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FIRST PART

The Primitive
and Prehistoric Epoch






I. Early Instruments

MOTOR IMPULSES

USIC histories written before the nineteenth century usu-

M ally start with an account of the mythological invention

of the earliest instruments. Cain’s descendant, Jubal, is

said to be “the father of all such as handle the harp and the organ,”

Pan is credited with the invention of the pan-pipes, and Mercury

is supposed to have devised the lyre when one day he found a dried-
out tortoise on the banks of the Nile.

Myth has since been replaced by history, and the invention of
musical instruments is no longer attributed to gods and heroes. But
people still clamor to know which instruments were invented first,
and they hope for the neat answers with which amateur writers so
readily supply them—a drum was the earliest instrument, or a flute,
or the plucked string of a hunter’s bow.

Scholars, however, must disappoint them, because no early instru-
ment was “invented,” if we conceive of invention as the ultimate
bringing into being of an idea long contemplated and experimented
with. The supposition of such a process commits the current fallacy
of superimposing modern reasoning upon early man. Actually he
was quite unaware, as he stamped on the ground or slapped his body,
that in his actions were the seeds of the earliest instruments.

The question of which instruments probably came into being first
cannot be answered until a more basic problem is solved: what im-

ulses in man resulted in the development of musical instruments?

All higher creatures express emotion by motion. But man alone,
apparently, is able to regulate and co-ordinate his emotional move-
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26 The History of Musical Instruments

ments; man alone is gifted with conscious rhythm. When he has
reached this consciousness, and experienced the stimulation and com-
fort that rhythm gives, he cannot refrain from rhythmic movement,
from dancing, stamping the ground, clapping his hands, slapping
his abdomen, his chest, his legs, his buttocks. There are only a few
very primitive peoples, such as the Vedda in the interior of Ceylon,
or certain Patagonian tribes, that not only do not possess any musical
instrument, but do not even clap their hands or stamp the ground.

Most emotional movements are audible. But primitives probably
stamped the ground or struck their bodies long before they became
aware of the accompanying sound as a separate phenomenon. It must
have been a still longer process before they stamped or struck inten-
tionally to obtain a sound and, through it, an augmented stimulus.

They produced various effects from these simple movements:
muflled beats with the hollow hands, clear beats with the flat palms,
stamping with the heels or the toes, hitting either bony or fleshy
parts. All these shades contributed to making an actual preinstru-
mental music.

Among the earliest instruments we find the strung rattle, used
by modern primitives of a very low cultural standard as well as by
paleolithic hunters, as we know from excavations of prehistoric
strata. It was made to stress dancing—that is, a complex activity, in
which the movements of the head, the arms and the trunk were not
audible without an added device.

A RATTLE, in general, is an instrument made of several sound-
ing pieces, the concussion of which results from a shaking motion
of the player.

In the so-called strung rattle small hard objects, such as nutshells,
seeds, teeth or hooves (fig. 1), are strung in cords or tied in bunches
(bunch rattles). Suspended from the ankles, knees, waist or neck of
a dancer, they respond to his movements with a sharp noise; but
their rhythm seldom is accurate, as they sound slightly after the
dancer’s movement.

Certainly, the exciting noise is not the only quality inherent in the
strung rattle; the shells, nuts or teeth of which this rattle is com-
posed, have magic power. Though we do not know whether the
sound or the symbolism of the instrument had the priority, the
strung rattle must be considered a sounding amulet. Later, the two
qualities were separated from each other; old-fashioned bracelets
and watch chains with horn-shaped teeth, crosses and other things
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e
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FIGURE I. Strung
rattle, Tucano In-
dians.

gl' (178

ARG

FIGURE 2. Gourd rattle, FIGURE 3. Basket
Cuna Indians. rattle, Peru.

(After Karl Gustav Izikowitz, Instruments of South America.)

supposed to bring good luck and to avert evil were a mute survival
of chain amulets, while the rattling idea is perpetuated in the dis-
enchanted ankle bells of dancers in modern India and Persia.

Among the numberless later rattles only one will be discussed:
the gourd rattle. A calabash, held either by its natural neck or a
wooden handle, is filled with pebbles or other small, hard objects;
these make a rattling sound when the player shakes his gourd. Here
the motor impulse is much more direct and conscious. Still, as the
shock of the enclosed objects 1s complex, the sound cannot yet be
exactly simultaneous with the motion. (fig. 2)

Gourd rattles are the essential implements of many shamanic
rites; their sharp, exciting noise entrances both the shaman and the
listeners. An impressive picture of such a rite was given, some sixty
years ago, by Stephen Powers, who attended a secret meeting of the
Maidu Indians in California:

There was a silence of some minutes in the impenetrable darkness,
then the sacred rattle began a low, ominous quivering close to the
ground, in which there was sufficient suggestion of a rattle-snake to
make one feel chilly about the scalp. . . . At the same time the rattle
rose up slowly, gaining a little in force, until finally it shot up all at once,
and seemed to dart about the top of the room with amazing rapidity,
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giving forth terrific rattles and low, buzzing quavers, now and then
bringing up against the post with a thud of the holder’s fist. . . . When
they have sung for about half or three-quarters of an hour without cessa-
tion the rattle grows fast and furious, the performer’s fist goes tunk,
tunk, tunk on the post with great violence . . . the singers’ voices sink
into a long-drawn, dying wail. . . . The rattle drops to the ground
and seems to hover close over it, darting in every direction, and only
two of the performers are heard, groveling on the ground and muttering
petitions and responses, until finally the rattle dies slowly out, the voices
hush, and all is over.

Except in shamanic rituals, the gourd rattle is mostly shaken by
women. In some tribes of eastern Africa many hundreds of women
stand together and shake gourd rattles as if their life depended on it.

In countries without calabashes, the gourd rattle has been imitated
in appropriate materials, such as osier, clay, metal, wood. Basketry
and pottery, the products of feminine crafts, have most often been
substituted for the natural rattle gourd. As a woman’s instrument,
the rattling vessel has entered the nursery and lives on as a toy

given to babies. (fig. 3)

Rhythmic motor impulse is more accurately reflected if the in-
strument is a true exzension of either the leg or the arm, thus inten-
sifying its stamping or striking action without imperiling its preci-
sion; or if the leg and the arm act upon an improved device, as, for
instance, the stamped pit.

STAMPERS. The stamped pit is a hole dug in the ground and
covered with a rough lid of bark. When the English traveler, Henry
B. Guppy, visited Treasury Island in the Solomon Archipelago, he
saw as many as forty women and girls dancing round such a pit,
while two women stamped on “a board which was fixed in the pit
about halfway down, . . . producing a dull hollow sound, to which
the women of the circle timed their dancing.”

In some civilizations the pit is replaced by an artificial device;
women stamp on a curved board so that there is a resounding cavity
beneath, or upon a pot turned upside down on the ground.

Another group of instruments developed when implements were
substituted for the stamping feet, such as stamping sticks, stamping
gourds and, most important, stamping tubes: hollow bamboos, or
tubes of some suitable wood, closed at one end, were pounded against
the ground, producing muffled sounds. (fig. 16)

Stamping tubes are generally played by women, and they are
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always connected with fertility rites. Priestesses in Borneo pray every
morning and evening at the end of the harvest while two tubes are
stamped on a mat in a traditional rhythm. In the Celebes, three, or
sometimes five, girls walk home the evening of the harvest sacrifice,
stamping seed-filled tubes on the ground and singing: “Stamp, oh
friends, for we look down, look down at the imploring, the implor-
ing young rice!”

In connection with the rice ceremonials of the western Malayan
Islands and of Siam when the fresh rice is peeled, stamping reaches
its highest musical effectiveness in the stamped mortar. A series of
holes of different shapes are hollowed out of a wooden log lying
on the ground, and rice, poured into them as into mortars, is stamped
with pestles by a row of women. The sound differs according to the
depth of the various holes, and the pounding produces a charming
polyrhythmic and polytonic symphony that a native poet describes
by the lovely onomatopoeia tingtung tutung-gulan gondang. This
music is also played, even if there is no rice to be ground, when mar-
riageable girls and widows gather on moonlight nights.

In a less complicated ritual, taro roots and dried almonds are

ounded at wedding feasts in Melanesia. A wooden mortar is set
into a hole in the village square, and two men sing the mournful
song of the pounding while eight others dance around, grasping
and stamping the two long pestles in turn, which are “eventually
broken by being forced with a blow against the inside of the mortar.”

In the eastern part of New Guinea there was an even simpler
ritual of pounding. The aboriginal tribes had a trough of stone which
was pounded with a pestle, and the pestle, the natives explained, was
the penis of a spirit and the trough a vulva. This symbolism, familiar
to primitive civilizations, is one of the main features of an important
instrument, spread over this continent, the Pacific Islands, Africa
and, in a degenerated form, also ‘Asia—the slit-drum.

THE SLIT-DRUM, in its earliest form, is a tree trunk, hol-
lowed out like a boat, placed over a pit in the ground and stamped
upon.
pIts prototype is still found in America. The Uitoto Indians in
Colombia fell a large tree, hollow out a long groove in the side and

aint the whole implement; at one end they decorate it with a
woman’s head and at the other end with an alligator as a water
symbol. A pit is dug in the ground and covered with planks, some
logs are placed at either end of them, and the hollowed tree is laid
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upon the logs so that it does not rest on the planks. While the women
dance around the pit, the men stand in the groove of the tree trunk,
stamping and teetering, and the elastic trunk strikes rhythmically
against the planks. The natives say the significance of this ceremony
is that the New Moon is vanquishing the Old Moon. (pl. I a, fig. 4)

The actual slit-drum is a tree trunk as well, but with a cavity hol-
lowed in it from a narrow longitudinal slit. The earliest specimens

FIGURE 4. Slit-drum from New Guinea. (After Curt Sachs, Reallexikon.)

known are some twenty feet long and six or seven feet wide, and
are stamped upon by a row of men. Later types were rammed with
a stick instead of being stamped upon, and in still more developed
slit-drums the edges of the slit were drummed upon with two shorter
sticks. (pl. I b)

Nearly always, instruments which originate in a gigantic size grow
smaller and smaller as they develop, until finally they become small
enough to be portable. This last, and often degenerate, stage of de-
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FIGURE §. Portable slit-drum,
Celebes. (After Kaudern.)

velopment is reached in the case of the slit-drum by the light bamboo
instrument carried and struck by Malayan watchmen. (fig. 5)
Many travelers, and even some anthropologists, call the slit-drum
a “gong.” This is an intolerable abuse; the word “gong” cannot
designate anything but the bronze disk with turned-down rim which

is made in India and the Far East. The name “tom-tom” is also
incorrect.

Most instruments determined by motor impulse depend on the
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striking hands. The first step was replacing the natural struck sur-
face—that is, the body or the ground—by an artificial one, and only
the second, replacing the striking hands by some artificial device.

A rare contrivance, related to the stamped pit, is the send drum,
as anthropologists call it. Some have been found among New Guinea
pygmies and in the Ethiopian province, Wollo. The pit is in the
form of a small tunnel with two uncovered openings, and the sand
bridge between them is beaten by the hand.

0

FIGURE 6. Footed drum, FIGURE 7. FIGURE 8.
East Africa. Cup-handle drum. Goblet drum.

DRUM in correct terminology, however, means an instrument
in which the sound is produced by a membrane stretched over.the
opening of either a frame or a hollow body of any shape. It was
struck upon with the bare hands, until in later times the hands were
replaced by sticks. This important change roughly coincides with
the change from the skins of water animals, such as snakes, lizards
and fish, to the skins of hunted game and big cattle.

Instead of acquainting the reader with the innumerable species
and varieties of drums, this chapter may point at the fundamental
difference between cut wooden drums and modeled clay drums.
Cutting and hollowing wood by tools or by fire is more primitive
than pottery, so wooden drums must be the earlier kind.

Tubular drums, in their most archaic species, betray their descent
from sections of tree trunks. In some places, Nias and Loango for
instance, such drums reach a length of ten feet. They definitely have
preserved the upright tendency of the tree, though they are usually
too large to stand upright on the ground; they are suspended from
the roof or slanted so that they can be played; they have one skin
only, and the opposite end is carved to form a foot.



32 The History of Musical Instruments

A great many smaller drums are derived from this early footed
drum. In some the original upright tendency is given reality; they
can be played in vertical position because their smaller size allows
the player to reach the skin without inclining the drum. If the ground
was sandy, the upright drum had to be sunk in the ground to keep
it steady, and this was easier when the base was cut to form three or
four large teeth. Drums with teeth can be found in a primitive form
on the New Hebrides and all over Africa, and also, more carefully
carved, in ancient Mexico. Where the drummer had a hard, even
floor, the teeth were replaced by a carved open work (Polynesian
type) or a goblet shape with a flat foot, a stem and a cup (Babylonian
and East African type), and even a pair of legs in human form on
a plinth, both in the eastern Malay Archipelago and in Africa among
the Bakundu. (fig. 6, pl. II b)

A second type is due to the tendency to make drums portable.
Some drums in Loango, on the Amazon, and in ancient Michoacan,
could be ridden by the players like hobby horses, so that the skin,
between the thighs, was in a convenient position for the striking
hands. Some of the definitely portable drums have cup handles to
be carried with the hands (cup-handle drums), as the New Guinean
drum. Such a handle is generally carved in a central waist, and the
two ends of the drum are symmetrical to maintain the equilibrium.
In other portable drums the gobles form is preserved, which proved
to be an excellent shape for a drum held under the arm, the slender
stem being easily squeezed between the arm and the chest and the
foot preventing the drum from dropping. (figs. 7, 8)

In this stage the forms of pottery drums become confused with
wood forms. A small goblet is an earthenware, rather than a wood,
form, and all civilizations familiar with pottery, especially with
pottery on a wheel, will prefer this easier technique to the laborious
shaping with a carver’s chisel. The angular profile to which the
woodworker hews the drum is then replaced by a softly rounded
outline.

There is some connection between drum making and the manu-
facture of earthenware crocks for keeping food; the evolution from
a hard fruit shell to a clay jar through all stages of pottery was
similar in both cases. An excellent example of the similarity between
drums and household pots is the East African kettledrum. The sides
of the upper half of the drum are vertical, but they slant inwards
to a small flat base at the ground. This cylindroconical drum corre-
sponds exactly to a certain type of jar excavated from late-neolithic
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strata in Central and East Europe. The African drum is made of
wood, not of clay, but that is immaterial; the history of crafts in-
dicates a continual exchange of form and material. (figs. 9, 10)
The same change from clay to wood occurs in the evolution of
the double-headed drum, which came considerably later than the
one-headed drum and became the ancestor of the modern drum.
For straight, cylindrical drums, wood certainly was the original
material; but bulging cylinders or barrels were first made of clay

FIGURE g. Kettle- FIGURE 11. Frame drum with FIGURE 10. Neolithic
drum, East Africa. handle, Greenland. vessel, Moravia.

though most of them, probably for practical reasons, are made of
wood today.

In contrast with all these tubular and vessel drums, there are
frame drwms, in which a skin, or two parallel skins, are held.taut
by some type of hoop or frame. This category comprises two differ-
ent groups of drums which probably had no connection, One of
them, known as the shaman’s drum, is spread aver India, Central
and North Asia and the American continent, It is roughly made and
one-headed; the carrying hand grasps either a network of cords
stretched over the apen side of the drum or a handle attached to the
frame; the striking hand uses a stick and sometimes hits the frame,
not the skin. The other one, popularly called a tambourine, and
spread over the Near East and some parts of Europe, has one or two
skins and is struck by the bare hands. (fig. 11)
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A summary of the numerous methods of fastening the skin on
the shell or the frame will be found in the last chapter.

RITUAL FUNCTIONS

Although the foregoing section of this chapter was only concerned
with motor impulse as a shaping force in the province of musical
instruments, it could not avoid mentioning the symbolic or magic
character of some instruments. Strung rattles are composed of
amulets, the gourd rattle is a shaman’s instrument, stamped tubes
and mortars are used as fertility charms. Still, these may be second-
ary connotations. Other instruments, and among them drums and
slit-drums, are affected by symbolism and magic ideas to such a de-
gree that we discuss them again in a second section.

DRUMS (continued). With the Chukchee in northeastern Si-

beria,

the shaman sits on the ‘master’s place’ near the back wall; and even in
the most limited sleeping-room, some free space must be left around
him. The drum is carefully looked over, its head tightened, and, if it is
much shrunken, it is moistened with urine and hung up for a short time
over the lamp to dry. The shaman sometimes occupies more than an
hour in this process, before he is satisfied with the drum. . . . At last
the light is put out and the shaman begins to operate. He beats the drum
and sings his introductory tunes. . . . Moreover, the shaman uses his
drum for modifying his voice, now placing it directly before his mouth,
now turning it at an oblique angle, and all the time beating it violently.
After a few minutes, all this noise begins to work strangely on the lis-
teners, who are crouching down, squeezed together in a most uncom-
fortable position. They begin to lose the power to locate the source of
the sounds; and, almost without any effort of imagination, the song and
the drum seem to shift from corner to corner, or even to move about
without having any definite place at all.

The drum is indispensable in primitive life; no instrument has
so many ritual tasks, no instrument is held more sacred. Certain
rites became important even in its construction. The Lappons chose
woods, the fibers of which grew in a certain direction, and in Melane-
sia the drum maker climbs the tree that is to furnish the wood and
remains there until the drum is finished. Fetishes, skulls, shells are
often attached or enclosed before the skin is stretched across the open-
ing, and for this reason nobody dares look into an open drum. In
East Africa the drum is so holy that criminals and fleeing slaves



Early Instruments 35

become inviolable when they reach the drum-yard; even animals
that enter the drum-yard become taboo. When the anthropologist

John Roscoe came to the Banyankole, he found, at a little distance
from the Royal kraal, a

small enclosure in which stood the hut of the royal drums. The hut
was always domed and might have no point or pinnacle; inside there was
a stand or bed on which lay two drums. At the back of the hut behind
the bed lay a quantity of material for repairing these drums, and this
had to be carcfully guarded for it might not be used for any other pur-
pose. To the left of the hut was a bag, in which were the instruments
necessary for taking an augury should it be needed, and beside it lay
some whistles and an iron rod upon which the tools for making the
drums were sharpened, for this might not be done upon a stone. In
front of the bed or stand was a row of milk pots belonging to the drums
in which the daily offerings of milk were put. The chief drums were
the two which lay upon the bed. These were covered with white skins
with a black strip across them, making them look like a pair of great
eyes in the gloom of the hut. A sacred herd of cows yielded a supply of
milk which was daily offered to these drums in the pots which stood in
front of them. It was placed there in the morning and remained until
nine or ten o’clock, by which time the drum-spirits had taken the es-
sence and the remainder might be drunk by the guardians. There was
also a woman, who was known as the ‘wife of the drums,” and whose
duty it was to look after the milk, the churning, and the covering of the
drums. Another woman looked after the fire in the drum-house, which
had always to be kept burning because the drum-spirits required warmth,
Offerings of cattle or beer were made to the drums by chiefs when a
son had been born to them or when they had received promotion to
some office or had been successful in some expedition and earned the
commendation of the king. The king also made an annual offering of
cows to the drums, so that they possessed a large herd; those offered to
the first of them had to be red or white and those for the second black.
These cows were sacred and the king alone might order one to be
killed; no one but the guardians might eat the meat of an animal thus
killed and the skin was kept for repairing the drums. It was from these
cows that the milk was taken which was daily offered to the drums, and
from the surplus milk butter was made for smearing on them. . . .

The strange beliefs connected with these drums appear also in the
saga of the East African Wahinda. To see a drum is fatal; even the
sultan must not look at a drum except at the time of the new moon.
Men should carry them by night only, but they have the power to
move by themselves. Once a drum ran away; a native found it
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hidden in a swamp, where a bubbling spring of milk had indicated
its hiding place.

In these two stories we have a series of characteristic connotations:
drum, round, domed enclosure, earth, night, moon and milk, which,
in the primitive mind, are connotations of woman and female sex.

But the East African drums of which we spoke have lost the ex-
clusively feminine character, as they are played with sticks instead
of the bare hands. Whenever women are the players they use the
hands; the stick is a phallic symbol. In 1901, a Reindeer Koryak
woman (Kamtchatka) narrated:

It was at the time when Big Raven lived. . . . While still outside,
they heard the sound of a drum. They entered the house and found Uni-
verse beating the drum and his wife Rain-woman, sitting next to him.
In order to produce rain, he cut off his wife’s vulva, and hung it on
the drum; then he cut off his penis and beat with it, instead of an
ordinary drum stick. . . .

In East Africa coronation drums must be struck with sticks made
of human tibias, which likewise have a phallic significance. To
provide fresh ones after the yearly coronation festival the royal
drummers carry away all drums except one; whichever ingenuous
onlooker innocently brings this last drum, saying “You have for-
gotten it,” is immediately seized and killed, and his armbones are
used as drum sticks.

The masculine idea, though weakened and metaphoric, 1s ex-
pressed in one of the ancient #6 dramas of Japan. A gardener was in
love with a princess. In answer to his pleas she gave him a drum
tsuzumi; if he were able to play it she would be disposed to accept
him. More than happy, he took the drum; but it was wrapped up
in silk and he did not see how he could play on it with his stick. So,
despairing of his fate, he killed himself.

When the drum was not connected with feminine ideas it often
became associated with purely masculine ceremonies, such as cir-
cumcisions. In some districts of southeastern Asia drums are beaten
at men’s funerals, but never when a woman or child dies, and in
Oceania a drum is useless if a2 woman sees it before it is completely
made.

Finally, the drum became a warrior’s instrument. In monarchies,
when the drum was a sacred implement belonging to the king and
an insignia of his dignity, this was more than a symbol. It was a
talisman for luck and victory.
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THE SLIT-DRUM (continued). In some South American and
Oceanian belief, the divinity creating the water is also the creator
of the slit-drum. In the New Hebrides the slit-drum is struck when
the new moon rises; often a pit is dug beneath it; the biggest slit-
drum is called the mother and frequently, though not always, the
players are women. Oceanians see a female abdomen in its hollow
body, a vulva in the slit and cohabitation in the ramming action.

These associations are weakened when, on the Solomon Islands,
the upperlip of the slit-drum is called male and the underlip female.
Gradually the symbolism of the slit-drum became confused, and per-
haps for that reason it lost its well-defined magic power. Finally, it
has become a means of sending signals over large distances. In
America, Oceania and Africa, the systems of signals developed into
whole languages which were based on human speech melody. By
strokes of different strength and of different pitch in an appropriate
meter, the natives are able to reproduce words and complete
sentences of their spoken language. Rare and probably recent are
conventional signals. The drum in a guardhouse in western Java
that we reproduce (pl. II a) gives special signals for inundation,
murder, robbery, theft, meeting and fire.

The drum and the slit-drum bring to their ritual functions a
strong rhythm. But a large group of instruments that could not
satisfy a motor impulse also became important in tribal ritual. When
a primitive man blows into a cane or whirls a bull-rcarer about, he
does not obey a rhythmic impulse, nor is his vitality stimulated by
any rhythmic response. The bare fact is identical; a man’s act is
answered by a sound. But there is a difference. It is obvious to every-
one that stamping, pounding and striking have an audible effect.
They are as inextricably connected with sound as men with their
shadows. It is not self-evident, on the contrary, that whirling a small
slab of wood should produce a stormlike rumbling, or breathing into
a bone a shrill whistle. In both cases there is an audible response;
but with stamping and striking the sound seems to be produced by
the instrument, in the second case by some strange force living in-
side it. In the former group a motor impulse finds an expected au-
dible result; in the latter an action which is scarcely expected to cause
an audible result is unexpectedly followed by a sound, which, con-
sequently, has an unexplained and frightening character that appears
to be aggressive and hostile. Something living, a spirit or demon,
must have answered.
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The fact that certain objects, acted upon 1in a certain way, produce
an ugly, indeed a frightening, noise, leads to using them against
hostile beings, animals, enemies, evil spirits. These implements are,
in the very dawn of humanity, involved in all beliefs which cause
man to protect his existence by magic acts.

The instruments to be mentioned in this connection are the ribbon
reed, some friction instruments, the bull-roarer, the scraper, the
flute and the trumpet.

THE RIBBON REED. Boys the world over know how to
stretch a blade of grass between their two thumbs held side by side,
blow into the crack and make the grass-blade vibrate with a shrill
squeak.

The Taulipang in Guiana believe that if this blade is taken from
a certain kind of reed rain will come, and in Madagascar it is strictly
forbidden to make a ribbon reed from a rice stalk before getting in

FIGURE 12. Ribbon reed, Madagascar. (After Sachs.)

the harvest lest hail should be attracted. In Melanesia the initiated
boys blow the grass-blade to keep away the women. (fig. 12)
More highly developed civilizations use improved types. Of
these, the most important one, an ancestor of future instruments, is
made of a long, broad blade of grass, rolled up spirally to form a
funnel. The thin end of the blade, or else a separate blade, crosses

(L 772,

FIGURE 13. Ribbon reed, S. America. (After Izikowitz.)

the upper orifice. The English with horn is such an instrument.

(fig. 13)
FRICTION INSTRUMENTS. Rubbing produces a great vari-

ety of humming and squeaking noises which are easily associated
with superhuman sounds. Central and South American Indians take
an empty tortoise shell, stop up the tail hole with glue and rub the
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projecting end of the shell over the sweaty palm of the hand. This
is a secret instrument; uninitiated people dare not see it. (fig. 14)

The most highly developed friction instrument is the rubbed
wood of New Ireland in Melanesia, a rounded piece of hard wood,
the upper side of which is cut into four unequal teeth by deep inci-
sions. The player, sitting on the ground, holds it between his

FIGURE 14. Rubbing tortoise FIGURE I5. Rubbed wood, New
shell, S. America. (After Ireland. (After Sachs.)
Izikowitz.)

stretched legs, moistens the hands with palm juice and rubs them
over the teeth in the direction of his body, thus producing four dis-
tinct notes. This instrument also has a secret character and is chiefly
used in death rites. (fig. 15) .

Much more recent are friction drums. In Togoland the Ewhe
powder a small rag with ashes and rub it over the drum head. We
are reminded of older ceremonies in which manioc, saffron or blood
were rubbed into the skin as a sacrifice to the drum. But the hand
is rarely rubbed directly upon the skin. Most friction drums have
either a friction cord or a friction stick. The cord passes through a
center hole in the membrane. Sometimes the stick also passes
through a center hole; sometimes it does not pierce the skin, but
makes a depression in it and is tied into this position from inside the
skin so that it stands upright. In most cases the skin is set into vibra-
tion when the stick or the cord is rubbed with resinous fingers. The
shape of the drum is not important; all kinds of drums are used;
some Bantu Negroes even dig a pit in the ground, cover it with skin
and rub the latter like a drum.

We do not know the origin of drums with rubbed cords or sticks;
a vibrating cord or rod, however, fastened to the center of 2 mem-
brane covering a pit in the ground and transferring vibrations to it,
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is one of the characteristic features of the ground-zither that we shall
describe later, and may possibly have been taken from it.

Although the rubbed drum resembles a struck drum, the method
in which it is played associates it with other ceremonies. As the rub-
bing action with its to-and-fro movement symbolizes cohabitation,
the friction drum is the characteristic instrument at boys’ and girls’
initiations in Africa. When the Ba-ila maidens in South Africa were
initiated, the maternal aunt “had between her legs a large earthen-
ware pot, covered with a piece of dressed skin; in one hand she was
grasping loosely a reed standing upright on the skin; the other hand
she dipped into water and drew up and down along the reed.” This
initiation rite is a preparation for sexual life, and even teaches appro-
priate movements; instruction mixed in with visible and audible
symbols is typical of primitive mentality.

The connection of friction drums with fertility and initiation rites
is preserved in European traditions. Martinmas and the days be-
tween Christmas and Epiphany—the festivals which the Christians
substituted for the rites of winter solstice—are the season in which
boys go from house to house to sing old verses and rub the rommel-
pot, as the Dutch say, which often is artlessly made of a kitchen pot
or a flowerpot and a bladder. (pl. II f)

The last descendant of the friction drum, the whirled friction
drum, is merely a toy, and is found in Africa and Asia, in Europe
and the United States. Suspended from a small rod by its friction
cord, the drum is whirled, and the vibrations of the cord are com-
municated to the pasteboard membrane. Its Dutch name, ronker,
or ‘snorer,’ is descriptive of its sound; the German name, Wald-
teufel, or ‘forest devil,’ is probably reminiscent of ancient rites in
which the friction drum may have produced a demon’s voice, like
the bull-roarer, of which it may possibly be a descendant on account
of its being whirled.

BULL-ROARER s the usual name of this instrument, but not
an accurate one. To the most primitive natives its sound is the voice
of an ancestor; to us it rather suggests the wind in all its nuances
from a light breeze to a gale.

The instrument which is able to produce such an effect is simple
enough. It is 2 thin board that the player holds by a cord tied to one
end and whirls over his head. In whirling, the board also spins
around its own axis, and by this twofold movement it produces a
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FIGURE 19. ‘Rattle,’
India,

FIGURE 18. Scraped
bone, Ancient Mexico.
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FIGURE 21, Ver-
tical bone flute,
S. America. (Af-
ter Izikowitz.)

FIGURE 20, Whistle
flute, Celebes. (Af-
ter Kaudern.)
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roaring or wailing sound. The smaller the board and the faster it
whirls, the higher its pitch. (fig. 17)

With this range the musical means of the bull-roarer are ex-
hausted, and from a modern point of view one might call it poor.
But this standard should not be applied. Early civilizations do not
construct instruments to obtain a rich, attractive tone. Man whirls
a board or blows into a hollow branch, or a shell, or a bone, and a
voice answers. What voice? Whose voice? Not his own, not another
man’s. Is it a spirit, a demon, an ancestor? A supernatural power, in-
visible and impalpable, becomes audible; a magic manifestation is
brought about by a man’s act.

The basis of such a magic belief is the conception that man can
act upon one part of the world by utilizing another part, which then
in magic belief becomes interchangeable with the first one.

The fish, for example, often represents the idea of fertility, ow-
ing to its copious roe. Far from being a mere symbol, as it would be
in modern civilization, it embodies the fertilizing power. Thus, a
bull-roarer with its elliptic fish shape, serrated borders like fins and
occasional scale design, signifies procreation. To intensify this mean-
ing, the bull-roarer is often painted red, the color of blood being the
color of life.

However, the magic power of an instrument is not determined as
much by the material of which it is made, or by its shape and color,
as by its voice. Tone, invisible and intangible, is stronger than any
other magic quality.

Wherever we meet loud, harsh sounds like those produced by the
bull-roarer, we can be sure that they belong to a form of civilization
where man takes the more active part in magic rite. Woman is ex-
cluded from the holy ceremonies; mulier taceat in ecclesia. Terrified,
she waits apart when the night wind carries the wailing from the
bush where the boys are initiated. She is forbidden even to see the
sacred instruments; a woman who has looked at a bull-roarer must
die, and so must the man who has shown it to her.

This entirely mystic stage in the history of the bull-roarer was
followed by a more realistic, though still magic, stage. The fish shape
of the instrument connects it with water, its voice with the wind;
by forcing the bull-roarer upon nature, man is convinced that he can
make her send rain.

Finally, the bull-roarer descends to practical use. Destitute of
mysticism and magic, it is used to frighten elephants and keep them
off Malay plantations. We do not know of any musical instrument
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that has been developed primarily to serve practical aims; in all
cases, the practical use is secondary and much more recent.

Here and there the bull-roarer has become a child’s toy, and mod-
ern schoolboys loop a string through the hole of a ruler and whirl
the improvised instrument. Even after an instrument has lost its
ritual task because religion and belief have changed, and after it can
no longer serve practical purposes because better implements have
been invented, it sometimes persists as a child’s toy. Many toys have
had a magic origin.

THE SCRAPER is a notched implement, a stick, a shell, a bone
or a gourd, which the player scrapes with a rigid object. Sometimes
it is held over a resonating box or a hole in the ground. Its sound is
disagreeable and not musical; again the hunters of paleolithic type
evidently did not make their instruments for musical purposes, but
as life-giving charms.

As bone had a phallic significance, bone scrapers were associated
both with erotic rituals and funeral ceremonies, for funeral cere-
monies were not an expression of mourning but a magic rite insur-
ing life and rebirth. In ancient Mexico and Michoacan, for example,
slaves scraped the bones of men and deer at the funeral of the king
before they themselves were put to death. (figs. 18, 19)

These lugubrious bone scrapers also arouse love. The Cheyenne
Indians narrate:

Once there was a very beautiful girl in the camp, and all the young
men wanted to marry her, but she would have none of them. The Dog
Soldiers and the Kit Fox Soldiers had a dance, and each young man
tried to do his best, but the girl would look at none of them. Then it came
the turn of the Himoweyuhkis, and they felt discouraged, because they
thought they could do no better than the other societies had done. But a
man who possessed spiritual power spoke to them, saying: “That girl will
be here to see you dance, and she will fall in love with one of you, and
he will get her. Now go and bring me the horn of an elk—a yearling—
one that has no prongs on it, and the shank-bone of an antelope.” The
young men brought him what he had asked for. He carved the elk-horn
in the shape of a snake, and on it cut forty-five notches. Then he made
from the shank-bone of the antelope an implement to rub over the horn;
and this device was used in the dance. The girl was there to see the
dance, and fell in love with and married one of the young men.

We now come to another instrument with which the associations
of love and death are inextricably mixed.
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A FLUTE, like most other wind instruments, produces its tone
by means of an air column within a tube, which is set in longitudinal
vibration either by human breath or by artificial wind. The families
of wind instruments differ in the special way in which the vibrations
are brought about. This is particularly complicated in the flute. It
would be going beyond the compass of this book to describe the
acoustics of the flute in detail. We refer the reader to the most recent
textbooks on musical acoustics and confine ourselves here to stating
that the vibrations in a flute are due to little eddies formed at regular
intervals when the player blows obliquely across the sharp edge of
a mouth-hole. Thus, a sharp-edged mouth-hole is the characteristic
quality of any flute.

The mouth-hole of the wertical flute is formed by the upper
opening of the pipe. In the cross flute, or transverse flute, the upper
end is stopped and the mouth-hole is cut in the side. In the whistle
flute there is also a hole in the side, but not to be blown into; the
upper end is stopped except for a small and narrow channel, called
the flue, into which the player blows, and which directs his breath
to the sharp edge of the side hole. (fig. 20)

The recorderlike whistle flute came before the simple vertical
flute and also before the cross flute, though it was more complicated;
complication is no criterion of late invention. The earliest whistle
flutes were probably made of birds’ bones. These produced a sharp,
whistling sound, whereas the larger cane flutes made a softer, deeper
sound. In all flutes the (fundamental) tone is almost pure; over-
tones are few and weak. The earliest flutes produced only one note;
fingerholes were introduced much later. (figs. 21, 22, pl. II ¢)

Flutes, like bone scrapers, are phallic. Primitive man cannot over-
look the resemblance between a pierced straight instrument and the
penis; even in modern occidental slang the penis is designated by
flute names. Early civilizations where the masculine impulse pre-
dominates connect the ideas flutes—phallos—fertility—life—rebirth,
and they associate flute playing with innumerable phallic ceremonies
and with fertility in general. Some of these rites have been described
in the author’s book Geist und Werden der Musikinstrumente. In
the present book we will confine ourselves to an old, naive myth of
the Sentan; in northern New Guinea which shows how primitive man
connects the flute with ideas of fertility and rebirth. This is the tale:

One day a man went to the bush with his wife to gather fruit. The
man climbed up a high tree and threw the fruit down, and the woman
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put it into her net. Suddenly a big piece of fruit fell onto a dry bamboo
tree and cracked it open with a sharp sound. The frightened woman
ran away, for she did not know what had made the noise. Out of the
slit bamboo appeared a cassowary [the Melanesian counterpart of the
phoenix, symbol of rebirth] making a buzzing sound. The man at
once built a fence around the bird, ran into the village and told his friends
what had happened. “Now we have a way of frightening the women,”
they said. They began to cut pieces of bamboo and tried to draw a
sound from them and finally discovered that by blowing across a stalk
they could make a sound similar to that of the cassowary. This was the
first flute.

Thus the flute in Melanesia is clearly a charm for rebirth.

Whatever object brings rebirth is used in funeral rites, either in
the burying ceremony or as a gift to the dead. Aztec slaves played
bone flutes before being sacrificed to their dead princes, and boys also
played the flute as they climbed up the steps of the pyramid, at the
top of which the priest cut out their hearts and offered them to the
sun. Archaeologists often find a flute at the side of a mummy or
skeleton when excavating ancient tombs, and mistakenly believe that
they have uncovered the remains of a musician, whereas the flute was
probably placed there because it was a life charm. Similarly, one of
the southern East Indian tribes, the Toda, who never make or play
flutes, have special flutes made by a neighboring people as amulets
for their dead tribesmen, to guarantee a fortunate rebirth. .

The same life-giving power which connects the flute with death
and rebirth connects it with love as well. Young Cheyenne men

played the flute

in order to help them in their courtship. Some flutes had a special power
to influence girls. A young man might go to a medicine man and ask
him to exercise his power on a flute, so that the girl he wanted would
come out of the lodge when she heard it. The young man began to play
the flute when he was at a distance from the lodge, but gradually ap-
proached it, and when he had come near to the lodge he found the girl
outside waiting for him.

The same charm still exists in Europe. In A Farewell to Arms
Ernest Hemingway quotes an example from the Abruzzi: “When
the young men serenaded only the flute was forbidden. Why, I asked.
Because it was bad for the girls to hear the flute at night.”

We will speak in a later chapter of a virginity test connected with
Greek pan-pipes. A similar ordeal exists with the Cuna Indians in
Panama. At a girl’s initiation two cane flutes.are cut, tied together,
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wrapped into a leaf and given to a player. If they are still in their
original position when he unpacks them, the girl is a virgin; if they
have turned, she is not.

Nose flutes, blown through the nostril instead of through the
mouth, occur in all five continents and even in Bavaria. Form and
type do not matter; there are tubular and globular nose flutes as well
as cross and vertical nose flutes.

It would be difficult to fix a date of origin; but distribution goes far
to prove that the nose flute was spread over the world by one of the
last Malayo-Polynesian migrations. In terms of history this means
about the end of the neolithic age and the beginning of the early
metal age.

It is more interesting, however, to know how than to know at
what time it originated. Several stupid suggestions have been made
to explain this strange, and rather incomprehensible, method of
blowing. One of them attributes the “invention” of the nose flute
to Hindu nose rings which by chance were loosely soldered and
accidentally struck by the nose breath. Other authors have claimed
that blowing through the nose prevented the mouth from touching
a spot which a low-caste’s mouth might have defiled. These explana-
tions are so foolish that they are not worth contradicting.

The answer to the origin of the nose flute is found in the associa-
tion of nose breath with magic and religious rites.

In Melanesia and Polynesia, where the nose flute is chiefly found,
the nose breath is supposed to contain the soul and has, therefore,
more magic power than mouth breath. Native doctors pinch the nose
of moribund patients to keep the soul from escaping, though the
victim of this cure may die prematurely by suffocation. When occi-
dental people pinch their nose before sneezing, this in itself mean-
ingless gesture seems to be a remainder of that old idea; and the
German Gesundheit! called to a sneezer is founded on the same
conception that such a violent explosion might force out the soul.
The Dogon in the French Sudan have but one word for both the soul
and the nose.

The special power of nose breath gives it an importance in an old
Brahmanic formula for setting the priest into a semihypnotic state.
It prescribes:

Aspire through the right nostril,
Aum Am, red of color.
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Expire through the left nostril,
Aum Am, black of color.

If the priest turns towards the sunrise, his aspiring right nostril faces
the south, his expiring left nostril faces the north. So he receives air
from the life-giving south and blows it to the sterile north.

How persistent is the connection between right nostril, red, south,
and in general between nose breath and magic power, can be seen
when as late as the end of the middle ages European astrologers still
grouped together the right nostril, the color red, blood, circum-
cision, the cardinal point south and the planet Mars.

Considering the belief in the magic power of nose breath from
primitive times to the modern occident, it seems more logical to
think the nose flute originated on that account than because of some
casual and imaginary coincidence.

TRUMPET. We explained on page 44 that in any wind instru-
ment the enclosed air column is set into vibration by some device
which transforms the steady breath of the player into a pulsating
current. While this transformation in the flute is caused by the
sharp edge of the mouth-hole, in a trumpet it is effected by the lips
of the player. The lips are held tense and the breath forces them
to open as often as their elasticity closes them again, thus allowing
the breath to escape in regular pulsations.

The earliest so-called trumpets had no vibrating column of aim no
mouthpiece and no expanding end or bell. They were megaphones
cut from a hollow branch or a large cane, into which the player spoke,
sang or roared. Once more he did not strive for a musical sound;
on the contrary, he wanted to distort his natural voice and to pro-
duce a harsh sound in order to frighten evil spirits. (fig. 23)

The evolution from a simple megaphone to an actual trumpet was
slow, and it is not easy to say when the first real trumpets originated.
Even these first trumpets blared only one or two notes.

The terrifying sound of the early trumpets is associated with many
magic rites. It is used at circumcisions, at funerals and at sunset rites,
when the reappearance of the life-giving star is imperiled; and the
Babwende of the Belgian Congo carve their funeral trumpets in the
magic shape of a phallos. Even in Europe today trumpets are con-
nected with the same rites. Long wooden trumpets are blown at
Rumanian funerals. In some Catholic cantons of Switzerland the
kindred alphorn sounds at sunset at the same time that the evening
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prayer is sung into a megaphone: the early trumpet used as a mega-
phone, and the later form of a real trumpet, are preserved in the
same rite. (pls. 11 d, €)

The trumpet is exclusively played by men. Among certain tribes
of the Amazon a woman who has seen a trumpet is killed. Other
Indians destroy it after use and hide the mouth part in a brook. This
same custom is preserved in the south of Holland; wooden trum-
pets, related to the alphorn, are blown at Advent and hidden in a
well until the following year.

The magic power of the trumpet has often been augmented by the
red color of its painting or drapery; even in European armies of the
present time, trumpets and bugles are wrapped in red woollen ma-
terial, and red remains the distinctive color of many military bands,
an astonishing example of the tenacity of early traditions.

A later, though stil] primitive, oftshoot of the trumpet is the side-
blown ar transverse trumpet with a mouth-hole on the side. Trans-
verse trumpets are common among the South American Indians
(fig. 24) and the African Negroes, who make them either of antelope
horn or the tusk of an elephant, They also existed far away in Ire-
land during the bronze age and, as we know of prehistoric relations
between northeastern Africa and Ireland, this otherwise incompre-
hensible fact is not miraculous.

Primitive men use large conch shells as well as their rough tubular
trumpets, The spiral replaces the tube, and the natural opening the
bell. An earlier type of shell trumpet is end-blown, the mouth-hole
being cut in the center of the round end, or apex; in a later type,
which dates from the end of pre-Christian times, the hole is cut in
the side, thus creating a side-blown or transverse shell trumpet. In
some countries, ancient Peru for instance, shell trumpets were re-
placed by clay trumpets in shell form. (fig, 25)

The oYdest conch shells were not real trumpets any more than the
earliest wooden or cane trumpets. Gunnar Landtman relates that in
one of the most primitive tribes of New Guinea the king or chieftain
always held “a trumpet shell before his mouth when speaking to his
people, so his voice had & very hollow sound,” Once more a musical
instrument was first used for the purpose of masking the voice.

As an actua] trumpet, the conch shell has g strong magic power.
This can be increased if a sacred formula is recited into the natural
mouth of the conch.

The magic and nonmagic uses of the shell trumpet are more
varied than those of the tubular trumpet, When the author collected
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material for his book on the musical instruments of Madagascar, he
found that on this one island shell trumpets were blown on the fol-
lowing occasions: boys’ circumcisions, funerals, ancestral rites, prac-
tices in which magicians call the dead from their tombs, healing of
the sick, sacrifices after a bad dream, bathing of the fetishes, royal
ceremonies, wind charms, wrestling matches, convocation of the
faithful, warning of danger and musical performances. Sailors and
carters in Madagascar also use shell trumpets to give signals and,
finally, a system of long and short blasts on shell trumpets can com-
municate telegraphic messages over great distances. From other
parts of the world we have to add rites at harvest and marriage, rain
charms, meetings of secret societies and exhibitions of offerings.

As a trumpet with an horrific sound, the conch shares the connota-
tions of the ordinary trumpet. But the conch itself comes from a
water animal. This fact gives it the power of acting on water, and
consequently on the moon, which rules the tide and which affects
the menstruation of women. Its association with water gave it the
power in primitive belief to attract rain, or to stop it when there was
too much; instances can be found in so advanced a region as Central
Europe, where it is blown into the wind during thunderstorms up
to this day. With similar associations the shell trumpet becomes an
attribute of moon gods, of Vishnu in India and of Tlaloc in Mexico.
Again, as a water and moon instrument, it is kept away from men in
certain countries. The natives of New Ireland, for instance, exclude
the shell trumpet from men’s dances, but it accompanies dances of
the women and is even played by women, especially when a first
pregnancy is celebrated.

The connotations of all these instruments, in life and myth, are
confusing at first sight. One recognizes, however, that in the cases
mentioned certain associations are constant, or at least frequent. Four
among our examples are almost exclusively played by women, eight
by men, and of these eight instruments four are so strictly reserved
for men that women who see them are killed. Three of our instru-
ments are supposed to represent a penis, and four the vulva or the
female abdomen, while the sticks or pestles which strike these latter
are also conceived as virile organs. All instruments representing the
penis are played by men only, and the chief occasion for playing
them is at funerals; all instruments decorated with red color are
reserved for men and must not be seen by women; vulva instruments
are frequently connected with water and moon rites.
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The most obvious of these contrasts is the attribution to one of
the two sexes: gourd rattles are generally played by women, bull-
roarers by men; drums are often played by women with the bare
hands, but never with a stick. Division of labor according to sex,
well known even in modern occidental civilization, is the rule with
primitive peoples. Hunting and boat carving are man’s work, bas-
ketry and pottery, in general, woman’s. It may happen that men
alter a women’s technique; they then keep the altered technique for
themselves while the women, far from adopting the improvement,
stick to their old method. Such is the case of pottery, for instance.
Berthold Laufer, in his essay on “The Potter’s Wheel,” states that
handmade pottery

is as a rule woman’s work, the participation of men in this pursuit being
always strictly localized and limited. The potter’s wheel, on the other
hand, is the creation of man. It must therefore be regarded as an en-
tirely distinct invention which entered the field of pottery from the out-
side, as it were, and when it came, man came with it and took over the
pot-making industry. This historic distinctness of the two methods of
pottery making is reflected in the customs current in different countries.
In India and China the division of ceramic labor sets apart the thrower
or wheel potter and separates him from the molder. The potters of India
who work on the wheel do not intermarry with those who do not. They
form a caste by themselves. There is also a functional distinction between
the two kinds of pots. And most important of all, wherever the potter’s
wheel is in use, it is manipulated by men, never by women.

The example of pottery makes clear why certain forms of drums
are exclusively played by women, and other forms by men.

The player’s sex and the form of his or her instrument, or at
least its interpretation, depend on one another. As the magic task
of more or less all primitive instruments is life, procreation, fertility,
it is evident that the life-giving roles of either sex are seen or repro-
duced in their shape or playing motion. A man’s instrument assumes
the form of a man’s organ, a woman’s of a woman’s organ. And in
the latter case the addition of a fertilizing object is not far off.

Early mentality tends toward associating, as equal and inter-
changeable factors, all kinds of objects and phenomena, provided
they have some organic correlation, or at least one common quality.
Woman and moon is such a correlation, as the rhythm of woman’s
life is determined by, or at least synchronized with, the moon’s
phases. The moon, however, is synchronized with the tides as well.

Thus
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moon~ woman
moon~ water

woman~ water

The woman conceals her seed in the womb; so does the earth, hiding
it beneath its surface. Thus, woman is correlated to the ground and
earth pits. Woman’s womb is round and hollow; thus, round cav-
ities belong to woman.

Tubular wind instruments, straight and elongated like a man’s
organ, belong to man, and a mixture of symbols arises when a flute
is globular instead of tubular, or when a trumpet is made out of a
conch shell which is connected with water. A scraper, played by a
man, may lie across an earth pit, and stamping tubes may be pounded
by men. This kind of mixture of male and female connotations is
sure to occur when an instrument is transferred into a foreign civiliza-
tion with different social and mental conditions.

Sound, also, is a factor as well as form in these connotations. Most
of the instruments reserved for men have a harsh, aggressive, indeed
ugly tone; most instruments preferred by women have a muffled
timbre. But there are exceptions; flutes of some width have a muffled
tone, and the gourd rattle makes a harsh and frightening noise.
Musical beauty is not a consideration.

MELODIC IMPULSES

The instruments considered hitherto have grown out of either a
strong motor impulse which produced audible rhythm, or out of a
man’s inclination to give magic interpretation to sound. The concep-
tion of, and the need for, instrumental melody, even in the most
rudimentary sense of the word, was at first entirely lacking; melody
belonged to singing, not to instruments.

In a second stage of evolution another elementary rhythmic im-
pulse began to seize on instrument playing—repetition. It resulted
first in the pairing of notes, then in the contrasting of their tones,
and finally in their arrangement in a series. The same process is
found in language as reduplication. The speech of children and prim-
itives has a tendency towards combinations such as papa, mamma,
tamtam. The two syllables of a pair become one strong, one weak;
moreover, they often are differentiated by a vowel change: ding-
dong, sing-song, tick-tock. This is exactly what happens when two
stamping tubes of slightly different size are pounded by the same
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player in a rapid succession, and the beat of one of them is answered
by a second, darker beat which contrasts with the clear sound of the
first.

The two tubes in the hand of a player were sometimes called “the
father” and “the mother.” Such associations with the two sexes occur
with pairs of bull-roarers, slit-drums, shell trumpets and skin drums.
When the sexes are thus attributed to pairs of instruments, the prim-
itives base their decision upon one of two qualities—the size or the
sound. If size is the determining factor, the bigger instrument is the
man and the smaller the woman; if the sound is considered, the
smaller one, having a more active and energetic sound, is masculine,
the larger one, having a hollower, duller sound, is female. Sound as
the determining factor seems to be much more recent.

The pairlike beating of two notes of contrasted accent and pitch
i1s the first step towards an instrumental melody; this ancient prac-
tice 1s preserved in the two kettledrums of the modern orchestra.
Several thousands of years may have elapsed before instrumental
music progressed to three-tone patterns.

Though stamping tubes were united to form sets of three and
even more, they did not reach the further stage of a strict scalelike
accordatura.

This was the destiny of the xylophone.

THE XYLOPHONE, though still in use today, originated
among primitive men. It is a set of wooden bars, each supported at
two points (the nodes of vibration), and struck with sticks or clubs.
As the modern name derived from Greek xylon, ‘wood,’ it can not
accurately be applied to sets of metal bars.

The simplest form of xylophone may be called a leg xylophone.
The player sits on the ground, lays two or three rough slabs of wood
across the legs and strikes them with two clubs. Sometimes a pit is
dug between the legs.

The players are generally women. Sitting on the ground with
legs stretched out straight is a typical feminine attitude; in many
countries, in the Pacific Islands for instance, women are not sup-
posed to sit cross-legged.

The most primitive leg xylophones, consisting of a few bars only,
are played in a simple fashion, the bars being struck in turn. But
there are also more elaborate types. In Madagascar, for instance, the
bars are carefully tuned; one woman holds them on her legs beating
the melody, while a second woman, sitting at right angles to the
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first, plays a drone or ostinato on two bars which are arranged apart,
though also resting on the legs of the first woman.

The first step in the evolution of the xylophone leads to the log
xylophone, in which the bars are loosely laid on two parallel logs.
Even in this stage there may be an earth pit under the instrument.

Later, the bars of the xylophone were made fast, either to a stand
like a table (2sble xylophone), or to a frame which hung at the
player’s waist, suspended from his neck and held away from his body
by a semicircular hoop (4ail xylophone).

The xylophones of the Bantu Negroes generally have a gourd
resonator under each bar to increase and fill the sound (gourd xylo-
phones). Each gourd is carefully chosen and cut according to the
size of the bar; the air inside is supposed to vibrate in unison with
the wood. A hole is cut in the gourd and covered with the tough
membrane taken from the protective covering of spiders’ eggs;
vibrating sympathetically, this skin makes the timbre sharper.

Though xylophone music is melodic, a strong motor impulse still
shapes its melodic style. Obeying the hands rather than the mind,
the player indulges in shakes, graces, rolls and flourishes, mostly in
a giddy tempo; the music, improvisatory in early stages, has slowly
grown to highly accomplished and often intricate structures, which
call to mind European toccatas.

But these refined toccatas and the complicated gourd xylophones,
or marimbas, on which they are played, have carried us far away
from the primitive disconnected xylophone and its few indistinct
notes on poorly differentiated bars. The advanced xylophone of
African primitives, like many of their implements, was not developed
by themselves but borrowed from the higher civilizations of the
Malays, who had a strong influence on Bantu Africa.

THE GROUND HARP, which exists exclusively in a small
central section of Africa, recalls the springing snares of certain Afri-
can hunters. A pit is covered with bark. Beside the pit a tall flexible
rod is stuck into the earth and pulled way over by a string fastened
from its end to the bark lid of the pit. The instrument is either
struck or plucked, sometimes by several persons simultaneously.

It is particularly interesting to watch the further evolution of
the ground harp, which corresponds to that of many other instru-
ments. First step: it is freed from the ground. The Annamese cas
dan bao, for instance, an instrument played by women and blind
people, is supported by the player, but is too heavy to be carried while
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played. The pit of the ground harp is replaced by a rectangular,
wooden soundbox. A flexible rod stands upright near one end of the
box, and a wire string is tied from the upper end of the rod to
the other end of the box. The string is plucked. When the rod
is bent slightly nearer to the box, easing the tension, the plucked
string can produce lower notes. The resultant melodic style is char-
acterized by wailing sounds and glissandi.

Second step: the instrument is portable. Many varieties of this
kind exist in India. One of them, the ansnda lahari of Bengal, has
not even a flexible rod, and merely consists of a gut string tied be-
tween two small drums, which are held by the player so that the
string can be tightened at will as it is plucked. (fig. 26)

THE GROUND-ZITHER, in its Annamese form, has a pit
dug in the ground and covered with a piece of bark as a soundboard.
A string is stretched horizontally between two posts; another string,
tied to the middle of the first and acting as a bridge, runs vertically
to the bark lid, severing the string into two acoustical sections. When
the horizontal string is struck with sticks, its vibrations are trans-
mitted by the vertical string to the lid, which resounds over the pit.
The string has the gigantic length of thirteen or fourteen feet, which
is one reason for supposing that the Annamese ground-zither is the
oldest one, because experience shows that the evolution of every
primitive instrument begins with large sizes and ends with small
ones. The string is not made of twisted fiber, nor of gut or horsehair
or wire. It is a ribbon or rattan half an inch thick which, owing to
its great length, is elastic enough to vibrate when struck with a stick.
The rattan is replaced by twisted fiber only in later ground-zithers.

The ground-zither is also interesting from the angle of musical
evolution. Two different notes can be produced successively if the
central cord severs the string into two vibrating sections of unequal
length. On the island of Madura near Java, a very backward coun-
try, the natives even make a double-zither with two pits and two
bridges. These afford three different vibrating lengths in the same
string: from the first peg to the first bridge, between the two bridges,
and from the second bridge to the second peg in the earth. Thus, the
Madurese play rudimentary melodies of three notes repeated over
and over.

A second type of ground-zither is still preserved among Javanese
children and by the Bube on Fernando Péo in the African Atlantic.
Several strings with a separate pit each are stretched side by side;
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this is once more the first principle of uniting instruments of the
same kind, but of different length, to form sets.

The only recorded ritual in which the ground-zither is used was
found among the Makua in East Africa. There it is struck when,
before initiation, girls are taught about sexual intercourse.

The principle of the ground-zither, combined with other prin-
ciples, is characteristic of the musical bow.

THE MUSICAL BOW. The hunter’s bow is a familiar object;
the two ends of a flexible and curved rod are connected by a string.
Since the musical bow is identical in shape, many anthropologists
believed it was derived from the hunter’s bow; hunters, they said,
perceived the humming of the snapped string and began to use their
bows as musical instruments. This is plausible but wrong, like many
plausible explanations. Those forms of the musical bow which we
have good reason to believe are the oldest have nothing to do with
a hunter’s bow. They are ten feet long and therefore useless for
shooting. Some of them are idiockhordic; that is, the string is formed
from a strip split from the same piece of cane of which the instru-
ment is made, but still attached to it at either end. This natural string
must be raised off the bow by bridges, and therefore cannot be used
for shooting. Furthermore, all of these bows require a resonator;
without a sound-amplifying contrivance the instrument is scarcely
audible.

Finally, musical bows were not associated with hunters’ beliefs
and ceremonies. With the Cora in Mexico, the calabash bowl on
which the bow rests is a sacred emblem of the goddess of the earth
and moon; among many tribes only the women play it; in Rhodesia
it is the instrument played at girls’ initiations; and the Washambala
in eastern Africa believe that a man cannot get a wife if a string of
the musical bow breaks while he is making it. In a tale of the East
African Wahehe, 2 man goes on a journey with a girl, has her drink
from a brook and breaks her neck when she is bent over the water.
At once she is transformed into a musical bow; the back bone be-
comes the wood, her head the resonator, and her limbs the strings.
Similar stories are found in northern mythology.

The musical bow is one of the first instruments used for intim
and to induce meditation; the Akamba in eastern Africa, as well as
the Maidu in middle California, consider it the most effective in-
strument for getting in contact with spirits. The weak, muffled
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sound of the musical bow, suited to such a task, is mirrored in the
dark vowels and nasal consonants of its native names, such as nkungu
in Angolese, vuhudendung on Pentecost Island in Melanesia, wury-
bumba in Kibunda.

There are three main types of musical bows: bows with a separate
resonator, bows with attached resonators, or gowrd bows, and bows
that depend upon the player’s mouth for resonance or mouth
bows.

The bow with a separate resonator is supported on a detached
vessel. This may be a calabash bowl, a basket, a pot or a metal vase.
The strangest of these bows is the gigantic instrument of some
tribes of southern India: a bow, sometimes ten feet long, with jingles
suspended from the wood, rests on a large clay pot and is rapidly
beaten with two sticks, while a second man strikes the pot with his
hands.

Similar instruments, laid on gourds, occur with Mexican Indians.
Most anthropologists have tried to attribute them to Negro importa-
tion. But this is not likely. No African bow has so large a size, and
none is struck in so archaic a way with two sticks.

In the gourd bow the bow is attached to a gourd which acts as a
resonator. The top of the gourd is cut off and the opening is pressed
against the chest or abdomen of the player, increasing its resonance.
The gourd can resonate only the open string of the bow to which it
has been cut, and when any other tone is played the gourd must be
lifted away from the player’s body so that its resonance will not
interfere with the tone. This shifting of the position of the gourd is
not a means of altering the tone, as some observers have claimed.

There are other means of altering the fundamental tone. With
all kinds of musical bows the vibrating length of the string can be
changed, either by bracing, or by stopping, or by both ways. In the
braced bow the string is divided into two sections by a loop of thread
tied round the bow and the string. The 'wo sections produce two
different fundamentals with their relative partials. Also, the player
can touch the string, as do fiddlers, in order to shorten the vibrating
length and raise the pitch. (fig. 27)

In the moutk bow the player’s mouth serves as a resonator; either
the wood is held against the teeth with the string outside, or else the
string is allowed to vibrate in the oral cavity with the wood outside.
Its musical rendering depends on the reinforcing of partials in the
same way as in the jaws’ harp.
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THE JAWS’ HARP, better known under its common misnomer,
jews’ harp, is a quaint instrument, pleasing to the player because of
its clear though tiny sound, almost inaudible to a listener.

An elastic lamella is fixed at one end in a frame, while the other
end is free. The player’s jaws grasp the frame so that the lamella,
plucked with a finger or a cord, vibrates between the teeth. The oral
cavity, according to its position, amplifies one of the harmonics, just
as it does when producing the various vowels of our language. Thus,
little melodies can be obtained. Some observers attribute the tone
and its pitch to the afflation of the lamella by the player’s breath;
this, however, is incidental.

All the same, breathing against the lamella may be connected with
the origin of the jaws’ harp. In Hawaii and the Marquesas Islands
a piece of bamboo is deeply notched at one end; a sliver of bamboo
held over the notch vibrates when the singing voice is projected
against it. Similar contrivances are used in Melanesia and in East
Africa. Here is another instrument that starts as a voice mask.

The details of the slow evolution of the jaws’ harp are too un-
important for the scope of this book; the author described them at
large in an earlier publication. It will suffice to give a short summary.
The size decreased gradually; the lamella was at first formed by a
strip cut out from the same piece of bamboo as the frame and still
attached to one end (idioglottic jaws’ harp), and was later made
from a separate piece of bamboo or metal and bound at one end to
the frame (Aeteroglottic jaws’ harp); the oldest types had a thin
cord at the end opposite the point of the tongue which set the lamella
into vibration when it was pulled by jerks, while the most recent
had a slender thorn instead. All these jaws’ harps apparently origi-
nated in Southeast Asia; the most interesting transitional types are
still preserved in the islands of Formosa and Engano. There we
find intermediate stages between the ‘cut out’ and the modern
‘forged’ jaws’ harp, which latter consists of a flat steel tongue sol-
dered to the vertex of a bent piece of wire, sometimes the shape of
a hairpin, sometimes more resembling a horseshoe. This iron jaws’
harp has been made in two forms; in an older form, known through-
out Asia and used in the European middle ages, the broad end of
the tongue projected behind the frame; in a more recent form it does
not. The great elasticity of the steel tongue produces a louder tone;
some oriental people therefore consider the iron jaws’ harp too loud
to foster the meditative state of mind required of so intimate an

instrument. (pls. I g, h)
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What a contrast between this tiny jaws’ harp and the huge slit-
drum; between the intimacy and meditation that it arouses and the
terrifying sound of bull-roarers and trumpets; between its clear notes
and the dull noise of rattles and pounding feet! And all these con-
trasting, indeed contradictory, impulses and principles have origi-
nated in the early stages of human evolution which, antedating town
life, the formation of states and the invention of writing, are called
primitive. More than ever we feel the necessity of establishing a
chronology to bring order into this confusion.



2. The Chronology of

Early Instruments

tions with the involved mechanisms of modern pianos and
organs, one might easily come to the conclusion that instru-
ments have developed from simple to complicated patterns and that
their origins can therefore be established by tracing the various types
back to their simplest forms. Although this is true as a general state-
ment, it is superficial and often misleading as a working hypothesis.
What is simple? It is simple to cut down a bamboo stalk and to open
it lengthwise in order to make a natural slit-drum. It is much less
simple to fell a gigantic tree and to hollow it out by stone axes and
fire. And yet we know that hollowed trees were used to make slit-
drums long before smaller bamboos were used for the same purpose.
Reduction and simplification as results of progressive development
outside the instrumental area are well known, for instance, in lan-
guage: Sanskrit has eight grammatical cases, and English only one
or two. This settles the question as far as progress is concerned. But
not all evolution is progressive; it is regressive in many cases. The
simple pan-pipes of primitive tribes in the Pacific and South America
are not prototypes of the refined pan-pipes of China, but imitations
in degeneracy. We can compare instruments within 2 homogeneous
group, for instance pan-pipes or slit-drums; but can we decide
whether a flute is simpler than a stamping tube or a slit-drum?
Unable to decide chronology on the basis of more complicated or
simpler workmanship, one might attempt to arrange peoples and
6o

C OMPARING the gourd or bamboo devices of early civiliza-
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tribes according to their lesser or higher degree of civilization and
check their instruments. This, too, is scarcely feasible; a conscientious
anthropologist would refrain from establishing such an order. There
are, say, three peoples: one poor in material culture, but gifted as
artists and socially well organized; the second, rich in material
civilization, buc poor in artistic imagination and social refinement; a
third, well organized, but unskilled in handicraft. Which is the most
primitive? And even if such an order could be established, would
all peoples of the same cultural standard have the same instruments,
notwithstanding their different mentality, social organization and
the materials available in their countries? Peoples, like individuals,
respond differently to emotion. One reacts as a musician, by singing
or playing; another, in a different way. Musical response is weak
with the Eskimos and strong with the Negroes, regardless of their
cultural standard. But there is not only a difference in musical re-
sponsiveness; a similar stimulus might act in one case on the singing
throat, in another on the playing hand, again independently from
the level of civilization. Ancient Greece sang but neglected her instru-
ments; East Asia excels in playing. Again, the plenty and variety of
instruments depends on the habitat of the people; musical culture in
the tropics is abetted by the existence of large coconuts and calabashes,
and those gigantic bamboos which provide pipes, zithers, xylophones,
reeds and strings.

In spite of all these difficulties a rough chronology of primntive
civilizations can be made by comparing them with the stages of pre-
historic evolution in Europe and other continents. In France or
Spain a prehistorian excavates the dwellings and burial grounds of
paleolithic hunters with their tools and weapons, and slowly recon-
structs the material and even the spiritual culture of these men—an
anthropologist will be able to show a similar culture among some
aboriginal tribes in Australia or elsewhere. Again, the prehistorian
discovers a later, neolithic civilization, in the Danube valley or in
Italy, and the anthropologist finds a similar culture existing in some
remote district of India, with the same shape of cabins, the same
pottery, weapons, tools and instruments. Anthropology and history
are drawing together, and by checking their results we can add an-
other clue.

Unfortunately, digging in prehistoric strata yields meager infor-
mation, as only instruments made of imperishable materials have
been preserved. Paleolithic tombs and dwelling places produce the
shells of strung rattles, bone scrapers, bone. bull-roarers and bone
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flutes; neolithic excavations produce clay drums and end-blown shell
trumpets. Whatever was made of wood or cane or bark has perished
by decomposition. The picture of prehistoric music that we owe to
the digging spade is not only poor but misleading, if it is not com-
pleted by anthropological data.

A second weak point in comparing prehistoric with primitive ctvili-
zations still extant is that nearly all existing peoples, notwithstanding
their cultural levels, must be supposed to have come in touch with
higher civilizations and, though having withstood their influence in
their general form of life, to have received instruments from abroad.
‘The Chinese pan-pipe is an example, and this interference is again
apparent in the case of the mouth organs sold all over the world by
European trade.

When the author, in his book Geist und Werden der Musik-
instrumente, tried to arrive at a chronology of primitive and oriental
instruments, he kept away from all criteria connected with supposed
levels of culture and workmanship. Instead, he relied on what ap-
peared to be the safest method—the geographical one. Erich M. von
Hornbostel followed the same method when he published his paper
on “The Ethnology of African Sound-Instruments” (1933). The
chief axioms of this method are:

1) An object or idea found in scattered regions of a certain district
is older than an object found everywhere in the same area.

2) Objects preserved only in remote valleys and islands are older
than those used in open plains.

3) The more widely an object is spread over the world, the more
primitive it is.

How such a distribution originates may be illustrated by a physi-
cal phenomenon. When a stone is thrown into a pond it will cause
a series of circular waves, which grow larger and larger until they
fade away or are stopped by the edge. In this series of concentric
circles the first (that is the oldest) is the largest one, while the more
recently originated circles have a smaller diameter.

But here a vital question arises: is the world-wide distribution of
musical instruments due to migrations from a few centers of inspira-
tion, or rather to the fact that man, at a given stage of development,
must invent the same tools and implements? This difficult problem
belongs to anthropology rather than to musicology. The author, how-
ever, is convinced that each of the oldest ideas and inventions came
from one center. We may believe that a tool such as a hammer can
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be invented everywhere at a certain stage of human evolution; the
progression from the use of the bare fist, through the use of a stone
in the fist, to a stone on a wooden handle, is quite logical and natural.
But a bull-roarer? Is it really acceptable that every human tribe
must invent an oval board, held by a cord and whirled around the
head, for certain magic purposes? Is it convincing that merely be-
cause of natural evolution such a bull-roarer should have been almost
universally connected with the fish, and that paleolithic hunters in
France as well as modern Eskimos should both have the idea of
dentating its rims?

The geographic method, too, may prove fallacious. The com-
mercial dissemination of European goods and, before that, the
systematic spreading of Near Eastern instruments following the
Islamic conquest, sensibly restrict its worth.

Nevertheless, geographical criteria are safer than any other
criteria because they are less exposed to subjective interpretation. It
is best to follow them as closely as possible and to check the chro-
nology they provide with prehistoric and historic data, and with the
more interpretive answers to the questions of simplicity and cultural
level.

This method enables us to outline a chronology of the instruments
discussed on the previous pages. Instead of my own twenty-three
strata and Hornbostel’s eleven strata, three will suffice for the pur-
pose of this book. .

The early stratum comprises those instruments which, prehistori-
cally, occur in paleolithic excavations and, geographically, are scat-
tered all over the world. These are:

IDIOPHONES AEROPHONES MEMBRANOPHONES CHORDOPHONES

rattles bull-roarer
rubbed shell? ribbon reed
scraper flute without
stamped pit holes

No drums and no stringed instruments appear in this early stratum.
The middle stratum comprises those instruments which, pre-

historically, occur in neolithic excavations, and, geographically, in

several continents, though they are not universal. These are:

slit-drum flute with holes drum ground-harp
stamping tube trumpet ground-zither
shell trumpet musical bow
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The late stratum comprises those instruments which, prehistori-
cally, occur in more recent neolithic excavations, and, geographically,
are confined to certain limited areas. These are:

rubbed wood nose flute friction drum
basketry rattle  cross flute drum stick
xylophone transverse trumpet

jaws’ harp

This rough chronology, though established on the objective data
of distribution and prehistory, gives satisfaction also to the mind
concerned with workmanship and cultural level.
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3. Sumer and Babylonia

to the higher civilizations involves a corresponding evolu-

tion from folk and ritual instruments to instruments in-
tended for entertainment and art. Division of labor and class dis-
tinctions in an urban culture result in the formation of a professional
class of singers and musicians. It is no more the ‘people’ that play
and sing for magic, devotional and social purposes, but a distinct
class, or even caste, of musicians. From this moment, instruments*can
be divided into two kinds—popular instruments and instruments
used by professional artists. The latter evolve in the direction of
greater musical effectiveness and easier manipulation.

The history of these higher civilizations begins in Mesopotamia,
the once fertile plain between the rivers Tigris and Euphrates. Her
first rulers were the Sumerians, a people of uncertain race who seem
to have come from a neighboring country farther east in the fifth
millennium B.C. Contemporaries of the Old Kingdom of Egypt,
the Sumerian dynasties were replaced before 2000 B.C. by the
Babylonians, a Semitic people who were contemporaneous with the
Middle Kingdom in Egypt. At about 1750 B.C., the Kassites, a non-
Semitic people, invaded from the east and reigned in Mesopotamia
until about 1100 B.C. In the last millennium B.C., Mesopotamia
was ruled successively by Assyrians and Babylonians (the Dynasty of
King Nebuchadrezzar and the Babylonian Exile of the Jews), by
Medes and Persians, and finally by Greeks. The reader may compare
the following synopsis.

r I \HE evolution from prehistoric and primitive civilizations

67
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MESOPOTAMIA EGYPT CRETE AND GREECE
Sumerians Old Kingdom Early Crete
—2040 -2160 —2100
Babylonians Middle Kingdom  Middle Crete
2040~-1750 2160-1580 2100-1580
Kassites New Kingdom Late Crete
17401160 1580-1090 1580-1400
Assyrians Nubians Dorian migration
1160-62§ 1090-663 11th century
Babylonians Saites
625-538 663-382
Persians Classic Period
538-331 6—4th century
Greeks Greeks Alexander
from 331 from 332 336—323

The two chief languages used in Mesopotamia were Sumerian
and Akkadian. Sumerian was a non-Semitic language; Akkadian,
comprising Babylonian and Assyrian, was Semitic. As long as Su-
merian was generally spoken, the Sumerian names of ritual objects
passed from this language into Akkadian and were only slightly
transformed according to its phonetic and grammatical rules. Later,
when Sumerian was used only as a holy language in the temple,
while Akkadian had become the current language, the Akkadian
names of newly introduced objects were taken into the Sumerian
language. In consequence, most Sumerian names had an Akkadian
equivalent, no matter whether the Sumerian or the Akkadian form
was the original.

Very few musical instruments have been excavated in Mesopo-
tamia, and most of them were found in the royal cemetery at Ur,
Abraham’s native town. However, there are many reliefs and
plaques, seals and mosaics, from a period extending over three thou-
sand years, that depict players and musical scenes. Cuneiform written
texts in Sumerian or Akkadian contain a quantity of names of musical
instruments.

The scholar’s task of compiling the actual instruments excavated
from Mesopotamian soil, as well as the depicted instruments, and
matching them to the few names given in contemporaneous texts is
particularly difficult. A few ideograms can be traced back to pictures
of things: an ear of corn, a bull’s head, a hand, a man, a door. In
the advanced cuneiform script the original pictures are so schematized
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that they are unrecognizable, and it is impossible to deduce the form
of an instrument from the particular arrangement of the wedges in
the cuneiform ideogram of its name. If the ideograms had been
recognizable even in their time, the Sumerians would not have
helped the reader by occasional determinatives, that is, specifying
prefixes to make up for the ambiguity of the phonetic symbols. With
musical instruments, such determinatives indicate the material of
which they are made: kuj or ju—skin,’ gi—‘cane, gii—‘wood,’
urudu—*metal.

Even if a name can be identified, we face a second difhiculty: dif-
ferent names do not necessarily designate different instruments, and
different instruments do not necessarily have different names. In
ancient Egypt both §r and ¢b%# mean a frame drum, and ma is given
to flutes, oboes and clarinets.

Thus research must be based on archeological rather than on
philological clues.

IDIOPHONIC INSTRUMENTS, vibrating without any spe-
cial tension, have left few traces in Mesopotamia. It would be wrong,
however, to conclude that they were not frequent in ancient Meso-
potamia; as the scenes represented by Sumerian and Babylonian
artists were in the main ceremonial, they mirror but one side of
Mesopotamian life. Altogether we know six types of idiophones
employed between the Two Rivers; namely, concussion clubs, clap-
pers, sistra, bells, cymbals and rattles.

Concussion clubs had the bent form of primitive boomerangs of
the nontwisted type, such as Australian tribes use for hunting and
also to accompany their songs. They are depicted on some of the
oldest seals of Sumer, resembling exactly those drawn on prehistoric
potteries of Egypt; dancers are holding one in each hand and hitting
them together.

On an archaic seal from Ur, which dates from about 2800 B.C.
and is owned by the University Museum in Philadelphia, a small
animal is playing a pair of short clappers of the kind that youths call
bomes in this country. Fourteen or fifteen centuries later similar
clappers appear on Egyptian reliefs of the New Kingdom.

More interesting than clubs and clappers are the sistra, which will
be spoken of more fully in the Egyptian chapter. They had the U
form of a spur (the point of the spur forming the handle) with a
few loose crossbars, which jingled when the little implement was
shaken. Thus, they were similar in shape to those sistra that have
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been found near Tiflis in Georgia and still exist in the Christian
Church of Ethiopia, and also similar, surprisingly enough, to sistra
found among the Yaqui in North America and among the Kadiuveo
in South America. The clearest reproduction of a Sumerian sistrum
is on a seal dating about 2500 B.C. in the Louvre. (fig. 28)

The Sumerian spur sistrum differed from the usual Egyptian
sistrum, which had the arch on top opposite the handle. Only one
Egyptian specimen, of wood, is carved in the Sumerian shape; it
came from a tomb of the Middle Kingdom, about 2000 B.C., and

i

FIGURE 28. Sistrum,
Caucasus.

probably was not common at that time. A relationship between the
Mesopotamian and the Egyptian sistra cannot be doubted ; we know
that in prehistoric times the countries were connected by commercial
trade. That the sistrum originated in Mesopotamia is not likely, as
this country is on the periphery, rather than in the center, of the area
of distribution. Also, the earlier spur sistrum was, and 1s, used on the
periphery, except for that one obsolete specimen in Egypt; again, a
later type was used in Egypt only. Thus, all the facts indicate that
the sistrum came from Egypt rather than from Mesopotamia.

We can trace the sistrum even further back than Egypt. Its an-
cestors, huge and rough, as might be supposed, are preserved in a
peculiar implement of Malayan and Melanesian fishermen. To en-
tice the shark, these men bend a rattan rod, either in the shape of a
two-pronged fork or in the shape of the frame of a tennis racket.
With the fork shape they squeeze a crossbar between the prongs
and string rattling coconut shells on it; with a tennis racket shape,
they string the shells on the frame itself. This shark rattle antici-
pates both forms of the sistrum, the Sumerian and early Egyptian
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spur sistrum, and also the horseshoe-shaped sistrum of classical
Egypt to be described in the following chapter.

Small bells were hung around the necks of animals in compara-
tively recent times. A larger ceremonial bell, with the symbols of the
gods Ea, Nergal and Ninurti and a clapper inside, is preserved in the
Vorderasiatische Abteilung of the Berlin Museum. It dates from
the Assyrian epoch, about 60Q B.C.

Cymdbals appear as late as the seventh century in Assyria. Here
they are used in two different forms. In one form they are held in a
horizontal position and softly struck in a vertical movement; in the
other form they are held in a vertical position and vigorously struck
in a horizontal movement. In the former case they are funnel-shaped,
the necks of the funnels serving as handles.

Dr. Francis W. Galpin suggests the Akkadian word 4atral as the
proper term for Assyrian cymbals, as it is reminiscent of the North
Indian word kartil. He is certainly mistaken. The Indian term
designates a clapper, not cymbals; but as its component 3l is a
native Indian word, the Akkadian term ought to be taken from it
and transformed by metathesis. This, however, would scarcely fit
in the chronology. Dr. Galpin’s second argument is that according
to a legal code a katral of copper was worn by a mule or a horse, and
this could have been cymbals. I doubt whether the ancient Mesopo-
tamians would have designated the small twinkling disks of horses
as cymbals (understanding that they existed) ; moreover, the singu-
lar form would not do. But there is a better explaration: in the
closely related Hebrew language the verb katar means ‘encircle;
kéter is ‘crown,’ and kotéret, or kotardt, an ornamental crownwork.

Rattles in the form of clumsy clay animals, hollow, with pebbles
inside, have been excavated from early layers. They obviously were
toys.

PIPES were depicted as rarely as other wind instruments; the
Mesopotamian civilization preferred strings. Flutes seem to have
been introduced into ritual music as late as about 2600 B.C., as we
read on one of the Sumerian priest-king Gudea’s seal cylinders, “En-
lulim, the shepherd of the lulim-kids, for the Lord Ningirsu, was
given a share in his cult to cultivate diligently flute [playing] to fill
the forecourt of Eninnu with joy.” On an archaic Sumerian seal in
the Louvre a sitting shepherd plays the long vertical flute while his
dog listens attentively; 1s it En-lulim?

The Sumerian name of the vertical flute was #-gi, the syllable g
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meaning ‘cane’; the Akkadians transformed the word into sig#. A
second name gi-gid, ‘long cane’ (Akkadian malilu), may refer to the
same instrument.

The mechanical arrangement of the whistle flute may have been
used as well, but only in a globular clay flute. Such an instrument,
coming from Babylonia, was preserved in the museum of the Royal
Asiatic Society in London, but it unfortunately disappeared some
years ago.

Some of the pipes depicted in Mesopotamian musical scenes can
be ascertained as pipes blown through a reed. Mouthpieces are not
distinguishable, and the position of the pipes is misleading. Though
the pipes are supposed to project nearly horizontally from the play-
er’s mouth, molders of rough, clay figurines model the pipes in the
downward position of a flute, close to the body, to avoid the difh-
culties of a projecting form. They have the typical gemination; all
countries of the ancient Mediterranean world and Southwest Asia
used two reed pipes blown together by the same player, while the
flute was single. Such pipes could have been oboes, with a double
reed, or clarinets, with a single reed; both types will be described in
detail in the next chapter. Geminated clarinets always were closely
tied together without forming an angle; geminated oboes were
divergent. This is why we can say that, as far as we can see, Meso-
potamian reed pipes belonged in the famlly of oboes. Actual reed
pipes have been preserved ; the University Museum in Philadelphia
possesses two slender silver tubes with four fingerholes each, which
without any doubt have formed a pair similar to the many “double
oboes found and depicted in ancient Egypt. As they were excavated
from the royal cemetery at Ur, their approximate date is 2800 B.C.;
that is, thirteen hundred years before oboes first appeared in Egypt.

But it is not likely that they came to Egypt from Babylonia. From
their distribution in antiquity, comprising the Mediterranean and the
Near East, we conclude that oboes were created in the Semitic world,
somewhere between Asia Minor and Arabia. This is confirmed by
their Mesopotamian names. Instead of a Sumerian term adapted to
Akkadian, the oboe had the Semitic name Aalkallatu, equivalent to
Hebrew £alil; written with Babylonian wedges, this word was read
Sem in Sumerian (which possibly has survived in Semsal, the name
given to the oboe by the Kurds, the nomadic heirs of Mesopotamia).
Both the Akkadian and the Sumerian names were written with the
metal determinative, indicating that cane had generally been sup-
planted by some metal, as with the two silver pipes in the University
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Museum in Philadelphia. A second name, imbubu or ebubu, used in
a text from Assur written about 800 B.C., is Semitic as well and cor-
responds to Hebrew and Syriac 4445, The names may have been
synonyms, as Talmudian tractates asserted that #44b and Aalil in
Hebrew designated the same instrument.

HORN AND TRUMPET. Several inscriptions of the Sumerian
priest-king Gudea mention an instrument, si-im2, alongside with the
temple drums, a-lal and balag. As si (Akkadian garnu) means ‘horn,’
and # ‘wind,’ there is little doubt that this was a blowing horn. One
of the Carchemish reliefs in the British Museum, dating from about
1250 B.C., depicts a rather short and thick horn played together
with a large frame drum which, as we shall see, corresponds either
to the a-lal or to the balag.

From Gudea’s time on, the si is occasionally mentioned; some
texts add the metal determinative and some refer to horns made of
gold. This does not necessarily mean solid gold; an inventory of the
presents offered by King Tushratta to King Amenophis IV of Egypt,
about 1400 B.C., contains a specified list of forty horns, all covered
with gold and some studded with precious stones. Seventeen of them
are expressly called ox horns; whether the rest were trumpets of the
usual straight shape is uncertain but not probable, as straight trum-
pets were more often made of gold than covered with it.

Straight trumpets are depicted as late as the Assyrian epoch; sol-
diers play them.

No straight or curved tubular trumpets have been preserved, but
an Assyrian shell, a tritonium variegatum in the British Museum,
has been identified by Dr. F. W. Galpin as an end-blown shell

trumpet.

DRUMS. Literary sources give at least twelve Sumerian words
with their Akkadian equivalents which must be supposed to designate
drums; some on account of the added determinative kuJ or 5%, ‘skin,’
as lilis, mesi, su gu galliand ub; some for other reasons, as a-lal, balag
(formerly misinterpreted as a lyre), balag-du, balag-lul, dub, ub-tur,
ub-zabar and a-da-pa.

Some of these names are more or less anonymous; #4 equals
lilis; the term dub shares its ideogram with dalag and therefore
seems to be another name of the same object; mesi equals 4-da-pa.
Thus the number of terms is reduced to nine. If we take out balag-di,
balag-lul, ub-tur, ub-zabar as composite terms which probably mean
nothing but varieties in shape or size, we arrive at five types. Finally,



74 The History of Musical Instruments

su gu galli, signifying ‘the great bull’s hide,’ is obviously a poetic
circumlocution and can be disregarded. This leaves no more than
four drums to be identified.

Mesopotamian art works also show four, or perhaps five, types of
drums. On an early vase from Bismya in the Istanbul Museum
(c. 3000 B.C.), the third man in a procession, marching behind two
harpists, seems to strike a rectangular frame drum squeezed under
his left arm. But the object is not distinct enough to admit an authori-
tative interpretation. Apart from this doubtful frame drum, Mesopo-
tamian art works show: 1) shallow or frame drums of all sizes; 2)
a small cylindrical drum held in a horizontal position; 3) a large
footed drum; and 4) a small drum with one head, carried vertically
on a belt and struck with both hands.

Only one of them appears on Sumerian art works of the third
millennium B.C.—a gigantic drum which, standing on its side on the
ground, reached up to the player’s neck or his face; that is, the skin
was from five to six feet wide. It was indeed su gu galli, ‘the great
bull’s hide.” Big nails projected round about the circular head and
the skins were nailed, as they are today in the Far East. In one case,
on a green steatite vase in the Louvre, a small figure is set on the
top of the drum, a rather unusual detail. (pls. IV b, c)

In all cases two men strike simultaneously; this does not often
occur elsewhere. They each strike on both sides; the drums must
have had two skins.

The ancient artists did not represent either the second skin or the
solid body which held the two skins together, and one is at a loss to
know whether these instruments were frame drums, barrel drums
or what. This question, however, can be settled. A barrel is usually
at least as high as it is wide, which in this case was six feet. No player
would be able to strike both skins of such a giant at once. Besides, the
sculptors and painters of Sumer and Egypt represented their objects
from their most characteristic side, regardless of perspective: a man’s
head in profile, his trunk in full face, his legs in profile. Thus, a
barrel-shaped drum would show its barrel, as it does in archaic
Chinese sculpture—not its circular head; a frame drum, on the
contrary, would be drawn as a circular head since its profile is a
meaningless strip.

Still, frame drums six feet wide are unknown. Two skins as large
as that, properly stretched and vigorously struck, would demand a
resistance that a simple frame could not afford.

There is a third possibility, besides the barrel and the frame drum.
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All features of this drum point to East Asia. The East is the only
part of the world in which such gigantic sizes have been made; in
some Confucian temples of China drums, apparently barrel-shaped,
are six feet wide like the Sumerian drum, and the same is true of the
Japanese barrel drum, da daiko. Again, nailed heads are specifically
East Asiatic. A small figure, set on top of a drum, occurs exclusively
in Japan. The Metropolitan Museum of Art in New York displays
in its musical gallery a beautiful cloisonné o daiko surmounted by a
cock. Finally, combined efforts of two players on the same drum have
parallels with the Korean kyo pang ko and mu ko, and with the an-
cient Chinese war drum, £so. Such analogies are not mere coinci-
dences. The Sumerians had come from the east, and the Japanese
from the west; it is not surprising that they should have shared cer-
tain cultural features.

Thus, we feel entitled to conclude that the unknown profile of the
Sumerian drum resembled that of the ancient Far Eastern drums.
In Japan, which in general has preserved more archaic forms than
China, barrel drums are practically nonexistent, while they are usual
in China. Instead, the Japanese have an intermediate type between
the barrel and the frame drum that we call a sAallow drum. It hasa
broad frame bulging like a barrel and it is much shorter than it is
wide. The oldest Sumerian drum may have been a shallow drum.

What was the name of this drum? Contemporaneous Sumerian
texts mention the terms 4-lal, balag and balag-di. Which 1s the’right
one?

The literary sources do not describe the shape of any of these
drums. To begin with the best-known name, dalag, we learn that it
came from a verb 4al, ‘to beat,” and that its Akkadian equivalent was
balaggu. A second significance of dalag is variously translated as
‘gladness, joyful noise,’ or as ‘cry, howl” This drum was used in
the temple of the god Ea, or En-Ki, who ruled water, exorcism and
divination, and a special officer had to guard the sacred instrument,
as is the custom in several East African tribes (cf. page 35). Its
sound, compared with “a bull’s voice” in contemporaneous sources,
accompanied ritual songs, summoned the sleeping god and was con-
nected with divination, like the Lapponic drum.

On one of Gudea’s statues we read: “The balag (called) #nin-an-
da-gal-ki he prepared, and in its great forecourt set it up.” An in-
scription on one of Gudea’s cylinders relates that he “put in readiness
. . . his beloved balag, ushumgal-kalam-ma, an instrument making
soothing music, (contributing) something to his counsels,” and an-
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other: “In the holy place was its balag which sounded (like) a bel-
lowing bull.” Two individual balags are mentioned: nin-an-da-gal-ki
and ushumgal-kalam-ma. Every balag had a proper name, and so
important was the individual instrument that the Sumerians, who
instead of counting the years named them by their chief event, called
a certain year in Gudea’s time “the year in which the balag wshumgal-
kalam-ma was erected.”

A second drum, formerly interpreted as a cymbal, was the 4-lal
(Akkadian al#). The etymology of this name may be ‘hand-stretch.’
In some respects the a-lal was related with the balag; its place was
likewise in the forecourt of the temple and in one text, dating about
2200 B.C., one reads that ten measures of meal were allotted to it
(the same supposed necessity for food that is connected with the
rites of drum worship in East Africa). Gudea made it “roar like a
storm” when it played with the flute; but it was also the companion
of the horn.

A drum accompanying a short horn is depicted on a relief from
Carchemish (c. 1250) in the British Museum. Like the drums de-
scribed above, it is represented as a circle with nails around it, and
two men strike it with bare hands. But it is smaller, approximately a
yard or a meter wide, and certainly lighter; instead of standing on
the ground, it is carried by a third man. No conclusion is admissible,
as the Gudea texts in which the word 4-/al is mentioned and the
Carchemish relief are about twelve hundred years apart.

Statuettes of women playing smaller frame drums with their bare
hands are roughly dated 2000 B.C. by archaeologists. It is not
hazardous to give the third term balag-di to these drums. Its Akka-
dian equivalent, ¢imbditu, or tibbi, has ‘ring’ as first significance. One
Sumerian text related that a king’s granddaughter was appointed
player of the drum balag-di in the temple of the Moon in Ur about
2400 B.C. Women in the Near East used frame drums in rites con-
nected with the worship of the moon. Moreover, the radicals of the
Akkadian name occur again in the Tamil name of frame drums,
tambattam.

While the Sumerian drum obviously belonged in the East and
Central Asiatic culture area, the small, probably double-headed,
frame drum of the Babylonian era was of Semitic origin. This would
be confirmed by the names. There was not a Sumerian word adapted
to Semitic phonetics, as with balag and 4-lal; it was, with a new
instrument, a new Semitic name, for which the priests modeled a
Sumerian equivalent after an older Sumerian word. (pl. IV e)
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A clay statuette in the British Museum, also dated about 2000
B.C., represents the player of a small, elongated drum, horizontally
suspended from the belt and struck with the bare hands on either
side. The Assyrians had small cylindrical or thimble-shaped drums
about a foot high, vertically suspended from the players’ belts, with
single-nailed heads that the men struck with their bare hands. We
dare not attribute Sumerian or Akkadian names to these drums.

At last, after so much induction, not to say guesswork, we come
to one drum that is labeled with its proper name. On a late Baby-
lonian seal the term lilis, frequently mentioned in literary sources,
is carved above the figure of a drum. The same type of drum is once
more represented on an earlier Babylonian plaque dating about
1100 B.C. Standing on the ground, it reaches up to the belt of the
player and may be a yard high. It has the shape of a stout goblet,
with a flat. foot, a short stem and a large cup. The wide opening is
covered with a skin, the fastening of which is not distinctly depicted;
the player apparently strikes it with the bare hands. Such foot drums
are used in Fast Africa to this day; but unlike the wooden drums
of Africa, the Sumerian drum was made of metal, as its metal de-
terminative indicated.

The instrument was used to raise lamentations of grief and weep-
ing for the darkened moon, and it was worshiped, like the a-lal and
the balag. One of its rituals is described in detail in an Akkadian text
which has been translated into French by Francois Thureau-Dangin.
From this translation Dr. Galpin has made an English abstract:

A bull without defect, black in color and untouched by stick or
whip was selected; if spotted with seven groups of white spots in star-
form, it was unsuitable. The animal was brought to the ‘House of
Knowledge’ (the temple) on a propitious day and offerings were made
to the great Gods and especially to Lumha (Ea), God of Music and
Wisdom. A reed mat was placed on the ground and covered with sand:
on it the animal was held. More offerings were made and perfumes
burnt. A torch was then lighted and the bull was singed. Twelve linen
cloths were laid on the ground and twelve bronze images of the Gods
of Heaven, Earth and the Underworld placed upon them. Sacrifices
were made and the body or bowl of the drum was set in its place. The
animal’s mouth was washed and, by means of a tube of aromatic reed,
incantations were whispered into its ears explaining, in dialectical Sume-
rian, the honor which was about to be done to the bull by its divine use.
A hymn was next chanted to the accompaniment of the double reed-pipe.
The bull was then slain, its heart burnt, and the body, after it had been
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skinned, wrapped in a red cloth. The skin was treated with fine flour,
beer, wine, grease, Hittite alum and gall-nut.

We must add that the twelve bronze images of gods were laid
inside the drum before it was covered.

All at once we are carried back to the sphere of the East African
rites connected with drums, which are described in the first chapter
of this book. When modern anthropologists weigh the possibility of
the descent of the present East African monarchies from ancient
Mesopotamia, they must not forget the drum rituals and the goblet
shape of the lilis.

To sum up, we hope that we are closer to truth than our prede-
cessors in matching the Sumerian and Akkadian terms with the
drums represented on art works. But we are by no means certain of
all of these conclusions. Moreover, there is the likelihood of a varia-
tion in the terms over a period of three thousand years. Perhaps we
are in the position of a scholar five thousand years from today en-
deavoring to find out the difference between the French terms zam-
bour and caisse.

LYRES. While most stringed instruments have a body and a
neck, lyres have, instead of a neck, a yoke-shaped frame consisting of
two arms and a crossbar that projects from the upper side of the
body. The strings are stretched over the frontal soundboard and are
fastened to the crossbar.

Experience shows that in a primitive stage portable instruments
are generally preceded by larger and heavier types. This is also true
of the lyre. This instrument is first depicted on Sumerian art works
about 3000 B.C., as resting on the ground and standing higher than
a seated man. The three precious lyres in the British Museum and
the museums in Philadelphia and Baghdad, all of them excavated
from the royal cemetery at Ur, measure a hundred and six, a hun-
dred and sixteen and a hundred and twenty centimeters. As a conse-
quence, Sumerian lyres preserved a strictly vertical position, even
when they were carried in the players’ arms. (pls. I1I, IV a)

All Sumerian lyres were asymmetrical, with the shorter arm of
the yoke held next to the player and the longer arm away from the
player. One has the feeling that the direction of the lyre is outwards,
projecting away from the player, and this feeling is accentuated by
the fact that frequently a carved bull’s head, or a stag, juts out from
the outer end of the body. The outer arm of the yoke often looks out
of place, as if it were added merely to keep the crossbar from collaps-
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ing, instead of being an organic part of the structure. It sometimes
even interferes with the carved figure. One of the lyres from Ur, in
the University Museum in Philadelphia, could easily be an arched
harp; neither the crossbar nor the second arm appear to be essential
parts of the structure. (pl. I11 b)

The strings, eight or eleven in number, were tightened in the
same way in which modern Ethiopians secure their lyre strings; they
were twisted round about the crossbar and knotted, and could be
tightened by means of small pieces of wood wedged into the twisted
strings.

The strings were plucked with both hands, without a plectron,
similar to the way in which a harp was played.

This archaic lyre did not survive the Sumerian epoch. Later lyres
in Mesopotamia, apparently coming from Syria, were smaller and
light. The players carried them aslant, the upper end pointing away,
and plucked the strings with a plectron, scratching over all strings at
once while the fingers of the left ha