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. CHAPTER » II
REVIEW'OF'RELATEDLLITERAIURE
1+ -Introdug gg,a:i" 2‘7‘." g
Review of reléted literature has very much importance
in thestield‘of,résearch, Because the investigators get
some clues to‘carryout researchea in the new field = avoiding
the reéqarch§s§¢shﬁuéted:ea:lier;' They also got the idoas

how to design a~pesearah,and about the méthodologigs which

can be followed,' --The rgsearthrs'find'soﬁé clues %o idek il
£y a problem whigh;cgn‘be éﬁqdied and can draw some hypow
'theaea'gof thqiﬁ&@ﬁuqy@“'Thua it is-seén that it is necessary
to study ﬁhe'releiént studies in oider-to avoid repetition

of a res@arch woégk' |

'My‘anﬂﬁhe pres;np study, theé researcher made an effort to

Teview some of ﬁhevfeseaﬁ@h spudiéa}ﬁhidh were Qopdugted
\earlienq,rlh this;?egard the resegrcher;anglygad some of the
.relevant,atudies“ﬁ¥ieh are already been pﬁblished in different
. books, 3ouxnals“éﬁ%;inknissertgtion Abstracts International

etcs

T

;inithis chapﬁgxutpg researcher tyied to prgsent;thg
brief reviewed inf%rmatiqn.' The rgvigwedlwaterials have been
”prése@tedﬁuuﬁer tﬁé'broad!he§d8§ such as, (1) regeafch studies
‘on:folksongs cdndﬁ§ted abroaﬁ and'(ii)rreaéérch stddies’on ‘

folksongs conducted in the subcontinent,-
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Rggggxgg Studies Gondﬁgte&'gbgggg :

D:!.rk (41\97’7) S'bud:l.ed FQlkJMu31c or‘ 'bhe C‘oldmb:l_an Andes and

"~~.r

reported thai: Colombia,n Andean Folk Mus:l.c. an area J.argely _
neglected in’ Lat:m Amer:l.oan Scholarship. is becoming increa=

singly: pppi;lar in ne;.ghbonring countrz.es. as well ds in Colom=

bia i¢53if5:.A“growiﬁg'cdmmergiéifﬁusid indﬁétry“dfgﬁinglon

the folk husic Of the Colombian' Andes, polishing it in the
reaordiﬁg“étuﬁiogr and "feeding iﬁlback.ﬁo ﬁﬁé,ﬁédble"biér"l
the radio, has blurred the distinction between true’ folk
miisic of the rural popula-bion ‘and’ commercial folk' music.
Much of- tw.s music ‘:!‘.s, traceable back to eolonial Hispanic'
formé; ‘vemigining true folk music until the advent of thé’
ubiquitous i;ransistér ‘radibe With technology, aleng with’

cértain other factors, many of these forms have become highly

¢ommercialized, others have remained pure folk music. Every '

Sraduation: along g éontinumn‘ Bg‘ﬁweeri these two extremes may

b& fo‘mdt P i. { R

"% ‘the £OLKY ¢nd of this continuik is 'found the Guabiia
Velena part of ‘the 1iving folklors 6f the ‘Feglon of Velez,
santandere With st:i'(mg parallels to 16th century ecclesi-
astical music, . :isb may well ‘be :the oldest cont:!.nuing musical
tradition o£~Golqmb%a.Qngs:instrumental-cpuntepparty~the¢‘5*-
Tgbellmo N risln‘aiéb,,~a pure folk :w?.th ?ir:bﬁally no :c;gommerciél

app‘ea‘l"‘ T \ T SRR o B ; e o [N
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dp‘the otﬁer endﬁqfithg scale are two forms, Tﬁe'
Pasiilo and the‘banzaf“kgopg pbrimarily in their commercial
versionse. The Pasiiio‘is the creole version of the European
Waltgz, imported. to colombiain in the early 19th century in
an attempt by the bourgeoiaie to imitate elega*t European
style. Along with the Danza, imported from Guba in the
form of tne habanerag it flouridhed for a period as salon
music until it eventually descended the social 1adder to the

:
"xnsl

level of the common manc R

» Between the two extremes. and sharing characteristlcs
ofiboﬁh of th;;: is the b;mbuco. Golombia's moat popular folk
music form. It is just as popular among the rural population
as a folﬁ fom; ;s it is amOng the urban poyulation as comerw

cial music,.

Direct correlations are found between a gtven,fmnn‘é
comiercial appeal and certain musical, poetic, and social
factorsﬁl.Exoluding the bambuco, the forms with the least
commercial gppgai fhe guabine and tgrbellino are open, cyclif
cal intended primarily és vehicles for improvisatinn. They
have neiﬁher a fixed text not a fixed melody. The poetic’;
texts cansist iuvariably of free couplete (coplas sueltas).

. The forms' wiﬁh the greatest commercial appeal, again exclu-
ding the bambuoo, are non—improvisational. closed. binary
forma. drawing their texts from the spanish lyric poetry
tratidion. They are harmonically and melodically more complex
than the others(dﬂe~to the generally»longer meters and forms
of the poetic te£ﬁs¢
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In all of this musie ﬁhe texts are set stricily syllabi=

" cally, a feature that explaine the direot correspondence of

poetic meter_to melodlc«thythm.éand poetichform(to melodic

I form. fhereiie’én‘ihtiﬁatéVéeiationship‘ﬁetWeen“ﬁhe poetic

poetry and the musio maklng it poseable ‘40 '‘speak of the +Hwo

as a ‘unibe This characteristic. together with ‘various histo=

i rioal faotors and social needs, hae helped determine ﬁhe o

evolutionary course of Golombian Andean folk music from 1ts
eommon Hispanic roots into its presentnday forms.' .

Cr S ,
Larson (1 9'75) U orked On Scef Mdrlnav:!.an«Amerl ca,n F olhdanc e Music,

B

His dissertatiou was based on material eollected from forty

LS . H ( v

i L

eight informants representing fourteen eountries. and 166
instrumental folk dance;{ Melodies recorded by Larson in.
eeveral countries of the-;tete.l Moat of the recordings were
recorded in the homes of the informants. Sixteen people were

Y . ,s.,

interviewed for the purpose of conetructing ﬁhe sociologicall
1mplieation of)Scandinavian folk dance music in the 11ves of
the Nooweéian immigrants and their deseendants ulstzxtxxxhnx
1n Minnesota. The folk dance repertory ef ‘the Norwegians in
Minnesota eonsisted of Norwegian and Swedieh.melodies in’ addi-
tion to melodies whose origins have not yet been aecertained,
mueh of whieh may be indigenous to Minnesota or ‘some other

area of the un;ted states, and oonceived in the style of ‘the

)Soandinavian prototypes. Only 13 per cenb of ‘the' ¢ollécted-

melodies haVe been documentedxas being of Scandinavzan origin.



Of the total 166 melodles collected, fifty~four are
wvirsions of othe# melodigs in the collection, Of the tié
basic melodiesy only tﬁelve are-considergd to be standard
or poPﬁlar rep@rtoryvin Minnesota. These were popularized by
radio and phonograph in the early 1900's and were also publishe
ed in accordion books in the United States during the 1930's,
40‘3 and‘50'81

v . N PO
0 T [ [N V1

mhe enclosed repertory consists of 106 Walizes. 32 scote

'

- e v

L A |

i “rt\ LI L B N I

tsohes, 19 poiks.'s ﬁazumkas. 3 two-steps. one square dance

énd these veralona of the SwediéhﬁAmerican song “Nikolina?

. ' *
fyr ot I AR AR

Mos% popular xnstruments ara>the accordion and violin. Af'ter

s oy

1nstruments inoluded are the harmonica. mandolin. banjo, plano

Loty

N LR I P T | ey 7o
and guitar. '

ol 4 [ W o
t

f}g: Alllbf the perfarmance are transcribad as,played. .and in

4 1

‘i < & en s [ 1
,‘,,' ‘”M!K - \\.',”,.‘ T RLC T S RUSLEN SR 1l
R 3 s

some instanoe practlcal performance versogs are included.

A firet line index 1 ineluded for the 166 melodies in addition

"6 43 meiogieéz‘ﬁagég‘frcm.:t&é ;"a'qgog;qu beokse . i, -
Ohapter onemdeals wibh Norwegian musical”ﬁraditzons tran ge

AN ‘ Ch ot

plated in Minuesota and therselfosufficlent Norwegzan compan

.Jcommunitynin Minneso&agelf.“uix w‘b;\"-ﬁﬁ ‘~j‘a”?;f¢ S

R (J‘ s ,‘.,, v Ty Y‘,ﬁ‘ Siteas U R T Ry

'I"\& (L ‘1"\‘ '.’:: u;' LI " \ YA

and instrumental.prac 1ce .;j

: . L1 RET

(& Y1 1 bl

S Ohapter three deals wzth city and rural dances., Qther

dbapters deal‘with p ct;stic attitudes, oypositioa to dancang
dn Scandinavia“&nd.Minneaota. and the devilviolin belief in

sMinmegota: and in bcanainawian literature‘l\Inchded are chapters,
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on Scandi,n'av&.anﬁmnariﬁm‘ dance types end'analysis of musical
eliements, Biographical infarmation on the informants ét:zd the
melodies are also :mcludedw

— e

Mfaro's'@ﬁ%g)smdgg Was X to 1nvest1gateeﬁ}§«£olk muslc of . the
Yucatan pen:lnsula. of Mex:i.eo in order to determine the ehnme-\ "
taﬁatiea ef its mus&.cal si:y.le aud to exam:l.na :Hsa uni.qua cons

tribut:iﬂns tc musi.cal eulture.

The mmm of ﬁhe’ Yucatan region from the Mayan civilizaw
_t:wn i;fz *i:he ;:resmt wﬁé expiéré& ‘bondetem::ina ‘the :!.nfluances

varicus eultures has pla‘yaci thx:-cughout its h:istary. .

)

‘ 'i‘ape racaa:‘cied musical perfemances of various f£ak fo.lk
mus:.ciana served as a - nasis for selecting a representative
:.ol.:!.eeti.on »of i:na :f:eg:r.on’s folk musﬂ.cm The seleoted examplos
were tranacribad and anal.yzed to detamine cha:‘acteria'blcs that
‘ d:.atingtuah the hmatan 1’011.. music on the selacted cr:!.teria
of = mat;te:g,, tonglity, nelodyy: shythn end fosm \

The stmiy revealed that Mayan mus:ic ia non-e:siatent
m-i:o-day primapily due to %he -conversion of the nati.ve o
;pathoxici,m.‘by ;;he upa.t}l,ﬁh V_izpse music replagad the anclent
Mayan musics . Facsiullice of the enclent music-thnt exist
'i:oi-ﬂé& A:i:'eflgﬁi‘;i:};;i;&.‘:..ugn;ée 'oé‘: Cajl:hoz,;l;u chant and music from
other e&ltures.’ﬁ ; |

Musie of the Jarana '{:b.e nat:ional folk dance of Yucatan,
::'emaina ita most. Jmpo«tant :z'olk musgie form. "\A der:.vats.va of
'hha apan:ish Jotay »estaba.:iahed aurﬁ.ng the- oolonial period end
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associated with agrarain -themes, ;the Jarana has retained
©.many of»“bhe :_Spanimpgleménts“and‘:is» the main feature, of the

e

. préesent. day vaqueriass .

VR e,

' ’ Muéiéél alnélysis ré’;fealéd"'éharéxc‘b‘eristics? that. indludes
v ) ;’:;‘édbm:i.ﬁaﬁt' “‘use of to' tonic ‘and’ dominant ‘harmonyj: polyphonic
"":‘ texture in the dénce- musiecs’ narr:ow range/ melodies that begai

" with'an ‘a‘n’a’érusiﬂs";: ghort rhythmic and melodic motives comprise

the symmetrical structume )- éf.préﬁ?mihéaﬁi&_ b:mary ~fb:g:msvg”19;i., .

oy -

" metric: and. polyrhythmic’ structures. édbptibn-Qrﬂ;nﬁéﬁgg;ayion
of. foreign folk and poPular muaic forms.‘ - ;

vi ' ,“x‘ ‘u e ¢

’A standardized folk musif: ‘%ngtrumentation does not exist.
‘ ‘I‘ha most connnon insjt;runggnts used’ ino;l.ude 3\ guitar. requinta.
guiro. timbates, tyﬁpani, and homemada instruments :I.n rural
‘aveass . | %‘T‘i'fJi*fifiV§7tv R
“kédééfi&t“éf)qﬁaini%ﬁd:&ié#iéan ‘:i‘biﬁimusi?éqfoi\'ﬁté manifested
'khe sefé;z“a%;'iém' ‘éilb,"é iila'g ';i;:;':ig't‘e‘d“ in, the Yucatan 'x‘eéibn"and

Ag‘

has pla,yed a ma.J ox- role :m the \perpetuation* of the Yucatan

oulture including ita t’qlk music.a,} l,,:' '.:“, ot ‘I,' \

. ! ;‘z*

Enited States; c:i.rcwie’bances of \eography %md climai:e. and.

J‘x(‘

the resulting unpoy;.zlar and eVentually eradioated alavebased

)\(

= magrarain economy produeegd the ideal *conditions. defensive

iaolatior;ism and soc'*a.l conservatism. for the preservation

\
.

. of the universally impqrted Brita.sh music 1d:loma. ‘I‘hus tra=

‘
LR

ditional fiddllng ’ |der:i.'ved prima.rily :ﬁ'rom the French influenced

HEN I N LY -

0
L) N 3



sixteenth and seventeenth century folk violin techniques of
the British Isbs, .survived only in isolated rural areas of

thé North, but flourished&still all through the South at the
time rocording beéan, Althrough the culture was a whole, it
contained many eubéuiturés resulting from the interaction of
the dominat British idioms with continental European tradie
tions, urban and popular music and techniques primafily from
the North, and the Negxo,jéajun, and Mexican cultures in
variouslﬁegion of the Soﬁéﬁg;-The'oontext of the tradition is
established in thée part T survey of historical aﬁd soclial back=
ground, function, and personnel performance conventions and
instrument characteristics are related o early Eurcpean Violin
techniqués and the tfanamission,”'nutation. and résultant

characteristics of fiddle tunes are discussed in detail.

Par% 2 of this resea:ah,exaﬁines forty-two transcription
of two widespread Biitishuhmericaﬁ fiddle tunes, taking comw
‘blet;iperformano§{v§rsiong of the oldest recorded strata from
cummunities throuéhéux the Sonth;ckThe "Bonaparte's Retreat"
complex, widely‘ﬁifquQd in Buropean folk tradition, although
',printed.versionsﬁpé§u: only fyrom 1872 onward, illustrates the
waning trgditionjéf}prcgrammatic perfor@ance intended primarily
for listening x‘gﬁd‘in contrast, the “Soldier”ﬂ~Joyf complex
in print' since. 1778, demonstrates the popglar'uSe of the genre

'to accompany. square dancing.
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"~ The performance transcriptions are examined for approxim
ﬁg#ely fifteen stylistic Vagiébles. Congideration of the per~
formance c¢ontext inciudes‘éompérison of aceompaniment, tempo,
tuﬁingsl(bpth scordatura and pitech 1eve1) and instrument
adjustment, Normal and unusual variant strains ave struce
turally ¢ompared willing each complex, and phrase structure
including the use of oaﬁinaﬁoﬂpassages. is considered, espew
cialiy‘fqi the non»danceipérformance stylee Form includes
repetition patterns of strains, and the usé of opening and

'o;osihg'formulaeg The'analysis of totality the gonera (Pentae
tonic or diaton1353 mode, degree inflection or intonation,

and ornamentation ﬁés proved Quité informative, as has the"
dnterrelated matier §§ the location nature) and extent of x
fariaﬁidﬁ‘in'theiﬁuné, variants and versionss mhé most' impor=
tant variable fer'étyleadeffereniiation are those connected
with bowings’the éombiﬁationiqffbpwing patterns or phrasings,
bowing sfyle (plain; haﬁ@onic. or drone), occasional special

. effects and,apcenhs;.an@*ﬁhythmgnwithin‘the bow strokes, all

-eréate the regional performance idiocms.

The specific ¢ombinations and tendencies noted for these
Mhanalytic varigbléé-delinéahé four geographicallyareléted styles
within the Souﬁhéin,tra&ition ikBlﬁe Ridge style, a complex
of related sub—st}lés in which all exemples follow a line

‘7;@§§xi€;;'uo and ¢ast of the Appalachain Mountains ¢ Southern
e A@pala&hatn stylgé-with examfles from West Yirginia to Missippi

PR



36

along the line of the mountain range and West, Ozark style,. -
‘and Western style, principally the tradition of Texas and.
Oklahomas : e L

bl Moreovery the»cémpdfisan of ‘these various stylistic

ffactors;idéntifies‘aépec$s«of<form; rhythn; ‘concentration of
variatmon, and intonation patterns dependent upon -tonal genus
‘ag previously unnoticed features of the general tradition of

British#American fiﬁdlingwa

ey

‘ These distinctive performance dialects pravide by their
ivariet;r ﬁhe first scholarly description and‘measure cf the
vigor and tenacity of the’ imported ‘ddiom in its Southern
[deffusiong and deflne the' general SOuthern folk fiddling tro=
dition 'in an ethnomusicological eontext.’ The results for the
‘idiom and its regional style serve as ‘a new means of ‘evaluating
“lﬁhe popularizatzon and standardmzation of ”hillbilly" music and
’the emergence -of sudh Varied cqmmercial outgrowths X-1-3 Oountry,
HWesﬁernq and Bluegrass music-from this most prominent and ‘

‘influential of Brltish Amerzcan tnstrumental traditions-

Pﬁl}fphoh’y"' ((39'77) dlssertatlan contag*s (‘e qr:.p*b:n.on of a
unique partainging stvle 1n the Souﬁher; corner of Bulgaria‘
\The style represents a small part of a 1arger corpus of multi-
yart music that dlstinguiahes Europe musically from much.

although certainly'not all, of the rest of the world;



;
g

The data on partsinging‘iﬁ;Bulgaria'wég'gathered from

the“Aréhi%bs of the institute for music of the Bulgarian
S0 )

Academ?'éfESciencés as well as'ffoﬁ field recordings and con=

vefsétions with ‘singers from 20 villages'over a 15 month
pefiod;' The relationship between the parts of thousands of
polyphonic songs from over 200 villages ia described end
mappéé.;:Baséd‘oﬁ this data four subsregions are-isolated,
ana.tﬁe'boﬁﬁdéries'bf ﬁhésé'subaregions'and‘boundary between
cneéaﬁd.téﬁqpafﬁs;ﬁging regiéﬁs“is'shown“to”foliowlnature

boundaries such as rivers 'and mountainse

lThe’foﬁr éﬁbrégioné and their characteristies are § (i)
Sop, characterized by a " secking seconds? style in which the
second voicé‘desceﬁds to %hé subtonio whenAtﬁe first voice
sings the tonicj; (2) Western Teffitofiés. characterized by
tonic drones of ten sung on“alsingie vowel Such as "e", (3)
Prinevelingrad, characterized by spoken drones and moveable
dfoneé touchiﬁg’on as many as three dbfférenf tones besides

the tbnics (4) ?ézardzikmintiﬁan; characterized by a Péeudo»
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drone styie in which fthe secondlﬁoicé descends to unisons with

the first on the subtonic when the first on the subtonic plus.
well organized heterophonic singing. This represents a -
substantial revision of the current Bulgarian view of the |
subfegions in this zone., ' A new sistamatic classification is
applied to theé data and the ‘notion that parallelism plays a

singnificant role in this tradition is rejecteds
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The partsongs in each subregion are then described

s

‘systematlcally u51ng the following categcries : voice-leading.

usage. performance practice, vocal style and ornamentation,
range, intonation and madality, melodiec shape rhythm and

meter, and structure. This reveals the Variety in voice-
1eading eVen within a subregion.‘ Other elements of style
are shown to be dlstributed in‘a‘manner consistent with the

proposed geographical elassificaﬁion. In the Pazardzik-

1
¢

1htiman region a few correlation between voice-leading and

melodic shapa 15 demonstrated.

- PN ‘?“u

. Two voice 1eadxng styles are described that have been
over looked by Eulgarian scholars. One is a three-voice

styie in ﬁhe sop regicno Tha other is ﬁhe unison subtonic

i

style which has never been acknowledged a8 independent of

‘ezther the continuous drone or the sop stylegx Yot it is ‘

widespread ané occurs 1n varying degrees throughout %he part

xsinging areéndf Bulgariao 1 ':' T e
)‘Finally the behaviorsxand conc;pts asaoeiated with these

H

stylea are desormbed. The fundamental distinctiun made by

‘ﬁhe people batween iqstrumental and vocal gene;"is noted.

B
(S 3

. The crucial impartance of solo versus choral sxnging is’

described and praposed as the boundary between monophony and

‘1

polyphany in this culture. Cancepts of haxmonio eonsonance
and dissonance are shown to be not relevant to be the singers
' of this styie. while the notion of ornament is substantially

‘altered to include 1ong held tones and tntervalsq The learning
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of songs, concepts of good performance and volce quality are

also deseribed,’ !

An appendix with é thbrough discussion of the literatu e

on European vical polyphony places the study in contexte

Suite Americana({ﬁBz) hasﬂbéqn designed to.provide piand reper-
toure material for the student of the high school and early
college age.s It has been structured to help the student gain
greater understanding of musical forms and twentieth century

compositional technmques anﬁ devices.

Mgst of fhe movements are writting short musical forms.
Folk song ex1st in short forms. hence they lend themselves

well not thls type of cempositional treatment.

Having decided to. use American folk song in a compesition
\‘for two pianos,\it followed as-a natural inclination t0. seek
,to represent this vast body of music 1iterature as widely as
poasxble. Thus ﬁhe movements were titled accordxng t0 dife
xferent sectlons of the country and songs from those:areas

were selected as source materials.

Hysical forms, twentiéth century compositional techniques
and devices, and source materials of suite Américana are as
followss ‘Mqvemggtlixngv“Eggland t choré;é harmoniéation
phora;e'preludggwgiségnanqe. tone rQw; rgtrogradeiqanqn;
\?Jahnnv.gas gone‘Eor‘Q.So;dier", Movement‘twéxil’q The middle

. Atlantic Region .t theme and variationsj polimodality, melodic
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notes treated as the £ifth of the triad, triads alternating
betweenxmajbr‘and.minor, qlustérs; polyrhythm; "Nen in neinzich®
Movement III w=w The souﬁhetﬁ mountains 3 AE;_Gstinéto, Lovwered
" seventh (blue note"), Jézz*harmonies, Jazz rhythiis, syncopation,
precussive qua;ify of piahO} Every Night when the sun Goes in";
mnovement IV we Tﬁe deep southé‘simple rondoj} ostinato; lowered
third; blues hamonies, syncoxaation: "shcrten inbread"}
'"Salanugadou movement V‘mt‘the midwesta ABA; mixed modality;
~Joh!my stiles“; movement VI .. ﬁhe great plainsz second rondo;
'~ostinato. clusters. s&ﬁcépation. tones added to ehorde, pedals
‘ S“The cowboy" Kansas Cowboy“ “The colorado Trail“ *“Dcney Gal"
i:movement VII - The western coast fugue polymodalityg "Cle=
ﬁﬂmcntino”x mOVement Vfil SQ»ﬁhe Southwest five part form;
Y:ostinato.\percussive quality of piano. crosszhywhms, synco_
;‘;pation, (feeling of ) shifting meters. tones added o chords;

:'”Jazmin* “Rosita L “Ea Fmvoleraﬂ"“

The compositions contamns considerable substance for

‘cognztive 1earning aided by amalytxcal study. ‘It is very

,.well suited to ﬁhen‘ ad sistem of modern piano education Ul

gpidence; ﬁhe students can 1earn bogeﬁher~

» der ﬁhe teadher's

in the process. they can help each other learn. analyze and

‘\interpret the mus;c._'*i'/ ”’fa fy R j ‘_‘? .

R L A P B S

Koxnon (’J 975/)»,111 h:.s study repor“bed that one of the ma,j’or mus:x.cal

e

:."/

o

;cultures of ﬁhe wo ld zs as 11tt1e known in ﬁhe western hemis-

; phere as that of Korea, until four decades ago. no wrztings
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. of c.onﬁéquencg had been published on Lorean music in any of
‘ ,westernw;anguageso The;few works on Korean musicAthat have
1ate1y been published in Europe (Eckard$. 1930; and Kye
dhono~81kn1935) treat only limited aspects of the subaect.
‘ Although several topics in Koraan music have recently been
vstudied to some. extent in Ameridan universities, most'works
are n@tléublgshéd exeepﬁ'kbr one master's ﬁhesié (Réckﬁeii,
'i972);/ Cértainly a compréhénsivé:and dé%éiléd;sfédi of +the
lmusic of this Vital and significant culture has been 1ong

‘overdue.;“ ‘

0f two main types of Kovesn misic, classical court and
folk, ﬁhe‘résearchérs*fwégkfﬁagLﬁééh,p&iﬁaiily‘éoﬁcerned with
the léitérg paiﬁipgla§i§“$616:iﬁsérﬁméntéi_ﬁusic_known as
sanjo.’ Sanje~music is répreséﬁted by“a boy ofutraditionai
'material -which. has been handed down by - role. generation ‘after
~generaﬁ;on. The maln body of sanao is. tradmtianally'arranged
“into several movements %n‘different 1empz and in special
;xkik zhyﬁhmic cycles cailed ‘changdans. An examination*of the
fstructu“@ of eash.movement andﬁstudy of: the Korean way of

3
’?,,

p ovisatmon have been theemain concexn: of*this drssertationf

i

;Since objective and reliable source: material inthe Korean
 language. is. scarce, the resgardher's findings and conclusions
have. been. to.a great extent based upon his own 1nvestigativn
‘*‘fand analysiss e Cor
1As,is‘wblljknown;ngqfegnw@uéiq has nothing to do with -
polyphonys The main interest is; therefore, imn the diversity

of "tonic shift"; iie; chang of tonal a‘er‘ﬂ:qr,’xin"tfhg melodic
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lines which may be the uncleus of modalisystems_and in the:
whythmiéavariety‘péﬁwéen:symmetry agd:asymmetsy%/~In.relation
to the;mbdal‘systemsj:tﬁevrpsearcher“havefdiscussed\the tonic
shifttﬁsed:in Sén@o;quea,and have~cgncluded.that_theﬂcqmplié
cated;moﬁal,featurelbf‘Sggjo‘qperates'b& the:continuagiongcf
tonic. shift from one tonél\cénter t0=éﬁ8@her(cha§teéh— X)e
In the main body of the wonk (part Three) ‘other musical asw
pects of son;o have been discussed. o 'Amz’.\:a. e,

A

Qhe researcher have devoted chapter XIII, especlally to

‘1 the examination af Koreaﬁ meﬁhoﬁa of 1mpravisation¢ The '
'f original body of Sanjo was formed on the basis ox brlef and’

’ almple musical ideaso In ﬁhe cburse of its developﬂent great

mastere expanded 1%5 hsic body into 1arge and complicated

%

‘composztlans by mcans of improvisation. wImProvisav1on ‘is

,,,,,

: regarded as performer's indivmdual‘way of extendzng the fundaw

{

mantal‘materials o é prevlous model. The essence of Korean

impramisationuof the origlpgl tuner of a previous model, the
selaboratlon of existlng melodi¢ and,ﬁhythmic yatterns and the

creation of new comp051tions.; This phenamenan of the Sanjo

tradition gives birth to<several dlstinct Sardo schools called
ryu with indivldual stylesaandrcharacterzstic instrumental

techn;ques. Coae p‘ff ;WQQ*::-V' N :

- R S P AN faelae A e o .y s
| N H ’ : - LA

Today ﬁhe oral traditzon of Sanjo has stabilized into

. a number of muslcal trait;ons Whlch have been called melody -

ﬁtpcks“ The melody stodk i&%ﬂlaccumulation of speczfic

T
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melodie patterns which have beon 1ncorporated in the’ mind

‘2

’ and repertory of a great masten., In a given contemporary

Sanjo performance, short compositions would be improvised

v

‘from such a personal melody stook. ev“f piless,,(the

""""

v 1

:ﬁho master and those of hzs audionce are atill ossontlal
factors in Sanjo performence, Guﬁstandxng master players’
improvise Sanjo compositlons iu ratlonal and intuitzve way se
‘jSuoh a complioaﬁed technique of improviaation. to the best
»of ﬁhe receardher knowiodge. does not exist in china and
Japan. Thia maﬁes iﬁo Sanjo tﬁadltion uniquo os a culture
asseb of’ Kgrea and in the musical traditlons of Far Dastern

AR [ S R . S0 s Y .}

) countries.

ék'ﬁggggrog Stggggg on Po;kgongglizy

"’theaSubcon'ife' TR

The introductlon of folksongs and folklore began in

Kl

‘Bangalolndo~Pak subcontinent after 18579 ioe. during the

B period of administration:of East india Compan?. Mainly for

¢administrative and politaoal reasons the culture of folklore
introduoed. Speclally the Brit:lsh government officers. o
‘Toivilzans, tho priests of the Missionaries and the travellers
becomo interestcd to understand the cultura. traditiong \ ‘

“religious faith. social structuro of this region. For this

. wIVreason, in 1784 "A51atic ‘Sogiety of Bengal® estabiiished in -

’Calcutt@g\ At the beginnmng ‘of ‘folklore research it was -

AN
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limited only within its collection as well as its descriptions

Research work on folksongs mé.y be done either under the
various &isci@lines of s'oe,:i.al science or wnder human science.
| Beaily it happened sos Around 1878, centering the "Folklore
society 0£3Lond6n” many reéeardh'basgd articles and other
worksAwera published,anthroPolpgyi(nationalisgicg linguistic
etce throughout,the_ﬁegt Europes-

The informative as well as important book and articles
on folksongs of Bangladesh and Wwst Bengal of India are dise

cussed below

At fiz-at(nhatta@arjge,‘(‘1966) took an effort to introduce
the. Bengaii folksongé through o desceriptive analyeis from the
-view point of" ahﬁionalistic and linguistic of greater Bengal.
‘He classified.ﬁgé folksongs on the basis of their oontent and
.then explained and analysed each.’ of the sbrenms. wBuyond these,
he properly evaluated the dharaoteriatics, methoda of presenu
tation, variationzas well as. relations of different folk songs.

i

Pl PP N «M“u 5 1‘

(Uafin.19637?t‘ie& to- explain the theoretical discussion

and primary introduction of most of the folksongs of BangladeSh.

(Siddique; 1976) ‘also presented the folksongs throunh the
a.na.lys:ls or natz.onalisbic v:l.ew po:lnt. I-Ie at first eomparatively
diaoussad the folksongs which are internationally'standard.
Moreaver, ‘he analysed scme Bhaoiyaxsangs according to. historical,

and geographical meﬁhods.‘ \ - .
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(Haque, 1975)(Hai, 1977) (Karim, 1973) tried to focus
the initial identify of each of the folksongs as per their

classification,

On the other hend, (Dev, 1953) (Islam, 1985) (Kashimpuri,
1973) tried to explain the nature of folksongs of different

reglons.

. (Hafiz, 1983) explaineéd the different aspects of folksongs
from the anthropological point éf_view.‘ He also presented the
_folksongs through an evaluation from the view point of scienfis
fic olasaificatiqhvand cultural reformations Appropriate exe
planations have also been presented as per the characteristics

of the folksongs iﬁ his reséérqh‘wdrks.

PR

~(Mukhar,jee~,: 1970) identified the methods of presentation,
characteristics, clasaificapion of the folksongs in the context
of different pro@esgiona;'comqynity of the society and as per
their cu}tural feativalg. (Roy, 1955) explained the definition
,originaﬁign, clagéif;qation and methods of presentation of the

folksoﬁgsd

(Gdswahi, 1976) criticized some of the research works in
the historical perspectives (Sudhir Kumar, 1979) exzplained the
folksongs which wéere composed basing the matural environment

of the border area of our Bangladeshe’

Poet (Jashimiddin, 1977) (Sharif, 1973) (Karim, 1973)
‘(Bhattacherjeeé,1364) (Taleeb, 1986)“(Ha§ue;"1984) discussed the
theoretiBal sides of Baul and Murghidi songs according to the
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',1ife 1ead by the people of different castes. _The aﬁove researdh
researches are mostly descr;ptive in nature and based on 11te-
ratures - L ' | | )
(Tewari, 1974) Studied Folk Music of India in Utar
2ﬁa¢e5h. : During his childhood, hé‘oﬁtenAnéérd;phg‘iqgk songs
vhich are the sﬁﬁjeqtmoﬁ;#higjQigge?ﬁatipg. for they were sung
Iwhen he was born and whenever ‘he underwent a ceremonys . These
songs were sung for hlm as 1t they were calling him to listen;
unfortnnately, he couldn't hear ﬁheir pleading call them. He
studied Indian classicai music for fifteen years, but never
upaid any attentlon to the folk songs which stru¢k his ears
every day.' By some’ accident of fate, circumstancas forced him
'to 80 back “to these scnga and 1isten to what ﬁhey aing. 'gis
jfield trip was one’ of. the ‘most in¢redible experiences of’ his
life, beoause it made Him realize the depth of the' muaical
the cuatoms and tradmtions of Hindu cluture are paased from

one generation to the nexto

Hié f*eld,réSeardhthad twoimainraspectsnn‘(1)<The society
was familiar to. him for he had grcwn up there. His permanent:.
association with ﬁhe soeiety was at times aGVantageous. but
on the other hand, often built walls of social restrietion
around him (2) Returning to his native area as an ethnomusicologist,

"he had ﬁhe unlque 0pportunity of viewing the folk music as an

outsider. with the advantages of an insider often he pretended
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to be completely unfamilliar wi'eh vbhe ceremonies aﬁd festﬂ.—
i»‘vities‘ with the result tha'b he often rece:!.ved sermons :t‘rom “
villagers. who Jlooked at him with disgracey as if his wester=
‘ niza'l_:':wn‘ had destroyed hig' heritagg . on the other hand, he'
‘; :w‘a's' o:f"féjn‘ admired for h'at"vri'v_:xg“subhv respect for the éultire
and for being ready to learn more Aabout it and to write about

Although folk musi’c‘ does not fol:x.aw any' concinus rules of
musioal theory, ;i.t is ‘the’ mirror ‘of peoplets everyday J.ives ‘
' and fam:uy customs. and a .w.nk in’ the " cmtinuous ‘chain of’
" indian oulture vm:.ch 1inks the preseni: "to the ancient par’b." ’
“'.l‘o sum :i.t up in one sentence. Indian folk music is such an
:i.mmense treasm:y of cul ture: tha*k ii; has come to ‘bhe a;x.d of
- the Iadian masses through many years of erigdis. and suppression.‘
‘fWithout losing the:.r own characi:e:r-. folk. melodias and verses
have healed the hearts gf the people. absorbing gontinuing

“‘shocks of m:hsfortune and grief.

As a s'budent cf :f.‘olk ‘music looking at this mountain of
riches. he found himselz“ am:!.dst :E‘orest of precious Jaeauty'
‘It was defiicul'b to decide where; what and horw to cover the
music which 1ay »before him considering the limits of - times
»He had no footpr.mi:s to fo:!.low, s0. e had to make a fresh

' trail fOr himself. He.I therefore. deci@ed to present general

g H
'R i
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‘from which, in thé course of #ime, others ‘could branch of
TS order to fully explore ﬁhe topics ‘of studies suggested in
.‘f*this aissertation., R

‘Tﬁé(pfoﬁlem'bonéérﬁé'hié deeply, however; this musio
"ié“féﬁidi#'disappééfing;” Ghanges in patterns of living are
affectzng Indian eociety as a waola. tranaﬂanm&ng it from
. agrarian ‘to indugstrial and thus gradually destroying many .
aspects of village culturew’ This time Fackor has alarmed
:.seholars iu other areas o£ world music and. spurred them to
i'eollect and study ‘the folk music whach exists at present, in
hapes of preservzng ‘at 1east some of it.i Now hera is there

‘a greater need’ for this kind of study than in Indiao

Who knows haw fast seme of the old traditions wnll disam

lg;,‘w i, 6 t*"x

‘ppear in difference ts ney ehanges? ﬁhatxchanges are already
'taking place? Will we allow\the new filé ,;;eéxto take over
jthe glorious beauty of folk sangs? Should‘we allow loudsn
“peaKErs to replace ﬁhe Joyous cries of, village folk? It is
‘our duty as scholars of w;rld.music t0 choose what is good

- ‘and nebds-to be prese:Ved;‘and thg ‘folk culturé of Indian.
'nge&é‘ﬁﬁéﬂﬁoéf imﬁediéte?é%téntibh”iﬁ”this“direéfiéhQﬁ’ﬁdé
‘effort to. bring out the li{ghlights of the Folk music of .a
[‘emall part of Ut ar‘Péédééh«ﬁebéeéénﬁs only the. beginning of
' the extenemva research his hoPe that ﬁhis dissertatien will
“inspire other - scholars. to ‘Focils their. efforts’ here. The"‘

‘introdnqticn»suyp1¢es_baszc infgrmationéaboutkvttap Pradesh
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with special attention to the history of the origin of Kanya~

kubda Brahmans. who are main subjects of study in this disser~

tation.

1 Chapter I outlines the ceremonies related to human life

and describes those in which music plays a s;gnificant part.

yen

Chapter lI descrzbes the important festival in Hindu societby,
particularly those in which music is important. A brief
description of several kinds of folk theater is given. as well

as panoramic vuew of all types of musical activitiea which ge

te

on 1n everyday 1ife' 4

Ghapter III deals exclusively w1th folk instruments, dis-
oussing ﬂhe development of different forms frum ancient times

to the present and describing constructian, usage, and manner

_____

‘of" playing of each 1nstrumentex Chapter IV discusses brlefly

\\\\\

the historical background of the folk songs of Uttar Pradedh
and clasaifies folksongs inﬁo five categot&es.accordtng to .

their subaect matter. It oompares-mariations of similar folk

¢

sONg texts and melodies. describes variOus singing styles

popular classical music and folk musicc

P . R ety SR B o

folk>music of Uttar Pradesh, and.the author hoPes it will be
an aid to scholars who wish to pursue furﬁher in-depth studies

of this areag . , , .

(D'Mellow 8y 1932) problem was to. a.nalyse the folk music of
the Bombay East Indians to determine the possible assimilation

J



a0

of idiome derived oo Maharaetiat, ¢osn, and Bpglish folk

wundte

Tie Eget dndina um&jzwiﬁy pusudate the groa xrauﬁd
Dombay Uity ond oo $90 por oeut WHomon Catbiolics They ave
the descendgnta of ¢the Hapbavastrade Hjodus of Honbay, wvhoke
snatomg they mmlm xnﬁaw.wmew %m‘%wwn tiw amwz {peaple
from i}ﬁz&tﬁg&@m iefm} gt s'-.?za, ?mat *r&izm; kmwa boen eonuon,
The cemmunity cxliod &:zemw&vw 3&9@- 33;,6“@;&@ to ddentify move

ﬁﬁ@ galy ‘W&'ER: fc"?.'i* Eﬁk“f{e’;g 5% }i‘%ﬁd{, T Sin %m&aM?‘

I

Ihe priuasy BUTAH af m%wiml msmi :i,:a ma Mvemq,mﬁw

was e 181 Eact Indign folk sougs notated c:ay wbe father of

- Ghis wekder Lmﬁ‘%’f‘m‘ﬁ D¥iglliows Tho manee%;m dmeludss elnont

‘edd the mmg;s f}**vm‘z 859 ﬁzmﬁ,’ Ly tho prosens ﬁa ,pas% Indigngs

The téw of twentimTive Cast mﬁﬁmm wedding chants sung by twe

Eant Mlﬁl&i’* wors Uag alew awﬁa The ﬁzzm&zi Byrmal of the

Eﬁfmdm e\hm‘ﬁﬁﬁii *;A;y “‘36&&%’3& o ohusy Enss m;i:m& m&ﬁg*&ﬂua Husics

Indian folk songs was used to compare East Indian and Indian folk

The writor's ;:353;3{“'&&:&&% af sisgysfour/s songes  The Coan folk
Gng aaaméa%;m“* {«S Lz‘;ﬁs;i; a&;ﬂ tho 'iraﬂﬁ,mi fvaugim) t"f'é»il&,,ﬁﬁ and

kggﬁ,}ﬁ co.?.a.eacm o ~:sf: Lopiieh ""‘iallﬁ pusic was used &0 compare

Mmt &nﬁ&wﬁ wﬁﬂz @5;:9&,;:: s fﬂé‘,}.iw folt musies

h ma@g’%a of fme .ﬁlmﬁ‘m&ﬁ faile susde consliated ol ah

examinaticn of SUnality, moedalis m interval coutent, Ao,

gﬁwaw &ﬁiﬂ&%ﬁ?%; nelodic and r&xyt&mﬁc m@ﬁi&rmp vhytivem,

meters aud texts of fagé indlan sohge. Jhe ingtruments used
in Enst Indian wusic vere oloe esauined dn ogder o deterning

thole orisdng ond for eoapardscn +ith instrenéats of thely



ethnic groups, The songs webe individually notgd on t:ib:’l.:i.«o-
graphic cards carry:mg the pertinent data needad *for 'bheﬁ‘

n %gyestlgation. Each card eontained information about the.. .

) fb,ype, ‘mode; range, number qu phrages, length, form, motives,
:i.ptervalég movement, -tempo, meter; rhythm groups, first and

‘final notes, and the number of groups each songse l{:l;fl;;‘f;f‘:”
Ranade‘ folk songs findings about the basic gqualities of -
Indian fo).k musé.c were used as a basis for comparison with

. East Indian t‘olk music.

East Ind:lan folk songs were found to display many sim:i.-
‘J.arities to the parent Maharastrian folk sougs. Both commum
\n:l.ties }.za\revweddi(txlg!' harvest, teasing and work songs, many
Maharastrian melodies have been T?er’owed and adapted by the
East Indians. The melodies of Hoth. commmities abundantly -
&isplay ,‘ﬁhev rhythn{:l.c‘ aﬁd,melod:i.o motive based on the figure.
Instrwnents such as the pinani, flute, dafli, duff, and
dholak v.sed by the East Indians have been borrowed and _adapted

_ from similarly na,med Maharas'brian ar Ind:l.an f,.'olk musice

East Indian wedding chants follow the vedio pattern of
using essantially three notes and are gsung in a dialect Mara-
thi closely akin to sanskrit, the language of the 'veda.s.Micz‘Ow
fones are sometin{zgs; used in East ‘Indian. chants which further
emphasize' the vedie influence. Religious music of the East

_Indians’ has been directly adapted from Latin hymns or are
influenced by Western Gatholic church mueio.

3:

. A

i
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The East India;m's mést popular instruments, the Ghoonmat
has been borrowed i‘anél adapted from a similarly named Goan
:Lns'brumenis. "Ehe ‘few' iz‘.as-!; In'dianrsongs that are :i.n.s/li- metre
ha.ve beem borrowed and adapted from Goan :folk. songss. There
Ais no notable influegnce of Brit;._sh music- on the music of the

East Indians,.

Henge, the folk music of the East Indians was found to
be influenced to. a greater degree by Maharastrian folk songs,

: t‘o a 1essér degree by vedic chén‘bs. Goan folk mﬁsic and some
general wes'bem music charaoteristics, butb is not :i.nfluenced
~:1n any nOtable way by English :t‘olk music-

he Gonclusion t
VA:E"kex; a crit‘:‘;.céal ;'e'v,‘:»lew‘ and study of the different
research reports it has been ‘realized. very distinctly that
the folksongs bf{;}a’ngladegl‘x is not. any seperate thing from
the folk songs ofy _abroad.‘.‘f‘.‘ 4 é:an'éafely i:g said that the
charactémié_ticg"offa definite geograph¥ location as well as
of a Q“tﬁzltural, region é,re most];y foiour_ished “through theixr

‘fdx.ksbnga*;i& This. )ik:y‘pey‘: of reflections are also fouﬁd in our

Ben%aliﬂ folkaongs. The number éi“« research studies on Bengali
:E‘olks}ngs is- 'Very scanty. Af‘ber achieving the independenee of
our Bangla.desh a 'study entitled "The’ folksong’s and ‘geographical
env:.ronment of Bangladesh“ has been done by Habibuy Rahman(1975) .
in this atudy. Ralman investigated on folksongs of d:l.fferent

1Qcatvloz;a“;ln Bang;adesh-;_. I"or“thisi purpose he a.nalysed the
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various relevant bodks,;articles,~§jc,, Hé also coliected;
'_datafsuréeying‘the opinions of’expefts in folksongs and took
,interview of some, of those personnels who .are. _involved with
‘folksongs. He selected 23 thanas now u@azilas as the repre=
sentative sample of Bangladesh where he imfest.i.aateds» Only
on‘11 type of folk SQQ€=9§=Qf“di¢d,§.t Y | |

| In the perspective -of- the ‘above studyg the objectives

‘~and ﬁhe methodblogies of the presen% ‘study have eelected taking
a large. number of folksonga wiﬁhtheir manifold characteristics
for invastmgatlony’ In.tha next chapter the abjectiVes and the

metnoaslogies of the - study haVe been presentedo-



