The s ix ty  t ran sc r ib ed  songs r e f l e c t  the cu r re n t  p ra c t i c e  of  

music among the Southern Cheyennes. This conclusion i s  based on the 

following reasons:

(1) The study rep re sen ts  a c ro s s - s e c t io n  of the  types o f  song 
being performed by members of  the  t r i b e  today;

(2) The number of t r an sc r ib ed  songs i s  l a rg e r  than t h a t  of  any 
e a r l i e r  s tud ie s  o f  t r an sc r ib ed  Cheyenne songs, with carefu l  
a t t e n t i o n  being given to assure  t h a t  a p a r t i c u l a r  song type 
did not cause an overbalance in the c a lc u la t io n  of  s t y l e  
c h a r a c t e r i s t i c s ;

(3) The number of  performers represen ted  in the recordings  
( t h i r t y  s ingers  a re  named in  Appendix B) assures  t h a t  the 
study i s  not biased by the musical preferences  of a small 
number o f  Cheyenne s in g e r s ;

(4) The t r a n s c r i p t i o n s  r ep re sen t  recen t  performances. More than 
e igh ty  percent o f  the songs were from recordings  made within  
a decade of  t h i s  study.
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F i f ty -n in e  of the  songs, to  the  e x ten t  t h a t  can be determined,  

were t r a n sc r ib ed  f o r  the  f i r s t  t ime. Only one song in t h i s  study (40) 

was found to have been t r a n sc r ib ed  p rev ious ly .  This i s  one of  the  

peyote songs which appeared in Densmore's work (number f i f t y  in her  study) 

Other songs in the  p resen t  study might be v a r i a n t s  o f  p rev ious ly  t r a n ­

scr ibed songs, bu t ,  i f  so,  they have so f a r  remained undetec ted .  To 

the  w r i t e r ' s  knowledge, the  s ix ty  t r a n s c r i p t i o n s  a re  the f i r s t  ones of 

Southern Cheyenne songs s ince  the  Kaufman study of  1952; moreover the 

l a t e s t  record ing of  a Southern Cheyenne song in Kaufman's study da tes  no 

l a t e r  than 1942.

From the  data derived from the  t r a n s c r i p t i o n s ,  answers to  the  

quest ions  pos tu la ted  in the  f i r s t  chap te r  can be o f f e r e d .  F i r s t ,  the  

songs of t h i s  s tudy show e s s e n t i a l l y  the  same c h a r a c t e r i s t i c s  as those  

determined by e a r l i e r  re sea rchers  o f  Cheyenne song. Second, the  d i f f e r ­

ences t h a t  occur in the comparisons with Densmore, Kaufman, and Nettl 

a re  d i f f e r en ces  of  degree more than of substance.  Third ,  i t  i s  con­

cluded t h a t  the  Southern Cheyennes have been successfu l  in  main ta in ing 

t h e i r  t r a d i t i o n a l  musical c u l tu re  from the ea r ly  p a r t  o f  t h i s  century  

to the p resen t .  Their  musical c u l t u r e  remains b a s i c a l ly  untouched by 

the extremely d iv e r se  American musical c u l t u r e ,  in s p i t e  o f  the  in f luence  

of r a d io ,  t e l e v i s i o n ,  and sound record ings .  This c o n t in u i ty  o f  t r a d i t i o n  

i s  l a rg e ly  due to the conscious e f f o r t s  from the  o ld e r  members of the  

t r i b e  to maintain the  Cheyenne musical h e r i t a g e .

While a study of t h i s  na tu re  cannot poss ib ly  cap ture  the  essence 

of the  musical prefe rences  o f  everyone a ssoc ia ted  with a p a r t i c u l a r  

e thnic  group, i t  can d e f ine  the s t y l i s t i c  f e a tu re s  of  the  t r a d i t i o n a l
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music as p rac t iced  by leade rs  o f  the  o ld e r  genera t ions  o f  a t r i b e .  

Defining those s t y l i s t i c  f e a tu re s  o f  songs of  the Southern Cheyennes 

has been a s i g n i f i c a n t  func t ion  o f  t h i s  study.

I f  musicians a re  to  become more knowledgeable about the  music 

o f  Native Americans, th e re  i s  a need f o r  f u r t h e r  resea rch  on the  music 

o f  indiv idual t r i b e s .  Southern Cheyennes a re  r ich  in musical t r a d i t i o n  

and a re  important  as a typ ica l  p la in s  sub-group. This study has provided 

information which, when combined with s im i la r  research  o f  music of  o th e r  

t r i b e s ,  can be one source fo r  comparative ana lys i s  of  t r i b e s  w i th in  a 

prescr ibed  geographical  area  and, ev en tu a l ly ,  comparative study o f  a l l  

t r i b e s  in North America.
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APPENDIX A 

TABLE 2

TRANSCRIPTION SYMBOLS
Descrip tion This Study Densmore^ Kaufman^ Nettl  ^

Above no te .  Tone s l i g h t l y  
higher than in d ic a ted .

Above note .  Tone s l i g h t l y  
lower than in d ic a te d .

Above note .  Tone s l i g h t l y  
longer than in d ic a ted .

Above no te .  Tone s l i g h t l y  
sh o r t e r  than in d ic a ted .

Pi tch  o f  tone u n c e r ta in .

Pu lsa t ion  on sus ta ined  
to n e s .

Grace note

G1ide/Glissando

Major s t r u c t u r a l  d iv i s io n  
(sec t ion)

Minor s t r u c t u r a l  d iv i s io n  
(phrase)

Major melodic d iv i s io n .  
Variants shown with  a 
s u p e r sc r ip t  numeral.

0

1
f  r

Î

A.B,6'e1c.

\

Î

c /

r f

Î

(Additional symbols, used in t h i s  study 
in Chapter S ix . )

on ly ,  a re  l i s t e d  with the  symbols

1Densmore, Cheyenne and Arapaho Music, p. 12. 

"Kaufman, 0£ .  c i t . , p . 50.

*Nettl ,  North American Indian Musical S t y l e s , p. 42.
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APPENDIX B

TABLE 3

SOURCES OF THE SONGS 

LIST OF RECORDINGS AND MUSICIANS

(Numbers in parentheses  r e f e r  to song numbers in  t h i s  study)

Canyon ARP 630: Wolf Song (20) ,  Fast  War Dance (7) .
Estimate:  1972 Morris and Pamela Medicine,  B. Pimpy, (Roy Bull Coming?)

Canyon ARP 643: Handgame Songs (51-52).
Estimate:  1972 Mr. and Mrs. Percy Tall  Bird ,  Daniel Tall  Bird,

Marie Tall  Bird.

Canyon 6094: 
1972

Peyote Healing Songs (54-58).  
Ralph T u r t l e .

Indian House 2201: Cheyenne Peyote Songs, Vol. I ,  (47-50).
1975 Allen Bushyhead, Lee Chouteau, Arthur Madbull,

Toby S ta r r .

Indian Music Tapes: No. 9 - Sun Dance Songs (21-26).
(WNAD-O.U.) 1946 Frank Bushy, Char lie  Burgess, Joe L i t t l e  Crow.

American Indian No. 12
I n s t i t u t e ,  Western 1947 
History Col lec t ion  
Univers ity  of 
Oklahoma No. 15

1947

Wolf Songs (15-16) ;  Memorial Song (60).
Guy Heap o f  Birds and a group of about s ix  
o ther  Cheyennes.

Handgame Song (53) ,  For ty -n ine  Dance (32) .  
Fred and Blanche Roman Nose, Lionel Red Shin,  
Evere t t  Yellow Man, Woodson Shortman,
Fenton Bird.

No. 27 - Welcome Home Song (27) .  
1945 John Heap of  Birds.
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TABLE 3 (continued)

Indian Records, 
1973

Inc.  No. 320 -  Seventeen Southern Cheyenne Songs
1973 War Dances (1 -6 ) ,  Round Dances (27-31),

Scalp Dances (8 -9 ) ,  For ty -n ine  Social 
Dances (33-34).

Roy Nightwalker,  Denny Old Crow,
Mailman L i t t l e  Coyote, Mary L i t t l e  
Coyote, Bertha L i t t l e  Coyote.

Indian Records,  Inc. No. 321 -  Twenty-four Southern Cheyenne Peyote
1973 Songs. Peyote Songs (40-46).

Grove T u r t l e  and Arthur Madbull.

Indian Records, Inc. No. 322 (8) - Gourd Clan Songs: Southern Cheyenne 
1973 Gourd Clan Songs (35-39).

Casse t te  Recording - At home of Roy Nightwalker,  S o i l in g ,  Oklahoma. 
(Recorded by the Roy Nightwalker, Roy Bull Coming. Some songs were 
w r i t e r  in 1978-1979) copied from old c a s s e t t e s  owned by these  men.

(Performers on these  a re  unknown.)
War Soc ie ty  Songs (10-14),  Wolf Songs (17-19).



APPENDIX C

TABLE 4

CONSECUTIVE ORDER OF THE SONGS

TYPE RECORDING

1 War Dance Song IR 320
2 War Dance Song IR 320

3 War Dance Song IR 320

4 War Dance Song IR 320

5 War Dance Song IR 320
6 War Dance Song IR 320

7 Fast War Dance Song Canyon 630

8 Scalp Dance Song IR 320
9 Scalp Dance Song IR 320

10 Bow Society Song Sel l ing

11 Dog Society Song Sel l ing

12 Hoof R a t t l e  Song Se l l ing

13 Hoof-Ratt le rs  Marching Song Se l l ing

14 Chief Song Sel l ing

15 Wolf Song IMT 12
16 Wolf Song IMT 12
17 Wolf Song Se l l ing
18 Wolf Song Sel l ing
19 Wolf Song Se l l ing
20 Wolf Song ( I f  I Marry You) Canyon 630
21 Sun Dance Song IMT 9
22 Sun Dance Song IMT 9
23 Sun Dance Song IMT 9
24 Sun Dance Song IMT 9
25 Sun Dance Song IMT 9
26 Sun Dance Song IMT 9
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TABLE 4 (continued)

TYPE RECORDING

27 Round Dance Song IR 320 II

28 Round Dance Song IR 320 II

29 Round Dance Song IR 320 II

30 Round Dance Song IR 320 II

31 Round Dance Song IR 320
32 F or ty -n ine  Dance Song IMT 15

33 For ty -n ine  Dance Song IR 320
34 F or ty -n ine  Dance Song IR 320
35 Gourd Clan Dance Song IR 322 (8)
36 Gourd Clan Dance Song IR 322 (8)
37 Gourd Clan Dance Song IR 322 (8)
38 Gourd Clan Dance Song IR 322 (8)
39 Gourd Clan Dance Song IR 322 (8)
40 Peyote Song (Opening) IR 321
41 Peyote Song (Midnight Water) IR 321
42 Peyote Song (Morning Water) IR 321
43 Peyote Song (Closing) IR 321
44 Peyote Song IR 321
45 Peyote Song IR 321
46 Peyote Song IR 321
47 Peyote Song (This Morning, 

J esus)
IH 2201

48 Peyote Song (Have Mercy On Us) IH 2201
49 Peyote Song IH 2201
50 Peyote Song IR 2201
51 Handgame Song Canyon 643
52 Handgame Song Canyon 643
53 Handgame Song IMT 15
54 Healing Song Canyon 6094
55 Healing Song Canyon 6094
56 Healing Song Canyon 6094
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TABLE 4 (continued)

TABLE RECORDING

57 Healing Song Canyon 6094

58 Healing Song Canyon 6094
59 Welcome Home Song IMT 27
60 Memorial Song IMT 12



’’x o t o s r a p h

0



APPENDIX E 

TABLE 5 

RANGES AND SCALE TYPES

SONG RANGE SCALE TYPE SONG RANGE SCALE TYPE

1 mlO Penta tonic 19 mlO T etra ton ic

2 m9 Hexatonic 20 P12 Hexatonic

3 P12 Tetra ton ic 21 M13 T e tra ton ic

4 P12 Penta tonic 22 P12 Penta tonic

5 MlO Penta tonic 23 P12 Penta tonic

6 P12 Pentatonic 24 Pll Penta tonic

7 P12 Pentatonic 25 mlO Hexatonic

8 P8 Hexatonic 26 P8 T e tra ton ic

9 Pl l Heptatonic 27 Pll Te t ra ton ic

10 Pll Pentatonic 28 M9 Tetra ton ic

11 Pll Pentatonic 29 M9 Pentatonic

12 Pll Pentatonic 30 mlO Hexatonic

13 M13 Pentatonic 31 P12 Te tra ton ic

14 P8 Tetra ton ic 32 P12 Heptatonic

15 P15 Pentatonic 33 P12 Penta tonic

16 ml3 Te t ra ton ic 34 P8 Hexatonic

17 P12 Hexatonic 35 Pl l Pentatonic

18 P12 Hexatonic 36 M13 Pentatonic
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TABLE 5 (continued)

SONG RANGE SCALE TYPE SONG RANGE SCALE TYPE

37 Pll Hexatonic 49 P12 Hexatonic

38 P12 Pentatonic 50 P5 Penta tonic

39 M13 Hexatonic 51 Pl l T e t ra to n ic

40 P8 Hexatonic 52 P12 Hexatonic

41 PIS T r i to n ic 53 Pl l Penta tonic

42 PS Hexatonic 54 P8 Heptatonic

43 P8 Penta tonic 55 M6 Penta tonic

44 M13 Penta tonic 56 M13 Penta tonic

45 M13 Pentatonic 57 P8 T e t ra to n ic

46 P12 Te tra ton ic 58 M14 Hexatonic

47 P12 Pentatonic 59 mlO T e t ra to n ic

48 P5 Pentatonic 60 Pl l Penta tonic



SONG REPET. m2

APPENDIX F 

TABLE 6 

INTERVAL FREQUENCIES 

M2 m3 M3 P4 +4/05 PS m6 M6 P8 Other

1 64 5.5 1.5 5.5 5.5 12 - - 4 - 1.5 1.5

2 49.5 5 15 10 7.5 7.5 - 5 - - 1 -

3 35 - 26 26 5 1.5 - 1.5 2.5 - 1.5 1.5

4 56 - 21 16 1.5 - - 5 - - - 1

5 70.5 6 7 13 1 2 - - - - - 1

6 69 1.5 8 8 - 3 6.5 1 - 1.5 1 -

7 61 - 25.5 9 - 3.5 - - - - 1 -

8 47 2.5 19.5 11.5 - 10.5 - 7 1 - 1 -

9 68 1 6 8.5 10 5 - - - - 1 1

10 58 9 2.5 - 14.£ 14.5 - - - - - 1.5

11 57 2 3.5 19.5 5.5 10 - 2 - - - 1

12 68.5 - 2.5 10 2.5 15 - - - - - 1.5

13 51 3 14 11.5 11 .E 4.5 - 2 - 1 - 1

14 71.5 - 8.5 4 .5 4.5 8.5 - 2 - - 1 -

15 51.5 2.5 17.5 6 5.5 15 - - - - .5 .5

16 47 2.5 28 9.5 2.5 6.5 - 2.5 .5 - .5 -

17 45 7 23.5 5 - 13.5 2 2 - - - 1

18 52 6 20.5 9 5 6.5 - .5 - - - .5

19 49.5 - 8.5 30.5 2 8.5 - - - - 1 -
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SONG REPET. m2

TABLE 6 (continued)

M2 m3 MS P4 +4/05 P5 m6 M6 P8 Other
20 55.5 6 24 2 1 7 1 2 - - - 1

21 44.5 - 19 - 2.5 30.5 - - 2.5 - - 1.5

22 56.5 7.5 16.5 - - 18 - - - - - 2

23 54 2.5 13 10.5 9 6.5 - 2.5 - - - 1.5

24 58.5 - 11.5 15.5 2 11.5 - - - - - 1

25 61 - 5.5 13.5 5 .5 9.5 - - 4 - 1 -

26 63 - 6.5 11.5 5 13 - - - - 1 -

27 49 - 7.5 - 2 37.5 - 2 - 2 - -

28 65 - 14 14 - 4 - - - 1.5 1.5 -

29 60.5 3 13.5 10.5 3 16.5 - 6 1.5 - - -

30 56.5 4 6 24.5 2 5 - - 1 - - -

31 41.5 - 18.5 17.5 - 18.5 - 3 - - - .5

32 55.5 7 17 2.5 - 2.5 - 14.5 - - - 1

33 65 2 10.5 - 3 .5 7 - 10.5 - - - 1

34

35 53.5 1.5 24 11.5 3.5 5.5 - - - - 1.5 -

36 70 - 16.5 - - 12 - .5 - - .5 .5

37 70 - 8 - 3 10.5 - 7 - - - 1

38 51 - 18 10 5.5 11.5 - - 2 2 - 1

39 65 1 13 4 7.5 7.5 - 1.5 - - - 1

40 43 1 8.5 18 18 8.5 - 3.5 - - - -

41 65 - 16.5 - - 12 - 6 - - - .5

42 70 - 8 .5 17 - 1 - - 1 1 - 1.5
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TABLE 6 (continued)

SONG REPET. m2 M2 m3 M3 P4 +4/05 P5 m6 M6 P8 Other
43 48.5 - 25.5 13.5 5.5 - 4.5 - - 2 - -

44 54.5 - 29.5 6.5 1 7 - 1 - - - .5

45 61 - 3 20.5 4.5 10.5 - - - - 1 -

46 58 - 13 16.5 - 11 - 1 - - - 1

47 58.5 1 31.5 5.5 1.5 1 - .5 - - - .5

48 61.5 4 3 10.5 17 4 - - - - - -

49 47.5 5 17 10 7 4 - - 7 2.5 -

50 56 15.5 2 3 17 1.5 - 4.5 - - - -

51 65 1.5 12 7 3.5 9.5 - - - - 1 -

52 44.5 22 17 5 2 9 - - - - - 1

53 60 - 17 15 2.5 4.5 - - - - - 1

54 61 2.5 7 6 6 9.5 - 1.5 3.5 1 1.5 -

55 72.5 - 21 2 - 5 - - - - - -

56 51.5 3 5 2 - 6.5 8.5 16 - - 6.5 1.5

57 70.5 - - 6 5 18.5 - - - - - -

58 59.5 .5 2.5 19.5 3 4 - 8 1 - 1 .5

59 43 - 24.5 9.5 11.5 4.5 - - 6 - 1 -

60 42.5 3 20.5 17.5 1.5 12 - 1.5 - - - 1.5



APPENDIX G 

TABLE 7 

METRICAL TREATMENT

Song Number Metr ica l  Treatment

1

2

3

4

5

6

7

8 

9

10

11

12

13

14

15

16

17

18

Isometr ic  Duple 

Heterometric Duple 

Heterometric Duple 

Heterometric Duple 

Heterometr ic  Duple 

Heterometr ic  Duple 

Heterometr ic  T r ip le  

Isometr ic  Duple 

Heterometr ic  T r ip le  

Heterometric T r ip le  

Heterometric T r ip le  

Heterometr ic  Duple 

Isometr ic  T r ip le  

Heterometric Duple 

Heterometric Duple 

Heterometric Duple 

Isometr ic  Duple 

Heterometric T r ip le

Song Number Metr ical  Treatment

19 Heterometric T r ip le

20 Heterometric Duple

21 Heterometric T r ip le

22 Heterometric Duple

23 Heterometric T r ip l e

24 Isometr ic  T r ip le

25 Heterometric Duple

26 Isometr ic  Duple

27 Heterometric T r ip le

28 Heterometric T r ip le

29 Heterometric Duple

30 Heterometric T r ip le

31 Heterometric T r ip le

32 Heterometric Duple

33 Heterometric T r ip le

34 Heterometric T r ip le

35 Heterometric Duple

36 Heterometric Duple
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TABLE 7 (continued)

Song Number Metrica l  Treatment

37 Heterometr ic  T r ip le

38 Heterometr ic  Duple

39 Heterometric T r ip le

40 Isometric  Duple

41 Isometr ic  Duple

42 Heterometr ic  T r ip le

43 Isometr ic  Duple

44 Heterometr ic  T r ip le

45 Heterometr ic  Duple

46 Heterometric Duple

47 Isometr ic  Duple

48 Heterometr ic  T r ip le

Song Number Metr ical  Treatment

49 Heterometr ic  Duple

50 Heterometr ic  Duple

51 Isometr ic  Duple

52 Heterometric  Duple

53 Isometr ic  Duple

54 Isometr ic  Duple

55 Isometr ic  T r ip le

56 Heterometric  T r ip le

57 Heterometric  Duple

58 Heterometric  Duple

59 Isometr ic  Duple

60 Heterometric  T r ip l e



APPENDIX H 

TABLE 8 

PERFORMANCE TIMES

Sonq Number Time Song Number Time

1 1:57 19 1:10

2 2:40 20 2:28

3 3:05 21 1:43

4 3:03 22 1:52

5 3:00 23 1:25

6 2:25 24 1:58

7 2:28 25 1:42

8 1:11 26 1:26

9 1:50 27 1:58

10 1:36 28 2:16

11 1:43 29 1:47

12 1:27 30 2:55

13 0:56 31 4:01

14 1:24 32 1:02

15 1:46 33 2:38

16 1:43 34 2:39

17 1:19 35 3:51

18 1:56 36 3:12
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TABLE 8 (continued)

Number Time Sonq Number Time

37 2:21 49 1:43

38 1:48 50 1:07

39 2:10 51 2:33

40 1:02 52 2:22

41 2:00 53 1:33

42 1:11 54 0:47

43 1:25 55 1:34

44 2:16 56 1:50

45 1:31 57 1:29

46 1:28 58 1:57

47 2:15 59 1:11

48 1:38 60 1:08



APPENDIX I 

TABLE 9 

TEMPI

Song Beat/Drum Beat/Voice Song Beat/Drum Beat/Voice

1 J  =88 J  =84 19 J =166 i  =162
2 J  =82 J  =86 20 i  =170 J  =164
3 J  =168 i  =134 21 J  =156 J  =168
4 J  =164 1 =148 22 J  =176 J  =176
5 } =168 J .  = 92 23 i  =168 J .  =172
6 J  =176 J  =176 24 J  =92 J . =102
7 =192 J* =192 25 J  =184 i  =184
8 j  =160 J =152 26 J  =188 i  =184
9 J =166 J =160 27 J .  = 82 J . = 74

10 J =69 J =96 28 J . = 78 J- = 78
11 J = 72 J .  = 78 29 J .  = 78 J . = 78
12 j  =72 J  =96 30 J. = 78 j .  = 76
13 J =69 j .  = 72 31 i .  = 80 j .  = 76
14 J =74 j .  = 96 32 J  =120 j  =108
15 J =174 J  =164 33 J .  =102 J .  =102
16 J =164 j  =162 34 = 94 j .  = 94
17 J =172 i  =166 35 J  =82 J  =88
18 J =94 J  =94 36 J  =86 J  =84
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TABLE 9 (continued)

Song Beat/Drum Beat/Voice Song Beat/Drum Beat/Voice

37 i  =104 J = 8 6 49 J  =148 i  =144

38 j  = 9 4 J =116 50 J =142 J =140

39 j .  = 88 J . = 82 51 J  =132 J  =128

40 j  =138 J  =138 52 J =136 J =132

41 J  =144 j  =144 53 J =132 J =130

42 J  =140 J  =140 54 J =138 j  =132

43 J  =138 J  =132 55 J =136 J  =132

44 J  =140 J  =140 56 J =132 J  =129

45 J  =140 J  =140 57 J  =134 J  =132

46 J  =140 J  =140 58 J  =136 J  =134

47 J  =142 J  =138 59 j  = 7 4 J  = 7 4

48 J  =142 J  =138 60 J  =162 J =162



APPENDIX J 

TABLE 10 

SECTION LENGTHS

(Figures  a re  der ived  from number o f  q u a r t e r  
note  va lues  in phrases and sec t ions )

1. A=8, A^=7, 8=8, B^=8h, C=12%, 0^=10

2. A=10%, 8=6+7=13, C=14%, [1=13%

3. A=4+9=13, a1=4+9=13, A^=4+5=9, A^=4+5=9, A*=3+4%=7%, 
4^=3+10=13, 8=16%, [=14, [ l l 2 ,  [^=11%

4. A=12, a1=12%, A^=9%, A^=13, 8=3+13+14%=30%, b1=4%+13%+12%=30%

5. A, a1, A^, A^, A^, A^=9 each, 8=9%+7=16%, 81=16%, 8^=16, 
[=6%+10%=17, [1=6%+7%=14, [2=6%+8=14%

6. A=10+10=20, a1=11+16=27, 8=10+11+10+15=46

7. A=4%+5=9%, 8=4+4%+5%=14, [=10

8. A=8+8=16, 41=8+4=12, A^=8+4=12, A^=8+8=16, 
B=4+4+4+6+4+4+7%=33%

9. 4=7, 41=7+7=14 , 8=10%+10+6%=27, b1=10%+10%+6%=27%, 

[=5+ll%+ll%=28

10. 4=5%+6%=12, a1=5%+8%=14, 8=9, [=15%+11=26%

11. 4=8+5%=13%, B=8+15+4%+10%=38, b1=9+15+5+9=38

12. A=6+3=9, 8=6+9+9=24

13. A=ll+2%=13%, a1=9, 8=13%+17=30%, [=7%

14. 4=9, 8=4%+6+3=13%, [=4%+4%+5%=14%

15. 4=7+16=23, 41=7+12=19, 8=7+10=17, [=11+14=25
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TABLE 10 (continued)

16. A=8+9=17, A^=8+8=16, B=7+6+5%+13=31%, 0=8+11=19

17. A=4+4+4+6=18, B=16, 0=4+6=10

18. A=7%, Al=8%, B=8, 0=9^+15=24%, D=7%+9=16%

19. A=6+6=12, A^=6+7%=13%, 8=13, 0=7+7+13=27

20. A=4+4+4+6=18, B=15%, 8^=16%, 0=10

21. A=17, B=9+9%+8%=27

22. A=7%+9%+6+ll=34, A^=10, A^=10+3+5%+6+10=34%

B=5+12%+7+10=34%

23. A=6+7=13, 8=9+14=23, 0=13

24. A=13%, 8=16, 0=20

25. A=8+10=18, A^=8+14=22, 8=16, 0=16

26. A=12, A^=8+6+6+6+4=30, #^=8+6+6+4=24, 8=8+10=18

27. A=5%+3%=9,B=8%+5=13%, 8^=8%+5+8=21%

28. A=5%+4=9%, A^=4%+5=9%, A^=5%, A^=4%, A*=6, A^=6+4%=10, 
8=10%+10%=21, B=ll%+9=20%

29. A=4+4%=8%, A^=4+4=8, 4^=8%, A^=ll%, A*=10,

8=4+4+9%+8%=26, 0=9%+10+6=25%

30. A=7%, A^=13%, B=10%+9=19%, 0=13%

31. A=5%+3%+4+3=16,A^=5%+3%+5%+7=21%, A^=5%,

B=ll+7%=18%, 0=14+7%=21%

32. A=10%, A^=10, 8=8%+10=18%, 8^=8%+7%=16

33. A=9, A^=12%, A^=ll ,  A^=13, B=3+14%=17%, 8^=15,
0=18%, 0^=15%, 0^=15, 0^=14%

34. A=4+4%=8%, 8=8+8%+15=31%, 0=32

35. A=7%+12=19%, A^=7%+10%=18, 8=9%+15%=25, 0=6+10=16, 0^=6+7%=13%
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TABLE 10 (continued)

36. A=5k^4%+9=19, A^=5, 6=4+103^=14%, 6^=4+11=15, 

C=4+9%+4+9+4+8%=39, C^=4+9%+4+9+4+7%=38

37. A=4+7%=11%, A^=4+10=14, 6=4+5+4+7%=20%, C=14, C^=8, 0^=10

38. A=3+3+3%+10=19%, A^=2%+3+13=18%, A^=5%+13=18%, 6=14%, C=12%

39. A=7%+7%=15, A^=7%+7%=15, A^=7+7%=14%, A^=7+7=14, 6=5%+10=15%, 

6^=5%+10=15%, 6^=5%+9%=14%, 0=6+11=17, C^=6+9=15, 0^=6+10=16, 
0^=6+10%=16%

40. A=8, 6=9+4%+7%=21, 6^=4%+8%=13, 0=8+6=14

41. A=7-3/4+9%+13%=30%, 6=11+10=21, 0=8+5+7+4+6%=30%

42. A=12+13=25, 6=6+6+14=26

43. A=10, 6=8+10+10+12=40

44. A=ll+5+10=26, 6=7+4=11, 0=5+7+5+7+5+7+5+3+7=51

45. A=9%+13=22%, 6=9+4+4+9+13=39, 6^=9+4+4+9+4+11=41

46. A=9+ll=20, 6=5+5+15+4+9=38

47. A=9+9+9+ll=38, 6=5+4+9+18=36, 0=18+9+12=39

48. A=6+7=13, 6=6+7+6=19, 0=9+6+6+4+7=32

49. A=5+5+4=14, 6=6+5+10=21, 0=5+5+4+8=22

50. A=7+7=14, 6=7+8=15, 0=8+10=18

51. A=5, A^=10, A^=10, 6=5+11=16, 0=10

52. A=9, 6=9+9%+12=30%

53. A=10+2=12, A^=10, 8=8+8+6=22, 6^=8+8%=16%

54. A=6+6=12, 6=2+6+9=17, 0=2+9+7+9=27

55. A=ll ,  6=6+4+6+9+3+9=37, 6^=6%+4+6+9+3+9=37%

56. A=ll , 6=2+13=15 ,=2+7=9 ,  0=11+8+7=26

57. A=12%, 6=2%+10=12%, 0=2%+7%+4%+5%+4%+9=33%

58. A=4+7=ll, 6=16, 0=7%+5+7+4%+10=34

59. A=5, 6=l%+4+9=14%

60. A=10, A^=8+7=15%, 6=7+ll%=18%, 0=19



APPENDIX K

TABLE 11

FORMS

Song
umber 1 s t  Stanza 2nd Stanza 3rd Stanza 4th Stanza

1 AABCBC AABCBC AABCBCBC
2 AABCBC AABCBC AABCBC AABCBC
3 AABCBC AABCBC AABCBC AABCBCBC
4 AABB AABB AABB AABBB
5 AABB AABB AABB AABBB
6 AABB AABB AABBB
7 ABB ABB ABB ABBB
8 AABB AAABB
9 AABC AABC AABC AABC

10 ABCBC ABCBC
11 ABB ABB
12 ABB ABB
13 AABCB
14 ABCBC ABCBC
15 AABCBC AABCBC
16 AABCBC AABCBC
17 ABCB ABCB
18 AABCDBC AABCDBC
19 AABBC ABBC
20 ABCB ABCB ABCB ABCB
21 ABB AABB
22 AB AAB AAB AAB
23 ABCB ABCB ABCB
24 AABCBC AABCBC AABCB
25 AABCBC AABCBC
26 AABAB AABABAB

5th Stanza

255



256

TABLE 11 (continued)

Song
Number 1 s t  Stanza 2nd Stanza 3rd Stanza
"  11 ’ ABB ABB ABB

28 AABAB AABAB AABAB

29 AABC AABC AABC

30 AABCB AABCB AABCB

31 AABCBC AABCBC AABCBC
32 AABB ABB AABB
33 AABCBC ABCBC ABCBC
34 AABB AABB AABB
35 AABCBC AABCBC AABCBC
36 AABCBC AABCBC AABCBC
37 AABCBC AABCBC AABCBC
38 ABCBC ABCBC ABCBC
39 - AABCBC AABCBC AABCBC
40 AABCB AABCB
41 ABCBC ABCBC
42 ABB ABB
43 ABB ABB
44 ABCBC ABCBC
45 ABB ABB
46 ABB ABB
47 ABCBCBC
48 ABC ABC
49 ABCBC ABCBC
50 ABCBC ABC
51 AABCBC ABCBC ABCBC
52 AABB AABB AABB
53 AABAB AABAB AABAB
54 ABCBC
55 ABB ABBB
56 ABBCBCBC ABBCBC
57 ABCBCBCBC
58 ABBCBC ABBCBC
59 AABAB AABAB
60 AABC ABC AABC

4th  Stanza 5th  Stanza
ABB
AABAB

AABCB

AABCBC

AABCBCBC
AABBCB

ABB

AABCB

ABCBC
AABB

ABCB
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