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LETTER OF TRANSMITTAL

SMITHSONIAN INSTITUTION,
Bureav orF AMERICAN ETHNOLOGY,
Washington, D. ("., July 8, 1909.
Sik: For the greater part of the last two years Miss Frances Dens-
more has been engaged, under the auspices of this Bureau, in making
a study of Indian music. The results of her labors are embodied in
part in the paper which I have the honor to present herewith—
“Chippewa Music.”” I suggest the publication of this material as
Bulletin 45 of the Bureau’s series.
Yours very respectfully,
(Signed) W. II. HoLmEs, Chief.
The SECRETARY OF THE SMITHSONIAN INSTITUTION,
Washington, D). (.
m
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bravery and speak of him with respect. The words of the song
evidently refer to the grief of his fellow officers, and are as follows:
““One in authority passeth wailing. Thou, O chief, art by nature
also a man.”

The Chippewa have no songs which are the exclusive property of
families or clans. A young man may learn his father’s songs, for
example, by giving him the customary gift of tobacco, but he does
not inherit the right to sing such songs, nor does his father force him
to learn them.

The history of the Chippewa songs is well known to the singers,
and is further preserved by the Indian custom of prefacing a song
with a brief speech concerning it. On formal occasions the Chip-
pewa singer says: ‘‘My friends, I will now sing you the song of )’
describing the subject of the song. At the close of the song he says:
““‘My friends, I have sung the song of ,” repeating the title of the
song. In this way the facts concerning the song become strongly
associated with the melody in the minds of the people.

Chippewa singers often mention the locality from which a song
came—@Gull lake, Madeline island, or La Pointe. If a song was
learned from the Sioux, it is so stated.

An interesting fact concerning Chippewa songs is that the melody
is evidently considered more important than the words. In a suc-
cession of several renditions of a song it is not unusual to find the
words occurring only once. The idea is the important thing, and
that is firmly connected with the melody in the minds of the Indians.
It is permissible and customary to compose new words for old tunes,
but,so far as the writer has observed, these are always similar in general
character to the words previously used. These observations do not,
of course, apply to the Mide’ songs, which are considered separately.
An instance of the changing of words in a song is furnished by
one of the love songs (no. 138; catalogue no. 107). As originally
recorded the words of this song were: ‘Do not weep, I am not going
to die.”” On another reservation the same song was found, the words
being: ‘‘Do not weep, I am not going away;”’ again: ‘Do not weep,
I am going away but I will return soon.” Among a third group of
Indians the writer found the song changed again. A certain Indian
said that he had recently made some new words for the song. The
words referred to a certain incident which he related, their general
trend being: ‘‘Do not weep, I will take care of you.”” In all these
instances the underlying idea was the same and the general trend
of the melody was the same, though different singers gave slightly
different passing tones and embellishments. The various changes
thus introduced did not affect the identity of the song in the mind
of the Indians.
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Indian songs are not recorded in a definite system of notation and
a standard of absolute exactness is lacking. For that reason it seems
desirable that study be concentrated on the melody-trend and the
principal rhythm of the song, which show no variation in renditions
by different singers. A classified analysis of these unvarying phases
may supply data bearing on the natural laws which govern musical
expression.

Indian music seems to belong to a period in which habit takes
the place of scale consciousness. Habit in the choice of musical
intervals is formed by following a line of least resistance or by a
definite act of the will; or may be the result of both, the voice at
first singing the intervals which it finds easiest and afterward
repeating those intervals voluntarily. It is in such ways as these
that the tone material comprising Indian songs is probably acquired.

The study of Indian music deals with a free tonal expression,
yet this music is recorded at present in the notation of a conven-
tional system. It is acknowledged that ordinary musical notation
does not, in all instances, represent accurately the tones sung.
According to Ellis,® “all these [five-toned] scales are merely the
best representations in European notation of the sensations produced
by the scales on European listeners. They can not be received as cor-
rect representations of the notes actually played.” If a new and
complete notation were used in recording fractional tones it should
be used in connection with delicately adjusted instruments which
would determine those fractional tones with mathematical accuracy.
The present study is not an analysis of fractional tones, but of
melodic trend and general musical character; therefore the ordinary
musical notation is used, with the addition of a few signs in special
cases.

The songs are recorded on a phonograph provided with a specially
constructed -recording horn and recorders. Care is taken in
selecting the singers and in explaining to them the nature of the
material desired, and effort is made to free them from constraint
or embarrassment, in order that the recorded song may be free and
natural.

Before recording a song the name of the singer, the number of
the song, and the tone C’ of a pitch pipe are given into the record-
ing horn. These data serve to identify the cylinder record and also
to indicate the speed of the phonograph at the time the record is
made.

Before transcribing a song the speed of the phonograph is adjusted
so that the tone C’ as registered on the record shall correspond to

a ln his tmnslation of Hemboltz's The Sensations of Tom as t.he Phyawlogwal Basis of Music, part 3,
chapter 14 (footnote, p. 261).
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the tone C’ as given by the pitch pipe. Thus the pitch and the metric
unit of the song are identical in recording and reproducing—a con-
dition essential to accuracy of transcription.

INTONATION

One of the characteristics of Chippewa singing observed during this
study is that a vibrato, or wavering tone, is especially pleasing to
the singers. This is difficult for them to acquire and is considered
a sign of musical proficiency. The vibrato may seem to indicate
an uncertain sense of tone, but the singer who uses it is ready to
approve the song when sung with correct intonation. He declares,
however, that this is not ‘‘good singing.” A person unaccustomed to
Indian singing, even if he have a keen ear, will find difficulty in
recognizing a song when it is sung by a typical Indian singer of
the old school, yet the Indian is ready to admit that the points of
difference are entirely in the rendition.

A kernel of tone on true pitch is evidenced by the following experi-
ment: The phonograph record of an extremely harsh song was selected
and duplicated on an electric recording machine, producing a record
much softer in that much of the harshness was eliminated, and show-
ing a melody approaching accuracy of pitch. Another discordant song
was duplicated on a second phonograph, another record made from
this, and so on to the seventh record, which was so clear and
melodic as to be easily transcribed. Some of the bytones were lost
in each successive duplication, and what remained at last was the
principal tone. In each instance this must have been present in the
first record, though so obscured as to be almost indistinguishable.

At present the only standard generally available for the meas-
urement of musical intervals is the tempered musical scale. This
is artificial, yet its points of difference from the natural scale are
intervals less frequently used in primitive music than those which
the two scales have in common. Chippewa singers have been found
who sang all the intervals correctly except the fourth and seventh.

In his Esthetics of Musical Art, Dr. Ferdinand Hand, of the Uni-
versities of Leipzig and Jena, makes the stateinent that the Swiss and
Tyrolese sing the fourth of the scale too high and the seventh too low
for our ears. He says also: ‘‘Every teacher of singing admits that
-children have special difficulty in' singing these intervals. This is
not because they are not in accordance with nature, but are the
products of acute reflection and are therefore to be found only where
the finer development of the intellect renders them possible.”

The descending interval of the minor third occurs with frequency
in the Chippewa songs, regardless of the nature of the song. This
suggests that it may be an interval either especially pleasing or
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especially easy for the voice, and not directly connected with the
concept of the song.

Accidentals are usually given with more firmness and accuracy
than diatonic tones. This may be attributed to one of two causes—
either these tones are recognized as deviations from some definite
standard, or they are individual tones impressed on the mind of
the singers more clearly than other tones, and are therefore given
more accurately. Of interest in this connection iz the fact that
the phonograph record shows the octavo, fifth, and twelfth sung
accurately by men who give the other intervals with uncertain
pitch. This peculiarity is found in records made by Indians whose
environment is primitive and who rarely hear the white man’s music.
The following system of signs has been adopted: If the singer gives
the principal intervals of the scale correctly, but makes deviation in
other intervals, these incorrect tones, if raised less than a semitone,
are marked + ; if lowered less than a semitone, they are marked —.
This tonal peculiarity has been tested in the following manner: Two
singers were asked to repeat songs recorded about seven months
before; about 20 songs were included in this test, which showed devia-
tion on the same tones in the second as in the first rendition.

RuYTHM

The rhythm of a Chippewa song is as much a matter of composition
as the melody and often expresses the idea of the song. The term
“rhythm,” in this connection, refers to the succession of measures
of irregular lengths, as well as to the subdivision of the measure.

The transcription of a song is divided into measures according to
the vocal accent. Since a secondary accent seldom occurs, the song

“is usually divided into measures of two or three counts. In many
instances each of these counts is a metric unit and is so indicated by
the metronome mark at the opening of the song; in other instances
the entire measure constitutes the metric unit. In many songs
there is a recurring rhythmic unit composed of one to four or more
measures; in other songs there is no recurring rhythmic unit and in
many songs of this class the entire melody constitutes a rhythmic
unit, complete and satisfactory in itself. Continued repetition of
such a song gives to the entire performance the effect of a homogeneous
whole.

In many cases a metronome test of the phonograph record shows
the drum to have the same pulse or metric unit as the melody. From
this fact one would expect to find that the pulse of drum and voice
coincide at certain points, but an analysis of phonograph records and
observation in the field tend to show that the drum and the voice
are independent expressions. This is indicated in the tabulated
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rhythmic analysis of the songs, and also in the analysis of individual
songs.s The Chippewa seldom strikes a drum and sounds a tone
simultaneously. One phonograph record (no. 124; catalogue no.
205) shows a remarkable peculiarity. The metric units of voice and
drum are so nearly alike that the same metronome indication is used
for each. At the beginning of the record the drumbeat is slightly
behind the voice, but it gains gradually until for one or two measures
the drum and voice are together; the drum continues to gain, and
during the remainder of the record it is struck slightly before the
sounding of the corresponding tone by the voice. The record is
not sufficiently long to show whether, in a more extended perform-
ance, the drum would have slackened in speed untll it again took its
place after the voice.

It is worthy of note that appreciable mterruptlons in regular
rhythms are accurately repeated. For instance, in certain songs
there occur. tones prolonged less than one-half their value; these
are marked thus (-. It was found that if the singer sang the song
several times he prolonged the tones to exactly the same length in
each rendition. Other tones are similarly shortened and are marked
thus .). These also are found to be accurately repeated.

Thus far, observation indicates that the rhythm is the essential
part of the Chippewa song. The words of a song may be slightly
different in rendition, or the less important melody progressions may
vary, but a corresponding variation in rhythm has not been observed.
A song, when sung by different singers, shows an exact reproduction
of rhythm.

During many of the Chippewa war dances the drum is in even beats,
equally accented. The drum rhythm of the woman’s dance consists
of an accented beat preceded by an unaccented beat; the drum rhythm
of the moccasin game is similar, but the unaccented beat in the for-
mer corresponds approximately to the third count in a triple measure,
while the unaccented beat in the latter corresponds in value to the
fourth count in a quadruple measure. Another distinction lies in
the manner of beginning these rhythms. In beginning the rhythm
of the woman’s dance, the drummers give the unaccented Heat with
a rebound of the stick, so that it seems to be connected with the
beat which precedes rather than with that which follows it. Assoon
as the rhythm is well established, however, the unaccented beat
clearly connects itself with the succeeding beat. In the moccasin
game the rhythm is unmistakable from the start, the short beat being
closely connected with the longer one, which is emphatically accented.
These three rhythms, the war dance, the woman’s dance, and the
moccasin game are the principal rhythms of the drum among the
Minnesota Chippewa.
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Many songs which contain a limited number of tones, too limited
to constitute an organized key, still show definite tonality, either
major or minor.

STRUCTURE

_The sequence of tones in Chippewa songs shows that certain songs
are harmonic and others melodic in structure. The following basis
of classification has been adopted: Songs are classified as harmonic
if their accented tones follow the intervals of diatonic chords, and
as melddic if their contiguous accented tones have no apparent chord
relationship. In the latter class are included many songs in which
the relations of the tones to a keynote is not strongly in evidence.

In many instances the interpretation of the words of these songs
has been difficult, the MYde’ songs requiring special skill in transla-
tion.®

TABULATED ANALYSIS OF 180 SonaGs

The classifications presented are broad in their outlines. Further investigation
may make it possible to analyze more closely and to classify more definitely many

of these songs.
MELODIC ANALYSIS

TONALITY b
t
!
White f:ggr:s?ml:ech Red Lake reservation. i
@ - < & °
5 =] © g g ]
; | & s = : g |13
& ; &.|S ; & . S
5| 5|82 Za|56 8|8 La Te|58
8 HHELHTEHHERHEHE
2| B |i|z|8%|%|5]e £%)E%]s% 4
= o P=1 & o =
Zla|sl3]l2 |5 [B[R]d |2 |5 (&
- \ = __ .
Major tonality..........c..coooiaalll 65 12! 5 65 2 3|1
Minor tonality... 25 2; 6| 3 5
Beginning major, ending minor I 1
Beginning minor, ending major .. P
b V1 7\ P I ...... eee

a The writer gratefully acknowledges her indebtedness to Mrs. Charles Mee, Mrs. Mary Warren English,
Rev. C. H. Beaulieu, and Mr. G. 11. Beaulieu for their assistance as interpreters; also to the Rev. J. A.
Gilfillan, who for twenty-five years lived on the White Earth reservation, speaking the Chippewa
language with a fluency and understanding rarely attained by a member of the white race.

b Tonality is defined as *‘the quality and peculiarity of a tonal system;’’ key is defined as a “system of
tones the members of which bear certain definite relations to each other.”

Certain of the songs under analysis show a sequence of tones similar to a major or minor key; in other
instances the tone material which comprises a key or scale is present and the songs are clearly 1nsjor or
minor in tonality, yet the arrangement of the tones with reference to a keynote is not apparent. Thus
from actual observation we discern the distinction between these two terms.

Since we are considering music of a period in which what we now designate scales and keys were not for-
mulated, the terms ‘‘major tonality’” and *“minor tonality’’ are used in preference to the common teriza
“major key’’ and *‘minor key.”
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Fourth five-toned scale............... | 1 l ...... 1{1 1. 38
Second five-toned scale............... B L ERPRPPRPR ..., 1.2 ... 2
Major triad and sixth.......... 0
Major triad, sixth, and fourth... 2
Minortriad................... 3
Minor triad and sixth......... 1
Minor triad and fourth.......... 8
Minor triad, second, and fourth. .. ... e e s : ) b2
Minor third and fourth. . _............ . ...l ... B DN 1
Octavecomplete..................... ‘ 8
14
8
3
38
5

Other combinations of tones..... ...
Intwokeys..............ooooiiiiil.
B 7
Onthetwelfth...........cc.eun..n.. 33 7| 4| 3 ! 2 s 3 54
Onthefifth...............ooovieel 29 e el 30 1. 44
Ontheeleventh..............cooiifoiene et L. 11 2
On the fourth.. 4
On the tenth... 4
On the third. .. 8
Ontheninth................... .. .. 7
Onthesecond........................ 7
Ontheoctave.............ccoeoeeeen 34
Ontheseventh....................... 4
On the sixth... 3
On the tonic. 5
Intwokeys..coceeueeeunenannnnnnn 4
Totaleeeanecennecnnaaannnnnns | 180

@ Many songs included in this classification consist of tones which are not clearly referable to a tonic or

keynote. The songs are grouped according to the tone material which they contain. Thus, if a melody
contains F sharp and C sharp, begins on A and ends on D, it is, in this classification, regarded as being in

the key of D.

Certain melodies readily conform to the three principal chords of a key; other melodies containing the

same tones have no affiliation for either the principal chords or the closing cadenoce of the key. This pecu-
larity is noted in the analysis of the song.
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Intwo KeyS. ..o.oooemeineenaannnnnn, 3| ...... [ T ‘ ...... ‘ ...... | 1}....1 .................. 1
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FIRST PROGRESSIONS

o[ o o] | p
First progression downward.......... 83 10 9 L l 2 4 | 5 3, 2 4 7 | 135
First progression upward............. 7 4' 2 3 P2 4, 4 2 7 5 5 45

Songs containing no accidentals
Sixth lowered a semitone.............
Fifth lowered a setnitone............. }
Fourth lowered a semitone...........
Third lowered a semitone
Second lowered a semitone
Seventh raised a semitone...
Sixth raised a semitone. ..
Fourth raised a semitone. . '
Second raised a semitone............ R, !
Fourth and seventh raised asemitone. . ... .. [T :
In two keys

9 8! 12 147
1| o

1

1

a The principal object of this classification is to show the frequency with

which tones diatonically altered

occur in these songs. Each accidental is classified according to its interval from the keynote which is

implied by the beginning, ending, and general trend of the melody.
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RHYTHMIC ANALYSIS

- l}
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Beginning on unaccented portion.... 26 4. 2| 5 2 3 3| 1]...... 1 3| 8
Transcribed in outline............... a1 .l [ e e RS FETRR e 41
TOtal e e Lo N )
Metric unit of voice and drum the | i ' :
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Metric unit of voice and drum ditfer- | '
ent.. ... ... ... 23, 12| 6|.... 3 2| 2. 6 4 5
Recorded without drum............. i 61, 1| 4| 9 1, 3 ! 3 | 5 1, 1l..... 89
L ST DO e ‘I ..... U SO S 180
| 1 | I
STRUCTURAL ANALYSIS
Harmonfe..........cooooveiiiiiiiiil, ! 20 , 8 I 5 | 2 I ...... | 1].... 3i..... 21 4
MelodiC. oo.neeoeeeei e 06,6 : 9| 2 s8; 8|5 6 9| 10|13
Total. ..o o O Lo ‘}I)

Harmonic.—Songs in which the accented tones follow the intervals of diatonic chord.
Melodic.—Songs in which the accented tones suggest the intervals of a diatonic scale,
having no apparent chord relationship to each other.

MUSICAL INSTRUMENTS

The songs of the Chippewa are usually accompanied by either the
drum or the rattle, while the Chippewa lover intersperses his songs
with the music of the flute.

The drum used in the social dances is about 2 feet in diameter
and 10 inches in thickness; it is suspended between stakes, which
are driven firmly in the ground. The sides of the drum are decorated
with beaded cloth. It is said that in the old days it was customary
to make a war drum by driving stakes in the ground and stretching
an entire hide over them, binding it in place by means of strong hoops.

The Mide’wiwin has its special musical instruments. These con-
sist of the mity gwakik’ (drum) and cici’gwdn (rattles). These instru-
ments are shown in plates 1 and 2.

The mit'gwakik’ shown in the illustration is very old. It was
purchased on the Red Lake reservation, where it has often been
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heard at a distance of 10 miles. These drums are not unpleasantly
loud, but the sound has great vibration and carries a long distance.

This mitYgwaktk’ is made of a basswood log, hollowed by charring
and scraping. It is 164 inches high, 10 inches in diameter at the
base, and 8% inches in diameter at the top. It is decorated with a
blue band at the base, four heads representing the four Mide’ manido’,
and an oblong said to represent a bag containing yarrow, which
signifies life. The heads are outlined in red and the bag in blue.
When in use it is partially filled with water (the plug in the side is
plainly shown). The top is of untanned deerskin, which is dampened
and stretched very tight. At times, instead of being dampened the
top of the drum is held toward the fire or in the warmth of the sun,
which has the desired effect. Great care is taken in preparing a
drum for use, the proper quality of tone being secured by the treat-
ment of the deerskin top.

Four rattles comprise a set as used in the Mide’. (See description
of Mide’ ceremony, p. 48.) These are not decorated. Three consist
of small wooden drums, each provided with a sewn cover of hide,
containing small stones or shot and pierced by a stick which forms
the handle. The writer has seen rattles of this type used in the
treatment of the sick by means of the Mide’. These rattles are used
also in the ‘““shooting of spirit power’” during a ceremony of the
Mide’. The fourth rattle is made on a frame of bent wood. Each
of these rattles has a different tone, determined by the quantity of
stones or shot which it contains.

The round instrument at the right of the drum in the illustration
is the rattle used by the dja’sakid (doctor or juggler); if the dja’sakid
be also a member of the MIde’wIwin he may use this as & drum when
practising the MYde’ songs or teaching them to others. As stated else-
where, the dja’sakid are frequently members of the Mide’wiwin, and
it was from such a man that this instrument was secured. It is 9%
inches in diameter, one-half inch in thickness, and contains only three
or four shot or small stones. Across the face of the drum is a blue
band, the smaller segment of the circle being painted green. Larger
instruments of the same type are also used by the dja’sakid; many of
them are elaborately decorated. The use of this instrument in the
treatment of the sick is fully described in the chapter on dream songs.
(See p. 119.)

The drum used in the moccasin game is about 15 inches in diameter
and 2 inches in thickness. It may have hide stretched over one or
both sides and some specimens have small bits of jingling tin set
in the hoop. The stick used in beating this drum is similar to the
one shown with the dja’sakid instrument.

The courting flute of the Chippewa is usually made of cedar and is
similar in cons:ruction to the flutes of other Indian tribes.
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The emblem of the Mide’ is mi’g¥s, a small, white shell, which is said
to appear upon the surface of the water when the action of a manido’
(spirit) causes the water to seethe. Manido’ in the form of water ani-
mals, mermaids, and mermen, also appear to the members of the
Mide’wiwin for the purpose of imparting instruction when they are in
a frame of mind to receive it. Hoping for such a visitation, it is not
unusual for a member of the Mide’wiwin to sit beside the water for
hours at a time, singing MIde’ songs and beating the Mide’ drum or
shaking a rattle.

The healing art of the Mide’ is entirely different from that prac-
tised by the Chippewa doctors, the method of treatment is different,
and the two vocations are distinct, though it is possible for a doctor
to be a member of the Mide’wiwin. Descriptions of the treatment
of the sick by both these methods will be given.

The life enjoined on the members of the MIde’wIwin is a life of rec-
titude. They are taught that membership in the MIde’'wiwin does
not exempt a man from the consequences of his sins. Lying and
stealing are strictly forbidden; also the use of liquor.

The Mide’ is not without its means of punishing offenders. Those
holding high degrees in the MIde’wiwin are familiar with the art of
subtle poisoning, which may be used if necessary. It is said that
they are also able to call down curses on those who displease them.
The writer was recently informed of an instance in which a man
offended a Mide’win!’nl, who retaliated by saying that a misfortune
would soon befall him. In a short time his little daughter died.

Sonas

The songs of the MIde’ represent the musical expression of religious
ideas. The melody and the idea are the essential parts of a Mide’
song, the words being forced into conformation with the melody.
To accomplish this it is customary to add meaningless syllables either
between the parts of a word or between the words; accents are mis-
placed and a word is sometimes accented differently in various parts
of a song; the vowels are also given different sounds, or changed en-
tirely. Any of these alterations are permissible. In addition to the
meaningless syllables used to fill out the measures we find the ejac-
ulations he hi hi ki, used in the songs associated with the ‘“shooting
of spirit power.”’

The writer has even been informed that it is permissible for differ-
ent members of the Mide’'wiwin holding high degrees to use slightly
different words for the songs, but the idea of the song must always
remain the same. The words serve as a key to this idea without
fully expressing it. Sometimes only one or two words occur in a song.
Their literal translation is meaningless, but to an instructed member

a8ee pp. 51 and 119. °
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minor third and glissando progressions, and has a compass of an
octave and two tones.

Many of the Mide’ songs are grouped in series, the pictures being
drawn on a long strip of birch bark. Midway through such a series
a line is drawn. This indicates a pause, after which the people rise,
and dance during the remaining songs of the series.

The antiquity of these songs is shown by the fact that many of
them are widely known among scattered peoples who came originally
from the same locality but have had practically no communication
for a long period of time. The preservation of the songs is aided by
the mnemonics, and the importance attached to them is shown by the
reluctance of the Mide’ Indians to sing them until fully assured of the
sincerity and good will of the person making the request.

In analyzing the music as the important part of the expression,
the question arises whether the melodic progression or the rhythm
is more strongly impressed on the mind of the singer. Which of
these elements is to him the more important feature of the song?
A careful review of more than a hundred Mide’ songs shows them to
consist of simple intervals and complicated rhythms. The tones
comprised in the songs are limited in number, many of the songs con-
taining only three or four tones, except as the number is extended
by repetition in a lower octave; the variety of rhythms is great, as
will be seen in the transcriptions. Accidentals rarely occur in the
songs. An accidental in the opening measures of a song is worthy
of little consideration, as in many instances the introductory measures
are sung only once, and the singer is allowed some freedom in them.

The rhythm of the song is determined by noting the accented
tones and dividing the song into measures according to them.

By observation we find that in many of the songs the metric unit
is the measure, not the individual count in the measure. In these
instances the accented measure beginnings are found to conform to
a very slow metronome beat, but the intervening tones are irregular
in length and can not be accurately indicated by note values. These
songs would resemble chants except for the freedom of their melody
progressions. )

The next fact which we note in connection with the rhythm is that
it is most peculiar in songs which are intended to produce magic and
mysterjous results. In this class are included songs for the healing
of the sick as well as songs used in connection with special ‘‘medicine”’
for success in hunting or other undertakings. In many of these songs
there is no repetition of a rhythmic unit, but the entire song consti-
tutes a thythmic unit, its repeated renditions forming a satisfactory
whole.

There are other songs in which two or more measures of varying
lengths combine to form a rhythmic unit, which is repeated throughout
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The drum and voice are usually independent in metric units, the
drum being a rapid unaccented beat and the voice having a rhythm
which bears a relation to the mental concept of the song.

The intonation has been shown to be frequently variable for two
reasons: First in imitation of the motion of the body in dancing, and
second for the apparent purpose of ornamentation.

No effort has been made by the writer to secure the ‘‘bad medicine
songs”’ or songs of cursing. One who has heard a large number of
these songs states that they are terrible in their maledictions and
represent a phase of life and thought which it were better to leave
untouched. They are the weapons of defense in the Mide’, and all
that is believed to have been wrought through them will ever be an
unwritten page.

UseE oF MEDICINE

The power of the MIde’ is exerted through a combination of two
mediums, music and medicine. The former has been set forth in
detail; the latter is less available for analysis, but certain informa-
tion concerning it has been secured.

The medicine and medicine practice of the Mide’ should be dis-
tinguished from that of the dja’sakid, who are doctors or jugglers.
That they may also be members of the MIde’wIwIn does not change
the fact that the two professions are distinct.

The use of medicine in connection with the MYde’ is as follows:
Each member of the Mide’wIwlIn carries in his MIde’ bag many herbs
and other substances supposed to have medicinal value, in addition
to the mi’gls (small white shells used in the Mide’). If a cure of the
sick is desired he frequently mixes and sells a medicine after singing
the song which will make it effectual.

In the working of a charm it is considered necessary to use both the
proper song and the proper medicine. For that reason a small
quantity of the medicine is furnished to a person who buys such a
song. To accomplish the desired results this medicine should, if
possible, come in contact either with the person to be influenced,
with some of his personal possessions, or with a small wooden effigy,
which the person working the charm makes for the purpose. The
medicine may consist of one or more ingredients and may be of
greater or less value. Certain herbs enter into the composition of
many medicines, while others are rare and difficult to obtain.

In the working of a love charm it is customary to obtain a thread
from the clothing of one of the persons to be affected, or, if possible, a
loose hair. Two small wooden effigies are made, one representing
a man, the other a woman, and the person working the charm
binds these together with the thread or hair. The effigies are then
placed in a small bag, with some of the proper medicine. This bag
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The people were astonished and said, ‘‘IIe must be a wonderful person to be born
in this way,”’ so both mother and child were treated with great respect.

He was indeed a wonderful child. Whatever he said came true. He would say
to his father, ‘“‘Go and get a bear,”’ and his father would find one without any diffi-
culty. It was no effort at all for the family to get enough food. The child grew up
rapidly, and when he was a young man he had as his friend and companion one who
was his mother’s brother’s son—his cousin.

When he grew up he began to consider, ‘‘I must begin to instruct these Indians in
the Mide’; that is the purpose for which I came.”

After thinking this over he said to the old man, his father, *“We will go on a journey
to the end of the lake;” his mother went with them. The point to which they
went was not where Duluth now stands, but was where Superior is located. This
was the location of the old town of Fond du Lac.

They reached this place and stayed four days. On the fourth day a terrible storm
came from the northeast, sweeping across the lake. During the storm the East manido”
said to his father and mother, ‘“My cousin at Madeline island is very ill; we must
go back.”

His father eaid, ‘It is impossible to even put the canoe on the water in such a
storm.”’

Then the East manido’ said, ‘‘Put the canoe on the water, and the waves will at
once subside.”

As soon as his father put the canoe on the water the storm subsided.

It was about noon when this happened, and the distance to Madeline island was
about 80 miles, but they paddled so fast that they reached there before sundown.
When they arrived they found that the cousin had been dead four days, but the body
had been kept so that they could see him.

The East manido’ told his father and mother and their friends not to weep for the
young man. Then the next morning he told the people to make a long lodge extend-
ing east and west, such as is now used for the Mide’. He showed them how to make
it with the top open and the sides of birch bark and leaves, and he said that they
must all bring tobacco and cooked food. In the center of the lodge he placed a Mide’
pole, and told the Indians to sit in rows around the lodge; he also made a Mide’
drum and rattles, such as are still used.

West of the pole and a few feet away he placed the hewn coffin of the dead man;
on the south side of the lodge he seated the relatives and friends.

Then he told his father to take the MIde’ drum and sing.

The old man said, ‘“I do not know how to sing.”

His son said, ‘‘Just try; make the effort and you will be able to sing.”

Then the East manido’ spoke to the parents of the dead man and to his own parents,
saying, ‘‘I am about to leave you. I will be absent four days. You must stay here
continuously and dd every day as I have told you to do to-day.” The old man
promised to sing the MIde’ songs and do everything as he had been told to do.

Then the East manido’ took vermilion paint and also blue paint and made marks
across the faces of the parents of the man and also his own parents—streaks across
their foreheads, the lowest red, then blue and red alternately. Then he started
away and said he would return on the morning of the fourth day. He went through
the air toward the eastern sky. They could see him go.

After he had disappeared the old man took the Mide’ drum and sang more and more
Mide’ songs. They came to him one after another. He was assisted by his son.
Even while his son was absent he directed him spiritually.

During the four days that the East manido’ was absent the sun shone constantly.
There was not a cloud and the wind did not blow.

On the morning of the fourth day they looked toward the east and saw the sky
streaked with colors like those he had painted on their foreheads. The Indians all
looked in that direction with expectation.



Digitized by GOOg[Q



24 BUREAU OF AMFRICAN ETHNOLOGY IBULL. 48

Such is the story of the Mide’, which the Chippewa believes that
he received from the manido’ who came to him from the morning sky.

DEescripTION OF DiagraM REPRESENTING THE PATH OF LIFE

In the explanation of this diagrame (fig. 3) the usual custom of
retaining the exact words of the interpreter has been followed.
The description is as follows:

This diagram represents the path of life from youth to old age, the tangent which
appears at each angle representing a temptation. There are seven of these tempta-
tions.

The first tangent represents the first temptation which comes to a young man.
If he yields to it he will not live long.

The second tangent represents the second temptation, and the penalty for this also
is that he will not live long.

With the third temptation the element of religious responsibility appears, and the
man (supposedly a member of the Mide’wiwin) is asked: ‘‘How did you act when
you were initiated into the Mide’wiwin? Were you respectful to the older members,
and did you faithfully fulfill all obligations?”

The fourth tangent is placed beyond the angle of the line. It represents a tempta-
tion coming to & man in middle life.

O

Fi1G6. 3. MIde’ diagram of the path of life.

With the fifth tempt;ation the man begins to reflect upon his own length of days,
and asks himself: ‘‘Have you ever been disrespectful to old age?”

The sixth temptation returns to the religious idea, and asks whether all religious
obligations have been fulfilled.

The seventh temptation is said to be the hardest of all, and if a man can endure
it he will live to the allotted age of man. At this time an evil spirit comes to him,
and if he has even so much as smiled during a Mide’ ceremony, he must reckon
with it then.

The word ‘‘temptation,” as used in this connection, implies pri-
marily a trial of strength and motive. There seems a significance
in the fact that, with the exception of the first and last, these tan-
gents occur after an angle or turn in the line, suggesting that some
sharp turn in the life of the man is followed immediately by this
testing of his character.

INITIATION CEREMONY OF THE FIRST DEGREE

The following description of an initiation ceremony is compiled
from statements made by several members of the Mide’wiwin, all of
whom belong to the Mille Lac band of Chippewa, but are now living
on the White Earth reservation. The entire account has been veri-

6 Drawn by the elder Maiii’ins, the explanation being interpreted by Mr. John C. Carl, a graduate of
Haskell Institute.
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are heated and laid in the center of the lodge and frequently sprinkled
with water by means of a wisp of brush, the steam enveloping the
bodies of the men. It frequently happens that one or two women
are among those who are to assist at the initiation. They do not
enter the lodge but stand outside, joining in the songs. Mide’ songs
are sung in the sweat lodge, and the mitI’gwakik’ (Mide’ drum) is
used. The leader of the entire ceremony is usually the leader in the .
sweat lodge also. There is no prescribed length of time for remain-
ing in the sweat lodge, but several days are allowed for this portion
of the ceremony, at least four days being allowed if four men hold-
ing high degrees are in attendance.

On the first evening and on each succeeding evening before the
initiation the men who are to assist in the ceremony sing in their
lodges, and all who desire may enter the lodges and dance. The
leader of the entire ceremony sings first in his lodge, drumming on
his mitI’gwakik’. The man next in importance answers from his
lodge, and when he has finished the other men who are to take part
in the initiation sing in their lodges in the order of their importance,
“to showhow glad theyare that this person is to join the MIde’wiwin.”
Then they all sing together, each his own song in his own wigwam.

Each Mide’wInY’'nl has his own set of songs, some of which he has
composed and some of which he has purchased for large sums of
money or equal value in goods. It occasionally happens that two
men have the same song, but this is a coincidence. It is not permis-
sible for one man to sing a song belonging to another unless he has
purchased the right to sing it. The songs owned by individuals are
those connected with the use of medicine, and when a man buys a
song he receives some of the medicine for use.

During the evenings which precede the initiation ceremony it is cus-
tomary for members of the MIde’wIwIn to enter the lodges of thelead-
ers and ask for instruction or information regarding the Mide’. For
this purpose a person would go, if possible, to the Mide’wini'nl who
initiated him, as the men always take an interest in those whom they

" have initiated and require smaller gifts from them. The person desir-
ing such assistance takes a kettle of food or some other gift, enters -
the lodge while the man is singing, and waits until he finishes the
song, thereupon placing the gift before him and asking the desired
instruction or advice, which is willingly given. One who does not
wish to ask a favor may enter any lodge and dance without pre-
senting a gift.

The following is an example of the songs which the MYde'winI'nl
sing in their lodges during the evenings preceding the initiation
ceremony. Other songs for similar use are given at the close of this
chapter. It should be remembered that the songs given in connec-
tion with this ceremony are representatives of a class and not
obligatory.
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few exceptions, and there is no coincidence between voice and drum.
The 3—4 measures are unmistakable in rhythm and occur in both ren-
ditions of the song. A strong feeling for the submediant is evident
in this melody.

The song closes with the exclamatory phrases which characterize
the MIde’ songs and which can not be accurately transcribed. The
notation will, however, give an idea of this peculiarity.

Voice M. M. J: 168
Drun M. M. .|= 104
(Drum in unaccented eighth notes)

- L
A -wi-hi-ne-dja ha ni - wi-dose - ma hka a- wi-hi-ne-dja

Drum-rhythm
DroM J-_— 104

1 .
L —d————d——o—v]

WORDS
Awi‘hinedja’........................ (Man’s name)
Ni’widos’ema....................... I am walking with him

In‘ade/musa’.........coeeeeeeo..... Alas! Alas!



DENSMORB] CHIPPEWA MUSIC 29

After all have been in the sweat lodge a council of the initiators is
called by the leader. This is held for the purpose of deciding what
part each is to take in the initiation ceremony. The person to be
initiated is present at this council.

The council may be held in any of the lodges. The leader sits at
the left of the entrance; beside him is his mit/'gwakik’, and before him
is spread a blanket, given by the person to be initiated as a part of
the prescribed offering. The candidate for initiation sits at the right
of the leader; at the opposite side of the lodge sit the other four
initiators, while the oc’kabe’wIs comes and goes as needed.

When all are assembled a discussion is held as to who will be best
adapted to certain parts of the ceremony. One man is selected to
be the first to ‘‘shoot’’ the candidate for initiation. This man is
called ne’mita’ma@#i’—a special word which can not be literally trans-
lated; he was said to be ‘‘like the man who sits in the bow of the
boat to watch which way the boat is going.” The next person to be
selected is the man who is to be the last to ‘‘shoot’’ the candidate for
initiation. This man is called we’daked’, and is said to be ‘‘like the
steersman who sits in the stern of the boat and guides it.”

After these two have been selected the leader turns to the ne’mita’-
ma0ii’ and says, “You have been appointed by us; do as you think
best in the performance of your duties; we do not command you,
for we respect you and have confidence in your ability.”” He then
extends his hands over him and places the mitl’'gwakik’ before him.

The ne’mita’matii’ then sings as many songs as he likes, the person
to be initiated rising and dancing before him as he sings.

When the ne’mita’matii’ has finished singing he turns to the man
next him and says, ¢‘ Nikdn (my Mide’ brother), there must be some-
thing in you since you were chosen to take part in this ceremony.”
He strikes the mitl’gwakik’ three times, saying ho ko ho, and hands
it to the man next to him, who sings as he has done and, in turn,
passes the drum to the man who sits next to him.

The men of lesser importance are expected to do little except sing
a few songs.

This council takes a long time and after it is finished the leader has
no further responsibility, though he may be consulted by those to
whom he has delegated authority.

Maiii’#ns stated that when he was one of the initiators he sang the
following song, which was taught him by the old man who initiated
him into the Mide’wiwin. In explanation of the song he said that a
manido’ came to teach the Mide’ to the Indians, and at that time
stopped on a long point of land which projects into Lake Superior at
Duluth. The song refers to this incident. (See p. 22). The person
to be initiated would not dance during this song.
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No. 2. SoNe oF THE MANIDO’  (Catalogue no. 238;

Sung by MAIN/XN8 (‘‘ LITTLE WOLF’’)

Voice J=152
Drum ¢ =152
( Drum-rhythm similar to No. 1)
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WORDS
Nawaii’.....cc..................... On the center of a peninsula -
Ni‘bawiy&n’/.........c.ccccc........ I am standing

Analysis.—This song is melodic in structure, begins on the twelfth
and with one exception contains only the tones of the fourth five-toned
scale, the most frequent interval of progression being the
minor third. The notes marked (- were slightly prolonged
in all the renditions. This prolonging of the tone was uni-
form but not sufficient to be indicated by a note value.
Attention is directed to the fact that with the introduction,
sone mc. Of the second word the melody does not begin an entire
TURENO.2.  repetition but soon returns to a point near the opening of

The Mide’ . .
pole and the song, the remainder of the melody being the same as

stone are in the first.
shown in

::; draw-  The following song is similar to no. 2, except that the

' person to be initiated would dance during this song. It
may also be sung in the Mide’wigan (lodge in which the ceremony
is held) after the initiation.
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No. 3. DanciNGg Song (Catalogue no. 239)
. Sung by MAIN/ANS
Vorce J: 108
Drum g': 108

(Drum in quarter notes)
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ho  wi-gan-e ho wi-gan-e ho wi-gan-e ko
WORDS
O’gotcitci’yane” ....... .. ... .... In form like a bird
Siwa’wigane’ ._.._... ... ... ... .. It appears

Analysis.—This song is based on the second five-toned scale.s It
begins on the octave and the principal interval of descent is the
minor third. The long note at the beginning of the measure is often
slightly prolonged. The metric unit of voice and drum is the same,
but the voice deviates somewhat, while the drum is maintained with
mechanical regularity. This song is given with the peculiar vibrato
which characterizes the Mide’ dancing songs.

aSeep. 7.
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Before initiation the candidate is taken into the woods by the
initiators and given an ‘““instruction,” each man talking to him for a
long time. Only one such instruction is given to a candidate for the
first degree, the number of instructions corresponding
to the degree to be assumed. In the first degree the
instruction is chiefly of a moral nature, the candidate
being enjoined to lead a virtuous and upright life. He
is taught also the names and uses of a few simple herbs
which he is expected to secure and carry in his Mide’
bag. He may find these herbs for himself or procure

//\ them from some other member of the order. In the

higher degrees the instructions pertain to the mysteries
sove morvee  of the MIde’, the properties of rare herbs, and the
o3 tll;":; nature of vegetable poisons.
note that the  During the days which precede the ceremony it is cus-
e . tomary for the leading members of the Mide’wiwin to
ton of 3 bird  hold preparatory meetings. Any man may prepare a
l'fv?:‘g' gaan 8 feast and invite others to attend, each guest bringing a
pan or platein which he carries away a portion of the food.

At the close of such a meeting the host rises and says, “We will
all sing and dance before you go.” The principal guest lifts his
pan of food, then all rise and sing the following song, the words of
which mean “I am raising it up.” This refers to the pan of food,
which is considered to be offered to the manido’. The same song could
be sung if a sick person were to be treated by the Mide’ and were
present in the lodge. The words would then be understood as refer-
ring to the sick person.

After the singing and dancing the principal guest leads and all
follow him as he walks around the lodge and out of the door.

No. 4. PREPARATORY SONG ‘(Cataloguc no. 190)
Sung by O’pENrGON

Analysis.—This song moves freely along the tones of the
fourth five-toned scale. The basis of the song consists of two @
major triads on G flat, one in the upper and one in the lower =
octave, with E flat as the passing tone, but the presence of
A flat as an accented tone classifies the song as melodic SO e
rather than harmonic. We can not safely infer a chord 4 1Tne
unless more than one tone of it occurs in the melody, and drawing
f ndicates
there is no contiguous tone which can be associated with A ; sman
flat in diatonic chord relation. f:;" er
The chief musical interest of this song lies in the fact  peopleat
that the metric unit is the measure, not the individual afeast.
part of the measure. There is no apparent relation between the metric

units of voice and drum.
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A variation between the words as sung and the words accom-
panying the translation will be found in many Chippewa songs.
Many words are dismembered and have meaningless vowel sounds
inserted between the syllables; in many instances only a portion of
a word is used, and the pronunciation is often changed. Throughout
this work the words beneath the music are transcribed as given by
the singer. The words translated are the correct Chippewa and a
comparison between the two will show the changes made by the
singer. Thus in the present instance it will be seen that the syllable
hwe or wt is substituted for the two syllables nin-do, which are the
beginning of the Chippewa word; the syllable Ai is also inserted in
the word. Meaningless syllables are italicized, whether inserted
between parts of a word or between the words of the song.

Voice J =84
Drum 4 =108
(Drum-rhythm similar to No. 1)
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na - ga-wi - hi -na - gi na wi-na - gi - na
WORDS
Nindona’giwina’.................. I am raising it (or him) up

On the day before the initiation a feast is given in his own lodge
by the candidate for initiation. Invitations are delivered by the
oc’kabe’wls, and most of the guests are women. A man is appointed
leader of this feast, and when it is time for the guests to depart he
leads in the singing of two songs, shaking his rattle as he sings.
Anyone who knows these songs may join the leader in singing them.

During the first song the guests stand in a line, the leader being
next the door, and they dance as they stand in their places, the
dance step consisting in the rhythmic transference of the weight from
one foot to the other. Each of these songs is sung only once.

Before singing the first song the leader might say, “I have learned
this song from an old man, and I will sing it as well as I can.” The
words of the first song refer to the pan of food which each guest is
allowed to take home with him.

12692°—Bull. 45—10—3
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No. 5. “My Pan or Foon” (Catalogue no. 240)
Sung by MAIN/XNS
Voice =126
Drum J: 92
(Drum-rhythm similar to No. 1)
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WORDS
Wa’kofi........................... Onmy arm
Ina’ ... ... Behold
Nin’dona’gin..................... My pan of food

sonercrve  Analysis.—This song is plainly harmonic in structure, as

No. 5. The the melody tones follow the intervals of the major triad in
man holds . .
his dish o the upper and lower octaves, the sixth being used as a

:&;g'm as passing tone. Two renditions of the song were secured,
song. each beginning with several measures in slower time.
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The rhythm in these measures is uncertain and can be only ap-
proximately indicated, but after the change of time the metric
unit is marked by the pulse of the measure beginning, which is very
regular.

Before singing the second closing song the leader might say, “I
will now depart and announce that the feast is ended.”

No. 6. “My Pipe”’ (Catalogue no. 241)

Sung by MaAIN’AN8
Voice .I_—_ 108

DruM ¢= 96
(Drum-rhythm similar to No 1)
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WORDS

Nindo’nagicima’................... I am raising

Nin’dopwa’gn................... My pipe

Analysis.—The singing of this song was preceded by
very rapid drumming, the drum beats being in the value
of sixteenth notes, at J=—=144 (two drum beats to each beat goxg picrure
of the metronome at 144); with this rapid drumming the  ¥o. 6-:2:
ejaculatory ho ho ho ho of the Mide’ was given. :;:n dish of
This song begins on the unaccented portion of the fedsndalo
measure, which is somewhat unusual. The melody begins e
on the twelfth and follows the descending intervals of the fourth five-
toned scale. The harmonic basis is the same as in the preceding song,
but the use of the second as an accented tone places it (according to
our present classification) among the songs whose structure is melodic
rather than harmonic.
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At the close of this song the leader lays down his rattle, raises his
hands with palms extended, and motions the people to follow him as
he dances out of the lodge.

It is expected that those who have been invited to this feast will
build the Mide’wigan (Mide’ lodge), where the initiation ceremony is
to be held. This is done soon after the close of the feast, and as so
many are at work—some cutting the poles and others cutting brush
or bringing dry hay—the building of the lodge requires only a short
‘time.

Plate 5 shows a Mide’ lodge with a ceremony in progress. At this
ceremony Wa'wiekim'lg was advanced to a high degree. The struc-
ture is made of a framework of poles interlaced overhead to form a
roof whose arch suggests the dome of the sky. In unfavorable
weather this framework is covered with branches. The size of the
lodge varies according to requirement. It is usually from 50 to 100
feet long, 12 to 15 feet wide, and about 8 feet high. In the old days
several hundred people attended the Mde’wiwin and the lodge at
that time is said to have been so long that a person at one end
could not hear voices at the other end and could judge the progress
of the ‘ceremony only by the sound of the drum.

For an initiation into the first degree the lodge (see fig. 4) extends
east and west, with a door at each end. For an initiation into the
fourth degree the lodge is built with four doors—east, west, north, and
south. If necessary for warmth, two fires are made, one in front of
each door. A large stone is placed a short distance west of the fire
which burns near the eastern door. This stone symbolizes the power
of the Mide’ as a defense, one man stating that the Mide’ is like a
stone to throw at an enemy. West of the center of the lodge is the
pole belonging to the person to be initiated and known as his medicine
pole. If he is to take the first degree this pole is decorated with a
narrow blue band at the top, below which there is a broad band of
red, the remainder of the pole being unpainted. For an initiation
into the second degree the pole is decorated with a broader band of
blue, the width of the band of red remaining the same. It is also
placed nearer the west door. For the third degree an effigy of a
bird is placed near the top of the pole, for the fourth degree a cross-
bar is placed in the same position, and for each succeeding degree
there is a prescribed form of decoration.

On the day set for the initiation ceremony, just before sunrise, the
oc’kabe’wis and the person to be initiated go to the lodge carrying
on their backs the gifts which the latter will present to the initiators.
They go around the lodge four times, enter the east door, and hang
the gifts upon poles provided for the purpose. These gifts consist
of blankets and cloth as well as tobacco and food. The oc’kabe’wls
remains in the lodge to complete the arrangements.
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entrance the leader impersonated the bear, who is intimately asso-
ciated with the Mide’.

As the company march around the lodge the leader extends his
hands toward the stone, the mitl'gwakik’, and the medicine pole.
This is an act of reverence.

Voice J: 168 .
Recorded without drum
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WORDS
Nin’djingocka’naki. ............... The ground trembles
Waptn/digeyan’.................... AsTam about to enter

While marching around the inside of the lodge the company sings
the melody which was sung as they marched around the outside, the
following words being substituted:

Cagwani’‘moyan’.................. My heart fails me
Wapin‘digeyan” .................. As I am about to enter
Manido’wigan/Mi................... The spirit lodge

The company marches around the lodge three times, and while
making the fourth circuit they sit down wherever they like.

The diagram (fig. 4) shows the arrangement of the Mide'wigan and
the position of its occupants during the ceremony. The oblong
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Next a feast is served, each person receiving his or her portion in
the pan brought for that purpose. At this feast the dog is served;
portions of rice or other food may be carried away but it is required
that all of the dog be eaten in the lodge.

Voice J =84
Recorded without drum
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A-i-gwll gi-wi-mI-de - wi-i-go ni - kin a -i-gwl
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wi-i-go ni - kin a-i-gwl gi-wi-mI-de - wi-i-go ni - kén.

WORDS
Aigwl’/ .. .ol We are now
Giwi’mIde’wiigo” ................. To receive you into the Mide’wiwin
Nikan/. .. .. ... .oiill.. Our Mide” brother
Halfway down the lodge sit the za’gimag’, whose faces are not’

painted.
The leader then dances around the lodge carrying the mitY’gwakik’.
He moves along the curves indicated in the diagram (fig. 5). After

N
F1a. 5. Diagram showing course followed by leader during initiation ceremony of first degree.

encircling the lodge he leaves the mitY'gwakik’ in front of the two
za'gimag’, who begin to sing the nI’'miwfg’ (dancing songs), during
which any persons who wish may rise and dance in their places.
There are a large number of these dancing songs and they are
greatly enjoyed by members of the Mide’wiwin.

Maifi’#ns, the younger, stated that he sang the following song when
he was a za’gimag’. The words contain a reference to water. This
reference occurs frequently in the Mide’ songs; it will be noted that
the water is usually represented as in action—bubbling, flowing,
seething, or casting up the white Mide’ shells.
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Other examples of the ni‘miwQg are given at the close of this
chapter.

The za’gimag’ then carry the mitY'gwakik’ around the lodge and
place it west of the stone, where it remains during the rites of
initiation.

The leader then encircles the lodge four times, with right hand
extended, left hand shaking the rattle, and head bent forward; this
being finished, the oc’kabe’wls takes down the gifts from the place
where they have been hung; the blankets are folded and laid at the
foot of the pole, care being taken to have them placed in the proper
order for distribution, the other gifts being conveniently placed on
the ground.

The person to be imtiated is then escorted to the pole by the
leader, moving along the dotted lines indicated in the diagram (fig. 6).

F16. 6. Diagram showing course followed by candidate, escorted by leader,in dance at Mide’
) initiation ceremony of first degree.
He moves slowly at first, then very rapidly, ejaculating ki kt A4, and
shaking his rattle.

The candidate is seated on the pile of blankets at the foot of the
pole, facing the east.

While escorting the candidate to the pole the following song may
be sung:

No. 10. EScORTING THE CANDIDATE (Catalogue no. 237)

Sung by MAIN/AN8

Analysis.—This song was sung three times, the transcription being
from the third rendition; the others are identical in the pulse of
measure beginnings and the outline of intervals, but vary slightly in
unimportant note values.

This song is a particularly good example of a feature which char-
acterizes the Mide’ songs and which has a direct bearing on the
problem of musical development. The unvarying portion of the
song is the pulse of the measure beginnings, which is uniform in all
the renditions, while the pulse of the ‘‘counts’” in the measures is not
mechanically regular and more nearly resembles the rhythm of cere-
monial speech. This suggests the possibility that the transition from
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describe this ejaculation, which is not loud but very forceful, with a
peculiar throbbing tone. It is exceedingly impressive, and the hearer
can not fail to realize that the entire power of the speaker is being
projected toward the person under treatment, whether that treat-
ment be intended to remove some inner defect, as in the Mide’
ceremonies, or to cure some bodily ailment, as in the treatment of the
sick.

When the ne’mita’matfi’ ““shoots’” the candidate for initiation
the man is said to feel the force of it in some part of his body and in-
dicates his responsiveness by laying his hand on his shoulder, knee, or
whatever part may be affected. The ne’mita’maii’ then passes along
the northern side of the lodge and takes his place at the end of the line.

The man next to him does precisely what he has done, and is followed
by the others, who in turn take their places at the end of the line.
After each ‘‘shooting” the candidate indicates in what part of his
body he feels the effect.

This ‘‘shooting” draws heavily on the resources of the person
performing it and is very exhausting. A man often calls upon his
brethren to assist him. They do not leave their places but are
expected to exert their power in his behalf. A woman frequently
finds herself unequal to the exertion, although she has been ap-
pointed one of the initiators. In that case she may ask a man to take
her place by doing the more exhausting portion of the work. She
breathes on her medicine bag and hands it to him for his use.
They move forward together, he walking close behind her, uttering
the ejaculations and moving the medicine bag in the prescribed
manner.

Before the we’daked’, or the last of the initiators, moves toward
the candidate, he may turn to the leader and say, ¢ Now I will stir up
the spirit that is in me; I will stand and dance and I ask your assist-
ance.” He then dances in his place. In his hands he holds all
four of the medicine bags and breathes on them that the power
may be intensified to the greatest possible degree. He extends his
right arm to its full length and moves toward the candidate,
raising the medicine bags and bringing them down with the force
of a heavy blow as he ejaculates wa a hi hi hi wa a hi hi hi!, throwing
all the strength of his being into the motion and the rhythmic sound.
Slowly he moves forward. It is the climax of the entire ceremony
and the members of the MIde’wiwin wait in tense silence until the
candidate falls prostrate on the ground, overcome by the ‘‘spirit
power’’ of the initiators.

The following is an example of the song sung at this point in the
ceremony. Other examples are given at the close of this chapter. A
large number of these songs is available; the selection is made by
the leader of the ceremony.
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renditions. In order to make this clear, the transcription of the
song is followed by a transcription of these syllables. The metric
pulse of the measure beginning is maintained throughout the ejacu-
lations, although after the second rendition these syllables are given
in triple time. This shows the pulse of the measure beginning to be
clearly estgblished in the mind of the singer. There is no relation
between this and the metric unit of the drum.

After being ‘‘shot” by the we’daked’ the person who is being
initiated falls prostrate on the ground with arms extended. While
he lies on the ground the four initiators gather around him, place
their medicine bags on his back, and sing the following song:

No. 12. SEconp INITIATION SONG (Catalogue no. 62)

Sung by BE/clewr’wizins

Voice J: 2

Drux J—_— 92

( Drum-rhythm similar to No. 1)
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WORDS
Wa’wina’ke. ...................... I have shot straight

Analysis.—This melody begins on the fifth of the key and ends on
the fifth, having a compass of one octave. It contains only the tones
of the minor triad and the fourth. There is no relation between the
metric unit of voice and drum.

Following this song the four initiators raise the
candidate to a sitting posture and a mi‘gls comes
from his mouth. One of the initiators then takes
the mi’gls and walks once around the lodge. Paus-
ing near the candidate, he breathes on the mi’gls
and extends it toward the east, breathes on it
again and extends it toward the south, repeating
the process and extending the mi’gls toward the
west, north, and the zenith. This being done, the mi’gls is said to
disappear again into the body of the person being initiated, who falls

SONG PICTURE No. 12,
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prostrate as before. While he lies prostrate one of the initiators
fastens on his back a medicine bag corresponding to the degree he
has taken. In the first degree this bag’'is made of the white skin of a
weasel. The initiators then raise the candidate to his feet and with-
draw to the eastern end of the lodge, the following song being sung:

No. 13. THIRD INITIATION SONG  (Catalogue no. 63)

Sung by BE’clewr’wiziNs

Voice J_; 80
Drun J: 96
(Drum-rhythm similar to No. 1)
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WORDS
Bi’mimadwe’we................... There comes a sound
Nimlde’wayan’.................... From my medicine bag

Analysis.—Beginning on the twelfth and moving freely along the
descending intervals of the fourth five-toned scale, this song is purely
harmonic in character. It begins on the unaccented

portion of the measure and contains few interpolated
syllables.

After this song the person who is being initiated takes
his medicine bag and goes toward the four initiators,
““shooting” first the we’daked’, who sits down. After
encircling the lodge he ‘‘shoots” the next in line, and so soxa rcroze
on until all are seated, the lodge being encircled after No-1. .
the ‘“shooting” of each man. ,

When all are thus seated the person being initiated takes the gifts
on his arm and presents the proper articles to the leader, the initia-
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tors, and the oc’kabe’wls, personally thanking each for his share in
the ceremony.

It is considered that after the distribution of these gifts the candi-
date is fully initiated.

The next event is the showing of their mi’gls by the four men who
have performed the initiatory rites. The leader requests them to do
this. A blanket is spread on the ground east of the medicine pole,
and a man is appointed to stand beside the blanket and receive the
mi’gls. (Fig. 4 shows four mi’gls laid in the position indicated.)

The ne’mita’mati’ leads the line of initiators. As they approach
the blanket each man in turn makes a rasping noise in his throat and
takes a mi‘gls from his mouth. These shells are received by the man
appointed, who lays them in order on the blanket. When all the mi’gls
have been deposited there the ne’mita’'ma0ii’ looks along the line to
see that all are ready. The men are watching him, and at his signal
they all replace the mi’gls in their mouths with a uniform motion.

After showing the mi’gls the initiators return to the mitl'gwakik’
and sing together. The ne’mIta’maqii’ holds the stick and plays
the drum first, the others shaking their rattles. Then he hands the
stick to another of the group, and so on until all have played the
drum. Four cici’gwiin (rattles) are used in this portion of the cere-
mony, no two having exactly the same tone. (See pls. 1, 2.)

The mitY'gwaklik’ is then removed to a position between the stone
and the eastern entrance (see fig. 4); the leader takes his place at
one side of it and the oc’kabe’wis at the other, the leader pounding
the drum and the oc’kabe’wis shaking a rattle. When they begin to
sing the members of the Mide’wiwln sitting on the south side of the
lodge spring to their feet, advance toward those on the north side,
and ‘‘shoot’’ them with their medicine bags. The latter fall insensi-
ble, but in a short time recover consciousness and advance toward
those now seated on the south side, ‘‘shooting’’ at them with their
medicine bags. These in turn fall insensible, and the “shooting” is
continued until all present have been ‘‘shot’” with the medicine.
This ceremony of initiation usually lasts until late in the afternoon.

Meantime food is being cooked outside the lodge and when the
“shooting”’ is finished this feast is served and anyone who likes may
freely enter the lodge. This is the social feature of the event. Only
members of the Mide’wiwin are present at the initiation, but all
the members of the tribe may share in the feast and the dance
which follow. The nature of this feast is not prescribed. The dog
was a feature of the ceremonial feast which took place in the early
part of the ceremony. Food for this feast is provided by various
members of the tribe and a portion is usually carried home by each
person. According to custom, the old men are served first.

The following song is sung when the food and tobacco are brought
in and placed before the leading members of the Mide’'wiwIn:
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No. 14. FirsT SoNG oF THE FEAST (Catalogue no. 65)

Sung by Kr'tcIMAK’wWA (‘‘ BIG BEAR ')

Voice g' _.69
( Recorded without drum)
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WORDS
Nikdn’0g.......................... My Mide’ brethren
Nin’daca’migog’.................... Have given me this feast

Analysis.—This is a particularly free melody, begin-
ning on the second, ending on the fifth of the key, and
having very little feeling for the fundamental chords of
the key. The intonation usually falls on the second of soxe ricrure
two similar tones. The rhythm of the song is peculiar, o
the first five measures constituting a rhythmic unit. bestowing the
The repetition of this unit is regular throughout the po: Thich
song. A rhythmic unit regularly repeated suggests that stretches up
a thythmic idea or impulse may be the nucleus of the a‘sm‘f‘_“d
musical composition. It is of interest therefore to
note the occurrence of the rhythmic unit in this series of songs.
After the feast is served the following song is sung:

12692°—Bull. 45—10—4
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No. 15. SECOND SoNG OF THE FEAST (Catalogue no. 66)

Sung by Kr'TciMAK/waA

Voice J:?ﬁ
Recorded without drum
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WORDS

Cawe/nimiwad’...._............... I have received great kindness
Nikan’0g.......................... From my Mide’ brethren

Analysis.—The phonograph record shows an interesting feature
of this song which it is impossible to transcribe. On the second and
third counts of each measure the tone is sounded
™~ slightly before the proper time, giving a peculiar
effect of rhythmic irregularity. This may be due
to the fact that no drum was used and that the
drum is usually struck slightly before the metro-
nome time. The voice may have unconsciously
imitated the drum in this respect.
The joyful character of this melody presents a
contrast to the serious ceremonial songs which pre-
e eiome No- ¥ cede it. The tones are those of the fourth five-

holdsin hishand the toned scale and the song is distinctly melodic in
blankets and other I ¢
gifts which he has re- character.

ceived from the per-  After the feast is finished the men who have
son Initiated. received gifts carry them to their own lodges with
their portion of the feast; later they return to join in the dance,
which is of an entirely social nature. At this dance a man may sing
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almost totally blind, but supposed to be very powerful (see pl. 9).
Invitations were sent to eight members of the Mide’wiwin. These
invitations were in the form of round sticks, about 5 inches in length.
Each member brought his invitation-stick with him, and prior to the
ceremony the sticks were tied in a bundle and laid on the ground at
the foot of the medicine pole.

For several days before the ceremony the Mide’winI’nl sang with
the MYde’ drum in Flat Mouth’s wigwam. The singing was also con-
tinued at intervals throughout the entire night. The ceremony took
place on the afternoon of July 24, 1907. Early on the morning
of that day a Mide’ lodge was made and Flat Mouth was taken
from his wigwam, carried thither, and laid upon a bed of boughs
shaded by small birch trees stuck into the ground. The inclosed space
was about 60 feet long and 20 feet wide, with rounded corners. At
the openings, at the east and west ends, blankets were hung between
tall poles. The inclosure was formed of pine branches stuck into the
ground and woven together, forming a barrier about 3 feet in height.
Flat Mouth was laid in the place of honor at the south side of the
eastern entrance. A medicine pole was erected in the center of the
lodge about 20 feet from the eastern entrance, and between this pole
and the entrance were located a fire, and a kettle in which a dog
was cooked. ‘

The ceremony was given according to the fourth degree, which
was the degree held by Flat Mouth. The decoration of the pole cor-
responded to this degree.

In the morning six members of the medicine party entered the
lodge, one of whom sang; he was evidently in charge of this part of
the ceremony. The songs were unaccompanied, the rattle being
used by him while marching and while ‘“treating” Flat Mouth. The
rattle was similar to that shown in plates 1 and 2.

After each song the leader led a procession around the lodge, shak-
ing his rattle and ejaculating Wa hi hi hi hi’, Wa ki ki ks hi’. Behind
him came a woman with food in a pan, then a man with a rattle, then
a woman, then a man and a woman, each with food in a pan. After
circling the lodge several times the party stopped at the eastern
entrance and the leader made a speech, to which the others frequently
answered ho’. Then the leader walked before Flat Mouth, shaking
his rattle at arms, limbs, and body with ejaculations of ko ko ho'.

This continued during the morning.

In the afternoon Flat Mouth was laid upon a bed of boughs in the
center of the lodge, west of the medicine pole. At this time the
ceremony proper took place, under the direction of Ge’miwfinac’,
while Na’joi’se continued to act as herald and another member of
the party took charge of the cooking of the dog.
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The members of the medicine party were in the center of the
lodge, the relatives and friends of Flat Mouth being seated along the
sides of the inclosure. At the opening of the ceremony Flat Mouth
was carried several times around the inclosure on his green blanket
and laid gently upon the bed of boughs.

Then a man from Pine Point said he wished to brew a medicine
of his own for Flat Mouth. He told of the virtue of this medi-
cine and said that it might not cure Flat Mouth but he believed
that it would make him more comfortable. He said that the secret
of this medicine was given him in a dream as a boy; that the prin-
cipal ingredient was part of a large animal which he saw in his dream,
and that he always carried this ingredient in his medicine bag.

The consent of Flat Mouth being secured, the man proceeded to
brew the medicine. As he did this, he gave the ya a k', a hi, a ki, bt
hi ki ki, so frequently heard in the Mide’. He was joined by another
voice, beginning about a fourth higher and sliding down to a unison.

When the brewing of the medicine was completed Na’joi’se took
the steaming cup and carried it five times around the old chief; then
he gave the cup to Flat Mouth, who drank the medicine.

This was followed by a ‘ prayer to the medicine pole,” interrupted
by frequent ejaculations of he he he.

Then the feast was served. This consisted of the cooked dog,
with the broth. It was required that all of this be eaten in the
lodge. There were also bread and wild rice, portions of which were
carried away by the guests at the close of the ceremony.

Each member of the medicine party carried a medicine bag, cor-
responding to his degree in the Mide’wiwin. The members now stood
in a circle around the chief and each in turn sang a song, after which
they marched once around the inclosure. The first few songs were
without accompaniment, while the others were accompanied softly
by the Mide’ drum. There was a marked individuality in the songs,
suggesting that each person may have been singing his special medicine
song. Next the members of the party, each chewing his own medi-
cine, marched around the dying chief, and spit into a box of sawdust
at his feet. A man then stirred this mixture, which was rubbed on
the soles of Flat Mouth’s feet. Each member also laid a pinch of it -
on his body.

Following this, each of the medicine party sang a song and marched
around the chief,  shooting” his medicine bag at him.

Then all marched around the chief, carrying Mide’ shells in their
left hands. Each person laid one shell on the chief’s body in pass-
ing, and after circling his body took up the shell again. These shells
were similar to the mi’gis mentioned on page 48.

By this time the old chief was failing so rapidly that it was deemed
advisable to carry him into his wigwam. This was done, the men
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bearing him gently on his green blanket. Then they sang in his
lodge. Instead of the Mide’ drum they used the sharp, thin, doctor’s
drum and two rattles. The songs were different from those previously
used, and of a melancholy cadence, the interval of the sixth being
flatted. .

Two hours later Flat Mouth died, his death being announced by
twenty rifle shots. This is the custom of the tribe, a fow shots
announcing the death of a child and a larger number that of an
adult. As is customary with the tribe, the body was immediately
arrayed in the best apparel and ornaments of the deceased ; beside it
were laid his pipe, fan, and rifle, also a cushion with a woven cover.
In the early evening the ceremony was concluded briefly, as few had
the heart to dance. Flat Mouth's widow sat next the eastern en-
trance, where he had lain that morning, and the ‘dancers ‘“‘shot”
their medicine bags at her as they passed. The chief’s sister held
a Mide’ shell in her hand and frequently extended it toward Flat
Mouth’s widow, who breathed on it, whereupon the sister danced again
around the drum.

The Mide’ drum used on this occasion was decorated in black,
with a border at the base consisting of a broad band and four deep
points. This was said to represent the pointed top of the Mide’
inclosure. Above this was the recumbent figure of an animal similar
to that shown in the drawing of song no. 94 (catalogue no. 1). The
top of this drum was of tanned deerskin, held tightly in place by a
hoop wound with cloth. The singers stood ahd held the drum by
the corners of the leather which formed the top. Occasionally the
widow of Flat Mouth rose and, taking hold of a corner of the leather,
stood silently and sadly beside the singers a few moments. There
were usually four singers at the drum, one after another acting as
leader; each pounded on the drum. One or two rattles were also
used.

At the close of the dance the medicine party went to their respec-
tive lodges, each carrying a bundle of small gifts. All that night the
sound of the Mide’ drum and the monotonous singing were heard.

The next morning the Mide’wInI'nl conducted what corresponded
to a funeral ceremony. The lodge was tightly closed, but the voices
could be plainly heard. The leaders were rehearsing the beliefs of
the Mide’ and assuring the family of Flat Mouth of their reality.
Then they addressed the spirit of the dead chief, as it is believed that
the spirit lingers near the body until burial. One after another they
sat beside him, telling him to be careful to avoid certain turns in the
road to the Spirit Land, or to trust certain spirits who would meet
and assist him. They spoke with extreme rapidity, punctuating the
words with occasional sharp beats on the drum.
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No. 16. First SoNa (Catalogue no. 122)
Voice J: 144
Drux J_—_— 144
(Drum-rhythm similar to No. 1)
> 5 5 5. L P P T P 5 P 5

ni- hi-k&-hdn e ke he dji-ca - we-he-ni-mi-ki-gog ho ho

ho ho ni-kén e he he €-na-we- he-ni -bl-wg e he
o p 5. o ' p P
: : e

S
ni- hi-k&-hdne he he gaca - we-nl-mI-wQ-ig e he he he
= WORDS
Djicawa’nImigog........ I am blessed
Nikdn’Og.............. My Mide’ brethren
L) Di’bicoka’mig......... By the four Mide’ spirits
Fna’biwlg’............ Who live in the four layers
Ga’cawe/nimiwig’ ..... Of the earth

Analysis.—This song abounds in the inter-
polated syllables which characterize the Mide’
SoNe mcrus No. 16. The  SONgs. The measure lengths are irregular and
in, the ex- . . .
planation of this e their succession appears erratic. However, two
“The circle is t,helea,rth. records of the song were made, an interval of
These three people live in . .
the fourth layer under the 8POUt & week elapsmg between the making of
earth; from there they sing. them; on comparison it is found that the rec-
This is a sixth degree song . . .
and 5o the people who sing 9rds are identical in every respect, except .tl.mt
it live in the fourth layer in the measure marked X the second rendition
th th.”
under the ear shows the syllables ko ko on the second count.

This change is very slight, but as it is the only one which occurs, it is
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No. 18. Tuirp Soxe (Catalogue no. 124)
Voice J_—- 96
Drux J =152
( Drum-rhythm similar to No. 1)
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wa - a-mifi e - bild ¢ ma-ni-do ¢ nme ningo-sa nin- go- sa
WORDS
Ningo’sa..........co.o............ ] am afraid of
Nikdn/........ ...l My Mide’ brother
Nigiwdm/Tii........................ In my lodge
Ebid..... . ... ... Who dwells

Analysis.—The chief musical interest of this song lies in the fact
that the first word is variously accented. We find the musical accent
falling on each of the three syllables. In all Mide’ songs the words
are subordinate to the music, a peculiarity which is well illustrated

in this instance. The beginning of the song on the
unaccented portion of the measure is somewhat
unusual.

The remaining songs of the series are given in out-
line instead of full transcription. This shows the
trend of the melody, but does not indicate either the
rhythm or note values. The metronome indication
which precedes the songs has no reference to the sym-
bol as written, its only purpose being to show the

e i lodee ang  Metric unit of the voice and of the drum, for the pur-

the person to beini-  pose of comparison.

tiated are shown. The beat of the drum is almost uniform through-
out the series, being in unaccented strokes, two of which are equiva-
lent to the metronome beat 126 or 132. Thus by metronome test there
are approximately four pulses of the drum to one of the voice, but
this correspondence is not evident to the ear. The relation between
the two is not accurate, for the rhythm of the voice varies, while the
drum does not vary, being entirely independent of the voice.

—
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No. 20. FirtH Sone (Catalogue no. 126)

Voice =60
Drux J—_— 132
( Drl.xin-rhyt.hm similar to No. 1)

& o o V)
L - ) [ —-y o— @& o @

A T e _ —
WORDS
Niwi’dubima’. ......... I am sitting
L Nai‘dd................. In the fourth lodge
SONG PICTURE N0.20, ‘This s the only Opwa’gln.............. With my pipe

drawing of a pipe which occurs in
connection with these songs.
The meaning of the word translated ‘lodge”” is not clearly defined.
It refers to a progression in the Mide’, a similar idea occurring in
songs. '

No. 21. SixtH SoNe (Catalogue no. 127)
Voice J =60
Drox J: 132
(Drum-rhythm similar to No. 1)
]
R . -y g *#
L il
iy
O ® y — P
— Y
—
WORDS
Ni’jawé&n’imigog”.............. They have taken pity on me
Gawa’bikwe/djig.............. The white-haired ones

It is said to be the white-haired Mide’ spirits who enable
the members of the Mide’wiwIn to attain long life.

The chief purpose of the Mide’ is the securing of
health and long life to its adherents. Combined with
the assurances of its power to confer these benefits are SoNe rcTure o.
strict injunctions concerning rectitude, obedience to its ?.‘,,dﬂl?,‘,i;’d’i;‘”,i‘;‘f
instructions, and temperance. These qualities doubt- resentsone ofthe

. . ‘“white-haired
less united to produce the promised results. Mide’ sp]ﬁts;:
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No. 24. NINTH Song (Catalogue no. 130)
Voicr A -_60
Drex J—_— 132
( Drum-rhythm similar to No. 1)
- -
@1———5—’—- L — [ —— . I
WORDS
Ca’cabondeckwa’gwan .. They are going through all the
Manidog’............... Rooms of the MIde’ lodge, it appears
Bi‘tawaka’mig . ........ The Mide’ spirits, who live
A’bidjig’. ... ... In the four layers of the earth
CEREMONIAL SONGS
Sung by Na%joBr/T0N ¢
SONG  PICTURE No. 24. The following twenty-six songs consist of four

The subject recurs to . . . . .
that of the first song In_ SeTies, each having its own type of music and its

theseriesand the circle  (ljstinct character of words. The first series may
is again shown, with .
one of “the people who D€ sung at the close of a ceremony; the others are
livemn the fourth layer  connected with the initiation of members. The
under the earth.” o . o e . .
music is the most primitive which the writer re-
corded, with the possible exception of the songs given by De’bwa-

wé&n’dOnk of the Bois Fort reservation.
SERIES 1—ANALYSIS

Musically, the songs in the first series are very similar, yet no
two are exactly alike. The songs were sung firmly and without
hesitation, showing that they were not improvised. Before singing
a song Na’jobi’t 0ii sometimes retired to the next room in order quietly
to hum over the song and to be sure that he remembered it correctly.
Many of the songs were sung several times, the renditions being
identical, except occasionally in unimportant measures near the
close.

The words of the first series relate to the water-spirit—his dwell-
ing, his action, and his manifestation as a male beaver. Mention is
made of the mermen. It is believed that manido’ in the form of
both mermen and mermaids live in the water and at times appear to
the members of the Mide’wiwin.

Song no. 33 furnishes an interesting example of the difficulties
encountered in securing translations of these songs. The first inter-
preter said the last words meant ‘I will gather it in the place of

a An old man living at Boy Lake, a portion of the Leech Lake reservation about 30 miles from the
agency, reached only by water. Na’jobi‘taifi (*two men walking’’) was almost blind and was in every
way the most isolated individual with whom the writer came in contact. He was a firm believer in the
MIde’wiwin and its power. -
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No. 26 (Catalogue no. 17)
A a2
L S S ) _a__De e

Eﬁﬁﬁ Y A— - & h R )

<

_— * e " e, @ ba. __
Pzﬁ:a:'. P e : - - o

WORDS

Kiga’winanin’domigog’. . .

. We may call upon you for

assistance
Kikinug ...t We, your MIde’ brethren
Miziwe’mide’wlg.......... Assembled from every-
BONG PICTURE NoO. 26, where
No. 27 (Catalogue no. 18)
. B o
_9%'3 - . - —f— t. - __b_‘_ -
t— — oo e - —
S e e
WORDS
Daya’wéngumi’......... [Freo translation]
Daoma’gumi’ 7777 |When the waters are
g o calm and the fog rizes,
Daonun’gumi’........... SONG PICTURE No. 27. The

Geundjima’mwekiyan. .. I will now and then

circle represents the sky,

appear which is overcast with
drops of moisture; emerg-
ing from this is the face of
the manido’. (Compare
drawing of song no. 97.)
No. 28 (Catalogue no. 19)
B .
E‘:’ A —* - '_.Z.‘._i._ - _3:_:“_" .__I - - [—— .
- - - T - T — %4 _.h»*_—i-__ |
WORDS
Kigacob’iinde’........... You will pass through
_ Endad”................. The dwelling of
Manido’..... ... The water spirit
Nikdn’ ... ... ... My Mide’ brethren

SONG PICTURE No. 28. The
MIlde’ lodge and the per-
son being initiated are
shown.
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No. 32 (Catalogue no. 23)
£ 2
(o e———— 2 . . T
lr/!" - ) r ) . ) Py . = I 1
WORDS

Dabima’mwekiwilg’.. Now and then there will arise
out of the waters

Nikan’dg............. My Mide’ brethren
Nigigwilg’............ The otters
SONG PICTURE No.32. The
circle represents a lake
from which two otters rise.
No. 33 (Catalogue no. 24)
2 .
—— e il Jini——— Sp—" —
| i o
L
WORDS
Beba’mamoyan’....... I am gathering
Wananan’dawioyin’ .. That with which
Wawiya’tamiing’...... I will treat my=self

Getindina’mén........ In the Lake of Eddying
Waters, I will obtain it

SONG PICTURE No. 33. In his
hand the man holds some
substance gathered from the
lake, which is believed to
have medicinal properties.

No. 34 (Catalogue no. 25)
B
A= " ———  —
SR e
| — 1 1d > 1
WORDS
Kegdt/ ..ol Verily
Nimanidon’.............. I am a spirit
Muki’yan _...._......... To be able to become visible
Nabe’mikowiyin’......... I that am a male beaver

SERIES 2—ANALYSIS

" The second series consists of songs used at the

initiation of members in the Mide’wiwin. In songs

nos. 35, 38, and 40 the initiators speak; in nos. 36,

Song micture No.34. A 37 and 42 the person to be initiated speaks; and

beaver s risin .
from the water. g. nos. 39 and 41 appear to be the words of a manido’
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No. 37 (Catalogue no. 28)
._3-024-4:4-: oo o
o II; - bl L '
\
SONG PICTURE WORDS
No0.37. Inthis i’ ina’ H
drawing both M.I x,mwma FARREREREELEEEE Is l!; that )
straight and Ain‘nweydin’................. Which my voice resembles?
wavy lines Biwa’bikufi ................ Even metal
diverge from Ain’weydn’.................. The sounding of my voice?
the figure.
The wavy
lines are said
to indicate
“the song’’
and the
straight lines
to indicate
¢sgtrength.”
No. 38 (Catalogue no. 29)
.
[ ] e
%I; E— & - Ny — o— |
———H
WORDS
AnindV/.........olll Where is
Abigwen’ ... e . The dwelling
Manido’...coovvenniiillL Of the greatest spirit?
Nikén/ ..ol My Mide’ brethren
WabOnafi’................... In the east SONG PICTURE NO.
Abigwen’.................... Isthe dwelling 38. 1twasstated
Manido/... ...l Of the greatest spirit ::;‘t "'ihe ’::“?:;
Nikin/. ... My Mide’ brethren headrepresented
Mloma’............c...-..... Here the East man-
Abigwen’.................... Is my dwelling ido’ and that
Manido’wiydn’............... I whoam the greatest spirit the upright fig-

This record was played for Na'waji’bigo’kwe, a mem-

ure and head
represented the
South manido’.

ber of the Mide’wiwin, who drew the pictures for these

series of songs; she said that this is a new form of an old song, and
that the younger men of to-day are arrogant enough to use it, but
that the old and correct form of the song gives the last two words as

follows:

Toward the east =~ *
Is his dwelling
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No. 41 (Catalogue no. 32)

£ 2 o N o N R
ey e — —— '—‘—a_lb_.
| aw I erl- . =‘=‘

!
Yy

WORDS
, Nipo/nlyan/........... I am about to alight
& Tclwa’bamiydu’....... That you may see me
Tiblc’koka’mig........ Upon the level
SONG PICTURE No. 41. In this . ground
drawing the circle represents Tciwa’bamiydu’....... That you may see me
3::] ::{ée“::pe:h; ;‘“‘;‘;ﬁ: Nipo/niydu’........... I am about to alight
tion of a bird occurs with spe- Tclwa’bamiydu’....... That you may see me
cial frequency in songs ‘of the
second, third, and fourth de-
grees.
No. 42 (Catalogue no. 33)

%h

[ ]

WORDS
Wabik’............... The strength of metal
OwlbYydn/........... Has entered into my
arrow point -
Manido’.............. A spirit
Ninda’n¥sa’........... I could kill
Wabik/................ The strength of iron )
Owlbiyan’ ........... Has entered into my so:;?, ;"f,'i‘;‘iﬁ,‘;,‘fmgm
arrow point in this drawing.

SERIES 3—ANALYSIS

The words of the third series are characterized by very strong
affirmation of the power and beauty of the Mide’ religion. In this
series the affirmative used is man’dan, which is the customary word
among the Canadian Chippewa, the affirmation used by the Minnesota
Chippewa being kegét', or gegét’. This suggests a Canadian origin for
the songs.

The translation of no. 50 was the subject of much discussion by the
interpreters and members of the MIde’wiwin, as the words contain
the idea of a year and also the idea of indefinite continuity. It may
be best explained as meaning that the power of the inspiration is
indefinite, but that it is expected that members will reassemble
at the end of a year for the purpose of strengthening and confirming
their faith.
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No. 45 (Catalogue no. 36)
-
4 2 r-] Lo r)
:Hu h gl. L 4 " )
P Al S
hid -
WORDS
[Free translation]
Niwawa’gawla....... I have gained such spirit-power
that I can tame it in my hand
Man‘dan............ Itis true
Gibinan’ .........._. Even our white shell
BoNG PICTURE NO. 45. The Niwawa‘gawia’ . .... I can tame it in my hand
man holds in his hand a
mi‘gls, or white MIde’
shell, its power being in-
dicated by the manido’
rising from it.
No. 46 (Catalogue no. 37)
rF R o - "
fore o 2—o L —— —
[ —Je UV !'l b 9 — ——
- r) - 2 - ° °
Fitss: — ————
LA’ 4
WORDS
[Free translation)
Gielg. oot
4 " 4
Wi lfanlna STt The sky is clear where one
Manidowan........... brother in the Mide’ issitting SONG PICTURE No. 46. The
Nin‘a................ several circles represent
Wen’dabiyan/......... the several skies which

are supposed to exist, one
above another. In one of
these the MIde’ brother is
seen to be sitting, while
beside him are the moon
and the stars.

If the day is fair it is considered that the person to be initiated
will be especially blessed; stormy weather is considered an unfavorable
omen. The song does not express a desire or hope for fair weather
but affirms it as a fact. Compare song no. 70.

Dancing begins with this song and continues during the remainder
of the series.
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No. 49 (Catalogue no. 40)
< 2o 0 o 0 .
Shp— 4 L — L )
D o —
e Y i . — o 2 .

: 5
WORDS

Gego’e it .

. l:gt:’waken’ ......... }Do not speak ill of the Mide’
Nikdn’............... "My Mide’ brethren
Ningotel’............ Wherever you may be
Tkwe/wilfi . .......... Do not speak ill of a woman

(\ Nikén’ .............. My Mide’ brethren

SONG PICTURE NO. 49.

No. 50 (Catalogue no. 41)
- o .
- — 2_o o o o H
EI ) W

pb —5—1i
WORDS -

Tcl/gigiwa’basogwen’. . . We may live by it always

Nikén/................. My Mide’ brethren
Manido’wén............ It is spiritual
Nin’esewin’............. The inspiration we receive

SERIES 4—ANALYSIS

The fourth series is composed of songs which
are sung after a man has been initiated and has . .=
been given a medicine bag corresponding to  hand the Mide’ win'nfholds
the degree he has taken. a Mide’ shell.

Song no. 54 contains a reference to the water spirit.

De’bwawén’dnk stated that song no. 58 refers to a yellow bear,
whose shaggy fur resembles feathers. As already stated, the bear is
closely connected with the Mde’

No. 59 refers to the fact that the white shells used in initiating
members into the Mide’wiwin are supposed to penetrate the skin,
and it is the duty of the initiators, having ‘‘shot’’ these shells, to
remove them. The work of these shells is a cleansing work, and if
any of them remain in the body it is supposed that the cleansing is
incomplete and the person suffers correspondingly. These shells
issue from the mouth of the person being initiated.
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No. 52 (Catalogue no. 43)
& - - -
i 2 e e S | |
= H
WORDS
N Ewina’.................. Hereitis
) Hawina’_................ Here it is
A’cigosi’wayidn’ ... ... The weasel skin (medi-
! cine bag)
Geda’bimin/............ Through it I shoot the
LONG PICTURE NO. 52. The white shells
man holds his weasel-
skin medicine bag.
No. 53 (Catalogue no. 44)
- r——‘_;b::_':jih
"y
/-
WORDS ’
Ni‘bawiyén’........... Here I stand
Na...o..ooo..o... Behold
Boske’asIn/. ........... A stone is filled

Ma’nidowid’ ........... With spirit power
Nibanin’............... With it I shoot

No. 54

SONG PICTURE NO. 53. A
stome is at the peint of
the man’s arrow.

(Catalogue no. 45)

£ 3
L "Uh | ¥ |
14

WORDS
Nawigitci’gami’we. ... In the middle of the sea
Genodog’gitcigimi’.... The lengthy room of the
sea
BONG PICTURE No. 54. The mi‘gls e a epar
Is shown in the clrele of the sea. Andana’biyin’........ There I am sitting
No. 55 (Catalogue no. 46)
2. » . - . o .
ry v r ) = - A
i . “—»——1H
L - ) ¥ ]
WORDS
Waka’oseydn’. .......... Walking around J_——_;{_//_\L
Mide’watigft’. ......... The Mide’ pole (o)
Manine’amiin’. ......... Coming upon it stealthily \

Miy Gwen’tciayasoseyan’. I make a moise as I fall,
leaning
When I lead them all

SONG PICTURE No. 55. Compare
song drawings nos. 2 and 10.
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No. 59 (Catalogue no. 50)

WORDS
Nikanln/.......... My Mide’ brother
Na’donamawin’..... Is searched
Odelf’. . .......... Inhis heart is found
Mi’konamawa’ . . ... That which I seek to remove
Miglsiin’............ A white shell
S8ONG PICTURE No. 58. The
mi’gis is shown in the heart
of the Mide’.
No. 60 (Catalogue no. 51)
L . * bbe—4bbe .- .
%ﬁ ——— ™ S e—
WORDS
Cingus’..... s Weasel
Nén’domiyan’........... Thou art calling me

SONG PICTURE No. 60. In
his hand the man holds
a weasel, representing his
Mide’ bag.

There is a large number of songs which may be used during the
initiation of a member of the Mide'winin. Each of the old men
accustomed to lead the ceremony has his favorite songs and brings
with him the birch-bark rolls on which the songs are written. Before
each ceremony these rolls are examined and the songs discussed by
the initiators but the selection is usually left to the leader.

The three following songs are not parts of series but are detached
songs belonging to the portion of the ceremony in which the candidate
is ““shot” by-the initiators.
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shells in the box instead of two.” She followed his instructions.
The box was placed at the bottom of a trunk and not disturbed for
a year. It was then opened and was found to contain two small
shells in addition to the two originally placed there. It was im-
possible that De’dadj could have put them into the box, as he was
almost blind at the time and furthermore did not know where it was
hidden.

Mr. Moulton stated that a member of the Mide’wiwin would have
kept these four shells very carefully, secured small particles of them
by rubbing them on a piece of iron and placed these fragments in
water as a medicinal drink for the sick.

No. 62. INITIATION SONG (Catalogue no. 70)

Sung by A’awrrd’wicr/cle
Voice .';.; 76
Recorded withoul. drum
+ E 2 8
Ei%ﬁ v
Ni - mf - de - wa - yan
I i o -
|

T

: .
= |

SRR
TTIe

e

— ]
- |

ni - mf -de - wa - yan

[3

@3«#3' e —" F ]
e ni - mf-de - wa - yan e ni - mf - de - wa- yau
e _ -g--&-.— _
L e S — | . — o -

e ni-mi-de-wa-yan e ni-ini-de-wa-yan ¢ ni-mi-de-wa-yan

E—:gﬁgg _ccv_j_

.¢ ni-ml-de- wa-yan e ni-mf-de-wa-yan e

WORDS

Ni’‘mide’wayan’.................... My Mide’ bag

During this song the person to be initiated is ‘“shot”
by the initiators.

Analysis.—The tonality of this song is obscure. It is

soxe mervre  transcribed exactly as sung, the different reqditions lfeing
o.62. Inhis identical, yet the key is not definitely established, neither
pond the man  are modulations indicated with sufficient clearness to be
malwhichrep-  safely assumed. The steadily descending progression
resents his pone found is interesting and the melody itself is unusu-

Mide’ bag. !
) ally attractive.
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No. 63. INITIATION SONG (Catalogue no. 254)

Sung by MaI¥’Ans

Voice J: 168
DreM .];-_, 176
(Drum-rhythm similar to No. 3) )
> o » - . &

P-hd 1 ——— T+  — —

Ba - do-gwén e gi- bi-nan e ba - do-gwén e  gi- bi-nan

S—— 3 a— -3

1 | G — H
L 7 M i ] L - L L[L

[ ba -do-gwén e gi-bi-nan e ba - do-gwé&u e  gi- bi-nan

m

[ ba -do-gwé&n e gi - bi-nan de - mu-sa gn

— —

P e e

e gi-wi-ne - wa ba-dogwéne gi-bi-nan e ba -do-gwén

s 1 S R S— i  ——(—— . — S — 1
— ! i -
* p— "
—
I

e gi - bi-nan e ba -do-gwén e gi-bi-nan e

WORDS
Badogweén’......................... It never fails Q
Gibinan’........................... Theshell

Demusa’......... ... Goes toward them BONG PICTURE NO.
Gi‘winewa’........................ And they fall 63. This draw-
ing represents a

This song is sung during the ‘‘shooting” of the can- ™'

didate for initiation. The song is unusual in that the first descent
of the voice is the interval of a fourth. The melody follows closely
the minor chord, all other tones being readily identified as passing
tones. .

No. 64. INITIATION SOoNG (Catalogue no. 67)
Sung by Kr'TciMax’/wa

Fair weather is symbolic of health and happiness. Thus the words
of this song predict health and happiness for the person to be
initiated.

Analysis.—An unusual number of vowel syllables are used to fill out
the measures of this song. Longer than most Mide’ songs, its spe-
cial musical interest is the manner in which quadruple measures are
introduced into a triple rhythm.

12692°—Bull. 45—10———6

Tt
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Voice J: 80
Recorded without drum

el —1 1 LIS LA S A it
= 1 1 1 1 1 M 1
We-go-nén i wi me e e wa-ya-he - he-he-da-mo - non ‘ha ha

P 7Y
s
S&Al 1t ——
- 3 1 I It

+— 1 +—

AT  —

H

W_
1

ha ha ha we-go-néni we ne e he we-a-wi - Ri-hi-da-mo-

Sha— -

non ha ka

- 1w  S—— - | +—
1 = = L 1 |
we - he -e-da-mo - na ha ha ha ha ha man-da-gi- cig wi
e e =
HE—f | & S i 3 W
AN ° | I A L M | IR 8 I a4l | I [ I . |
X 1 L . _ 1] s 3 b M K 3 — 1
e he he dji- wa-we - he-he- na-go - deg he he he he
e e e ST e
== e e e e e e [ e e S S S

he  dji-we-ndn-i - go-deg he he wa-ya-wi - ki-en-da-mo -

e Tz
B e e e e ==

) — i —
+ i’ HE———

non a he he o he we-go-n&n i wi ne e
ig—Ijjg 8 I S | H S =
g T = E— e S —— | " i
e wa-ya-we - he-hc-da-mo - non ha ha ha ha ha ne
WORDS
Wegonnt’............. What is this
Wayawindamonon’ .... I promise you?
Mandagi’cig........... The skies shall be bright and clear
for you

Djiwawe’nagodeg’. . ... This is what I promise you

SoxGs TO INSURE SUCCESS

SONG PICTURE NO. 64. . . oo
Thewavy linerepre- During the dance which follows an initiation cere-

sents. :—1:12 song  mony it is customary for the members of the Mide’-
‘which, e . . . )
sky, will ke 1t WIwIn to sing the songs of their special medicines. It

?gf"‘ and di:l;::; - issaid that a man whose hunting medicine is particu-
mpare . . . .
ofsomeno.36y — larly strong may rise and dance and sing his hunting-
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interesting to note that the F flat and succeeding F natural were
accurately given.
No. 66. IIunTiNG Soxa (b) (Catalogue no. 57)
Sung by Be’clewr’wizins
Voice J-__ 176
Recorded without drum

R EEE et nreE e s T N =22

. — -
bl =g

: o i — I W 5 T —
R T e e e T e e

191 _
ot +

WORDS
Ninba’gaako’kwan . My war club
i Gi/clgufi .......... Resounds through the sky
Dee’dagwe’weslii’.. To summon the animals to my
call

Analysis.—The words of this song were too indis-
tinct for transcription. This is an instance in
which the entire song constitutes a rhythmic unit.
Each tone in the first measure was given with equal

SoNe rorurk No. 66, 8ccent, the tempo throughout being unusually well
Above thesingerare  marked. The major third is the largest interval

seen his war club and . . .
the resounding sy, Occurring in this song.

No. 67. HunTING SonG (¢) (Catalogue no. 58)
Sung by BE’clewr’wizANs

Voice J_—_ 176
Recorded without drum
e,

I

Um-be sa ta -di-da ci-ci - gwe ta-di - da we gin-
| i 1 i T ’:“:?_ —p—s—H{ o 2
C — 1 M 1 = | I 1 = | |
= = T T Ly f
a - ta-gi-ma-ni-do wa a hi e ha na
WORDS
Umbe’........... Come
B Behold Ny
Ata’dida’. . ....... Let us have a contest
Cici’gwe........... O rattlesnake
Gina’tagimanido’ .. Most subtle of reptiles SONG PICTURE NoO. 67.

Cici’gwe........... O rattlesnake
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No. 69. HunTinGg Sona () (Catalogue no. 60)
Sung by Be‘clawr’wizins
Voice J:lss
Recorded without drum
* - o
| A, A4 I 4 T | Lo [t
[ - =x = 1 I a
A-nun-gufi we he ne a ni gwe he a-nun-guit
s & Y, — e T > S——y
T e =
| o b 3 T = 1 1 | = 1 lﬁ;
we he na a ni gwe he a-nun-gufi we ke
P > .
) I . 1 | P
o 1 L IL = 1 ! | ol ! I
- 2081 1 — 1 - = f  —
na a ni gwe he a - we -sin ha-na-ba- mig ke na

a ni gwe he a-pun-gufi  we he na a ni gwe he

WORDS
. Anun’guii........... Like a star
NiIndina’bamig. ...... I shine
Awesin/.............. The animal, gazing, is fascinated
by my light

SONG PICTURE NO. 69. The

correspondence between  The writer was informed that the use of a light
the man and the star is . . . R
indicated by a straight iN hunting at night was known by the Indians

line. before the coming of the white man.

Analysis.—This song shows a distinct rhythmic unit of four
measures. This unit occurs three times at the opening of the song,
is followed by five measures in a different rhythm, after which the
rhythmic unit is used in closing the song. Such regularity of musical
form is seldom found in these songs.® It is also unusual for rests to
occur, even the repetitions usually being given with no appreciable
pause.

There appears to be no limit to the number of times a song is sung
and the continued’repetition has a rhythmic swing of itsown. At a
social dance the drum gives a signal indicating that the song will be
sung only once more. This is understood by the dancers, but is
scarcely noticed by an outsider. The time for this signal is deter-
mined by the man at the drum, who started the song.

a Songs recently secured show greater regularity.
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asserts that the sap is flowing freely, thus presenting to the mind a
vivid picture of the conditions which would produce the desired
supply of maple sugar.

Analysis.—This song shows a characteristic tendency to lower
slightly the pitch on the second of two similar tones. Throughout the
song a double measure is followed by a triple measure. Each rhythm
was given distinctly and for that reason it was not deemed advisable
to combine two measures in one 5-4 measure. The principal words
are mispronounced, as frequently occurs in the Chippewa songs.

Love-cHarM Sonas
Sung by NA’WAJI’BIGO’RWE

The love charm is a very popular form of magic among the Chip-
pewa. Of the following set of four love-charm songs no. 72 was first
sung for the writer by a woman on the Red Lake reservation, the
circumstances being as follows: The writer was engaged in the col-
lection of folk-tales and persuaded this woman to tell a story. She
consented with reluctance as it was the summer season and she said
that snakes would certainly bite her at night if she told stories in the
summer. After writing down a story the writer asked her to tell
something about the MYde’wIwin and to sing one of its songs. This
request was received with still greater reluctance. The woman
finally consented to sing one song in some secluded place where she
was sure no one could hear her. When asked what the song would
be she replied that it was a love-charm song. She was a woman
about sixty years of age and was the most dirty and unattractive
woman with whom the writer has come in contact. In a thin, nasal
tone she sang the song, which was noted down by ear, no phonograph
being available. With coy shyness she said the song meant that she
was as beautiful as the roses. She also drew a crude picture of the
song. Later this picture was shown to Na’waji’bigo’kwe at White
Earth. She recognized the picture at once and sang the song into
the phonograph. When the transcription of this record was com-
pared with the memorandum made at Red Lake the identity of the
song was readily discerned. The singer at Red Lake promised to
come back and sing other songs the next day, but some friends who
knew that she had sung a MYde’ song threatened her with calamity
and she did not return. The singer at White Earth said that this
is the first of a set of four songs. All were recorded by Na’'waji’-
bigo’kwe, but the first is the most interesting of the set; only the
words of the others therefore are given.

Analysis.—One measure constitutes the rhythmic unit in this
song, being repeated with absolute regularity. Attention is directed
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SONG PICTURE NO. 72.
The lines diverging
from the figureof the
man were said to
represent “feeling.”’
(Compare drawing of
song no. 103.)

BUREAU OF AMERICAN ETHNOLOGY [BULL. 45

No. 72 (b) (Catalogue no. 74)

‘WORDS

Niwawin/gawia’......... I can charm the man
Enniwa’.............. He is completely fascinated

Ninda’agagia’ .. ..
Tent/mi..........

Wi‘agudjitg’

SONG PICTURE No. 74.

by me

No. 73 (e) . (Catalogue no. 75)

WORDS

[Free translation])

I can make that man bashful. I
wonder what can be the matter

that he is so bashful
SONG PICTURE NoO. 73.
No. 74 () (Catalogue no.-76)
WORDS
Mi‘sawe’kfimig’......... In the center of the earth
A’yagwen’.............. Wherever he may be
Ana/makIi/............. Or under the earth
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No. 76. LovE-cHARM SoNG (Catalogue no. 53)

Sung by MANIDO’GICIGO’RWE

Voice J_—_M
Recorded without drum
2 NN 1 1 " , [ . "
1 | 1 1 . . 4 I,__i’_ 1T ! 4
Mﬁ ] : ‘—‘—__ijz_i‘zti—_—l__':j:d—_—d_ =
N
— . PN | |
b 1 1 1 R T j) 1 ) I
et .. — '
>
— 3 1 ] - N _u—
ey 1 1 4 4 B I . | 1 i | i I |
7 Ctﬁ:h:d:i—

1 | > 'y

m—— 3
b 1 —  — p— n
v 1 1 1 1 | 1 - 1 b )| o 1 |
e T s~—o—9—t-z—H

-

Songs CoNNECTED WITH THE CURE OF THE SICK

The treatment of the sick is conducted by the older members of
the Mide’wiwin, special songs being sung in connection with the
use of medicinal herbs. This treatment is frequently given in con-
junction with an initiation ceremony, the person being initiated in
order to cure him of his bodily illness. Reference is made to song
no. 47 (p. 73), the words of which are more characteristic of the
Mide’ than the words of the songs which follow under this heading
and which are connected with personal incidents. In song no. 47
the power of the Mide’ to cure the sick is affirmed and emphasized,
it being further stated that the white shell is the means used to that
end. This element of affirmation is very strong in the Mide’ and to
it may largely be attributed the power of the Mide’ over the mlnds
of the Chippewa.

Mi’jakiya’clg (‘‘clearing sky’’), an aged woman who is a member
of the Mide’wiwin, sang the two following songs associated with
her personal experience.®

We’nabo’jo and his grandmother are the principal characters in
Chippewa folklore. We’nabo’jo is also connected with the MIde’,
though the connection is not clearly defined.

e Mi’jakiya‘clg stated that she was very ill when she was a young woman. Her parents prepared a
feast and sent for a Mide’wini’nl. After partaking of the feast the MIde’wInI’nl ‘s poke to the manido’,”
saying that she wished to have her life prolonged by meansof the Mide’. He then smoked the tobacco
which her father had provided. A few days later a larger feast was held and many members of the MIde’-
wiwin were invited. After all had smoked, the first MIde’wInI’n{ told them her desire; then he sang these
two songs, the people dancing as he sang. Mi‘jakiya’clg stated further that her health was entirely
restored.
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WORDS
Nimanido’winawa’................ I see a spirit likeness
Nikén/ . ... ... . ol In my Mide’ brother
Nimanido’witawa’ ................ He speaks with spirit power
Nikdn/ ... ... il My Mide’ brother

. :

Analysis.—The rhythmic unit of this song occurs four times and
is readily discerned. Attention is directed to the range and tenor
register of this song, which was sung by en old woman. The voice
was harsh in quality, but fairly accurate in intonation.

No. 79. HEALING SoNG (Catalogue no. 71) -
Sung by O’pENIGON

Voice J:-_ 116
Drox =116
(Drum-rhythm similar to No. 1)
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WORDS
Nimanido’winawa’................ I see a spirit likeness
Nikdn/ ... ... ol In my Mide’ brother
Nimanido/witawa’ ................ He speaks with spirit power
Nikén/ .. .ooooiii My Mide’ brother

. .

Analysis.—The rhythmic unit of this song occurs four times and
is readily discerned. Attention is directed to the range and tenor
register of this song, which was sung by an old woman. The voice
was harsh in quality, but fairly accurate in intonation.

No. 79. HEALING SoNG (Catalogue no. 71) -
Sung by O’pENIGON

Voice J: 116

Drox J: 116
( Drum-rhythm similar to No. 1)

ry — T Iy 1 —

nin - do-ta-wi-o -ge-dji-ga - gi - gi-do-yan
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Vorcr J: 56
Recorded without drum

Ki-ma - ni-do - we hi na wa ki - ma - ni-do-we
— :
: - - 8 g o9 09— —
/ - . N
hi nawa ki - ma-ni-do-we hina wa ki - ma-ni-do-we
ppR—e = j—z&%:?—z}z&%za
hi ki - ma - ni-do- we hi na wa

na wa
&n-da-ni - kin ¢ ma-ni - do-wa-ne we hi a we

%%%ﬁﬁ%%

ma - ni-do - we hi na wa ki - ma-ni-do-we hi na wa ki-

J P —— —
v | L= ) ] &= 3 o ¥ = = 9 g1 3
T ¥ ' [d
ma-ni-do - we ki nawa ki - ma-ni-do-we ki na wa hi
WORDS
Kimanido’wihe’.......... .. ... .. You are a spirit
Kimanido/wiln.................... I am making you a spirit
Endanabiyan’.................... In the place where I sit
Kimanido/wiln/.._............. ... I am making you a spirit

Sones CONNECTED WITH RARE MEDICINES
Sung by O’pENI’GON

These are examples of the songs which may be sung at the dance
following an initiation and also in the lodges during the evenings
which precede the ceremony. They are songs which can be sung only
by those who purchase the right to sing them. O’déni’gn, who
sang all the songs in this group, is said to be ‘“‘one of the most
powerful medicine-men on the White Earth reservation.” (See fig. 7,
p- 100.)

The word ‘medicine” as here used refers to any substance by
means of which results are supposed to be mysteriously attained.
The narratives concerning these songs were given by the singer and
are transcribed as nearly as possible in the words of the interpreter.
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‘No. 81. Soxg oF THE FLYING FEATHER (Catalogue no. 191)

Voice .': 100
Drun ¢ 108
(Drum-rhythm similar to No. 1)

SR L e et

mon a-do-no-dji-i-gon ya ha ya ha mon o- do-no-dji-i-gon
£ £ £ o

CEmEESSESEEE = &

- L L4

i na ha we a hi a en - di-mu-sa-o -no-dji-gin

o £ . i £ —o—8 090 ———————n
b ———- e ]

ya ha ya ha mon o - do-no-dji-i-gon ya ha ya ha

mon o - do -no-dji - i - gon i na ha we a hi a

HARMONIC ANALYSIS

3 measures 5 measures 2 measures 5 measures
| _’_ | li -~ 1 I _‘_ 1 | - 1
B —— $ e
P — — :
WORDS
Migwn................ The feather {/? AV :@o
0’dono’djiigon” ......... Is coming toward ]
~  Endimo’nondjiigin’ ... The body of the Mide’wInl/nf  SONG PICTURE No. 81. In

this drawing the persons

Narrative.—In a wigwam lived a man and his wife, but mentioned in the song
after a time the woman ran away. Then the man went toan 2/ ropresented twico.
Mide’win¥’nI and said to him, “My wife h L e e e wiss
olfi e and said to him, y wife has run away; are shown in the wig-
wish that you would take pity on me and bring her back  wam; the manisshown
again.”’ also beside the wigwam,

The old man replied, *“ Your wife will come back to-night.” :}hile his wifo is at a
« . stance. (Compare

Then he added, ““I am sure of this, because the sound of my  grawing of song no. 1.)

drumming is heard all over the world and when she hears it

she can not help coming back.” So he began to drum and to sing this song, and the

man’s wife came back to him. Then the old man gave him a charm so that his

wife would never run away again.
12692°—Bull. 46—10——7
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Ezplanation of the flying feather and the flying man.—All the old Indians know about
the flying man. He was a very powerful Mide’e who could cause a feather to
come to him out of the air. This feather would come toward him and enter into his
body. Then the man could rise up and fly like a bird. The Chippewa depended
upon him in the wars with the Sioux, for he could fly through the air and spy out the
enemy. Once the Chippewa suspected that the Sioux were near and they sent this
flying man to look over the country. As the Sioux were sitting in their camp they
saw the flying man coming toward them in the air, and the leader of the Sioux said to
his men, ‘‘Fill up that pipe as fast as you can;” so they filled the pipe and lighted it.
They held the stem of the pipe up toward the flying man. They pointed it at him and
he could not see the crowd of Sioux. He did not sge them at all.  So he returned to
his friends and said that he did not see the Sioux anywhere. Then the Chippewa
marched across an open field. The Sioux were watching, but they let them pass.
Then the Sioux shot and killed them all, even the flying man.

Analysis.—This song is harmonic in character, beginning on the
octave, descending a minor third, and then following the tones of the
tonic triad. The song contains a short rhythmic unit which occurs
five times, giving the song its forceful, energetic character. The
rhythm is exceptionally strong and clearly marked throughout the
song.

No. 82. SonG oF THE MAN WHo SUCCEEDED  (Catalogue no. 192)

VoIce .‘.—_ 100

Drum =108
(Drum-rhythm similar to No. 1)

=
T TFE S i ol o ot e
B e o Pl

WORDS -
Nin’sa.ooeoeiooiiia.. 1 myself
Ningagwe’djisea’......... Will test my power

Narrative.—There was once a man who had never tested the
power of his medicine in the hunt. It was a time of starvation
in the camp. The man himself was starving. A very old Mide’
had been training him for a long time, but the old man lived
faraway. The man found himself thrown on his own resources.
He resolved to do his best, so he composed this song and went forth to hunt. The
venture was a desperate one, but he succeeded, and killed a bear. Afterward this
was his medicine-song.

SONG PICTURE No. 82.

aIn conversational Chippewa the term Mide’ is frequently used instead ¢’ Mide’wini'ni, referring to
a male member of the Mide’wiwin,
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Analysis.—The transcription is from the second of the four rendi-
tions on the phonographrecord. In the third and fourth renditions
the words are slightly changed, thus affecting the note-values, the
melodic trend remaining the same. Even in this rendition the words
are too broken by interpolated syllables to be transcribed.

The intonation of the first note of the song is always clear. The
accidental is also clear, but the intonation is wavering in most of the
song. The accidental is the lowered sixth, which occurs frequently
in the Chippewa songs under consideration. There is no repetition
of a rhythmic unit in this song, although the various parts bear a
very close resemblance to one another.

No. 83. SoNG OF A ScaLp DANCE (Catalogue no. 193)

Voice J: 104
Drum .'__ 138
(Drum-rhythm similar to No. 1)
» 9 = t P p._

E

o Lﬁ—,ﬁ‘rf——'—rt‘—-g- %
EES=S=Es8 l
—— P — P
Eq:hl. F—r + — i‘_LSL 1 E }j_l - = 3

WORDS
Ninga’onde/nimigo’. .. .. Some will be envious
Gi’witagi’clg............ Who are in the sky
Nina’niminan’.......... I am dancing around X
Intniwi’stigwan’ ........ A man’s scalp -

Narrative.—This song carries us far into the past with its war )
partiesand wild rejoicings of victory. It wassung on the return SoNG PICTURE No. 83.
of the Chippewa from the Sioux country, with scalps. After ~ The drawing shows
the usual scalp dances tl{ere was held a special dance called a 3:: ?:::‘nia:;:;
“round dance,” because it took place around a grave. If pos-  scalpsupon poles, the
sible, this was the grave of a person killed by the Sioux, often  grave of the Chip-
the grave of the person whose death had been avenged by the i’:w:‘;::d ":‘: pole at
war. At the close of this ‘‘ round dance’’ the poles bearing the © o thegrave.
scalps were stuck into the ground at the head of the grave, to stay there until the
poles should decay and fall. The drawing of the song shows three scalps upheld
during the dance, but only one placed at the head of the grave. This may be the
scalp of the person who killed the buried Chippewa.
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No. 85. SoNG oF THE CrRAB MEDICINE-BAG (Catalogue no. 195)

Voice J—_—- 104
Drux J: 116
( Drum-rhythm similar to No. 1)

=~
—r"—'——f—rf—t—gt .
=2 i e | 7 L —

A-ca wi he he a ne a-ca we he he a mne ht hi

nin-da-we-djaha ni hi hi ya ha ni hi ni hi hi khi hi I wa-ca
WORDS
Aca’gectn’ . .....oiiiiiiiiiiii Like a crab
Ninda’badjia’..................... I am using it

Narrative.—Two women are mentioned in this song. Their
grandfather gave them each a medicine-bag made of the skin of
a small crab. The twowomen wore these medicine-bags around
their necks and after receiving the bags they never lacked for
anything—they had all that they wanted. This was a good kind
80NG PICTURE No. 85.  of medicine-bag, for the crab hasclaws which hold very tightly, so

The drawing repre- (o medicine-bag enabled the women to hold on to everything

sents a MIde’ bag

with two mi‘gls be- that was good.

side it. Analysis.—This song resembles a chant. The
accents and the grouping of tones are clearly marked, but the metric
unit (J=104) varies constantly, the variation not being sufficient to
be indicated. The first word is so dismembered as to lose its identity,
only the first two syllables being retained. The syllable ne marks the
conclusion of the succession of syllables which represent the word.
The second word is mispronounced. The song continues one acci-

dental tone.
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No. 86. SONG OF THE FIRE-CHARM  (Catalogue no. 197)

Voice J: 69
Drem J: 126

( Drum-rhythm similar to No. 1)
————

—_
3 o 6° o & :

L e e e e B

E=Z=Pbd— ¥ — e i e — ' — ﬂ

I-na -ko-ne wya ha ha ni-ya - we he he i-na-ko-ne

ya ha ha ni-ya - we he he i-na-ko-ne ya ha ha ni-ya-

3
THgT ¢ E—I—ﬂ_ﬁ—*——*—a— - — P
e e e e e e e

we he he i-na-ko-ne ya ha ha ni-ya -

—_——
. A
B eSS S me R et = |

we he he i- na-ko-ne ya hi hz ni-ya-we  he he

_—f_p_"‘H_:E. . r ) Y N
I - N | - H H .
= P O . O ———- -
| —— = - _=
ni - ya - we he ke i-na-ko-ne ya ha ha ni-ya
* WORDS | ;
Ina’kone’................ The flame goes up “L/ "\
Niyawii/. ..o To my body SN
, s
Narrative.—The greatest wonder that ever came to the Indians oS-

was fire. Like everything else, it came to them through Mide’. soxe picTUrE No. 86.

Someone asked, ‘“What do you want to do with this?” A man The flames are seen
replied, ‘“This fire is for warmth and for cooking.” The Indians ascending from a
were afraid of it at first, but soon learned that it was useful. circle of fire.

Once there was a fire burning on the ground and many people were sitting around
it. A man rose and walked away and put medicine on his feet. Then he came back
and stood in the fire, and he was not burned at all. After he came out of the fire all
the people looked to see his feet. Ile was barefooted, but he was not burned at all.
Some tried to find out how he did it. They said that they would walk away and
come back and stand in the fire, but the man said that they had better not try it.
While he was in the fire he was chewing medicine and spitting the juice on his body,
so that, although the flames came up all around his body, he was not burned at all.

Probably some of the very oldest Mide’ still have some of this medicine which they
can put on their feet and walk in the fire without being burned. They can also put
it on their hands and take hold of very hot stones without being burned.

Analysis.—This song differs from other Mde’ songs in that the
singer sang the song through once, with the portion to be repeated,
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and then gave the ejaculations wa hi ki ki ki, wa ki hi hi ki, after
which he began at the beginning and sang the entire song again; this
being contrasted with the custom of repeating the last portion of the
song an indefinite number of times without a pause. Three complete
renditions were recorded by the phonograph. The slow voice-rhythm
and rapid drum are found in this as in other songs of mental stress.
The pulse of the measure-lengths is uniform throughout the song,
though some measures are in 2—4 and some in 3—1 time.

No. 87. SONG OF STARVATION  (Catalogue no. 199)

Voice J:. 108
Drum J:: 126
(Drum-rhythm similar to No.1)

T e e o
EEVEEEESSSS N S TE s aas

Ya- wé-ndn  ge - ma-ma-dji - dod ni - yau ya-w&-nén

e R e e |

ge-ma-ma~dji -dod ni - yau ya-wd-nén ge-ma-ma-dji-dod

|—o—¢— —f-q,—,-—.—. [/———»]—0——0—"{
m—‘_’_ e e e e

ni - yau m-de-mu-sa-yo - gi- o - ji -ton ni - yau
—!—!—, —F—o—o—»
e e ﬁﬁ“?— S s —
—_— i et
ya-w8-nén  ge - ma-ma - dji - dod ni - yau Yya-wé-nén

e ]

ge-ma-ma-dji-dod  ni- yau ya~wé-nén ge-ma-ma-dji-dod mni - yau

WORDS
Awdnén’. ... ......... Who
/\ Gemama’djidod”. ... .. Will take
Niau/. ... My body?
I'kwe . . ............. A woman
I Inde’musa’ogio’jiton’ . Is making the medicine

Narrative.—In the olden times the Indians had no
weapons except bows and arrows, and they often suf-
fered greatly for lack of food. In those days they were very jealous of each other
because some could get more game than others. Sometimes a man who had plenty
of food was later ‘“‘starved out” by other Indians until he was so hungry that he
could eat grass. This was accomplished by means of medicine.

Once a man who was nearly starving went to an old MIde” and asked for his help.
The old Mide’ said, ‘‘Well, my grandchild, I will do what you wish because I fur-

SONG PICTURE NO. K7,
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Late that night the old Mide’ got ready to sing, and while he was singing he sent
an owl over to the camp where the Indians lived who were trying to starve this man
and his wife. The owl carried the bad medicine and sat at the head of their camp
that night, but they did not know it. This owl was just the dried skin of an owl
with the medicine inside of it.

The old rule was that if a man killed an animal he must first divide it among the

camps; then he must cook his own share of the meat and invite all

& the old men to come and eat it with him. If he failed to do this

é they would be jealous and would ‘‘starve him out,’’ as was the case

with this man and his wife.

After singing this song and sending the owl to the other camp

) the old Mide” was sure that the man and his wife would have no

SONG PICTURE No. 85, further trouble. He also gave them medicine to carry, so that
The Mide'winrnr, they could get near to the animals when they were hunting.

the man and his Al that the MIde’ said was true. The other camp could get no

:g‘}:ﬁ;ﬁ;:ﬁhﬁf food after the owl went.to the camp. The Indians there nearly

the owl is flying. starved, but the man and his wife had plenty of game.

Analysis.—This song contains no change of rhythm, an unusual
feature in a Mide’ song. The key of A minor is plainly implied by
the melody, although there is very little to establish the key. The
song begins on the ninth and ends on the fifth. It contains no repe-
tition, the syllables %o ko ho ho, which indicate the conclusion of a
song, being given after each rendition.

AppiTioNAL MIDE’ SoNgs

No. 89. Song oF THE BEAR PATH (Catalogue no. 236)
Sung by MAIS’iNs

This is said to be the oldest Mide’ song known. If this were sung
m a Mide’ gathering, it would be necessary to make large gifts to
the singer, and before singing he would call on the
Mide’ manido’. No one would sing this song who
had not purchased the right to sing it.

Analysis.—The syncopation in this melody, as well \

as the slight prolonging of many of the tones, makes

it difficult of accurate transcription. The melody jejmorsne- . In
follows the intervals of the minor triad and fourth, to be many “paths;”
but it is the rhythm which impresses the ear most f,h;:::;ﬁt;e.'fﬁ::: ?bx
strongly. This very peculiar rhythm is maintained is shown in the draw-
throughout the various renditions. The tone is L% Biris aro closcly
wavering, with the vibrato so frequently used in ond, third, and fourtn
these songs. The seventh of the minor scale does gzrsmfl;"t“;'; :::lw:g
not occur in the Song. The seventh of the second though it is not men-
five-toned scale is the fifth of the fourth five-toned °ned " the sone.
scale, and is seldom omitted. Its omission seems to indicate a feeling
for the minor tonality as such, rather than a use of the tones of the

fourth (or major) five-toned scale with a different keynote.
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WORDS
Manido’widjig’.................... Those who are spirits
Ningeka’igog’..................... Are making me old
Endana’bian’. ... ... .. ... ... Where I am sitting

Analysis.—This song is purely melodic in char-

acter, following the intervals of the second five-

&;::uﬂ’:;xﬁr toned scale. It clearly illustrates the custom of
of the Mide’ s man interpolating syllables in the words of the Mide’ songs.

lives to be so old  Thyig ig said to be a very old song.
that he leanson a b Ty g

staff as he walks.
No. 91. “To TuE SpiriT LAND” (Catalogue no. 253)
Sung by MaI%’ins
Voice J: 138
Drum J: 112

(Drum-rhythm similar to No. 1)

L S -

amm

U
A-ni-ma-dja ha ha a-ni-ma-dja he ha a -ni-ma -

_® —_
E%—rﬂ:}—ﬂ——-b—% S 7 S S —

iU
dja kha ha a-ni-ma-dja ha ha a-ni-ma-dja ha ha a-ni-ma -
o .

S—

-.-1»*
Ha

- L. . — - -
@‘%‘sﬂgu I . F— i —T {t—lv is - =

C n"% T 1”4 [F _i
dja ha ha a -.ni - ma - dja a -0 - da - na-wifl -

- S P .
Bimem e e e
E ,,‘.'.’;.i' / b I ;
e he he hin-di- no - s& hE k& a- ni -ma -

" ».
st — e —Ff—f—
C n!"a -+ -+ ' . —- } I I[ 1" 1[*’ - - :

ALl
dja ha ha a -ni-ma-dja ha ha a -ni-ma -
L]
s 0—9o"——9 o 9 o o oy
B e S ===
dja ha ha ha a- ni-wa-dja ha ha a- ni -ma - dja
WORDS
Aoda/mawifie’...................... To the spirit land
A’nimadja’..... ... . ..., I am going
Hin’dinos&....................... I am walking

Before singing this song the singer said, “It is hard now when a
man dies, but death was more tragic among the Indians in the old
days.” ‘
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Analysis.—This song contains one accidental tone, which occurs
only in the introductory measures. Considerable freedom is allowed
the singer in beginning a song. The portlon of the song following

the word ‘“Mide’wiwin is recorded seven times, each

repetition returning to the point indicated and com-

pleting the circuit with no variation except that the

two measures between the double bar and the word

“Mide’wiwin” are once omitted. The transfer of

the accent from the second to the first syllable of the

Soa merure no.92.  first word is clearly marked. The melodic progres-

wavy lines repre- sions are of slight importance and the intonation is

g L .

faulty, the transition from one tone to another being

frequently glissando, but the metrical repetition of one word is con-
tinuous and emphatic.

No. 93. “I aM WALKING” (Catalogue no. 256)
Sung by MaIs’ins
Voice .' 92

DruM J__
(Drum-rhythm similar to No. 1)
- -
S S il .9 9 bbp_p_p_s__
: s e iy S S
—— 4 =
Da - bi-na-wan gi-no-se - yan ¢ ne da-bi- na-

yan i ne da bi-na - wan gi-no-se - yan i ne

WORDS : \
Dabi’nawa’........... Toward calm and shady places
Nin’dinose’. . ........ I am walking

Mok’ade’wak0m/ig ... On the earth

Analysis.—The rhythm of this song is so irregular
as to make it difficult of transcription. The tempo
is rapid and the accents are slight. The phono-
‘ graph record contains four renditions of this song, which are iden-
|
|
\

SONG PICTURE NO.93.

tical in every respect, both the peculiarity of the melody and
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No. 97. “Tue Sky CLEARs” (Catalogue no. 4)
Sung by GEGWE’DIIWE/BINOR/
WORDS

Kegdt/. ..., Verily
Mijakwat/ ... .. .ol The sky clears
Nimitig/waktk’. ............ .. .. When my Mide’ drum
Medwe’undjin. ......... ... .. Sounds
Ninfa. ...t For me
Kegot/. .. ...l Verily
A/matin/. ... ool The watersare smooth
Nimitig/waktk’. . ............. ... When my Mide’ drum
Medwe’undjin/................. ... Sounds
Ninfa.. ..o, For me

ONO

SONG PICTURE No. 97. The arch represents the sky
from which rain is falling. The two ovals repre-
sent quiet lakes. In his left hand the man holds
a Mide’ drum and in his right hand a stick for
beating the drum.

No. 98. “I WarLk 1N A CircLE”’ (Catalogue no. 5)

Sung by GEGWE/DIWE’BINOS/

WORDS
Nikan/inan’..... ... ... ... My MIide’ brethren
Niwaninose’ ... ... I walk in a circle
MaZkwa. ..o The bear

Amiija’ ..ol Goes on bhefore
Mide’wigan/igmeduii. ..o L. To the Mide’ lodge
NinglkIno’amawa’. . ... ... ...... Telling
Gitna’cina’be. ... ... ... ... The old Indian
Obagi’teiganun’................... What gifts to give

@m
R

SONG PICTURE NO. 98. On a pole are hung
blankets and other gifts, which are to be dis-
tributed according to the directions of the bear.
The person to be initiated appears in the draw-
ing, also the bear, which is entering the Mide’-
wigan. Curiously, the hear’s footprints precede
him, indicating the path he is to travel.
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SONG PICTURE NO. 103.
The many straight lines
diverging from the heart
and body of the man
suggest the importance
of being selected toshare
in the division of the
offering.

BUREAU OF AMERICAN ETHNOLOGY
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No. 103. “I aM Namep” (Catalogue no. 10)

Sung by GE’MIwONAC/

WORDS
Nimadwe/winigog’. ... .. I am named
Mide’winiwg’. . ....... By the leaders of the
Mide’
Wewno’d @mowad” ..... To receive a share of the
offering

No. 104. “I aMm UnaBLE To HARMONIZE MY VOICE”’  (Catalogue no. 11)

Sung by GE’MIWONAC’

WORDS
[Free translation]
Ningwinaninwe....
Gwinawl’nowe’ . .... X SONG PICTURE No. 104.
Ni’tcanicina’be I am unable to harinonize my In this song the ques-
Endanwe nid i/ voice with the voices of my tion is that of heauty,
... . . “ i

Ni’tcanicina’ fellow Indians which I or *harmonizing the

i’tcanicina’be... .. he: di voice,” and a rose takes
Endanwenidai . . .| [€arata distance the place of the wavy
Ningwa’nanl’ina’. . lines which represent a

song when sung with
the “power of the
Mide’wiwiIn.” The
other singers are repre-
sented by the figure in
the background.

No. 105. “ Tuey ARE FEASTING Wit ME”  (Catalogue no. 12)

Sung by Ge/MIwiNac’

LA WORDS
v Niwido’pamigog . .. They are feasting with me
Agwatci‘siwayan’... The outside medicine-bag
Kima/nidom’. ... ... You are the spirit
SONG PICTURE No. 105. Gigani’nigo’.......... You will be called

This drawing suggests
the square bag used by
the Chippewa for stor-
ing and carrying rice.
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TONE MATERIAL

Fourth five-toned scale.............. 18 | Octave complete, except pixth... ... 2
Second five-toned scale.............. 11 | Octave complete, except seventh. .. 10
Major triad and sixth................ 19 | Other combinations of tones......... 19
Major triad, sixth and fourth. . ..... 2} IntwokeyB:...:..::ii:iiseininns. 3
Minortrad................o..n —
Minor trfad and fourth. ............ 2 Total..ooooveiiiiiis %
Octave complete................... 3
Catalogue numbers of songs

Fourth five-toned scale.—19, 21, 22, 24, 41, 48, 52, 53, 59, 79, 189, 190, 192, 193, 237,
238, 241, 242. Total, 18.

Second five-toned scale.—34, 35, 45, 46, 53, 124, 197, 236, 239, 248, 254. Total, 11.

Major triad and sizth.—16, 17, 18, 20, 23, 25, 26, 28, 29, 31, 32, 33, 39, 42, 122, 129,
130, 191, 240. Total, 19.

Major triad, fourth, and sixth.—127, 128.

Minor triad only.—27.

Minor triad and fourth.—61, 62.

Octave complete.—56, 64, 73.

Octave complete, except sixth.—71, 126.

Octave complete, except seventh.—37, 38, 44, 46, 50, 58, 66, 67, 255, 256. Total, 10.

Other combinations of tones.—30, 36, 40, 43, 49, 51, 54, 55, 57, 60, 65, 69, 73, 78, 80,
123, 195, 199, 200, 253. Total, 19.

In two keys.—170, 125, 194.

Total number of songs, 90

BEGINNINGS OF SONGS

Onthetwelfth...................... 33 | Ontheseventh..................... 2
On the fifth (compass less than a cOnthesixth......_...... ... ... 1
twelfth). _........ ... .. ... 29 | Onthefourth..................ooo0 ) 1
Ontheninth. ...... .. ......._... 5| Intwokeys ............... ... 3
On the second (compass less than a —
ninth)....... ... 5 Total...o.oovoeiiininennnn. 90
Ontheoctave...................... 11
Catalogue numbers of songs

On the twelfth.—16, 17, 18, 19, 20, 21, 22, 23, 24, 25, 26, 27, 28, 29, 31, 32, 33, 37, 38,
54, 55, 66, 69, 71, 80, 122, 189, 190, 237, 238, 240, 241, 242. Total, 33.

On the fifth.—30, 39, 41, 42, 43, 44, 46, 47, 48, 50, 51, 52, 60, 61, 62, 63, 67, 73, 78, 79,
80, 123, 126, 127, 129, 130, 197, 255. Total, 29.

On the ninth.—192, 195, 199, 200, 253. Total, 5.

On the second.—36, 40, 59, 65, 194. Total, 5.

On the octave.—34, 35, 49, 58, 64, 124, 191, 236, 239, 248, 254. Total, 11.

On the seventh.—45, 56.

On the sizrth.—193.

On the fourth.—57.

In two keys.—170, 125, 256.

Total number of sorigs, 90

ENDINGS OF SONGS

Onthetonte......................... 56 | Onthethird......................... 10
Onthefifthe..c....coooooooooo.. 21 | Intwokeys...ccovveeeiaaeeeaciaea. 3

Total number of songs, 90.
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Catalogue numbers of songs in which metric unit of voice and drum is different.—52, 53,
61, 123, 124, 189, 190, 191, 192, 193, 194, 195, 197, 199, 200, 236, 237, 240, 241, 242,
253, 254, 255. Total, 23.

Catalogue numbers of songs beginning on the accented portion of the measure.-- 39, 52, 54,
55, 56, 57, 59, 61, 62, 65, 69, 71, 73, 191, 192, 199, 238, 239, 240, 242, 248, 253, 256.
Total, 23.

Catalogue numbers of songs beginning on the unaccented portion of the measure.—14, 53,
58, 60, 62, 63, 64, 66, 67, 68, 78, 79, 83, 122, 123, 124, 189, 190, 194, 195, 197, 200,
236, 237, 241, 255. Total, 26.

STRUCTURAL ANALYSIS

Melodic.... ..o o 70
Harmonic. ... i 20
90

Catalogue numbers of songs

Melodic.—16, 17, 18, 19, 21, 22, 24, 26, 28, 34, 35, 36, 37, 38, 39, 40, 41, 43, 44, 45, 46,
47, 48, 49, 50, 51, 52, 53, 54, 55, 56, 57, 58, 59, 60, 61, 64, 65, 66, 67, 70, 71, 73, 78,
79, 80, 124, 125, 126, 127, 128, 129, 130, 189, 190, 192, 193, 194, 195, 197, 199, 200,
236, 237, 238, 239, 248, 253, 255, 2566. Total, 70.
Harmonic.—20, 23, 25, 27, 29, 30, 31, 32, 33, 42, 52, 53, 69, 122, 123, 191, 240, 241,
242, 254. Total, 20. ‘
Total number of songs, 90.

SOCIAL SONGS ON WHITE EARTH AND LEECH LLAKE
RESERVATIONS

INA’BONDIIGAR NAGUMO'WIN (DREAM SONGS)

The songs in this group are not composed in the usual sense of the
term, but are songs which are said to have come to the mind of the
Indian when he was in a dream or trance. Many Indian songs are
intended to exert a strong mental influence, and dream songs are
supposed to have this power in greater degree than any others. The
supernatural is very real to the Indian. e puts himself in com-
munication with it by fasting or by physical suffering. While his
body is thus subordinated to the mind a song occurs to him. In
after years he believes that by singing this song he can recall the
condition under which it came to him—a condition of direct com-
munication with the supernatural. It is said that no drum is used
at this time, the drum being added when the song is rehearsed and
sung afterward.

These dream songs are considered under three divisions: First,
songs of the doctor; second, song of the juggler; and, third, songs
which were composed during periods of fasting or of mental stress
and were used later as war songs or in other connections. The songs
of each division are preceded by an explanation of the circumstances
under which they were composed or sung.
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1. SONGS OF THE DOCTOR

The Chippewa word dja’sakid is applied to two classes of peo-
ple—doctors and jugglers. It is difficult for us to recognize the
relation between these two, for we are accustomed to regard medicine
as a science and jugglery as an imposition, but to the Indian mind
both are direct demonstrations of supernatural power received and
maintained by means of dreams or trances. For that reason it is
natural that the same word should be applied to each.s

The songs of a Chippewa doctor can not be bought or sokl. Each
man must bear his own pain or endure his own fasting if he would ac-
quire power over pain in others. Sympathy and affection were very
real in the Indian wigwams. Definite knowledge of means for curing
the sick was very scapty, and in pathetic helplessness the Indian
turned to the supernatural for help. The methods used in the treat-
ment of the sick are repellent. For that reason it is good that we
firet consider the element of poetry which underlay the best attempts
" of the old-school Indian doctors to relieve the suffering of their
friends.

The fasts which were practised by the Chippewa doctors usually
lasted ten days, the time being spent on a mountain or a great rock,
or in a tree. A doctor frequently built a kind of nest to which he
retired and whither he believed the manido’ came to give him the
power to do his work.

The Chippewa doctor treats the sick by singing, shaking his rattle,
passing his hands over the body of the patient, and apparently swal-
lowing one or more bones, which are afterward removed from his
mouth. Each of these phases is considered indispensable to the treat-
ment. The rattle commonly used is shown in plate 1. Tt is made of
deer hide stretched over a wooden hoop and is 93 inches in diameter
and one-half inch in thickness, and contains two or three small shot.

The manner of holding the rattle is shown in plate 2. The dis-
coloration on the front of the rattle and a small hole on tle back are
indications of its being used in this position. The hole cn the back
is exactly where the deerskin would be pressed by the second finger.
This hole has been roughly patched. The rattle was procured from
O’déni’gln, a man said to be especially skilled in the use of medicine,
who sang the Songs connected with Rare Medicines, in the present
series (see p. 96).

@ The songs of the Chippewa doctor were recorded by Maiit’&ns (‘‘little wolf’"), the younger, a man of
middle age.whose feet were frozen when he was a lad, and who walks on his knees. ITe related to the
writer the story of his experience at the time his feet were frozen. Accompanied by his grandparents he
started to walk from one village to another, but a heavy snowstorm and intense cold overtook the little
party. Ilis grandparents finally perished of cold and starvation, but he found his way to the village
with both feet frozen. Years of suffering followed. When the pain was most severe these songs.
Maiil dns said, one after another, *‘rang in his head.”” e spoke of the condition of intense pain asa
dream ccndition, implying that the intensity of the pain proJduced a state bordering on unconsciousness.
e suid that years afterward he became a doctor a:nd these songs were his special ¢ medicine songs® in
c..ring the sick.
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Narrative.—Before beginning this song Maifi’éns said, ‘*‘In my dream I went to the
big bear’s lodge and he told me what to do. He told me how to swallow the hones
and [ often go back to his lodge that I may learn from him again. Thisis what I say
in this song which I made up myself. Every dja’sakid has his own animal which he
sees in a dream and he learns from this animal what he shall do for the sick person.”

Analysis.—This song is so short that the phonograph cylinder con-
tains nine renditions of it. The transcription is made from the most
regular rendition, but the intonation is faulty. The singer found much
difficulty in starting the song on the octave, owing probably to the
presence of the tenth so near the beginning of the song. The tenth
is a particularly hard interval to grasp. The rhythm is regularly main-
tained, especially the rhythmic unit which consists of the dotted
quarter or quarter notes preceded by eighths. The subdivision of
the third measure shows some indecision; the rhythmic unit has been
clearly given out, and the interest lapses slightly until the rhythmic
unit again asserts itself.

No. 110. ““Goine ARouND THE WoORLD”  (Catalogue no. 246)

Voick .l 72
Druy .I 138
(Drum-rhythm similar to No. 1)
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mi - dwe - kfim -i - glc - ka - man a - ki we
WORDS

Ka’wita’kimi’gickaman’ .......... I am going around
Aki/ oo The world

Midwe’kimi‘gickaman’............ I am going through

AKY e The world
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Analysis.—The chief rhythmic phrase of this song is short, clearly
marked, and frequently repeated. It is comprised in the second and
third measures of the song. This recurring phrase’is easily traced
and is always given in exact time. The intervening measures are in
less regular time, the words somewhat resembling metric speech and
the note values varying accordingly. They are, however, indicated as
correctly as possible. The use of an accented sixteenth note before
a dotted eighth note is not common in the White Earth songs, but
was frequently found in the songs collected at Red Lake. This song
is melodic in structure, beginning on the sixth and ending on the
third of the fourth five-toned scale.

2. SONG OF THE JUGGLER

The supernatural power of the Chippewa doctor is shown by the
recovery of his patient; the supernatural power of the Chippewa
juggler is shown by a performance which is universal throughout the
tribe. In this performance the juggler frees himself from the tightest
cords, causes his lodge to sway as though blown by a tempest, and
summons the spirits of wild animals whose voices are heard by the
spectators. The accounts of these performances are authentic, but
the ability to perform the feat has never been explained.

The following description of a juggler's performance was given in
connection with the song, the narrator stating that he had seen the
performance by Ce’de&ns’ and had heard him sing the song at that
time.

The preparations were as follows: Eight poles were placed upright
in the ground. These poles were 12 to 14 feet high. They were sunk
in the ground 2 or 3 feet and were placed about 2 feet apart. They
were bound together by hoops, eight of which were fastened around
the poles at intervals. After the completion of this framework
Ce’de&ns’ sang this song. Then he was bound with ropes made
of the inner bark of the basswood tree, his hands were tied behind
him, his feet were tied, a large stone was placed on his chest, and
he was bound around with stout gill nets, so that he was ‘like a
ball.”  Four men carried him eight times around the circle of poles
and then threw him inside the inclosure. One of the four men then
called, ‘‘Come, ye people of the sky, come and smoke.” In a few
moments the poles began to shake; the whole structure rocked
and swayed as though a tornado were blowing; yet there was no
wind and the sky was cloudless. Soon a voice was heard. The
voice said, ‘“Who is tying up my grandchild? I am going to break
those ropes and throw them over where you are sitting.”

The people seated on the ground, watching the performance, heard
the voice, and in a few moments they saw the ropes coming through
the air. These fell near the people, who hastened to examine them
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and found that they were indeed the ropes with which the juggler had
been bound and that the knots in them were not untied. The ropes
had been slipped from the juggler's body and he was free.

The writer was recently informed by a reliable Indian that his uncle
was accustomed to perform this feat in the old days, and that after his
uncle joined the Christian Church he asked him to explain how he did
it. The old man replied that he could not explain it, as he was an
entirely different being at that time. His manido’ animals were the
bear and the snake, and the Indian stated that, as nearly as he could
make out, his uncle seemed to imagine himself a snake when giving
this exhibition. Two intelligent Indians have given it as their opinion
that the juggler imagines himself to be some animal supple and lithe
enough to work itself free from the cords, and that this imagination,
or mental concept, is so strong that the body responds and does what
would be impossible at any other time. It has been frequently sug-
gested that the spectators are hypnotized and imagine they see what
they do not see. The foregoing explanation suggests that the hyp-
notic influence is exerted by the juggler on his own body. Music
is considered indispensable to the performance of this feat.

The Indian stated that he had seen the lodge bend like a sapling,
so that the top almost touched the ground, when his uncle was giving
one of these demonstrations. Afterward three men entered the
structure. One stood on the ground, one climbed halfway to the
top, and one to the very top. These men tried with all their strength
to sway the structure, but could not move it in the slightest degree.

A juggler’s performance on the Grand Portage reservation was
described to the writer by an eyewitness, who said that ‘“a friend
who lived many miles away was suddenly present in the lodge”
and that she “heard his voice distinctly.” There were also many
wild animals in the lodge whose voices she recognized. Spectators
are not allowed to enter the lodge, but they hear these voices as
they stand outside.

This account shows the association of music and mental influence,
which was also mentioned in connection with the medicine songs of
the Mide’wiwin.

These performances were often given at the time of Mide’ ceremo-
nies, but were not directly connected with them. As stated else-
where, the jugglers were not always members of the Mide wiwin.

Attempts were made at times to counterfeit the performances of
the jugglers. The following incident was related to the writer:

There was a man who pretended to be a juggler, but the Indians knew that he was
a fraud. This man said that he liked to have the lodge built on the shore of the
water when he gave an exhibition. That was because it would sway easier if the
poles were stuck in soft sand. Once this man was giving an exhibition and he

climbed up inside the lodge to shake it. Of course he had to do this hecause he was
not a regular juggler and did not know how to do it right. He was almost at the top
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3. DREAM SONGS AFTERWARD USED AS WAR SONGS OR OTHERWISE

Like the other dream songs, these were said to have been composed
during a dream or on waking from a dream. Many of them are asso-
ciated with some animal which becomes the manido’ of the dreamer.
The words of many of these songs suggest that the dreamer contem-
plates nature in a certain aspect so long and so steadily that he
gradually loses his own personality and identifies himself with it. In
other instances he imagines that animals or objects in nature are sing-
ing and that he learns their songs. It has not been definitely ascer-
tained whether the singer imagines he repeats the melody or only the
words of such songs.

All the dream songs are supposed to be spontaneous melodies, and
therein lies their chief importance in connection with the analytical
study of Indian music.

No. 112. SonGg oF THE TREgs  (Catalogue no. 206)
Sung by GA’GANDAC’

Voice .' =100

Drum J:l2o
(Drum-rhythmn similar to No. 111)
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WORDS

Nodin/...... ... The wind

) g 7 VO Only
Ningotan’......ccoeemnniieennnan... I am afraid of

Narratire.—The following explanation of this song was given by Maiii’éns: The song
belonged to a certain man who sang it in the dances which were held before going to
war. When this man was a boy he had a dream and in his dream he heard the trees
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This song forms an example of the strange personation which char-
acterizes many of the dream songs. In this the singer contemplates
the storm mystery of the sky until he feels himself a part of it and -
sings its song.

Analysis.—This song is divided into two parts. The first contains
only vowel syllables and consists of nine measures, in which the
rhythmic unit occurs twice. This unit is comprised in the first three
measures. The second part of the song contains the words. This
part of the song constitutes a rhythmic unit in itself. Attention is
directed to the harmonic character of the song, although the melody
‘moves with great freedom.

No. 114. “My Voice 1s HEARD” (Catalogue no. 208)
Sung by GA’GANDAC?

Voics J-_- 112

Drux g -:116
(Drum-rhythm similar to No. 111)
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tion of the distant thunder which precedes a storm. Hearing this,
the Indian hastens to put tobacco on the fire in order that the smoke
may ascend as an offering or signal of peace to the manido’. The
idea which underlies the song is, “That which lives.in the sky is
coming and, being friendly, it makes a noise to let me know of its
approach.” This means much less to the white race than to the
Indian. We are accustomed to noise; the Indian habitually ap-
proaches in silence, unless he wishes to announce his presence.®

Analysis.—This song is harmonic in structure and contains the
tones of the fourth five-toned scale. More than a year before the
making of this record the same song was secured from a younger
singer. On comparing the two records it is found that they differ
much less in rhythm than in melodic progressions. The younger
singer used exactly the same tones, but in some parts of the song he
used the intervals in a slightly different order. The characteristic
rhythm is identical in the two records.

No. 116. “As THE HaAwk Soars’” (Catalogue no. 210)
Sung by Ga’canpac’

The second word in this song suggests to the Chippewa the course
of a bird which flies forward a short distance, then cireles, and then
flies forward again. The Chippewa thought that the hawks were
halfway to the top of the sky because they flew so high, and this
song was probably inspired by the sight of a flock of hawks flying
and circling high overhead.

Analysis.—The harmonic structure of this song divides it into two
parts, the first based on the minor triad with the minor seventh?®
added, and the second on the tonic triad and sixth. The tones of
the first chord are repeated during fourteen measures, the F sharp
sinking to E on the fifteenth measure. This introduces the tonic
chord in the key of A, and the latter part of the song is composed
of the tones of the tonic triad and sixth in the key of A. The first
part of the song suggests the close attention with which one follows
moving objects; the satisfying resultant chord and the free melody
with its even rhythm suggest the return of the singer’s attention to
his song and to his more immediate surroundings.

aThe Indian who compose: this song is now a clergyman of the Episcopal Church, Rev. George Smith.
‘When he was a little boy he often painted his face and fasted five days because he wanted to be a ** spirit
man;’’ when he was 15 or 16 years of age he composed this song in his dream. The preparation for his
life work was according to the native customs, but he is doing that work in the white man’s way.

b Prof. J. C. Fillmore found this tonality among the Dahomey sengs collected at the World’s Colum-
bian Exposition at Chicagoand Mr. H. E. Krehbiel (in a paper read before the Folk-lore Congress, July,
1894) cited similar instances among the songs of the American negroes. Professor Fillmore recorded a
similar song from the Nass River Indians living in British Columbia. This tonality is found also in the
following songs of the present series: nos. 51, 116, 127, 172.
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A correspondence between the idea of a song and its melody or its
rhythm can not be taken too literally or pushed too far. Music can
not imitate a scene in nature or express a mental concept, yet either
may inspire a song. Under such circumstances the song may reflect
in some degree the source of its inspiration, yet it would be impossi-
ble, in any instance, to infer that source from the character of the
song.

Five renditions of this song were secured, the only variations being
in the first part; the harmonic material remained the same, but the
order of progressions differed slightly. The second part was iden-
tical in all the renditions.

Voice g: :112
Drum J»:; 126
( Drum-rhythm similar to No. 111)
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WORDS

Abita’wigi’clg. . ... Halfway up the sky
Bimikwe’kwekika’bawiyan’. ....... I am flying
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No. 117. “IN THE SOUTHERN SKY’’ (Catalogue no. 211)
Sung by GA’GANDAC’

Voice J_- 112
Drum J: 116
( Drum-rhythm similar to No. 111)
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WORDS

Ajig/wa ... Already

Gi‘cigufi/....... .. ...l In the sky

Cawln’ubiyan’..................... T am sitting in the south

Analysis.—In harmonic structure this song is similar to the
preceding, the first fourteen measures being based on the tones
of the minor triad with the minor seventh added, the sixteenth
measure containing lower E, the remainder of the song being com-
posed of the tones of the tonic triad. The last part of the song is
simpler than that of the preceding song, but the general character is
the same. It may be possible that both songs were composed by
the same man, this coming first in the order of composition. In this,
as in the preceding song, the last part was always sung in exact time.

No. 118. “MaNipo’ LisTENS To ME’’ (Catalogue no. 212)
Sung by GA’cANDAC’

Analysis.—This melody contains only the tones of the major triad
and sixth. The song was sung twice, the second rendition beginning
on the last count of the fourth measure, suggesting that the first
measures are an introduction. The custom of using an introduction
to the first rendition of a song has already been mentioned. In this
introduction the singer is allowed considerable freedom.
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Analysis.—This melody contains only the tones of the fourth five-
toned scale. Both melody and rhythm are of unusual simplicity.

Voics J: 108

Drux J_—_- 116
( Drum-rhythm similar to No. 111)
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WORDS
Be’bani’gani’...................... The first to come
Nin‘digog’....ccccceeeeeeiiooo... T am called
Bind/siwllg”.......... .. ... Among the birds
Nin’wéndjigi’miwQii/.............. I bring the rain
Andeg’nindigo’.......... ... .. .. Crow is my name

The two following songs were not composed during dreams, but
during great mental stress. They are classed with the dream songs
because they are spontaneous melodies, said to have sprung from the
lips of the singers without conscious effort on their part. These
songs were given by a particularly reliable singer.

No. 120. SoNg oF THE DESERTED WARRIOR (Catalogue no. 259)
Sung by HENRY SELKIRK
Voice J «--60

Drux J: 104
(Drum-rhythm similar to No. 111)

° - o * - »- o .
P —J+t— —Ft
7" A | | C 1 ) .- T s __I
| - be 4 1 1 I "4

Nin - da - gi - tei - ni - sa - nén - d@m tei -
—_—
R 1 T
E':-P:t:!:f—d—}ﬁ—j;zctv_d ez H
wa - ba- mi-nan tci - ma - dja-yin a ya a ya
WORDS
Nindagi’tcinisa’néndQm’........... I would be very sorrowful
Teciwa’baminan’................... To see you
Teima’djayln’/.................... Go away

Narrative.—About forty years ago the Chippewa were at war with the Sioux near
Turtle mountain in North Dakota. The Chippewa were concealed in a cornfield
ready to attack the Sioux when their ambush was discovered, and in the fight one of
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the Chippewa was shot through the breast. The man’s name was No/dinQk’wim,
which means Wind-Thunder. His friends attempted to carry him with them, but it
seemed that he would surely die, and their own lives were in danger; sc they left
him with his face painted and a feather in his hair, to die like a warrior. After they
had left him they heard him singing this song. It was an entirely new tune and two
of the men remembered it and sang it after they reached home. The song afiected
the men as no entreaty could have done. They rushed back, dragged the wounded
man to the water’s edge, lifted him into a canoe, and paddled away safely. The man
recovered and now lives at Pine Point. The singer said that he recently saw the
man and also the scar of the wound.

Analysis.—The metric unit in this song is the measure, not the indi-
vidual count in the measure. This unit is regular. The divisions of
the measure are not always exact, but are indicated as nearly as
possible. The melody tones comprise the minor triad and sixth.

No. 121. “I Am AFRAID OF THE OWL"  (Catalogne no. 261)

Sung by HENRY SELKIRK
VoIcE ¢ - 152
( Recorded without drum)

— ey
b= =]

H 4
— Lo L ]

E - ni-wgk ka - ye nin e -ni - wgk ka - ye

nin ko- ko-ko nin-go - sa ne -ji - k<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>