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THE STUDY OF PRIMITIVE MUSIC 123

trust only to transeriptions taken down at the moment the song is
being sung by the natives. It must repeatedly happen that important
features are overlooked. The most accomplished European musician
is only human. We are only too apt to be guided by our previous
experiences, and to interpret what we hear in the light of them.
Just as with our ear to the telephone we ‘read’ what is really a false
meaning into its sounds (inasmuch as this instrument actually
transmits an exceedingly distorted and defective rendering of what
is being spoken at the other end), and realize what ought to be there,
thus unconsciously supplying the omissions and neglecting the errors
of distortion ; so in listening to primitive music, we are only too apt
to hear an air as we think from past experience it ought to sound.
Even with the assistance of a phonograph, it bas repeatedly happened
to me that my attention has been ecalled to errors of transeription
(due to the inevitable dangers of habituation to European musie just
mentioned) only after I have heard the air a considerable number of
times.

Moreover by the help of the phonograph the pitch, at all events of
the longer (and more important) notes, can be determined much more
satisfactorily than by the observer in the field. A single tone can be
prolonged on the phonograph by lifting the steel lever, the threaded
surface of which usually rests on the spiral thread of the rotating
shaft and is driven along it. When this lever is raised, the glass
style of the diaphragm which records the marks previously impressed
on the wax cylinder, remains stationary; it travels in a circular path
instead of, as usually, along the spiral groove cut in the wax eylinder.
That is to say, the note is prolonged, instead of being followed by
the next note of the song. Its pitch can be accurately determined
by comparing it with the tones from a box of numerous metal
tongues, each carefully attuned, and differing from its neighbour in
the pitch of the note it emits by two vibrations per second. This
apparatus, or pitch-meter, is blown by bellows. It is generally
known after the name given it by its first German constructor, as
a Tonmesser.

Let us now return to our consideration of Miriam and Vedda musie,
taking the former first. The especial interest of Miriam musie
consists in the fact that three distinet styles of music may be dis-
tinguished, which are of very different ages. The first may for
convenience be styled Malu musie, the second keber musie, the third
‘secular’ music. That is their order of age. The Malu tunes are
extremely ancient, so ancient that at the present day many of the
words which are sung to them have altogether lost their meaning.
The Malu tunes are also extremely sacred. The Malu ceremonies
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THE STUDY OF PRIMITIVE MUSIC 129

of the meaning of words also persists among the modern ‘secular’
Miriam songs.

It will be observed that a certain (though never well-marked)
regularity of rhythm exists in several of the Malu songs, at all events
in Songs I and II, when the words emarer, &e., and weii, &e., are
reached. But the keber songs show still less regularity of rhythm.
It is quite impossible to divide any one of these transeribed songs
into bars, They are either melodic or recitative in character, and
are almost destitute of recognizable rhythm.

In the keber songs, a tonie, at least in the sense of a note which is
accepted as the centre of gravity’ of the melody, comes to be felt
with increasing strength. Thirds and sixths, which do not oceur in
the Malu songs, now make their appearance. But the characteristic
both of the keber and of the Malu groups of songs is a descending
series of nmotes. Of the various intervals employed in the keber
songs, only the fourths and octaves occur more often in ascent than
in descent. It will be remembered that the one ascending interval
in the Malu songs is the fourth, in Song IV A. It is interesting to
note that the fourth when thus sung in ascent far more mnearly
approaches the consonant interval, 3:4, Thus, whereas in Songs IV A,
XTI, and XV, the descending fourths measure 534, 542, and 556 cents
respectively, in Songs IX, X, XVIII, where the fourths are sung in
ascent, they measure 504, 505, and 507 cents respectively, this being
nearly identical with our own nearly consonant tempered fourth of
five semitones.

b
. ko-lape ni-no . . wa-ge-le . ko-lape . ni-noe . wa-ge-leko-lappo-gai-be .
XVI
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woman., I was told that she “set new music to those words”.
Evidently she had the reputation of being a composer of musie, for
she was said to dveam new songs while asleep. This woman claimed
to be the author also of Song XVI, the words of which are in the
Miriam language; another Murray Islander appeared to have com-
posed Song XVII, one or two of the words of which are eertainly in
the Miriam language.

For these reasons we cannot accept the view that medern Miriam
music is entirely of exotic origin. Nor can we be sure that the music
of those ‘secular’ songs which, according to the Murray Islanders’
statements, were borrowed from other islands, really had this origin.
The Murray Islanders may have brought back only the words. It
may well be that the introduetion of the keber ceremonies from abroad
created a fashion of singing tunes to the words of foreign languages.
The music even of some of the keber songs may be really of Miriam
origin. Moreover, even though some of the songs were actually
borrowed, they probably underwent certain changes during a process
of ‘acclimatization’. At all events, in comparing the native songs,
directly obtained from the western islands by our Expedition, with
the Miriam songs, I find that whereas some of the older and more
ceremonial of the ‘western’ songs bear a resemblance to the Malu
songs, others are in some respects similar to the ‘secular’, in others
to the keber songs of Murray Island, while the ‘secular’ songs of
one of the western islands are marked by much more unrest and
diffuseness than characterize the Miriam ‘secular’ songs. There is
also a strange reluctance throughout many of these  western’ songs’
to rest upon the tonie.

The ‘secular’ songs of Murray Islands show a distinet advance
upon the keber songs. They are far more lively and tuneful; they
show muech greater complexity of strueture and a more obvious
attempt at contrast and alternation of figures. A given phrase is
repeated at the same or at another level of pitch., A tonic comes to
be felt far more obviously as a natural resting note for the conclusion
of the melody.

In the ‘secular’ as in the keber songs of Murray Island, the number
of descending intervals per song is distinetly smaller than that of
ascending intervals. But in the ‘secular’ songs the total number
of intervals per song is very considerably greater, averaging fifteen
per song as compared with an average of six per song in the keber
songs. Moreover, the ¢ secular’ music wholly eschews the semitones
and fifths which occur in the keber songs, and favours the use of
thirds and sixths.

Let us now construct and compare the scales of these songs hy
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No. 61. Sinhalese song; sung at Alutnuwara at night while watching
the erops.
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No. 5 (2). Invocation to Bilindi Yaka and Kande Yaka at the Kirikoraha
ceremony.
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No. 41. Invocation by the Dambani Veddas of the Nae Yaku.
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Of the ten Vedda songs which are presumably the most aneient, four
belong to Group A, four to Group B, and only two to Group C. Of
the most modern Vedda songs and of those in which outside influence
may be suspected, five belong to Group C, five to Group B, and only one
to Group A. None of the Sinhalese songs colleeted by Dr. Seligmann
belong to Group A, and only two of the songs recorded of the natives
of Gujar, Malabar, and Tanjore in Southern India at all resemble the
Vedda songs in simplicity of material and construction.

It is interesting to observe that the fourth when actually sung in the
songs of Group C is almost invariably pure. This was found to be the
case also in the modern Murray Island songs, when the fourth is sung
as an ascent. In all the songs of Group C, when the fourth is sung,
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