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§ 1.
INTRODUCTION.

It is a somewhat onerous task to write about exotic
music, when one has not heard and felt it in its appropriate surroundings. The tissue of factors, which
create the peculiar atmosphere: the devotion and
concentration of the musicians, the contact between
the performers and the audience, the native conditions, the influence of the hour and the season — these
cannot be recreated, when listening to records taken
by another person. For the phonograph, however
excellent, and even indispensible a medium, only reproduces the sounds correctly, — and undoubtedly,
this is the most important factor, when one is conducting musical investigations, — but it cannot
reproduce the invaluable, intangible, psychic atmosphere, which surrounds this music, when heard
on its "native heath".
Nevertheless I felt bound to comply with Mr. LE
Roux's request, to make a study, as complete as lay
in my power, of the melodies and phonograms he had
brought back from New Guinea, because I am convinced of the great interest of such investigations,
and also, because I knew, that anybody else, when
undertaking this task, would be faced with the same
difficulties.
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The making and analysing of this kind of records
cannot be done quickly and minutely enough. VON
HORNBOSTEL very rightly says: "The few thousand
phonographic records hitherto collected in museums
and archives are only a beginning; they are haphazard
fragments, instead of giving a general view. What
we need above all is to register systematically the musical material of all peoples of the world by means of the

phonograph"1). And what this musicologist says in
the same paper about African music, might be said
with equal justice of the music of a large part of the
East Indian Archipelago, and of the South Sea Islands: "It is
to be feared, that the modern
efforts to protect culture are coming too late. As yet
we hardly know what African music is. If we do not
hasten to collect it systematically and to record it
by means of the phonograph, we shall not even learn
what it was" 2 ).
When studying the literature about New Guinea,
one cannot help being struck by the fact, that there
are almost as many opinions about the descent and
the ethnic composition of the Papuans, as there are
ethnologists, who have faced these problems 3 ). On
__________
1)

VON HORNBOSTEL. VI p . 4 a.

f.

2)
ibid.
p . 33.
3) See f. i. SELIGMANN I p . 246 a.f.; GRAEBNER I; the Encyclopaedia Brittannica, 11th. ed. (1911) vol. 20 p . 741 s. v. Papuans;
RECHE p . 481; Exploratieverslag ps. 220—235; the Encyclopaedia of
the Neth. Indies, vol. III, 2nd. ed., p . 298 s . v . Papoea's; KLEIWEG
DE ZWAAN ps. 23—27 and WIRZ II ps.
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5—8.

one point, however, there seems to be perfect agreement, viz. that the population of this huge island is
not unmixed, or even homogeneous in its component
parts, but that these hundreds of larger and smaller
tribes possess, in different mixtures, the elements
of various races, and that different strata of culture
are to be found here, superimposed the one upon the
other.
The music of these regions seems to confirm
that heterogeneous character fully. The study of
this object, nevertheless, has not yet shed much
light on this chaos. The investigations are still
too few, the insufficiently, or even still entirely
unexplored territories still too large, to expect musicology to be, as yet, of great assistance in solving the riddle of the Papuans, — if it will ever be
possible to find a way out of this ethnological labyrinth 4 ).
Still, I venture to suggest, that, from what little
musical material the various expeditions have brought
back from this part of the world (and that generally
as a mere "by-product") 5 ), valuable indications
may be obtained. The expedition of 1926, thanks to
__________-

4) Much interest may be felt in the results of the analysis of Papuan
phonograms, now being conducted at the Berlin Phonogram Archives
by Dr. KOLINSKI.

5) It was impossible for me to consult the whole of the New Guinea
literature, as only the library of the Royal Batavia Society, which
however contains a splendid collection of books on this subject, was
available for me.
3

Mr. LE ROUX, certainly has amply done its part in
furthering our object, as will be shown hereafter 6 ).
Even after a superficial study of the musical material, collected by Mr. LE ROUX during the expedition, one arrives at the conclusion, that it may
rationally be divided into two parts: on the one hand
the music of the Kauwerawèt from the Van Rees
Mountains, and on the other the music of the pygmoid tribes from the Central Mountains. This division is based, not so much on the locality, as on the
great difference in character of these musical effusions. There is no more convincing proof of the fact,
that up to the present day there are in New Guinea
several kinds of music existing side by side, which
cannot be explained or looked upon as successive
phases of development, than a comparison between
these two groups of melodies just mentioned, or, to
put it in a more general way : the comparison between
these two melodic groups proves, that more than one
civilization has made its influence felt in the cultural
development of the Papuans.
Involuntarily one imagines a more or less original

____________
6) This paper was nearly finished before the publication of SACHS'S
"Geist und Werden der Musikinstrumente".
After reading this master4
ly monograph I have brought some modifications in my instrumental
divisions, so that they may better compared with those of SACHS. I
therefore subdivided originally undivided instrumental groups into
more narrowly circumscribed groups, f.i. the panpipes into " r a f f pipes and "bundle"-pipes; the trumpets and shellconchs into instruments with a lateral blowing-hole, and those with a blowing-hole at
the apex. Finally, in the index for the distribution map, each instrumental form has been given, as far as possible, the number of the cultural stratum to which it has been assigned by SACHS.

population, which has retreated into its mountain
fastnesses, driven back by another more civilized and
stronger race from overseas. However, before following up this train of thought, it is better to examine
the melodies brought by the 1926 expedition, and to
compare them, as far as possible, with the material
already published.

________________

5

§2

THE MUSIC OF THE KAUWERAWET.
A. V o c a l

Music.

The Kauwerawèt (Takoetamesso)-melodies recorded , at least the vocal ones, were executed by four different persons, called respectively: Jacob (phon. I),
Komaha or Komasa (phon. II, III, IV, and XVI),
Bidjowa or Pidjowa (phon. V, VI and VII) and
Basakara (phon. XVI) ;phon. VIII was sung in unison
by the four together.
The records at our disposal — photograph nr. I gives
a picture of the actual taking of the records — only
contain three different tunes. As a result of this fortunate circumstance, we have more than one record of
each of them. We have a record of melody α (phon. I,
II, III and VI), sung respectively by Jacob, Komasa — who sang it twice, on different occasions — and
Pidjowa; melody β (phon. V, VII and VIII) sung
respectively by Pidjowa — twice, on different occasions — and by the four together; melody y (phon.
IV and XVI) respectively by Komasa, and by him
and Basakara together.
These three tunes are all very short, so that they
could be taken several times on one wax cylinder,
every time with a different text. This text may be
6

called strophical, but the metre is rather free; the
number of syllables in one line varies considerably 7 ),
and naturally this affects the rhythm of the melody.
These factors made it possible to determine, which
parts of these melodies should be considered as essential, and which parts as variable.
In most cases it was possible to fix the height of the
tones sung quite definitely. Of course this applies in
the first place to those tones that may be considered
as principal tones: in melody β these are the key-note
(if we may call it that), its lower fourth and its lower
octave; in melody y four of the five tones used. Of
the remaining tones of these two melodies the intonation was not quite constant, and could only be
determined approximately. They have been put between brackets in the table of measurements below.
In one case only (phon. IV) it proved to be impossible for one of the tones (which occurs only very occasionally and unstressed) to determine the number of
vibrations.
In melody α all the tones were easily measurable.
The performance of this melody α, and occasionally also of melody β , is interwoven with birds' voices.
Especially Komasa is an expert in this respect; more
or less sweet twitterings alternate with highly realistic turkey-like gobblings and the quacking of ducks.
VAN DER SANDE ) writes about the playing of the
sacred flutes of Nacheibe (N. E. Neth. New Guinea),
8

_________
7) Compare L E ROUX ps. 507/8.
8) N. G. III p . 296,
7

that the players often imitate the voices of certain
birds 9 ). From this he concludes, that perhaps these
birds play a certain part in the religious ideas. It is
therefore possible, that the occurrence of similar
sounds also in the singing of these tribes finds its origin
in their religion. PULLE 10) records of the Pesechem,
who inhabit the southern slopes of the Central Mountains in the neighbourhood of the Wilhelmina top,
that they also weave into their songs the voices of
animals by way of musical ornament. According to
the verbal statements of Mr. LE ROUX, the tribes,
he visited in the Nassau Range, symbolize consciously certain animals by means of their Jew's harp, and
this is not always done, as one would be inclined to
suppose, by imitating the call or the cry of the animal
in question, but also by producing other sounds,
which, to the uninitiated ear, seem to have no connection with the animal at all.
To the ear and eye, trained to European melody,
the most remarkable characteristic of these tunes is,
beside theirs shortness, their tendency to descend the
scale. This is a common trait in primitive melody 11 ). Henceforth it will be styled in this article as
" t i l e d " music.
___________
9) See further p. 23.
10) PULLE p. 191. Compare also WIRZ II ps. 118/9.
11) "In purily melodic songs certain natural traits have maintained
themselves which in our harmonic music have been superimposed
upon or supplanted by other traits. They are "natural", i.e. rooted
in the psychophysical constitution of man, and can therefore be found
all over the world. The natural motion of melody is downward; like
breathing or striking, from tension to rest." (VON HORNBOSTEL V
p.7).
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The type of this Kauwerawèt music is "Australian''.
Similar melodies are met with, besides in Australia, on the islands of Torres Straits 12 ), and in British New Guinea among the tribes of Beagle Bay 13 ).
After the style with narrow intervals of the Wedda
and of some of the tribes of Terra del Fuego, it is undoubtedly the most primitive known up to the present day 14 ).
The rhythmic forms are simple. As a rule one hears
every time some tones of small values, followed by
a longdrawn note, generally a lower one. It depends
upon the text, whether there appear 16th figures or
quintoles or trioles. The frequent use of the latter,
as shown in melodies β and γ, has already been observed in other parts of the Papuan territories, viz.
by WILLIAMS for the Orakaiva (Brit. New Guinea) 1 5 ), by MYERS for the islands in Torres Straits 1 6 ),
by VAN DER SANDE for the inhabitants of Humboldt Bay 1 7 ), and by JONGEJANS for those of the
Central Mountains 18 ). I myself heard 6/8 figures and
trioles in the songs of the inhabitants of Humboldt
Bay and Japen at the Ethnographical Exhibition
at Weltevreden in May 1929.
____________
12) Myers passim.
13) Statement by Prof. VON HORNBOSTEL.
14) For a sketch of the development of melody, see VON HORNBOSTEL III and LACHMANN; here we find collected typical examples
of successive stages of development.
15)

WILLIAMS III p .

38.

16) C. A. E. ps 244/7 and 262/3.
17) N. G. III p . 309 (as a figure of the drum-accompaniment to
the dance).
18) See hereafter p . 25.
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However, this use of the ternary rhythm is not a
peculiarity which distinguishes the Papuan music
from that of the adjacent races, for it seems, that
trioles are also very common in the music of the
Queensland natives 1 9 ), and they are not at all rare
in Melanesian 20) and Indonesian 21) melody.
Before reproducing and analysing the melodies
recorded, I want to say a few words about the material qualities of the records themselves. They are
fairly plain, as regards the sound; as for rhythm,
they present some difficulties, because occasionally
they " d e r a i l " (a result of being played too often before being copied) and a few of them (probably because the gramophone was not quite steady during
the making of the record) show an inclination to
have a rhythm of their own. These obstacles could
only be obviated by hearing the records very often
and by comparing all the records at our disposal.
Melody α (Table I).
The form recorded here seems the most usual.
Sometimes small non-essential rhythmical changes
occur, especially in the second part of the melody;
_________
19)
20)

"Globus" LVI p . 123; VON HORNBORSTEL III p . 2 1 .
EBERLEIN ps. 641/2; VON HORNBOSTEL II blz. 492 and exam-

ples of melody Nos. 4, 6, 30 and 31.
21) In Javanese orchestral music they are heard especially in the
gambang-kayu paraphrases. — For trioles of different values in Sundanese music see KUNST I Bijl. I and I I . There in West-Java they are
also found in many gamelan-Degung melodies. — On the island Nias
the 6/8 time predominates generally in the songs and in the doli-doliand druri-dana-melodies. — The same must be said with regard to the
tunes of some Florinese tribes.
10

they are the result of irregularities in the text.
Schematically the melodic structure may be represented by:

The measuring of the scale tones resulted in:

Jacob and Komasa take the lower octave-tone
slightly flat. Bidjowa —of the four singers evidently the one endowed with the best ear (and, in my
opinion, also with the best voice) —takes that tone
perfectly true.
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