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ABSTRACT 

The musics of Asian and Oceanic cultures can and 

should be an integral part of the education of young 

Americans. With few exceptions, however, colleges and 

universities are not providing music educators with the 

pre-service or in-service experiences which would enable 

them to include non-Western musics in their instructional 

endeavors in the public schools. 

One of the priorities in music education today and 

for the future is to challenge traditional instructional 

practices as they apply to the exclusive use of Western 

art music literature in the schools. Western art music has 

dominated the traditional music education curriculum. It 

is time for the fulcrum to be shifted to include other 

musics. Study opportunities in the musics of other cul

tures can provide an interesting and rewarding experience 

as a part of the individual1s over-all education in music 

at all instructional levels. 

The study of.non-Western musics has been an area 

of specialization almost exclusively reserved for the 

ethnomusicologist. If a.music curriculum with a broader 

cultural base is to be developed, such an achievement must 

be initiated by music'educators interested in the music of 



other cultures. Both ethnomusicologists and music educators 

have much to gain from a continuing dialogue which might 

result in appropriate pilot projects such as the dissemina

tion of ethnomusicological research already completed or the 

preparation of unpublished ethnic materials in a form suit

able for use in the schools. 

The purposes of this dissertation are to provide a 

source book incorporating succinct information regarding the 

cultural development of India, China, Japan and Oceania,, to 

present facts concerning the music of these cultures and to 

suggest materials which are currently available for indi

vidual self-study and enrichment. This document is not 

intended as a definitive ethnomusicological study of the 

cultures cited. Instead, it is an overview which might 

serve as a guide and resource for classroom use. 

The reader will find this dissertation organized 

into six chapters. Chapter One stresses the need for the 

study of non-Western musics and outlines the plan of pre

sentation. Chapter Two deals with the music of India. It 

begins with concise historical data and a geographical set

ting for this country and gives attention also to art, 

architecture, drama and literature in order to establish a 

cultural framework for studying the music of India® Chap

ters Three and Four give similar information regarding China 

and Japan respectively. Chapter Five is devoted to selected 

Oceanic cultures including Hawaii, New Zealand, New Guinea, 
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Fiji, Samoa and Tonga. Each chapter dealing with a specific 

culture contains a list of resource materials which can be 

used to augment this study. Recordings, films and film-

strips which might enhance the individual's self-study of 

these musical cultures are also listed. A tape recording 

was prepared as a special aid for pronouncing the foreign 

terms found in each chapter. Native speakers were used in 

making the tape in order to insure accurate pronunciation." 

Finally, Chapter Six contains a summary and empha

sizes the desirability of continued research in the musics 

of non-Western cultures. It suggests that these musics can 

best become an integral part of American music education 

through the cooperative efforts of music educators and eth-

nomusicologists. 



CHAPTER 1 

INTRODUCTION 

Familiarity with the arts of other cultures, in a 

decade of inter-continental travel and space exploration, is 

mandatory for a music education profession faced with the 

spectre of being antiquated. Those who advocate the inclu

sion of non-Western musics in the school curriculum view 

this endeavor as an important expansion and enrichment of 

the musical background of the students. The universality of 

music as a means of communication between individuals and 

societies has been acknowledged for many years. With few 

exceptions, however, little has been done to change patterns 

of teacher preparation which would provide the background 

necessary for music educators to gain the requisite skills 

needed to effectively teach the musics of non-Western cul

tures. 

The Music Educators National Conference held a 

symposium at Tanglewood in 1967 designed to review and de-
/ 

lineate the goals of music education as a profession and to 

establish future priorities for realizing those goals. The 

members of the symposium agreed that music of other cultures 

1 



was an important part of the curriculum and made the fol

lowing statement in the Tanglewood Declaration (Choate 1968, 

P. 139): 

Music of all periods, styles, forms, 
and cultures belongs in the curriculum. 
The musical repertory should be expanded 
to involve music of our time in its rich 
variety, including currently popular 
teenage music and avant-garde music, 
American folk music and the music of 
other cultures. 

Since music educators have little or no pre-service experi

ence with these diverse musical cultures, any significant 

contact teachers may have with non-Western musics must be 

accomplished on an in-service or continuing education basis. 

Short term study at selected universities also offers oppor

tunities for individual enrichment. The Committee on 

Implications for the Music Curriculum at the Tanglewood Sym

posium indicated in its statement to the convocation (Choate 

1968, p. 136), that traditional music literature overbal

ances the present music education repertoire and that it is 

time for the fulcrum to be shifted to include the musics of 

other cultures. In an article written in 1962, Trevor Jones 

stated (1962, p. 31)s "...students have been exposed to 

their national folk music, so the curriculum might be ex

panded to include international folk music as well." 

One of the priorities in music education today and 

for the future is to challenge traditional instructional 

practices as they apply to the exclusive rise of Western 



art music. In his report at Tanglewood, David McAllester 

had this to say about the dominant position of Western music 

in the curriculum (Choate 1968, p. 97): 

When I first taught ethnomusicology at 
Wesleyan, music majors were not allowed 
to take my course for credit as a part 
of a music major. Their time was fully 
taken up with courses on Western music. 
Besides, my course was "anthropology." 
But the argument had to collapse in the 
face of world events. A musical community 
that fails to recognize the wide world..0 
is face to face with the spectre of its 
own irrelevance to what is happening in 
the world. 

For the most part, the study of non-Western musics 

has been an area of specialization for ethnomusicologists 

only. The research and publications of these specialists 

have had little effect on general music education. In a 

statement to the International Society of Music Educators 

(Callaway 1967* p. 42), Professor Siegfried Borris indicated 

that despite the considerable work done in the field of 

ethnomusicology, it cannot be considered of appreciable 

significance in the practice of music teaching. 

Research about the obscure and minute details of a 

specific culture has little value per se to the teaching 

specialist in music or to the general classroom teacher. 

It seems logical that if the research done by ethnomusi

cologists is to be used by the music educator, a wider 

dialogue must be established between the two disciplines. 

In an article entitled "Ethnomusicology Past and Present" 



(Berger 1968, p„ 77), Donald Berger stated that "the 

average music educator has remained unaware of the work 

being carried on0" The music educator must become cognizant 

of this research and select from it those aspects which are 

appropriate for the content of the music curriculum in 

American schools, 

Allen Po Britton has suggested (1969* p. 109), that 

ethnological studies designed to produce musically valid 

materials can be carried out successfully only by music 

educatorso Egon Kraus, dealing with the contribution of 

music education to the understanding of foreign cultures 

(1967, p. 32), made the following observation: "Music edu

cators can contribute to the understanding between nations 

by having proper regard for foreign musical cultures at all 

levels of performance." If these ideas are to be imple

mented, teaching materials from non-Western cultures must 

be prepared and published in a form and format useable by 

the music educator. 

A review of the literature in the fields of music 

education and ethnomusicology indicates that there is not 

currently available, under one cover, a source book which 

brings together a variety of pertinent data about the cul

tures of India, China, Japan and Oceania. The purposes of 

this dissertation are to provide a source book incorporating 

succinct information regarding the historical development 

and geographical setting of these non-Western cultures, to 
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present facts concerning the music of these cultures, and to 

suggest resource materials which are currently available for 

individual self-study and enrichment. It is believed that 

this source book can be of considerable value to those 

teachers who are unable to return to a college or university 

campus for study, or to travel extensively in order to gain 

experience with these musics in their native environment. 

This document is not intended to be a definitive 

ethnomusicological study of the cultures cited. Comprehen

sive studies of a purely ethnomusicological nature are 

already available about many non-Western cultures. India, 

China, Japan and Oceania are the four cultures selected for 

inclusion in this dissertation because they represent a 

cross-section of non-Western musics. 

The general organization of the study is essentially 

the same for each chapter; however, the diversity of these 

cultures precludes the faithful observance of a consistent 

format. In addition to the concise historical data and 

geographical setting which introduce each chapter, some 

attention has been given also to the art, architecture, 

drama and literature in the hope that such an overview 

might enable the reader to understand better the place of 

music within the total context of the culture. Additional 

resource materials, including books, articles, films and 

recordings, are listed aa a part of each chapter. 



The dissertation is appended by a list of foreign 

terms with an accompanying tape recording of their pronun

ciation, addresses which might be helpful to the reader 

interested in pursuing further study on his own and a list 

of the major elementary music series surveyed. The tape-

recording was prepared to provide a model for the correct 

pronunciation and practice of the foreign terms which he 

will encounter in this source book. Accuracy of the taped 

pronunciations was better assured by using native Indian, 

Chinese and Japanese speakers.. Since the pronunciation of 

terras varies only slightly throughout Oceania, a native 

Hawaiian pronounced the Oceanic terms. A plan for the study 

of the pronunciation tape is found in Appendix A. The ad

dresses found in Appendix B are provided as an indication 

of some of the societies, agencies and institutions whose 

activities, publications and course offerings are important 

in the study of non-Western musics. For example, the Inter

national Society of Music Educators, The International Folk 

Music Council, and agencies of the United Nations, such as 

UNICEF and UNESCO, all have an interest in promoting the 

world's musics. The consulates of the countries studied are 

also sources of materials and information. Certain univer

sities, such as Hawaii, Michigan, Wesleyan, Indiana and the 

University of California at Los Angeles have extensive 

libraries of ethnomusicological materials and excellent 

course offerings in the musics of other cultures. 
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The utilization of this study will vary with each 

reader. For example, the music administrator might draw 

upon this material for purposes of in-service education for 

his staff. The music education professor may use this study 

as a stimulus for further research by his students or as a 

general introduction to the study of non-Western musics. 

The teaching specialist in music or the general classroom 

teacher may use all or selected parts of the material for 

his classroom presentations. 

In planning instructional strategies one should be 

aware that the order for the presentation of the cultures, 

or the exclusion of any one of them, need not affect the 

study of the others. It is believed, however, that the 

reader should become familiar with each of the cultures pre

sented in this dissertation before determining the exact 

sequence of his own classroom presentations. A period of 

time should be allowed for adjusting the ear to the sounds 

of the instruments, scales and rhythms, found in these cul

tures. Awareness of sounds is an area of prime importance 

in the exploration of non-Western musics. Yet, as pointed 

out by Trevor Jones (1965, p. 89), unfamiliarity need not be 

a deterrent since the young student, who has not acquired 

prejudices about music, may accept these sounds even more 

readily than the more mature listener. 
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Broad implications for music education, with regard 

to world understanding, were succinctly stated to the 

Tanglewood Symposium by David McAllester (Choate 1968, 

Po 96): 

All men are Indeed brothers; in fact, 
we are more than that; we are Siamese 
twins, like it or not„ How then can 
we go on thinking of "music" as Western 
European music, to the exclusion of the 
infinitely varied forms of musical ex
pression in other parts of the world? 
The very word "music" is destined to 
undergo change in our vocabularies0 
It can no longer mean what it has to us 
for so long: our musical consciousness 
will have, inevitably, to expand to in
clude the entire world of music. This 
change of view implies a tremendous 
opportunity for music education to ex
pand its influence and for the musical 
community to enrich its content. 

/ 



CHAPTER 2 

INDIA 

India is a nation which has a wide variety of peo

ples, languages, religions, climate, standards of living 

and political divisions. The people of this nation can be 

traced to the third millennium B.C. and their long history 

reflects the importance of the caste system and religion on 

their lives and on their cultural development. 

The castes divided the people according to social 

status, religion and occupation. Since the nineteenth cen

tury the caste system has been deteriorating with respect 

to occupational barriers, but remains a strong factor in 

India's social order. The lowest level of the caste was 

the untouchable and it was not until Gandhi*s influence in 

the 1930fs that there was a change of attitude and legis

lative measures enacted against untouchability. 

Religion is the most powerful force in Indian life. 

While there are Buddhist, Moslem, Catholic and other re

ligions, Hinduism is the religion of the majority of 

Indians. Art, music, literature and virtually every aspect 

of India's daily living is affected by religion. 

The racial background of modern India is exceed

ingly complicated with Dravidian and Aryan elements being 

9 
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the racial core. The large number of aboriginal peoples in 

the remote areas, and the split that exists between the 

traditional customs of the villages and the urban centers 

of modern India, further diversify this culture. More than 

eighty-two percent of the population is rural with the 

balance being urban. The annual rise in population is more 

than two percent which continues to increase the food and 

housing shortages. 

The official language is Hindi, but much of the 

government work and university instruction is done in Eng

lish. There are fourteen other languages, with several 

hundred dialects in use in India, but more than fifty per

cent of the people speak Hindi. 

Geography and Economy 

The Republic of India is located in the southern 

part of central Asia. About half of the area of India is 

a peninsula in the Indian Ocean with the Bay of Bengal on 

the east and the Arabian Sea on the west. In the north, 

separating India from the rest of Asia, are the Himalaya 

mountains. There are 1,257*992 square miles of land and a 

population of about 442,000,000 people, making India the 

second most populous nation in the world. There are 15 

states and 8 union territories in the Republic which has 

its capital in New Delhi. 



11 

In Northern India the three great rivers are found. 

The Ganges, Indus and Brahmaputra are used to supplement 

the rainfall in one of the world's most extensive irriga

tion systems. The monsoon is the source of most of the 

rainfall which varies from heavy in the south and west to 

light in the arid northwest. The temperature ranges from 

tropical heat in the south to extreme cold in the Hima

layas o 

Agriculture supports about seventy-five percent of 

the Indian people, with vast quantities of rice being grown 

wherever there is level land and enough water. Wheat, 

corn, sugar cane, and barley are, along with tea, the other 

leading food crops. In spite of this large crop produc

tion, India's output is far from sufficient for its large 

population. India has more cattle per capita than most of 

the countries of the world, but backward stock raising 

techniques and the Hindu stricture against the killing of 

cows detract from their economic value. 

The mineral resources of India are high, particu

larly in coal, manganese, iron, mica, copper and others; 

they are not, however, fully exploited. There are large 

industrial centers such as Bombay and Calcutta, that pro

duce electronic equipment, textiles, chemicals, and plastic 

products, to name but a few. The motion picture industry 

is centered in Bombay and ranks second to the United States 

as the largest in the world. 



History 

The history of the Indian Peninsula can be traced 

to the early Eidus Valley civilization which flourished 

from the third millenium to about 1500 B.C. This highly 

sophisticated state was invaded by the Vedic Aryans and 

destroyed about 1500 B.C. For the next two thousand years 

the Aryans developed the civilization and established a 

caste system. This caste system and the Hindu religion 

were ancient traditions when Buddha (563-^83 B.C.) brought 

his religion to India. 

The Hindu religion remained the dominant force 

until the Moslem invasion of thirteenth century. The 

Mogul Empire was founded in 1526 and, under this rule, a 

large Moslem population grew in India; the Islamic faith 

did not, however, replace Hinduism as the majority religion. 

The wealth of this empire attracted trade from several 

countries but the British East India Company established 

ports in Bombay, Calcutta and Surat and with superior naval 

power, was able to drive off the other trading countries. 

The British had direct control over India by 1805, 

but by 1861 the fir3t steps toward self-government were 

taken. One of the most important people in the independ

ence movement was Mohandas K. Gandhi. Gandhi was a Hindu 

who had been trained in law in England. In 1930 he led a 

boycott of British goods and rejected taxation without 



representation. In 1946 India was offered independence 

and in 1947 that portion of India which was under British 

control became the dominions of Pakistan and India. Fol

lowing independence, India was led by Jawaharlal Nehru 

until 1964. 

India became a republic in 1949 and has a consti

tution similar to that of the United States. The 

constitution provides for free compulsory education 

through age fourteen. In addition to the public schools, 

there are 62 universities, 1,946 colleges and 27 research 

institutes in India. 

Although many Western traditions and religions have 

come to India as a result of British occupation and trade 

with other Western countries, the basic cultural patterns 

of the country remain those of Moslem-Hindu. 

Art and Architecture 

The basis for Indian art and architecture is essen

tially religion. In both Hindu and Buddhist art there is 

religious symbolism in many gestures and postures. The 

earliest art emerged from the Indus civilization mentioned 

above, which was also an example of one of the earliest 

planned communities. 

The high point of Buddhist art was the period from 

320 to 600 A.D. The temples developed by the Buddhists 

were soon adopted by the Hindus, as there was little 



difference In the religious art of India during this per

iod. The bronze and' stone statues of this time are 

characterized by perfection and a feeling of calm. In 

the period that followed, the emphasis was on ornamental 

details and this caj.m was lost. 

The earliest Indian paintings were Buddhist and 

they had no indication of depth, only a delicate line. 

These thirteenth to fifteenth century works were usually 

square in design and brightly colored. Miniature painting 

was practiced from the sixteenth through nineteenth centur

ies; these miniatures were characterized by an interest in 

nature and the human form. 

Much of the Indian architecture is highly sculp

tured with elaborate columns and carved railings. One of 

the best known examples of Indian architecture is the Taj 

Mahal, which was built in 1648 as a mausoleum for the wife 

of a Mogul emperor. The large, simple and symmetrical hall 

is set with semi-precious materials and is reflected in a 

large pool lined with trees on three sides0 The Taj Mahal 

remains in a state of perfect preservation, even though it 

is more than 300 years old. 

In modern India, the architecture is being Western

ized and the synthesis of Western and Indian styles is 

generally accepted. The modernization of painting has 

brought about a similar synthesis; however, some Indian 
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artists believe that they need not set aside the tradi

tional character and aesthetic intentions in their 

endeavors. 

Literature 

The main body of the classical literature of India 

is written in Sanskrit. This literature prevailed from 

about 200 B.C. until 1100 A.D. The earliest forms of 

Sanskrit were poetic, but later they became ceremonials 

dealing with religion and symbolism. The court epics of 

the later periods were primarily lyric poems comprised of 

stanzas having four lines with eight syllables in each 

line. 

The Aryans developed the oldest scriptures of Hin

duism and passed them by oral tradition until they were 

ultimately written in Vedic, which is the parent language 

of Sanskrit. These scriptures, called Veda, consist of 

four books, the oldest of which is the Rig-Veda. Included 

in the Rig-Veda are more than 1,000 hymns that Malm (1967, 

p. 68) believes are the oldest continuous vocal tradition 

in the world. These hymns embody what the Hindus believe 

are the essential truths of Hinduism; therefore, their pre 

servation and accuracy of performance remain important 

today. 

Much of the Sanskrit literature was transcribed to 

the vernacular language of India and in the process, lost 
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some of Its aesthetic beauty. It was not until the six

teenth century A.D. that there was any extensive written 

literature in the vernacular language. Persian poetry wa3 

the inspiration for a later growth in the literature pro

duced for the Mogul court, and elaborate verses set on 

various theme3 were written in abundance. 

The Natya Sastra, which is attributed to Bharata, 

is one of the most important of the early books to have an 

influence on the art music of India. Though this book is 

primarily concerned with drama, it contains an important 

section about music. It has been stated (Malm 1967* p. 69) 

that all of the studies of Indian music since the Natya 

Sastra began with a study of this important link between 

the ancient and the traditional music of India. 

in the nineteenth century, with the importation of 

the printing press and the establishment of vernacular 

schools, there was a growth of popular prose. Today there 

is written literature in all of the important languages of 

India, including English. 

The Music of India 

In the study of the music of India one is confronted 

with a large vocabulary of terms, some of which are related 

to Western musical systems; others are unique to Indian mu

sic, and a3 such, have no direct translation to English. As 

a further consideration, the music is divided into northern 
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and southern, or Hindustani and Karnatic music. These two 

systems are basically the same, although they use different 

instruments and nomenclature. For the purposes of this 

study the two systems will be contrasted, with attention 

given to the similarities and differences. 

Definition of terms 

The following pages are devoted to the definitions 

of various terms as they apply to the music of India. It 

is the intention of this section to provide the Western 

listener with a cursory introduction to the complicated 

system of the music. 

Nada. Nada is the term used to denote musical 

sound. Malm states (1967, p. 68) that the nada has always 

been connected with the spiritual and metaphysical world. 

Some Indians believe that the nada, with its combination of 

religious and musical aspects, has the power to influence 

the stability of the universe. 

Sruti. The sruti is the smallest interval in Indian 

music. In southern India, or Karnatic music, this word 

also refers to pitch. In the theory of Indian music it is 

considered normal for the ear to perceive sixty-six inter

vals within the compass of one octave. It has been pointed 

out (Danielou 19^9* P» ^6) that of the sixty-six possible 

pitches in the octave, only twenty-two are actually used in 

the music. This is, of course, ten more than are used in 



Western music. Another distinction between the sruti and 

the intervals of Western music is that the distance between 

the notes is not always the same, there being three differ

ent sizes of sruti. The best method of demonstrating these 

sounds is on a string instrument, since the human voice can 

not sing the complete scale of sixty-six, or even twenty-

two sruti. In actual practice, the music of India does not 

procede from one sruti to an adjacent one; rather, there 

are two to four sruti to an interval. 

Svara. The actual combinations of sruti are called 

svara. It takes seven svara to complete an octave. The 

seven svara each have a name, much like do, re, mi in 

Western music. When seven svara are played in order a 

scale is produced. In practice, the svara may include not 

only the actual note but also certain ornamentations, or 

graces. These grace notes are called gamakas in the south 

and murchanas in northern India. 

Grama. When seven svara are combined to make a 

scale it is called a grama. The name has been applied 

specifically to only three scales: sa-gramaj ma-grama and 

ga-grama. The last of these has been obsolete in Indian 

music since ancient times, leaving only the sa-grama and 

ma-grama as the basis for modern music in India. 

Jatis. When each of the seven notes of the two 

basic scales is used to begin a scale it forms a jatis, or 



mode. In the ancient music, the jatis took on additional 

meaning and special melodic character which made them the 

prototypes of the ragas. 

Raga. The raga is one of the most important and 

complicated factors in Indian music. It has been said 

(Joshi 1963, P. 20) that the raga is the very backbone of 

Indian music, and as such, it is a law or order. It has 

also been described as melody-type based on a modal scale, 

that is, it is both a scale and a melody. Danielou (1949# 

p. 115) states that the essential feature of a raga is its 

power of evoking emotion. Still another important consid

eration of the raga is the fact that improvisation is 

essential to the performance. This means then, that there 

are literally limitless ragas possible. The Hindustani 

ragas vary a great deal from one locality to another, but 

those of the Karnatic, or Southern India, vary less. The 

essential qualities of the raga differ only slightly from 

the north to the south. 

Originally there were only six basic ragas which 

were cited by Bharata in his book Natya Sastra. These six 

corresponded to the six Indian seasons: monsoon, summer, 

autumn, early winter, winter, and spring. According to 

Indian theory (Goldron 1968, p. 44), each raga has a 

specific social or aesthetic function and is linked to a 

time of the day, a season or to a place. It is unthinkable 



20 

for an orthodox Indian musician to play a raga unsuitable 

for the occasion. Kaufmann states (1968, p. 18) that the 

older Indian musicians believe that a raga performed at the 

wrong time will bring poverty and disaster to the listener 

and shorten his life. Little attention is given this be

lief by the younger musicians. 

It is impossible to demonstrate the tonal material 

of a raga in the form of a scale, because according to 

Kaufmann1s analyzation (1968, p. 3)> some of the steps must 

be performed in a zigzag fashion. Kaufmann represents the 

ascending material in one raga in the following manner: 

In short, if one wished to ascend from C to G in this raga, 

it would be necessary to interpolate the notes F and D. A 

direct ascent, C D P G, would destroy the character of this 

particular raga. It should be noted that the descending 

raga is different from the ascending. Kaufmann represents 

the descending form of the above raga in the following 

I i-'-p Y H Ft* 

manner 

I 
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Even though the essence of the music of India is improvisa

tion, the performer must create his improvisatory rendition 

within this set framework. 

Tala. The complex rhythmic system of Indian music 

is based on the tala, which is a fixed rhythmic pattern. 

Like the raga, the tala may be improvised upon by the per

former. While the number of talas may appear to be 

limitless, one author (Joshi 1963* p. 28) estimates that 

there are about fifteen in current practice. The talas 

each have names and are classified according to the number 

of beats in the principal rhythmic group. In the perform

ance of these rhythmic groups, the speed may change within 

a given piece, thereby changing the relationship of the 

tala to the melody. 

The tala is important as both an accompaniment to 

vocal and instrumental music and in solo playing on the 

tabla and mridanga, which are drums. These instruments are 

further described in the following section dealing with the 

instruments used in performing the music of India. 

Musical Instruments 

The instruments of Indian music are classified as 

strings, winds and percussion. The complicated system of 

ragas and talas presents the necessity for specific kinds 
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of instruments that are capable of rather unique sounds. 

In the following paragraphs the most characteristic instru

ments are described. 

String Instruments 

The stringed instruments, or chordophones, are the 

most important of the Indian musical instruments. There 

are three different functions for the strings on these in

struments: melody, drone and sympathetic vibrator. Some 

of the instruments have all three varieties of strings, 

while others only have one or two varieties. The principal 

function of the string instrimients is to accompany singers, 

and since the music of India is primarily a vocal art, the 

string instruments are the most developed and the most fre

quently encountered,, It should further be noted that the 

lute and zither type of instruments are heard as solo in

struments while the bowed-string instruments are heard 

only as accompanying instruments. 

Vina<> The vina is the instrument of Indian music 

that is regarded as the national instrument (Rosenthal 

1929, p. 3*0 and generally thought to be the most important 

instrument. Variants of the vina are the sltar and the 

bin0 

The Southern India, or Karnactic vina is a lute. 

It has four melody strings and three drones, but no sym

pathetic vibrators. The shape is' similar to that of the 
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sitar, the upper gourd has no acoustical function, but it 

serves as a storage compartment for oil, which the players 

apply to their fingers while playing. 

Sitaro The sitar (Figure 1) is found in the north 

of India and is the lute-type of vina. The shape of the 

instrument is that of a long-necked lute with a gourd, or 

calabash affixed to the neck near the pegs. Acoustically, 

the gourd serves no function, but it is an aid to the 

player in terms of balance while performing. The sitar is 

the instrument most familiar to Westerners, primarily due 

to the recordings and performances heard in the last few 

years. The sitar has five melodic strings, two drone 

strings and thirteen sympathetic vibrators. The sym

pathetic vibrators are tuned to thirteen different .pitches-

so that some of them will vibrate with each note of the 

melody; this produces the characteristic sound of the-

Hindustani sitar. 

Bin. The bin is a zither-type instrument, having 

four melody strings and three drone strings. This instru

ment has rather high frets which allow the player to either 

depress the strings or pull them to the side to produce the 

ornaments required in the music. There are two large 

gourds at each end of the bin which act as resonators. 

Another instrument related to the bin is the bin-sitar. 
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Figure la Sitar 
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The bin-sitar has a flat, rather than round, finger-board 

and the frets are movable to allow different tunings for 

each raga. 

There is a difference of opinion (Rosenthal 1928 

and Fox-Strangeways 1965) as to the exact nomenclature of 

the variants on the vina. For the purposes of this study, 

the foregoing descriptions are summarized by stating that 

the bin and bin-sitar are instruments of the zither-type, 

while the vina and sitar may be classified as instruments 

of the lute-type. 

Tambura. The tambura is a long-necked lute having 

a round, unfretted finger-board. Its four strings are 

tuned to accomodate the key being used. The most general 

use of the tambura is for the drone, self-accompaniment of 

singers, and it is played only on the open strings. 

Sarangi. The sarangi (Figure 2) has four melody 

strings over which a curved bow is passed just as with the 

violin. Beneath the finger-board are eleven sympathetic 

vibrators that give resonance and power to the tone; these 

vibrators pass through the body of the sarangi which is 

covered with parchment rather than wood. 

Sarinda, The sarinda is slightly larger than the 

sarangi but has only three melody strings, and no sym

pathetic vibrators. The body of the sarinda is only half 

covered with parchment, leaving the balance open. 
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This instrument is most often played by street musicians 

and may be considered (Malm 1967# P« 8l) "to be more of a 

folk instrument than as an instrument for art music. 

Sarod. The sarod is a lute-like instrument that-is 

used in Indian music as an accompaniment» The sarod has 

four melody strings and sympathetic-vibrators which pass 

over a metal finger-board. The instrument is played either 

with a bow, or strummed with the fingers. 

Wind Instruments 

Since the majority of the music of India is played 

on some variety of chordophone, accompanied by percussion, 

the wind instruments are of minimal significance. There is 

a transverse, bamboo flute that is used to play certain 

ragas, usually an octave higher than the voice part. It is 

thought by some (Pox-Strangeways 1965, p. 78) that the 

flute has become less important in Indian music because 

its mild tone is not well suited to the accompaniment of 

the nasal singing quality produced by the singers. 

The oboe-like instrument of India is called 

nagasuram in the south and shahnai in the north. This in

strument has a very strident, piercing sound and is 

sometimes heard in the temples. Another conical shaped 

instrument of the oboe-type is the s'ruti which is usually 

heard playing the drone. The shahnai is normally heard 
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with the accompaniment of a drone played by another instru

ment of the oboe variety, either a nagasuram or a s'rutl. 

There is some use of trumpets in Indian music; but 

it is limited, almost entirely, to the religious ceremon

ies. The trumpet is found in two sizes, the larger one 

being used as the drone. The trumpets are used to signal 

certain hours of the religious day as well as for proces

sions and special services. The conch shell is also a wind 

instrument used in the temples. 

Percussion Instruments 

Tabla. The tabla (Figure 3) is a basic drum for 

the playing of the tala pattern and is also heard as a solo 

instrument. The tabla is a single-headed drum that has the 

shape of a barrel. On the head of the drum is placed a 

patch which is used to tune the drum to a particular pitch. 

Unlike some of the other drums, the patch on the tabla is 

not removed but is permanent. 

Baya. The companion to the tabla is the baya 

(Figure 4). This drum is shaped similar to a kettle and 

like the tabla, has a single head. The baya also has a 

tuning patch which is removable, thus making it possible to 

re-tune the drum for each raga. The baya and the tabla are 

the two basic drums used in the music of north India, and 

they are always heard together. 
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Mridanga. In southern India the basic drum is the 

mridanga (Figure 5). This is a two-headed drum shaped like 

a barrel. The drum is placed horizontally on the player's 

lap, so that he is able to play both heads. Tuning patches 

are placed on the heads- Of the mridanga; the one on the 

left is changed to accomodate the tonal center of the music 

and the patch on the right head remains in place. When 

playing this drum, the player uses both the fingers and the 

palms of his hands. 

In addition to the drums, there are a number of 

cymbals, gongs and bells that are also a part of Indian 

music. In the category of bells, the ankle bells worn by 

the dancers are among the most important. These bells are 

worn by both male and female dancers and are seen in both 

the Hindu and Mohammedan temples. The gongs and cymbals 

need no special mention, as they are used in much the same 

way as in Western music. 

Music Genres and Performance Practices 

The music of India is primarily a vocal art and the 

highest form of this art is the accompanied song. It has 

been stated by Joshi (1963, P. 8) that the instrumental 

music is mostly an imitation of vocal music. Information 

about the musical genres of India including dance, folk 

and vocal forms is presented in the following pages. 
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Figure 5» Mrldanga 
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Theater and Dance Music 

The theater and dance music of India is tradi

tionally connected to the religious activities. The 

dance-dramas were originally performed in the open-air 

courts of temples and were accompanied by drums, cymbals 

and narrating singers. The main instrument for accom

panying the dancers is the drum, however the various 

string and wind instruments are also used. 

In southern India, the orchestras are more elab

orate for dance accompaniment than in the north. The 

dances in the south are based on the Natya Sastra, which 

was mentioned earlier, and thus have religious undertones. 

The standard accompaniment (Malm 1967» P* 83) for such 

dances is a singer, a mridanga drum, and a vina, plus a 

drone of some sort and perhaps a flute. In modern perfor

mances one may also encounter Western clarinets and 

violins. The lead singer usually plays a set of cymbals 

to guide the rhythmic movements of the dancers. 

The major form of north Indian classical dancing 

began with a more secular inspiration, which was the court 

dance of Persia as introduced by the Moguls in the four

teenth century. According to Malm (1967, p. 84), this 

tradition was mixed with the indigenous dance form to 

establish the hand gestures and subjects for modern Indian 

dance. 



The dances of northern India are accompanied by-

such instruments as the sarangi, sitar, and tambura. 

These are combined with the baya and tabla drums and a 

singer. 

The dances of India are based on the theory of 

rasa, which is a particular sentiment or state of mind. 

In the development of a particular dance, a raga, tala and 

poem, each having a rasa, are combined to evoke the senti

ment intended. According to a study of Indian dance 

(Vatsyayan 1963, p. 33) the dancer then interprets the 

rasa in his movements. 

Polk Music 

The folk music, like the art music of India, is 

based on a vocal tradition. Generations of folk songs 

have been passed orally and many of them have never been 

written down. Research indicates (Malm 1967, Joshi 1963) 

that the folk music of India has only recently begun to be 

collected in any quantity. The study of art music has been 

undertaken in much more depth than that of the many folk 

traditions. 

The traditional folk songs of India, like those of 

most cultures, are based on a simple vocal melody that has 

no embellishment and is easily sung by untrained voices. 

As was mentioned above, these simple songs are not written 

down, rather, they are passed from generation to generation 
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by oral tradition. In this category of music one will en

counter work songs, lullabies, children's songs and other 

similar materials <, 

A slightly more sophisticated form of folk song 

also exists in Indiao The ballads and devotional songs as 

well as other composed songs are based on the system of 

ragas; they do not however, use the entire raga, only a 

portion of it. The use of only a few notes in the octave 

make their performance possible for the untrained singer. 

The words and the rhythm are very important to these folk 

songs and they are accompanied by a wide variety of in

struments. 

Vocal Music 

It has been mentioned that the music of India is 

largely a vocal artj the following paragraphs point out some 

of the characteristics of this art. 

Vocal music, like the instrumental, is based on 

the raga-tala system and is highly ornamented. These musi

cal ornaments are called either gamakas or murchanas. The 

voice range in Indian music is generally slightly lower in 

pitch than that of the traditional Western music, and there 

is more emphasis on the accuracy of the performance than on 

the tone quality. While the Western singer is extremely 

aware of the tone quality of the performance, the Indian 
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singer is much more conscious of the accuracy of the orna

mentation and adherence to the standard of performance than 

to the quality of the tone. 

An important part of the performance of Indian 

music is the alap, which is a type of introduction to the 

raga0 The alap is sung, or played in the case of instru

mental music, to set the mood, or rasa, for the raga that 

is to follow. Since the alap is a form of improvisation 

in Indian music, it is-a test of the performer's ability 

to set the mood within the framework of the raga using the 

accepted forms of ornamentation. It is not unusual for the 

alap to be considerably longer than the song material that 

follows. 

There is a great variety of vocal music in India, 

not all of which permits the improvisation mentioned above. 

It should further be noted that some of these vocal forms 

do not permit the use of ornamentation. There are also 

songs that mix different ragas within their framework; 

these are looked upon with disfavor by some of the more 

sophisticated vocal artists. 

The accompaniment for vocal music is provided by 

the various stringed instruments such as the vina and sitar 

and is always done with some drone. This drone may be 

played with a drum of definite pitch or more usually by the 

tambura, which was described earlier in this chapter. The „ 



instruments that have sympathetic vibrators or drone 

strings, such as the sitar, are also used by some singers 

as a self-accompaniment. 

The art and folk music of India have the same sort 

of variety that may be observed in any diversified cul

ture. For this reason, only a few of the forms encountered 

by the Western listener have been mentioned. 

Resource Materials 

The reader will find a selected list of books, arti

cles, recordings, films and filmstrips on the following 

pages.. It should be noted that some of the books deal with 

the Hindustani music of India and others are concerned only 

with the Karnatic music; therefore, the reader should be 

aware of the differences and similarities in these two 

styles, as they were discussed earlier. 

The survey which the writer made of the eight ele

mentary music series now being used in American Schools 

indicated that only four of the series included any music 

materials from India. The need for further publications in 

this area is emphasized by the fact that a total of only 
i n 

five different songs were included in these four series. 

Books and Articles 

Agrawala, Vasudeva Sharma. The Heritage of Indian 
Art. Bombay: Publications Division, Min
istry of Information and.Broadcasting, 
Government of India, 1964. 
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Bandyopadhyaya, Shiripada. The Origin of Raga. 
Delhi: Sircar Brothers, 19^6. 

. The Music of India, Bombay: D. B. 
Taraporevala and Sons, 1958. 

Coomaraswamy, Anada K. Thirty Songs from the 
Punjab and Kashmir. London: Luzac 
Company, 19I3T 

Danielou, Alain. Northern Indian Music. London: 
Shiva Sharan, C. Johnson, 1949. 

Paiz, Rahamin. The Music of India. London: Luzac 
Company, 1925. 

Fox-Strangeways, Arthur H. The Music of Hindustan. 
Oxford: Clarendon Press, 1965. 

Gargi, Balwant. Theater in India. New York: 
Theater Arts Books, 1962. 

Gasvami, 0. The Story of Indian Music. Bombay: 
Asia Publishing House, 1957• 

Ghose, Nagendra Nath. Indo-Aryan Literature and 
Culture. Varanasi, Chowkhamba: Sanskrit 
Series Office, 1965. 

Goldron, Romain. Ancient and Oriental Music. 
Struttman, Incorporated, 19bb. 

Husain, Abid. The National Cultures of India. New 
York: Asia Publishing House,T95I7 

Jathar, Ganesh Bhaskar. Indian Economics. New 
York: Indian Branch, Oxford University 
Press, 1957. 

Joshi, Baburao. Understanding Indian Music. 
Bombay: Asia Publishing House, 1963. 

Kaufmann, Walter. "The Musical Instriiments of the 
Hill Maria Thoria, and Bastar Muria Gond 
Tribe." Ethnomusicology Volume V, No. 1. 
January, 1961. 

. The Ragas of Northern India. Blooming-
ton^ Indiana: Indiana University Press, 
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Kramrisch, Stella. The Art of India; Traditions of 
Indian Sculpture, Painting, and Architec-
ture. New York: Phaidon Publishers; 
distributed by Garden City Books, 195^. 

Lamb, Beatrice. India, A World in Transition. 
New York: Praeger Company, 19bb. 

Mahajan, Vidya Dhar. India Since 1526. Delhi: S. 
Chand Company, 1968. 

Mookerjee, Ajilcoomar. Art of India. Calcutta: 
Oxford Book and Stationery Company, 1952. 

Mukerjee, Radhakamal. The Culture and Art of 
India. London: Allen and Uhwin Company, 
J95S7 

Naidis, Mark. India: A Short Introductory 
History. New York: MacMillan, 1966. 

Pingle, Bhavanra. History of Indian Music, Theory 
and Practice. Calcutta! 37 Gupta Company, 
1952~. 

Prajnanananda, Swami0 The Historical Development 
of Indian Music. Calcutta: Firma K. L. 
Mukhapadyaya, I960. 

Ranade, P. H. Hindustani Music. Sangli: G. II. 
Ranade, 1938® 

Remey, Charles Mason. Architectural Compositions 
in Indian Style; Designs for Temples and 
Shrines. Boston: The Tudor Press, 1923. 

Rosenthal, Ethel. The Story of Indian Music and 
Its Instruments. London: W. Reeves, 

Rowland, Benjamin. The Art and Architecture of 
India: Buddhist, Hindu and JainZ BaTUi-
more: Penguin Books, 1953• 

Sambamoorthy, P., South Indian Music. Madras: 
Indian Music Publishing House, 1951-56. 

Shirali, Veshnudass. Hindu Music and Rhythm. 
Paris: Printed by Stadium Company, 1936. 
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Spate, Oskar Hermann Hhristian. India and 
Pakistan: A General and Regional Geog
raphy. London: Methuen Company, 1967o 

Swarup, Bishan rai bahadur. Theory of Indian 
Music. Allahabad: Swarup Brothers, 1950. 

Tagore, Sir S. M. Hindu Music from Various 
Authors. Varnasil T9651 

Tooze, Ruth and Beatrice P. Krone. Literature and 
Music as Resources for Social Studies. 
Englewood Cliffs, N. J.: Prentice-Hall, 
Inc., 1955. 

Vatsyayan, Kapila. "Notes on the Relationship of 
Music and Dance in India." Ethnomusi-
cology, Volume VII, No. 1. January, 1963. 

Zinkin, Tanya. India. London: Oxford University 
Press, 1964. 

Recordings 

Bismillah Khan. Odeon MOAE LP 120 

Classical Music of India. Nonesuch Records 
H 72014 "(S) 

Classical Ragas of India. Everest Records 3217 (S) 

Classical Indian Music." Odeon MOAE 147-149 

Drums of India. World Pacific WP 1403 

Folk Music of India. Folkways FW 4409 

Indian Music. ASD2312 (S) 

Morning and Evening Ragas. Capitol DT 2721 

The Musical Anthology of the Orient. Barenreiter 
Musicaphon BM~50 L2001 

Music of India—Traditional and Classical. 
Folkways FW 4422 

Music from South India. Folkways FW 4365 



41 

Pannalal Ghosh. Odeon MOAE 120. 

Ragas from South India. Folkways FW 8854. 

Ragas. Folkways FW 3530a 

Religious Music of India. Folkways FW 4431. 

Sounds of the Sarod. World Pacific WPS 21435 (S) 
1955T 

The Anthology of Indian Music. World Pacific 
WDM 62(50, WDS b200 (S), 

The Exotic Sitar and Sarod. Capital T 10497. 

The Great Music of India. Music of India Company 
19W* 

The Music of India. Nonesuch H-2003, H-72003 (S) 
• I9Wo~ 

The Ragas of India. Folkways FW 8368. 

Three Ragas. Capitol DT 2720 (S) 1967. 

Films and Filmstrips 

Classical Music of North India. (11 minutes color) 
University of Washington Press, 1967. 

Dances of India. (4 films, 1948-57 black & white, 
10 minutes each) Distributor: Consulate 
General of India, 215 Market Street, San 
Francisco, California. 

Fable of the Peacock. (l4 minutes color) Dis
tributor: Brandon, Indiana. 

India: A Better Tomorrow. (16 minutes color) 
distributor; Bailey Films. 

Melody of Hindustan. (11 minutes black & white, 
rental) Distributor: Consulate General of 
India, 215 Market Street, San Francisco, 
California. 
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Musical Instruments of India. (12 minutes black & 
white) Distributor: International Film 
Bureau. 

Music from Many Lands„ (30 minutes black & white; 
JFapan, India, and others) Distributor: 
University of Michigan. 

Music of India-Instrumenta10 (11 minutes black & 
white) Distributor: Consulate General of 
India, 215 Market Street, San Francisco, 
California. 

Music of India-Drums. (ll minutes black & white) 
Distributor: Consulate General of India, 
215 Market Street, San Francisco, Califor
nia. 

North Indian Village. Produced by Cornell Univer-
sity India Program. Distributor: 
International Film Bureau. 

Vaga Vrinda. (25 minutes black & white) Distri-
butor: Consulate General of India, 215 
Market Street, San Francisco, California. 

Village in India, (film strip) Distributor: 
EcTucational Record Sales, 157 Chambers 
Street, New York, New York. 



CHAPTER 3 

CHINA 

The Chinese civilization is one of the oldest ex

tant world cultures. The Chinese have a predilection for 

chronologicial records and orderly systems and, for this 

reason, scholars have compiled a considerable amount of 

historical data about this country0 China has shown great 

power of survival and has the ability to absorb foreign 

influence without losing its own identity. Indeed, China 

has had a wtrong impact on the cultural development of 

Japan, as can be seen in art, architecture, music and other 

Japanese disciplines. 

Religion is very Important to the Chinese people. 

Buddhism and Confucianism have the largest followings. 

There are also Protestants and Roman Catholics found in 

China. Buddhism and Confucianism have had a lasting influ

ence on the arts of China, as will be discussed in a later 

part of this chapter. 

China has about one-fourth of the world's popu

lation and, therefore, is the most populous country in the 

world. It is second in land area. The majority of the 

Chinese people live in the southeastern part of the country 
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where the mild climate is suitable for agriculture. The 

enormous population, which is distributed over a large area 

of land, has many different dialects in its language. The 

dialect which is most usually accepted throughout the world 

is Mandarin. The Chinese have a high regard for education 

and for scholars. In the past decade, the literacy rate 

has shown an appreciable growth. 

Prior to the study of the music of China, it is 

desirable for the reader to have a frame of reference for 

that art. In the following pages is a summary of the sali

ent points for consideration regarding history, geography, 

economy and some of the art traditions of China. 

Geography and Economy 

The mainland of China occupies about 3>800,000 

square miles on the coast of east Asia. The 4,000 mile 

coastline fronts the Yellow Sea, East China Sea and South 

China Sea and the two largest islands off shore are Taiwan 

(Formosa) and Hainan. 

The leading occupation of the Chinese is agricul

ture, even though only about a quarter of the land area is 

arable. The principal crops are rice, wheat and millet, 

with silk, cotton, sugar cane, tea and others also being 

grown. The mineral resources are known to be extensive, 

but they have been insufficiently exploited, and a poor 



system of transportation has hampered the growth of in

dustry. The handicraft industry and light industries such 

as cotton, paper, silk spinning and weaving are the leading 

exports. The main ports are also the leading cities of 

China. 

History 

. Since the second millennium B.C. a fairly uniform 

culture has spread over all of China. The earliest re

corded dynasty was the Shang Dynasty of 1523 to 1027 B.C., 

although there is a legendary dynasty that preceded. The 

dynasties continued for many centuries ending in 1912, A 

summary of the dynasties reveals the following pattern of 

events: after a dynasty has been established, its popu

larity begins to wane and revolution or invasion cause it 
i 

to be destroyed. Following a period of disorganization 

and anarchy, a new form of rule is established and a new 

dynasty rises. The cycle then repeats. 

Prom the fourteenth to the middle of the nineteenth 

centuries China was involved with an anti-foreign policy 

that seriously limited trade and travel with other coun

tries. This policy was somewhat relaxed in 1834 and China 

began to have open trade with European countries. The Open 

Door policy that was promoted by Great Britain and the 

United States provided equal access to China's trade; this 
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was ignored by some foreign countries and China was divided 

into separate zones of influence. 

After 1950, the Communist regime was secure in 

China and after the Korean War, China emerged as a diplo

matic power in Asia. Political upheaval has been prevalent 

in China for a number of years, but there seems to be lit

tle question that the large population and abundant 

resources have made China a major world power. 

Architecture and Art 

One of the best known examples of Chinese archi

tecture is the Great Wall of China. This structure was 

constructed during the Ming Dynasty (1368 - 1644 A.D.) and 

is about 1,500 miles long. It averages twenty-five feet in 

height and is fifteen to thirty feet thick at its base, 

sloping to twelve feet at the top. Although it was built 

to prevent attacks from the north, several successful in

vasions of China demonstrated that the Great Wall had 

little military value. 

During the important Han Dynasty (202 B.C. -

220 A.D.) the typical Chinese roof line was developed. 

This graceful, over-hanging roof with upturned eaves some

times appears in several tiers. The roof, which is placed 

on four columns, is highly decorated with painting, carving 

and glazed tile. It was during this same period that the 

standard ground plan was also developed. This plan 



consists of an enclosed garden and court laid out in a 

planned scheme of ponds, pavilions and vegetation; a dis

tinctive complex style soon to become an art form in 

itself. Since the nineteenth century the Chinese have 

adopted the European form of architecture and the buildings 

of the twentieth century tend to imitate the massive•struc

tures seen in other parts of the world. Only in the 

detailing around the window frames and doors can the tra

ditional features of Chinese architecture still be seen. 

The art of China dates to the earliest antiquity of 

the civilization and is largely known from the pottery, 

bronze, bone and jade works that have been excavated. The 

advent of the Buddhist religion brought an art of a differ

ent character and the human figure, which had been used 

only rarely prior to this time, became most important. 

This Buddhist sculpture flourished in China for nearly six 

hundred years. 

Chinese painting has not followed the Western pat

tern of perspective, rather, it is a representation of 

things in line and silhouette. There is practically no 

attempt to represent light and shade in this style. 

Around the eighth century landscape painting began to 

flourish and this was done with a wire-like brush that 

enabled the artist to paint every minute detail of a tree 

or other natural figure. 
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Throughout the history of Chinese painting the one 

characteristic that has predominated is the masterful hand

ling of the brushstroke. This mastery of brushwork was 

directly related to calligraphy, traditionally held in high 

esteem by the Chinese as an art form. 

Drama and Literature 

The oldest written records of the current form of 

Chinese writing dates from about 1400 B.C., but the estab

lishment of the dramatic literature did not take place 

until about the thirteenth century A.D. The Chinese plays 

are generally sentimental and the actors, who were exclu

sively male until the nineteenth century, are trained from 

early childhood. These actors are schooled in the mimicry, 

singing, dancing and acrobatics which comprise the play. 

There is no curtain used in the Chinese theater and the few 

props are purely symbolic. 

The literature of China was written on bamboo 

strips and silk prior to the invention of paper. Chinese 

poetry is very short and quiet in manner; the poems usually 

suggest a scene or mood rather than describing it in de

tail. Many varieties of prose have been written in China 

with the histories of the dynasties dating from the first 

century B.C. being among some of the most accurate ever 

written. 



After about 1911, the writers began to advocate 

writing in a vernacular style rather than in the literary 

style of earlier periods. A change in Chinese education 

from preoccupation with classic literature to more scien

tific subjects has reduced the literary skills. The use 

of characters instead of an alphabet has persisted how

ever, in order to make it possible for the people Who 

speak so many different languages to communicate with one 

another. 

Chinese Music 

The third millenium B.C. is the period in history 

that some writers agree (Malm 1967, Chao-Mei-po 1934) was 

the beginning of the Chinese musical system. It was during 

this period that a legendary emperor sent one of his people 

to the western mountains to cut bamboo pipes from which the 

fundamental pitches of music could be derived. The impor

tance of this fundamental pitch was reflected in the fact 

that the emperor felt the success of his rule depended on 

the accuracy of this pitch which was called huang-chung. 

The System of Lus 

The Chinese have selected a system of musical no

tation based on twelve pitches which are called lus. The 
11 

origin of the lus is somewhat clouded, but several Chinese 



historians (Malm 1967* Van Aalst 1964 and Wiant 19^5) seem 
II 

to agree that the lus came about by order of the Emperor 

Huang Ti nearly three thousand years before Christ. The 

legend is that a certain Ling Lung was sent to the hills 

to cut a piece of bamboo that had been growing for eleven 

months and was nine inches from joint to joint. It is 

believed that the system was developed by adding and sub

tracting one-third of the pipe to achieve different 

pitches, until the octave had been reached. Although the 

scale and pitch structure of Chinese music has undergone 

many changes during its history, at least one historian 

(Kuttner 1964, p. 122) believes that two features always 

predominated: (l) the tonal system was always based on 

"Pythagorean" intonation (a circle of twelve perfect 

fifths subdividing the octave into twelve semitones); 

(2) out of the total of twelve available tones only five 

were selected to build scales and modes. 
11 

The lus were classified as to strong or weak, 

positive or negative, male or female, or in Chinese 
II 

terminology: ying or yang., The lus were further divided 

so that the even numbered pipes were considered as yang 

while the uneven numbered pipes were considered as ying. 

A further comparison (Van Aalst 1964, p. 8) indicates that 
11 

the lus were also related to the twelve months and the 

twelve Chinese hours. 
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Each of the pipes was given a namej the first pipe 

being called huang-chung, or "yellow bell." The exact 

pitch of this pipe is not known, however, the oldest ex

tant tone-producing set of twelve bells, which was made of 

bronze not bamboo, is dated 404 B.C. (Wiant 1965* P. 135). 

Wiant goes on to say that the Chinese character chung means 

bell, and therefore suggests that the original standard 

pitches were set in bronze, or some other metal, rather than 

bamboo. 

When one compares the Chinese tonal system with that 

of Western music (Van Aalst 1964, p. 12), it is found that 

the octave is higher in the Chinese system and that the per

fect fifth is the only interval that is not too sharp for 

Western ears. It is also the opinion of Van Aalst that this 

degree of sharp intonation is the reason that Chinese mUsic 

does not leave a better impression on those accustomed only 

to Western music. 

Musical Instruments 

An investigation of Chinese music reveals that the 

single tone is more important than the melody, and the tone 

is an important attribute of the material that produces it. 

In this study, the instruments are discussed in categories 

based upon the material from which they are made, rather 

than by the more conventional method of listing them by 

strings, winds and percussion. The Chinese awareness of 
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orderly systems led to the following classifications of 

instruments, based on their material construction: stone, 

metal, silk, bamboo, wood, skin, gourd and earth. The 

Chinese term for these eight sounds is ga yin. 

Stone 

The Chinese are thought (Van Aalst 1964, p. 48) to 

be the first, and perhaps the only culture to give stone a 

place in music. Jade is said to be the best stone for 

chimes, but other varieties are also used. 

The t'e-ch'ing is shaped somewhat like a carpen

ter 's square and is hung from a frame. This single flat 

stone is used in Confucian ceremonies at the end of each 

verse. The pien-ch'ing is composed of sixteen stones 

similar in shape to the t'e-ch'ing and pitched to the 

twelve lus, plus the first four of the next octave. The 
ii 

only stone wind instruments of importance, the yu-ti and 

the yu-hsiao, are both flutes similar to the ordinary flute 

of bamboo; the only difference being that they are made of 

marble. 

Metal 

The metal instruments of Chinese mu3ic are com

prised primarily of bells, with a few exceptions. These 

bells are usually highly ornate with Buddhist phrases, 

designs or characters and are in a variety of shapes and 
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sizes. Bells are used mainly for religious purposes and 

are found at the door of every Buddhist temple. 

A large bell that was made to be used with a large 

drum is the yung-chung. The drum was used to signal the 

beginning of a hymn and the yung-chung announced the end. 

This bell is no longer in use, though it is to be seen in 

the temples. The po-chung is a single bell suspended from 

a frame and when it is sounded, it is answered by the 

t'e-ch'ing. There is a po-chung for each of the twelve lu 

tones and it is struck with a wooden hammer to give the 

pitch at the beginning of each verse in the Confucian cere

monies. 

The pien-chung is composed of sixteen bells hung 

in a frame and is made on the same principle as the 

plen-ch'ing. The music, pitch and notation of these two 

instruments are the same and they are always (Van Aalst 

1964, p. 55) played together; the bell-chime sounds and the 

stone-chime answers. 

The lo is a gong that can be any size; it is hung 

in a frame and struck with a beater. There are many 

general uses for this instrument, such as to frighten away 

evil spirits, announce visitors, signal the army to retreat 

and in the Buddhist temple it is used to call the attention 

of the sleeping gods. The yun-lo is a set of ten small 

gongs suspended in a frame, each being the same diameter 



but of various thicknesses. The pitches of these instru

ments vary a great deal and no two yun-los are apt to 

agree. They are played rather at random in the music (Van 

Aalst 1964, p. 58) without regard for the melody of the 

other musicians. 

The cymbals used in China are called jjo and are 

made the same as those used in Western music. Their use 

is primarily to sound a rapid succession of notes in the 

theater music, this makes it very difficult to hear the 

words of the actors. 

Silk 

There are a great variety of Chinese instruments 

which use silk strings. These are the oldest known instru

ments of China and some are mentioned in the earliest 

recorded writings of that country. The ch'in is one of the 

most ancient instruments of China and one of the most im

portant. The ch!in has been described by some authors as 

a zither and by others as a lute (Wiant 1965, p. l4o). 

According to Wiant, neither of these is entirely correct, 

for the following reasons; the lute description is in

accurate because the ch!in is not shaped like a lute nor is 

it played in the same position; the word zither usually 

refers to an instrument having steel strings, which the 

chfin does not. 
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The ch^in had five strings originally but those in 

use today have seven. The notational system of this in

strument is extremely complicated and very explicit. For 

example, one character or combinations of several abbrevi

ated characters, may indicate which hand to use, which 

finger, which string to pluck and in which direction, and 

of course, the pitch (Wiant 1965* P* 1^2). The oldest 

known melodies for the ch'in date from the T'ang period, 

but the oldest handbooks on the instrument are dated in 

the Ming period. 

An instrument that is very similar to the ch'in is 

the se. It had fifty strings originally, but the number 

has varied from twenty-seven to twenty-three, to nineteen 

and now is twenty-five. The se is primarily used at im

perial and religious ceremonies. The notational principle 

is the same as for the ch'in, but the characters are 

doubled, since the se always plays two notes at once. When 

properly tuned, the se has a range of five octaves and it 

is tuned by the use of a movable bridge for each of the 

strings. The tseng is a form of the S£ that is smaller and 

has only fourteen strings. 

One of the instruments used to accompany ballads, 

and frequently played by blind musicians who learn the 

music by rote, is the p'ip'a. This is a pear-shaped, lute

like instrument that has four strings stretched over a 



fretted finger-board. The p'ip1 a is used in connection 

with the flute in some of the Chinese music and is also 

played by the professional troubadours in the south of 

China. There is no special notation for this instrument 

and it takes a great deal of dexterity to play since 

there is nearly always a tremolo in the strumming tech

nique. 

The san-hsien, forerunner of the Japanese shamisen 

(Figure 8), is a long-neck, unfretted, three-string instru

ment that is a favorite of the ballad singers. It is round 

in sliape and is covered with snake skin. It is sometimes 

played with the fingers and at other times with a plectrum. 

There are two bowed instruments that are of impor

tance; they are the hu-ch1in and the erh-hsien (Figure 6), 

sometimes called erh-hu. The first is a four-string, 

violin-like instrument that is played with the bow passing 

between the strings. Except for the bowing skill, it is a 

comparatively easy instrument to play and is very popular 

(Van Aalst 1964, p. 67) in Peking. The erh-hsien is a two-

string, violin-like instrument that is seen with some 

frequency in China. Both the hu-ch1in and the erh-hsien 

are found in various sizes and shapes and the bodies are 

made from several different materials. 
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The yang-ch1in is a Chinese version of a dulcimer 

and has sixteen pairs of strings stretched over a rectang

ular sounding-board. The strings are struck with two 

light pieces of bamboo producing a very pleasant and light 

sound. The yang-ch1in is used to accompany songs and is 

heard as a part of the accompaniment for the Chinese 

operas, 

Bamboo 

Nearly all of the instruments in the bamboo cate

gory are some variety of flute. One of the oldest of these 

instruments is the p'ai-hsiao, which is not unlike the pipes 

of Pan. The p'ai-hsiao is a set of sixteen tubes of bamboo 

that are held together in a frame which is usually highly 

ornate. The pitches are the same as those of the stone 

chimes and bells mentioned, earlier; that is, the twelve 

lus and the next four notes in the scale. The instrument 

is heard as a part of the Confucian ceremonies. 
ii 

The yueh is a short flute having three holes and 

it is an end-blown instrument. It was used originally by 

dancers to indicate specific movements. Still another end-

blown flute is the hsiao. This flute has five holes on the 

top and one on the bottom and it is played as a part of 

the ritual music of the Confucian temple. These flutes 



were sometimes made of jade or some other such material to 

avoid the effect of temperature change. 

The flute that is most common in China is the 

ti-tzu. This is a transverse flute having six finger holes 

and wrapped with waxed silk. There is one hole in the in

strument that is covered with a small piece of thin rice 

paper and, when the ti-tzu is played, this adds a gentle 

buzzing sound to the tone. Some feel that the ti-tzu is 

indispensable to the Chinese orchestra since it is used in 

virtually every genre of Chinese music. There are other 

transverse and end-blown flutes that are not as commonly 

used as those already mentioned. Some of these flutes are 

more decorative than musical and are used in various kinds 

of ritualistic music. 

There are two double-reed instruments in the bamboo 

category: the kuan-tzu and the so-na. The former is used 

primarily in funeral and wedding processions and has a 

rather coarse tone. The latter is one of the most common 

instruments of China and is also one that is difficult for 

Western ears to become accustomed to^ The so-na is a 

wooden pipe fitted with a copper bell and has seven finger 

holes plus one for the left thumb. This instrument is used 

in some of the music for the Chinese operas that will be 

described in a later part of this chapter. 
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W ood 

The Instruments of wood are indefinite in pitch 

and are played as rhythm instruments. One of the most 
it 

uniquely shaped of the wood category is the yu, which is 

a crouching tiger resting on a rectangular box. This 

tiger has a serrated back bone that the player scrapes 

with a piece of bamboo. The ̂ ru is used at the end of cer

tain Confucian melodies to signify the end. 

The p'ai-pan Is a Chinese version of the castanets. 

The instrument is made from two small pieces of wood tied 

together with silk cord, and upon which a third piece of 

wood is struck to maintain the tempo. A more recent ver

sion of the castanets Is the shou-pan, which consists of 

two pieces of wood similar to the p'ai-pan; it has the 

words of a hymn engraved on it and is played by each of 

the six singers in the Confucian ceremonies. As each word 

is sung, the shou-pan is slapped against the palm of the 

hand. 
II 

The mu-yu is shaped very much like a skull, is 

painted red and is made from a hollow piece of wood. This 

instrument is in various sizes and is used by the priest 

to mark time in the recitation of prayers... 

Skin 

The various drums of China are classified as skin 

Instruments, since the vibrating medium is the tanned skin 
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of some animal. Unlike the drums to be described in the 

Japanese section of "this study, the Chinese drums do not 

have their skins held on with ropes, but have them nailed 

to the sides of the drum. 

The chin-ku is a large drum, usually about five 

feet in diameter. It is found suspended in the eastern 

pagoda of the Confucian temple and corresponds to the 

large bell that is hung in the western pagoda. 

The pang-ku is a small drum with a diameter of 

about six inches. It sits on a tripod and is chiefly used 

in secular music. One of the more interesting forms of 

drum is the t'ao-ku. This drum has a handle passing 

through the body. Fastened to the sides of the drum are 

two balls which strike the heads when the instrument is 

twirled about. 

Gourd 

There is only one important instrument in this 

category and that is the sheng (Figure 7). The sheng is 

a gourd having a bowl-shaped wind-chest with seventeen 

bamboo pipes of varying lengths inserted in the gourd. As 

the player blows into the mouthpiece, the air passes 

through the pipes and thus produces a series of tones. 
« 

The shape of the instrument is said to symbolize the 

Phoenix bird. The principal music of"the sheng is -that of 



Figure 7. Sheng 
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harmony to support a melody, but it too is capable of 

playing a melody. The Japanese counterpart of the sheng 

is the sho. 

Earth 

The hsuan can best be described as a clay ocarina. 

It is made of clay and has six finger holes with which to 

change the pitch. The shape is said (Chao-Mei-po 193^, 

p. 33) to have been suggested by that of a chicken or 

goose egg. At the apex of the hsuan there is a large hole 

for the player to blow into, and the sides are ornamented 

with designs of dragons, clouds and Chinese characters. 

Music Genres and Performance Practices 

The music for the various rituals in China is 

primarily linked to the worship of Confucius. Buddhism 

and the music of the courts have a ritualistic character 

also, but it has been pointed out (Van Aalst 1964, p. 25) 

that there is a great deal of similarity in the various 

ceremonies. Each of the ceremonies is very strictly or

ganized and regulated; there is a specific number of 

dancers, musicians, movements, properties and even words. 

For the purposes of this study, only the music will be 

discussed; the description of the temple and the other de

tails of the ceremonies will be omitted. 
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The two most Important rituals are held at the 

spring and autumnal equinoxes and nearly every large city in 

China has a temple dedicated to the memory of Confucius in 

which these memorials take place. The procession into the 

temple is accomplished with much dignity and pomp and ac

companied by a group of musicians, dancers and flag 

bearers„ When the Emperor or his deputy arrives in the 

temple, there is a period of silence before the leader of 

the musicians signals the beginning of the ceremony. 

The ceremony progresses with the singing of certain 

hymns, dances, and of course, the ritualistic movements of 

the imperial representative. The dance movements are very 

dignified and reserved. The dancers hold a long feather 

in one hand and a short stick in the other; originally they 

held a three-holed flute in place of the stick, but in 

modern times the flute is held and played by the musicians, 

not by the dancers. The other instruments used in the 

accompaniment of the hymn have been described in the sec

tion on musical instruments and included in this group 

are the pien-chung, yu3 p'ai-hslao, hsuan and the ch'in. 

The stringed instruments are not always played in the 

ceremonies due to the lack of qualified performers. In 

one description of the ceremony (Wiant 1965, p. 122), it 

is pointed out that some of the instruments are very much 

in evidence and are seen in their traditional places, but 



are seldom playedo The absence of the sound of some in

struments does not distract from the performance since all 

of the melodic instruments play the same melody. 

The hymn is sung by two groups of three singers 

who stand on opposite sides of the temple and face each 

other* The music of the Confucian memorials is monosyl

labic, similar to most of the ancient types of plain chant, 

and it is performed at a rather slow tempo in order to 

place the maximum importance on each notec All of the 

tones originally belonged to a pentatonic scale that was 
ii 

based on the proper lu for the moon0 This is a further 

indication of the highly organized nature of the entire 

ceremony. 

The Buddhist monks can be heard chanting their 

sacred books in many places in China,, These chants are 

pitched very low and have a rather short melody-that is 

frequently repeated for hours at a time while the monks 

circle a statue of Buddha reciting page after page of the 

sutra, or sacred books. Accompaniment for these chants is 

provided primarily by rhythm instruments and rarely is 

there any use of melodic instruments0 

Chinese Opera 

The dominant form of opera in China today is the 

Peking opera or ching hsi. While there are perhaps three 

hundred different forms of opera, these forms are found to 



be theatricals of folk drama that have only a regional sig

nificance. Another form is the more professional variety 

.that is named for the city from which it originated. The 

different styles of opera vary from one location to another 

based upon text, tonal systems, musical structure, voice 

quality and accompaniment. For example, in Peking the voice 

quality is rather nasal and is in falsetto, while in Canton 

the quality is low and open-throated. The yang ch'ln, or 

dulcimer, is a rather subtle accompanying instrument for 

the Canton singing. 

The characteristic style of music in the Chinese 

opera is the aria. There are two approaches to the aria, 

the lian ch'u and the ban ch'iang. The first is used in 

the oldest forms of opera and is based on a selection of 

short pieces that are appropriate to the mood of the opera. 

ban ch1iang uses stereotyped melodies that are subject 

to variation, depending on the dramatic situation. Rhythm 

is very important to the variation and, in some of the 

locales, the accompaniment for this type of aria is only 

by percussion instruments. In most of the modern Chinese 

operas these two styles are combined. Examples of the 

Peking opera aria form can be heard in "Ruse of the Empty 

City," which demonstrates the short phrases and continuous 

accompaniment by instruments as well as a heterophonic 

style of composition. 
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The strength of Peking opera is said (Malm 1967* 

p. 122) to be in the fact that it combines features from 

many regional styles and therefore, offers variety in 

sights and sounds0 The voice quality in Peking opera de

pends on the character being portrayed; the heroes use a 

raspy, open-throated sound, while the heroines use a high 

thin tone* 

Instrumentation of the opera orchestras of Peking 

varies with the mood of the scene being portrayed. For 

the military or battle entrances there is a dominance of 

percussion instruments, particularly gongs, drums and 

cymbals; in the more domestic scenes the accompaniment is 

played by a time-beater and the bowed lute, or hu ch'in„ 

The pang-ku is a small drum used to keep the rhythm of the 

music. It has a sharp, penetrating sound and is the in

strument that is played by the leader of the ensemble. 

The hu ch'in comes in various sizes; the size most often 

used in Peking opera is the smaller two-string variety. 

This instrument is usually played in ensemble with the 

yueh sh1in, p'ip'a and the san hsien, all of which were 

described earlier as a part of the category of instruments 

using silk strings. To the actors and singers are added 

the colorful costumed dancers and acrobats to complete the 

visual beauty of Jbhe Chinese opera. 
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Closely related to the Chinese opera is the puppet-

theater. This type of musical endeavor makes use of the 

opera instruments to accompany the narrator. In addition 

to these two theater genres there are two forms of narra

tive music: tan tz'u and ta ku tz!u. The first of these 

is by one performer who accompanies himself on the p'ip'a, 

and the second is performed by a singer who plays a small 

drum while being accompanied by a san hsien. The narra

tive tradition has been dated as early as the tenth century 

(Malm 1967, P. 126) and still has a place in the music of 

modern China„ 

Resource Materials 

The study of Chinese music can be enhanced by addi

tional reading from the list of selected books and articles 

which follows. A variety of recordings and fllme is listed 

for classroom use. Since the number of films is somewhat 

limited, the teacher should plan to order them well in ad

vance of the date of presentation,, The survey of the eight 

elementary music series revealed that some of the grade 

level books in each series included song material for use 

in the study of Chinese music. 

Books and Articles 

Burling, Judith. Chinese Art. New York: Studio 
Publications, 1953. 
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Chang, Ch'i-yun. The Essence of Chinese Culture. 
Taipei: China News Press, 1957* 

Chao, Mei-po. The Yellow Bell. A History of the 
Music of China„ Baldwin, Maryland: 1934• 

Feuerwerker, Albert. Modern China. Englewood 
Cliffs, New Jersey: Prentice-Hall, 1964. 

Gulik, Ro H. V. The Lore of the Chinese Lute. 
Tokyo: Sophia University Press, 1940. 

• H'si K'ang and His Poetical Essay on the 
Lute. Tokyo: Sophia University Press, 
1941. 

Hinton, Harold C. Major Topics on China and Japan; 
A Handbook for Teachers. New York: insti
tute of Pacific Relations, 1957. 

Hsieh, Chiao-min. China: Ageless Land and Count
less People. Princeton, N. J.: Van 
foostrand, 1967. 

Hu, Ch'ang-tu. China: Its People, Its Society, 
Its Culture. New Haven: HRAF Press, i960. 

Kuttner, Fritz A. "The Music of China." Ethno-
musicology, Volume VIII, May 1964. 

Levis, John H. Foundations of Chinese Musical Art. 
New York: Paragon Book Reprint" 1954. 

Lin, Yutang. The Chinese History of Art. New 
York: Putnam Sons, 1967. 

Malm, William P. Music Cultures of the Pacific, 
the Near East and Asia. Englewood Cliffs, 
New Jersey: Prentice-Hall, Inc., 1967. 

Pian, Rulan Chao. Song Dynasty. Cambridge: 
Harvard University Press, 1967. 

Scott, A. C. An Introduction to the Chinese 
Theater. Singapore: D. More Company, 
T9581 

Sickerman, Laurence C. and Alexander Soper. The 
Art and Architecture of China. Baltimore, 
Maryland: Penguin Books, I960. 

1 



70 

Tooze, Ruth and Beatrice P. Krone. Literature and < 
Music as Resources for Social Studies. 
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CHAPTER 4 

JAPAN 

Before studying the music of Japan it is desirable 

for the reader to have an overview of the geography, his

tory, literature and certain art traditions of that 

country. In the following pages is a summary of the 

extra-musical points that should be considered before a 

closer examination of the music itself. 

The people of Japan are mainly descendants of 

various immigrants from Asia, with Indonesian, Mongolian 

and Malayan mixture. The principal religion is Shinto with 

Buddhism being the next most important. The influence of 

these two religions on each other has affected the music 

and will be discussed later in this chapter. It will also 

be noted that the Chinese culture has influenced the liter

ature, music, art and religion of Japan. 

There are nine years of education required in 

Japan - six years of elementary school and three, years of 

secondary education - with English being a requirement in 

all high schools. A recent survey indicates that there 

are 317 colleges and universities and 3&9 junior colleges 

in Japan. 
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Geography and Economy 

The Japanese Islands occupy an archipelago off the 

east coast of Asia which is approximately 142,000 square 

miles in area and contains nearly 1,000 islands. The four 

largest islands are the most important, with Honshu being 

the most populated and having the capital city of Tokyo. 

Japan is in the North Pacific separated from the Soviet 

Union and Korea by the Sea of Japan and from China by the 

East China Sea. 

There are mountains covering approximately two-

thirds of Japan's surface hampering transportation and 

limiting the amount of usable land. Less than twenty per

cent of the land is"cultivated and on the arable sections 

the density of population is one of the highest in the 

world. There is a large range of mountains crossing the 

island of Honshu. This range which extends from the Sea of 

Japan on the west to the Pacific Ocean on the east, con

tains a group of dormant or extinct volcanoes including the 

famous Fujiama, which rises 12,388 feet. 

Although only a small portion of the land is ara

ble, farmers constitute nearly forty percent of the 

population. The main crops are rice, Which occupies more 

than half of the arable land, and other cereals. Mulberry 

trees for feeding silkworms and livestock are also on the 

cultivated land. 
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Japan is one of Asia's most industrialized nations 

with iron and steel products being the most important. 

Machinery, precision instruments, fertilizers, ceramics, 

wood-products and fisheries are also major industries,, 

Japan leads the world in shipbuilding, especially in the 

construction of large tankers and bulk carriers, and is 

second in automobile production The products of iron and 

steel are among the most important exports of Japan along 

with electronic equipment and toys. The United States is 

Japan's primary customer, taking nearly 30 percent of all 

its exports. 

History 

Goldron (1968, p„ 77) states that the history of 

Japan can be conveniently divided into four general periods,, 

The earliest of these periods is based largely on legend 

because the actual reliable records date back only to about 

400 AcConsequently, the events leading to the founding 

of the Japanese Empire are somewhat unclear. The second, 

or Classical period dates from about 522 A.D0 to 1603 A.D. 

During this time, Japan was beginning to establish certain 

theater and musical traditions that still exist. The third 

period was when Japan was dominated by the feudal system 

and virtually all contact with the other parts of the world 

was severed. The merchant class was dominant during this 

period, and its oppression of the peasants caused occasional 



uprisings. The last of the four periods, the Meiji Restor

ation of 1868, saw the return of imperial rule and a 

deliberate attempt to make contact with the Western world. 

Commodore Matthew C. Perry opened Japan to Western 

trade in 1884. The new rulers of the Meiji Restoration 

strove to strengthen their country by adopting many of the 

techniques of Western countries. Feudalism was abolished 

after the Restoration, and with strong leadership, Japan 

became a modern industrial nation and a military power. An 

alliance with Great Britain in 1902 and Japan's victory in 

the Russo-Japanese War of 1904-5 brought Japan recognition 

as a world power. 

Japan's surrender and occupation by the United 

States after World War II brought many changes. In a new 

constitution adopted in 1947> the Japanese people renounced 

the right to wage war; the Emperor was acknowledged as 

hereditary symbol of the nation, but gave up claims to 

divinity. There was a notable rise in the economy, edu

cation laws were improved and industry flourished. The 

Japanese granted suffrage to women and the voting age was 

set at twenty. 

Architecture and Art 

The architecture of Japan has been influenced by 

the Chinese Buddhist religion since the sixth century. 

Wood has been the favorite material of Japanese buildings 



from the beginning and it has been vised to support the roof 

by means of interior columns, as well as the thin walls. 

The framing of the buildings is almost entirely comprised 

of uprights and horizontals, with little use of the diag

onals. A distinctly Japanese style of architecture was not 

developed until the Classical period. 

During the thirteenth century there was a renewed 

interest in Chinese architecture and by the fourteenth cen

tury Buddhist architecture tended toward eclecticism and an 

emphasis on rich sculptural adornments. From the twelfth 

to fourteenth century, small groups of buildings were cov

ered by a single roof; this became the standard of domestic 

architecture and it remains so today. The typical dwelling 

of the upper-class Japanese is refined and simple having 

walls of wood panelling or frames of rice paper. The merg

ing of the indoor and outdoor atmosphere by landscaping 

with sand rocks and pebbles has been important to Japanese 

architecture for centuries. 

Japanese art traditions were based on the teachings 

of the Buddhist priests who came from China and Korea dur

ing the sixth century, and it was not until the eighth 

century that a Japanese art tradition was established. 

Water colors are used on a very thin paper in this Japanese 

style. The paintings of the late Classical period were 

characterized by the reappearance of the same figure or per

son in a rather narrative form of art. In this genre of 



painting, the man is the most important form of nature, 

while in Chinese art, man was the least important. During 

this period, when Japan was ruled by the military, the de

mands were for pictures of leaders, warriors and priests, 

and the emphasis turned to the depicting of more motion and 

realism than in earlier works. After a return to the Chi

nese influence, the Japanese art turned to the style of the 

Dutch prints and wood block prints, which were an influence 

on several Western painters. In the twentieth century the 

Japanese art has been influenced by Western oil painting 

techniques. 

Drama and Literature 

The two principal genres of Japanese theater art 

were the noh and kabuki. The music of these two art forms 

will be discussed in some detail in a later part of this 

chapter. The noh dramas were originated in the Buddhist 

and Shinto festivals, and are the only art forms of Japan 

that were not influenced by China. The use of wooden masks, 

a minimum of scenery and involved symbolism make the under

standing of the production very difficult unless one has a 

previous knowledge of the story. 

The kabuki theater is different from the noh in 

that it is an exaggeration of the action rather than an 

understatement. 
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Japanese literature reached its first high point 

during the Classical period. Prior to this, the written 

language of Japan was based on the adaption of Chinese 

ideographs and certain ancient records of poems and stories 

were written in this system, after having been preserved 

orally. It was the simplification of the adapted, Chinese 

system that led to the classic development of Japanese lit

erature. The Classical era of the 12th century was followed 

by the period that is sometimes referred to as the dark age 

of Japanese letters. In spite of this appellation, the 

dramatic arts and several important literary products were 

developed. 

The period from 1603 to about i860 saw a return to 

the ancient classics and the development of a standard 

written language. The early nineteenth century was also a 

time when there was a return to the Confucian teachings and 

an interest in a free verse form of poetry. The early form 

of poetry was characterized by a five line stanza with al

ternate lines of five and seven syllables. The literature, 

like the other arts, was affected by the opening of Japan 

to the Western world, and some of the authors of Japan have 

been translated into English. 

Haiku is one of the important literary genres of 

Japan. This form of poetry has been practiced in Japan for 

centuries and literally millions of Japanese are writing it 

today. The ideal method of learning just what a haiku is, 



would be to read a great many in the original Japanese; 

but since this is not possible for most Americans, the only 

substitute is to read them in translations0 

For the reader who does not translate Japanese, 

Haiku in English by Harold Henderson (19&7) an excellent 

point of departure,. In this book, Henderson (1967, p0 1*0 

offers the following analysis of the external characteris

tics of classical Japanese haiku: (l) it consists of 

seventeen Japanese syllables in groups of five, seven and 

five; (2) contains at least some reference to nature (other 

than human nature); (3) refers to a particular event (it is 

not a generalization); (4) presents that event as happening 

now, not in the past0 It must be noted that the English 

version of haiku cannot be entirely faithful to these pre

viously mentioned rules, if only because of the difference 

in the languageso As pointed out by Henderson (1967, 

p* 29), the strict Japanese form is simply inapplicable to 

English. 

There is a growing tendency to approximate a five-

seven-five syllable form, but so far no experienced poet or 

editor has advocated an absolutely strict adherence to this 

system. Another point with respect to the form of haiku 

has to do with rhyme. There is no rhyme in classical 

Japanese haiku and there seems to be a consensus (Henderson 

1967, p. 3*0 against it in the English versions. 
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The type of haiku recommended for beginning writers 

is a simple description of some aroused emotion0 The fol

lowing is an example of this by V. Lie (Henderson 1967, 

Po 56): 

Squatting motionless 
the sun-tanned child and the toad 
stare at each other0 

Beginners in haiku should not bother about special 

techniques, but should adhere to fundamentals„ Henderson's 

advice (1967* p. 52) is, "be simple, be direct, and above 

all, be natural®11 For the reader interested in further 

consideration of haiku, it is suggested that Haiku in 

English be used as a guide. 

Japanese Music 

The following is a summary of the theoretical basis 

of the music of Japan. No attempt will be made to discuss 

all of the unique aspects of the music; rather, the presen

tation will be limited to that which is appropriate for 

general classroom use. The instruments and the most sig

nificant musical genre will be treated in the next section 

of this chaptero 

Japanese music and instruments represent a highly 

eclectic art form, having been borrowed from nearly all of 

the neighboring cultures. There was no indigenous Japanese 

music of importance until about the middle of the fifth cen

tury, and it was not until the sixteenth century that there 



81 

was any secular music; prior to that time the music was 

based on the Buddhist arid Shinto festivals and services. 

The early secular music consisted of songs accompanied by 

the shamisen or the koto. 

The scale that is most frequently used in Japanese 

music is pentatonicj there are three basic modes based on 

this scale and they may be represented approximately by the 

following notation: 

—f —O n r\ 
(fn v* w 

Hirajoshi mode 

p 

-e Cf « W O o -| 

Kumoijoshi mode 

'/ — -A-

A p w f\ rs O 
44)—̂  

•Iwato mode 
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The hirajoshi is the most important of these three modes 

and the interval of a fourth is the one most frequently 

used. Nearly all of the music is in duple meter, but the 

use of independent rhythms sometimes obscures the basic 

pattern to the ears of the Western listener. 

Musical Instruments 

The musical instruments of Japan will be divided 

into the string, wind and percussion groups and will be dis

cussed in terms of their uses. It will be noticed that some 

of the instruments will be used only in specific genres 

while others -will be standard in various ensembles. 

String Instruments 

The string instruments of most importance are the 

shamisen, koto and biwa. Each of these is discussed in 

some detail with respect to the particular music played and 

its structure. The so and wagon are also mentioned as being 

similar to the koto. 

Shamisen. The shamisen (Figure 8) is a three-

stringed, lute-like instrument similar to the Western banjo, 

except that it has no frets on the fingerboard. The three 

strings are of different thicknesses and are struck or 

plucked with a variety of plectrums according to the genre 

of music which is being played. The shamisen is the instru

ment of Japanese music which has the greatest variety of 
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Figure 8. Shamlsen 
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uses as it is the backbone of the kabuki theater music, it 

is a fixture in most homes, and it is a vehicle for a con

siderable amount of folk music0 

The tone of the shamisen is its most characteristic 

aspecto It can be heard as a rather sweet resonant tone, a 

drum-like snap, or in the low register, a twangy hum not 

unlike the jew's-harp. According to.Malm .(1959, P» 186), 

since the earliest shamisen performers were biwa players, 

they tried to imitate the stronger vibrations of the biwa 

by using the heavier plectrum and strings. There is no 

fixed pitch for the shamisen; since this Instrument is used 

primarily to accompany vocal music, the players adjust the 

pitch according to the music of that moment. 

The right hand technique for playing the shamisen 

varies from one genre to another. In some styles there is 

no plectrum used, and in others, the fingers are used to 

strike the body of the instrument while the plectrum is 

striking the string. There is a slight trailing sound 

produced by the shamisen that is a characteristic of the 

playing technique. This trailing sound is called a sawari 

and is described (Kishibe 1966, p. 47) as being indispensa

ble to the art of shamisen playing. 

Koto. The koto (Figure 9) is a thirteen-string, 

zither-type instrument having a body about six feet in 

length. The koto, like the shamisen, had its origin in 
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Kitsure 9. Koto 
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China and is to be seen in many Japanese homes (Malm 1959* 

p. 177). The art of koto playing was restricted by a 

strong guild, which prohibited the teaching of the art to 

women or to blind men. The irony, of this situation, as 

pointed out by Malm (1959* p. 167), is that koto playing 

was originally developed by women, and further, that the 

only remaining 16th century style koto players are women. 

There is only a fraction of the original koto music 

remembered today and the popular style of modern koto play

ing is said (Malm 1959* P. ̂ 5) to have been developed by a 

student. It was also during the seventeenth century that 

the koto was placed in an ensemble with the shamisen for 

the purpose of accompanying the dance. This style of play

ing was based primarily on instruments, rather than the 

vocal art form. The Yamada, or vocal art form and the in

strumental form with the shamisen are the two remaining 

styles of koto playing. 

The tuning of the koto is based on the placement of 

the bridge for each of the strings. There are many timings 

in usej some of them are used for only one song and others 

are used for several compositions. The koto players use a 

variety of techniques when playing the instrument including: 

upstrokes, glissandos and tremolos. Pitches can be changed 

by pushing down on the strings with the left hand, while the 

right hand plucks the strings with three ivory picks affixed 

to the thumb, first, and middle fingers. 
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Attempts have been made to combine the koto with 

the Western orchestra, and the seventeen string variety has 

proven useful in forming new ensembles which encourage fur

ther changes in the style of playingo Some feel (Malm 

1959* P« 183) that the modern koto composers are the most 

forward looking musicians in Japan. 

The wagon is a six-stringed, zither-type instrument 

that resembles the koto only it is slightly smaller. It is 

claimed (Malm 1959* P» 44) that this is one of the few in

digenous instruments of Japan, though it resembles certain 

Korean instruments. The wagon is heard in ensembles for 

some Shinto ceremonies and in some of the court ensembles. 

The so has thirteen strings and is a forerunner to 

the koto. It is played only on the open strings and is 

used to mark certain sections of court music performances. 

Biwa. The blwa (Figure 10) is a four-stringed, 

lute-like instrument which is seen in various sizes and 

shapes. The instrument is played with several different 

types of plectrums, depending on the style of the music. 

Although the origin of the biwa is somewhat uncertain, it 

is generally believed (Malm 1959, p; 134) that the instru

ment came from China sometime during the Classical period. 

It was considered an important social grace to be able to 

play the biwa. 
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Figure 10, Bixva and plectrum 
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During the ancient times, the biwa was used as an 

instrument in the court ensembles and later as an accom

panying instrument for the Buddhist chants. 

In the early biwa playing the voice and instrument 

were always heard separately, but in the modern form, the 

two are heard at the same time. It should also be noted 

that the biwa is still very much in use in Japan as the 

narrative style continues to exist along with the more 

modern forms. 

Wind Instruments 

Shakuhachi. The shakuhachi is an end-blown flute 

of bamboo, having four holes on the front to be played with 

the fingers and one on the back which is played with the 

thumb. Like many of the other Japanese instruments the 

shakuhachi is of Chinese origin. It is believed (Kishibe 

1966, p. 52) that the Buddhist priests used the shakuhachi 

for their mendicant travels and that later, just prior to 

the Meiji Restoration, the musicians were using the instru

ment in ensembles with the koto and shamisen. There are 

still performances on the shakuhachi in modern Japan, 

although it is a soft speaking instrument which is more 

appropriate for the salon or private home than for the 

concert stage. 

One of the characteristics of the shakuhachi per

formance is the grace note that occurs at the end of each 



breath phrase0 The correct execution of these graces is 

the mark of a competent performance. The tone of the in

strument varies from a very soft reedy sound to a rather 

metallic forte. 

Side-blovm flutes. The kagura-bue, take-bue, yoko-

bue and koma-bue are all side-blovm or transverse flutes 

that are made from bamboo stalk. The kagura-bue is an in

strument used in the Shinto music and is for that reason, 

tuned to the same notes as the wagon. It is also an in

strument that is used in the gagaku ensemble with the 

yoko-bue and the koma-bue. The yoko-bue, sometimes called 

ryuteki, is a seven-holed instrument of Chinese origin and 

it is the largest of the gagaku flutes. The koma-bue is a 

six-holed flute originating in Korea, and it is the small

est of the side-blown flutes. The notation of the flutes 

is similar to that of the hichiriki, and their melodic line 

is usually a slight variation on that of the hichiriki0 

Nohkan. The nohkan is a transverse flute that is 

played as a member of the ensemble accompanying the noh 

dramas. In a later part of this study the noh drama will 

be discussed. The nohkan is played with a great deal of 

ceremony and the position of the player as well as the 

movements in bringing the instrument to his lips, are all a 

part of the traditional method of-playing. A study of the 

instrument (Berger, 1965) reveals that a special process of 



smoking the bamboo has preserved some of the instruments 

for as long as four hundred years. 

Hichiriki. The hichiriki is a double-reed instru

ment having nine finger holes. It is a short instrument 

that has a rather nasal tone resembling the oboe. The 

hichiriki appears in all types of gagaku music and is a 

part of the Shinto musical ensemble. It comes in various 

sizes, has two holes on the bottom side and seven on the 

front. With these holes and different air pressure on the 

reed it is possible to produce scale divisions smaller than 

a semi-tone. The classic method of learning to play the 

hichiriki involves learning the entire repertory by solfege 

before playing any of the songs on the instrument. 

Sho.. The sho is a set of reed pipes set in a wind-

chest which is shaped like a bowl. The player blows into 

the bowl and, by using his fingers to close certain holes 

in the reeds, he is able to produce a chord. The Chinese 

sheng is the predecessor to the sho. The arrangement of 

the pipes is as much aesthetic as practical. The seventeen 

pipes are arranged in a way that is symmetrical and will 

also allow the players to produce the necessary notes. As 

the player blows into the wind chest a certain amount of 

moisture accumulates and, as a result, the instrument will 

not function properly. To eliminate this problem, the 

player must have a small fire-box, called a hibachi, at his 



side, over which the player rotates the bowl of the sho in 

order to dry it out. The primary function of the sho is 

to play harmony, although it does play a melody in some 

vocal forms of music. 

Percussion Instruments 

Drumso The drums used in Japanese music are very 

important to the performance in terms of their visual sig

nificance as well as the musical. The o-daiko is a large 

barrel-shaped drum having two heads» The player uses two 

sticks which make it possible for him to play on one head 

at a time, or on both heads. This drum is seen in both the 

Shinto and Buddhist ceremonials. 

The taiko is a smaller drum than the o-daiko and it 

has two heads which are held together by means of a rope. 

It too is played with two sticks, but on only one Of the 

heads at a time. The taiko is a flat barrel-shaped instru

ment that is placed on the floor stand while being played. 

The tone depends on the skill used in affixing the ropes 

and one of the characteristic sounds of this drum is caused 

by the player striking the drum and leaving the stick on 

the head of the drum. This movement of the players is an 

important aspect of taiko playing since they don't use 

their wrists, as Western drummers, but move their forearm 
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with a rather stiff motion. The taiko is a standard in

strument in the Shinto ensemble, the noh ensemble and the 

court music. 

Another of the large drums used in the gagaku 

ensemble is the da-daiko, which is a barrel-shaped instru

ment. The principal role of this instrument is to provide 

a beat pattern for dancers. The da-daiko is so large that 

it does not produce a very musical sound, but the appear

ance of this larg^ instrument enhances the visual aspect of 

the performance. 

In addition to the taiko, the ko-tsuzumi and the 

o-tsuzumi are drums found in the noh theater. The ko-

tsuzumi (Figure 11) is the smallest of the drums and, like 

the Western violin, the wood from which it is made is very 

important to the tone. This drum is hourglass-shaped and 

is held on the right shoulder while being played. There 

are five basic sounds of tho ko-tsuzumi which are created 

by altering the tension of the ropes holding the head in 

place. This tension is altered at certain points in the 

music to change the pitch and timbre of the drum. The 

o-tsuzumi is a slightly larger hourglass-shaped drum that 

is held on the player's left knee and struck with his right 

hand. 

Two other drums frequently seen in Japanese en

sembles are the uchiwa-daiko and the kakko. The 
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Figure 11, Ko-tsuzumi 
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uchiwa-daiko is a fan-shaped drum having one head which is 

stretched over a metal ring. The uchiwa-daiko is struck 

with a stick and is used to gather sinners to repent by the 

evangelistic Buddhist priests0 The kakko is a two-headed 

drum that is played.by the leader of the gagaku ensemble. 

Other percussion instruments„ The following in-, 

struments are characteristic of various genres of Japanese 

music, but do not belong to the drum group. The shaku-

byoshl is a set of two sticks that are struck together 

making a sound very much like that of castanets. These 

sticks are used to provide the beat and tempo for the 

singers in Shinto and gagaku music„ The suza is a set of 

jingle-bells that is fastened to a stick and carried by the 

dancers in Shinto performances„ 

There are two gongs of importance in Japanese 

music, the shoko and the atari-gane. The shoko is a 

bronze gong that is used to mark the sections of the music 

by means of a single stroke that is played on the first 

pulse of the measure. The atari-gane is a small brass gong 

that is sometimes heard in the Shinto ensemble. 

In the Buddhist ceremonies there are several per

cussion instruments of Importance. The han is a large 

wooden board which is struck with a wooden hammer to mark 
*r 

certain periods in the day for the Buddhist priests. To 

mark the hours in the day, the Buddhists use a large bell 



called an o-gane. This bell is hung in the temple and 

struck with a long pole that is suspended from the ceiling 

The priests are called to the temple by the sounding of 

another large bell called a derisho. This bell is struck 

with a hammer rather than a clapper inside the bell. 

The different parts of the Buddhist service are 

marked by the sounding of several instruments, including 

the kei and the kin. The kei is a rather exotic-shaped 

chime and the kin is a bowl-shaped bell which is seen in 

various sizes. 

The mokugyo is a wooden percussion instrument 

known in Western music as a temple block. This is used 

as an ostinato over which the Buddhist chants are heard. 

Music Genres and Performance Practices 

In the following sections of this study is a dis

cussion of Shinto, Buddhist, gagaku, noh and kabuki music 

as representative of the music genres of Japan. In this 

section the uses of the instruments which have just been 

described will be pointed out. 

Shinto Music 

Shinto is the indigenous religion of Japan. Since 

there is a considerable mingling of Shinto and Buddhist 

religions, it should be noted that the music of the two 

doctrines has also been mixed. Today the Shinto religion 



97 

is still active in Japan and it is particularly involved 

with matters pertaining to blessing and purifying. There 

are thousands of small Shinto shrines and temples through

out Japan; and there is hardly a new building site that 

has not been kept sacred by the ceremonial square that is 

formed by four small trees, much the same as in ancient 

times. 

There are two main categories of Shinto music: 

mi-kagura and sato-kaguraj kagura being the generic name 

for Shinto music. In the first category, there are two 

types of mi-kagura: torimono, which are songs in praise 

of the gods; and saibari, which are songs intended to en

tertain the gods. It must be noted that the early forms 

of Shintoism were closely allied with the agrarian festi-
•"j 

vals and rites, and because of this, the dances, songs and 

instruments of these folk-religious rites have been pre

served as some of the most important music of Japan, namely 

the gagaku. Gagaku, or court music will be discussed in a 

subsequent part of this chapter. 

The dances of the mi-kagura are divided into those 

for the men and those for the women. The male dances are, 

like the songs, divided into those of praise and those 

meant to entertain. The latter type is full of mask and 

sword dances. White powdered faces and exotic hair styles 

are characteristic of the female dancers. The dancers, on 
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occasion, carry a suza, while the principal accompaniment 

is a trio consisting of wagon, kagura-bue and hichiriki; 

at times the trio is supplemented with various drums. All 

of the various styles, of mi-kagura are related to litera

ture, dance or some ceremony, as there is no purely 

instrumental music in the kagura style. 

The second principal kind of Shinto music is that 

sato-kagura, which is the folk or festival music. The 

seasons and other events are marked by ceremonies involving 

music; these ceremonies are called matsuri,, The ensembles 

which provide the instrumental music for these matsuri are 

called hayashi. These ensembles may be comprised of var

ious combinations of instruments; however, they are usually 

made up of three drummers, and a side-blown flute, or take-

bue. This flute is sometimes played to the left side of 

the musician1s face rather than the right as is customary 

in playing the Western flute. The drums used are the 

o-daiko and the taiko, which are on occasion joined by an 

atari-gane gong. 

It is interesting to note that the music and dance 

patterns of the kagura festivals are very repetitive, and 

it is suggested (Malm 1959# P« 50) that these dances are 

not meant to be watched continuously; rather, they should 

be casually observed, intermixed with conversation. 
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Malm further suggests that the same method is best used 

for observation of kabukl theater productions and Chinese 

opera. 

The costumes of the Shinto dancers are usually very 

exotic. They are on occasion suggesting devils with long 

un-combed hair, wearing long red robes; at other times 

they depict animals such as a lion. The costumes, music 

and dances vary throughout Japan, but the basic format of 

the festivals and ceremonies is consistent. 

Buddhist Music 

Buddhism has been entrenched in Japan since about 

the sixth century. It has been pointed out (Malm .1959* 

p. 45) that, while Western music has been based on the 

theories of ancient Greece and the Catholic church, the 

music of Japan has been based on two equally important 
u 

foundations: the Chinese system of lus, which was dis

cussed in Chapter Three of this study, and the music of 

Buddhism. Buddhism came to Japan from China and India; 

the Japanese version of the Buddhist songs is called 

wasan, and the entire art of Buddhist chanting is called 

shomyo. 

The Buddhist priests traveled all over the orient 

spreading their message, and like most evangelists, they 

found a need for music to help convey their message. The 

priests found it necessary to compose music in the language 
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of the people they were visiting in order to make their 

message intelligible. Consequently new folk songs were 

written, some of which were based on existing folk tunes 

and others based on the Buddhist wasan0 For this reason 

some Japanese folk songs still exist which have the char

acter of the shomyop 

As in Shinto music, the Buddhist sects have a 

certain amount of dance in their festivals and ceremonies. 

These religious dances were originally done with no in

strumental accompaniment and the music was provided by the 

dancers and singers. In later times, the flute, shamisen 

and drum were used to provide the accompaniment. Unlike 

the 'Shinto religious dances, the Buddhist dances are not 

divided into those for men and those for women. 

The instruments used in the performance of Buddhist 

music are primarily percussion. The priests are summoned, 

the different parts of the service divided and worshipers 

called all by means of various percussion instruments. The 

music of the noh drama has been affected along with other 

modern music of Japan by the music of the Buddhist. 

Gagaku Music 

Gagaku is the court music of Japan and is the 

oldest, as well as the most highly developed music of that 

country. Like most of the Japanese culture, gagaku had its 

origin in Asia* Since this form of music has been under 



the patronage of the courts since the sixth century, it has 

been opined (Malm 1959, P» 77) that this may be the oldest 

extant art music in the world„ 

The background of gagaku is Chinese, Korean and 

Indianj as a result of this mixture, there is a wide 

variety of musical styles and instruments used in its per

formances. It was not until the ninth century that a 

standard instrumentation was established for the gagaku 

orchestrao It is interesting to note in contrast that a 

standard instrumentation for orchestras in Europe was not 

established until several centuries later. In addition to 

the work done in standardizing the orchestra, the gagaku 

repertory was categorized into music of the left and music 

of the right. The music of the left was comprised of that 

which was of Indian and Chinese origin and was called 

togaku; the music of the right was of Korean or Manchurian 

origin and was designated komagaku. 

The wind instruments are the heart of the gagaku 

ensemble and play an analogous role to that of the strings 

in a Western orchestra,, (Malm 1959, P» 95) The dance 

music of the Japanese court is called bugaku and the accom

panying ensemble for this genre is more dependent on 

rhythm instruments than the gagaku„ In the gagaku, there 

is more use of the melodic instruments than.in bugaku, 

though the balance of the ensemble is nearly the same. 
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Nohgaku Music 

The music of the noh drama has the generic name of 

nohgaku, and while the main emphasis of this paper is 

music, it is impossible to separate the musical aspect of 

noh drama from the literature, dance and theater. It is 

the feeling of some (Kishibe 1966, pc 31)* that the noh 

theater represents the highest form of synthesis of these 

art forms. 

There were three principal precursors to the noh 

drama: sarugaku, sangaku and dengaku. The first of these 

is believed (Malm 1959* Po 106) to have been a ritual play-

that turned into a comic, popular theatrical. The inclu

sion of Chinese acrobats into this theatrical was called 

sangaku and the third influence, dengaku, was originated in 

the rice planting dances performed by the peasants. These 

dances were eventually included in the theater to relieve 

the formality of the ceremonial choreography. The texts 

were based on the restraint and allusion that characterized 

the Buddhist religion. 

Performance practices of the noh require that per

sons in the audience employ their imaginations since there 

is no scenery and there are very few properties used. The 

opened stage has no curtain and the players enter and leave 

the stage area by way of a covered passage. The elaborate 

costumes are reflected in the highly polished floor of the 
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stage and enhance the visual effect of the production,. The 

main character is the shite, around whom the entire drama 

is centered,, The next character of importance is the waki, 

and the third major role is played by the kyogen, who 

serves as the comic relief. 

The performance of the noh theater usually consists 

of five noh plays and three kyogen comedies. As a general 

rule the comedies do not use music in their performance. 

The music of the noh theater consists of solo sing

ing by the actors and chorus in unison and an ensemble of 

four musicians called a hayashi. The singing of the noh is 

called yokyoku and is derived from the style of the Bud

dhist chant. It is a simple form of melody which can be 

easily mastered by the average person, so it has become an 

important social grace as well as a part of the noh pro

duction, The singing tone of the noh performers is said 

(Malm 1959> P* 128) to have a particularly forced quality. 

Grace notes and vibrato are added to the singing and the 

pronunciation of the words is an abstraction of ancient 

style which further removes the plays from modern times. 

Rhythm is an important part, of the nohgaku; the 

basic pattern is an eight beat unit. Though this is a con

sistent pattern, it is treated with much freedom in its 

performance. The drummers of the nohgaku are held together 

in this free use of rhythm by the shouts of the leader. 
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These shouts are called kakegoe and are used to ihdicate 

the time between the flexible beats. These shouts were 

originally intended for practice purposes only, but they 

have become an integral part of the noh performance. 

One of the unique aspects of noh theater art is 

that it is a combination of several peopled thoughts. 

Each of the players interprets his own part after the text 

has been written. Several different composers contribute 

to the music. 

Kabuki Music 

The music of the kabuki theater has the generic 

name of nagauta, which is literally translated as "long 

song." In its initial stages of development, the kabuki 

music was accompanied by the noh ensemble, since the pro

ductions were basically nothing more than noh drama with a 

few regional songs added. By the eighteenth century 

nagauta had been firmly established as an element of kabuki 

and by the nineteenth century all of the nagauta forms had 

been completely developed. 

The singers of the kabuki are the performers of 

greatest importance. The method of tone production is 

somewhat similar to that described in the noh section; the 

throat remains very tense as the tone is forced into the 

upper register without resorting to falsetto. The singing 

is usually accompanied by the shamisen. The problem 
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created for the dancers by the variety of rhythms is over

come by the lead shamisen player who signals the musicians 

and dancers with calls. These calls, similar to those of 

the noh, have become an important part of the kabuki tradi

tion. 

There are three kinds of instrumental ensembles 

used in the production of the kabuki. Two of these ensem

bles are on the stage and the third is behind a bamboo 

curtain. The first of the on-stage ensembles is called a 

debayashi and is comprised of three drums and a flute, the 

same as the noh hayashi. The second ensemble includes the 

shamisen players and the singers who sit on risers at the 

rear of the stage and behind the debayashi. 

The off-stage music is designated as geza music. 

This ensemble is screened from the audience by a bamboo 

curtain through which the musicians can see the stage. 

The basic purpose of this ensemble is to set the mood for 

the on-stage performance by playing on a variety of musical 

instruments to create sound effects. For example, the 

o-daiko has been used (Malm 1963# p. 146) to symbolize rain 

fall, the ocean and battles. The instruments of the geza 

include the noh hayashi plus a bamboo flute and assorted 

percussion instruments. .The shamisen and a group of 

singers are also a part of the geza. It is to be noted 

(Malm 1959* P. 224) that the geza music is used to create 

a particular mood, place or time much like the leitmotiv 
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of Wagnerian opera. To fully appreciate the kabuki per

formance, it is necessary to have a previous knowledge of 

the intent of these musical themes. 

In his study of the nagauta, Malm (1959* P. 233) 

indicates that there is a shortage of written studies on 

kabuki theater tradition because it has been passed by rote 

from teachers to apprentices. In order to get a complete 

knowledge of these traditions, a researcher would find it 

necessary to join one of the guilds and progress through 

the music at the pace established by the head musician. 

Modern Music 

In modern Japan there is an attempt to support two 

musical cultures at one time. With the introduction of 

Western music by such people as Luther Whiting Mason and 

others, the modern Japanese schools included the Western 

music traditions in their curricula along with the music 

of Japan. Mason helped establish a teachers' college and 

form a music curriculum for the public schools that was to 

affect the Japanese musical life for generations. The in

tent of this curriculum was to combine Japanese and Western 

traditionsj however, those students who studied only the 

traditional music did not enter the teaching profession, 

therefore, only Western music was taught in the public 

schools. 
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It was not until late in the 1950's that Japanese 

traditional music was to be found in the public schools of 

Japan. Malm (19673 P« 147) indicates that a noticeable 

result of Japan's American-based music education system 

has been that Japanese children learn to sing in harmony 

rather than in the monophonic style of traditional music. 

There have been modern attempts to revive tradi

tional music and continue the growth of Western music. 

At the present time, both styles exist separately, and 

attempts to synthesize the two have been less than suc

cessful,. 

Resource Materials 

On the following pages are listed selected materials 

that might be useful to the teacher in planning and prepar

ing class presentations on the music of Japan. The books 

and articles listed are suggested for the reader who is 

interested in a more in-depth study of some particular 

aspect of Japanese culture. Recordings, films and film-

strips are also listed for the convenience of the teacher. 

The investigation of the eight elementary music series 

indicated that some of the grade level books in each of the 

series included material for use in studying Japanese music. 
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CHAPTER 5 

OCEANIA 

The islands of the Pacific are divided into three 

main groups: Polynesia, Melanesia and Micronesia. This 

chapter is devoted to a discussion of selected cultures 

within these groups of islands, to which the over-all term 

Oceania has been applied0 Some sources also include Aus

tralia and certain parts of the North Pacific in defining 

Oceania, but this study will deal only with the particular 

groups mentioned abovec 

The major portion of this chapter deals with 

Hawaii and New Zealand, while the balance is an intro

duction to several other groups of islands including New 

Guinea, Fiji, Samoa and Tongac The musical fieldwork on 

these cultures has been limited. Oral tradition is the 

principal source for the musics of Oceania, with only a 

small number of resources available for classroom use. 

The Polynesian culture is an important facet of 

American education because Hawaii is the newest of the 50 

States. It should be emphasized that the Hawaiians speak 

English and that they are citizens of the United States, 

even though their state is located some two thousand miles 

from the mainland. 

113 
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Because the literature, recordings and other ma

terials relating to Oceania are limited, this chapter does 

not follow the same format as the preceding chapters. Many 

of the instruments, dances and music genres discussed in 

the sections concerning Hawaii and New Zealand are also 

found in other Oceanic cultures. 

Hawaii 

Captain James Cook, of the British Navy, discovered 

the islands In 1778 and named them the Sandwich Islands in 

honor of the Earl of Sandwich, who was then the First Lord 

of the British Admiralty. The islands were governed for 

many years by strong Hawaiian chieftains of which Kamehameha 

IV is the most memorable. It was not until 1898 that Hawaii 

was annexed to the United States. In 1900, after Queen 

Liliuokalani had been deposed, the islands became a terri

tory. It was on August 21, 1959 that President Eisenhower 

proclaimed Hawaii the 50th state. Eight major and over 

100 smaller islands comprise what is now the last state to 

be admitted to the union. The first decade of statehood 

is being observed this year. 

The ethnic background of the Hawaiian population 

is varied and is a mixture of several cultures. Of every 

one hundred persons in the islands, about thirty-two are 

of Japanese ancestry, thirty-two are Caucasian, sixteen 
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are Hawaiian or part Hawaiian, eleven are Filipino and six 

Chinese, The Roman Catholic and Buddhist religions have 

the largest following in Hawaii. 

National defense, agriculture and tourism rank high 

in the Hawaiian economy, with sugar cane and pineapples 

being the leading crops and fishing being an important in

dustry, 

Hawaii is the home of many varieties of beautiful 

flowers which grow abundantly in a mild climate with temp

eratures ranging from about 60 to 80 degrees. They make 

possible the delightful custom of greeting guests on arriv

al and departure with flower leis. 

The language of the islands is largely English, 

but the Hawaiians freely mix the words of their native 

tongue with English, There are only twelve letters in the 

Hawaiian alphabet and every word and every syllable ends 

with a vowel. Two consonants never appear together and 

the accent is usually on the penultimate syllable. 

Hawaii is the first overseas and second non

contiguous U. S. state. It is separated from the mainland 

by the Pacific Ocean and is some 2,397 miles from San Fran

cisco or a four and one-half hour trip by jet plane. 

Musical Instruments 

The instruments used in ancient Hawaiian music are, 

in some instances, still used in contemporary performances. 



There are some older instruments that have been replaced 

with more modern instruments which may well be products of 

acculturation. For the purposes of this study, the instru

ments will be discussed in terms of the traditional 

groupings of strings, winds and percussion. Some of the 

instruments discussed in this Hawaiian section may also 

be products of some of the other islands of Oceania, in 

which case, there may be some doubt as to which culture 

should be credited with the instrument's development0 The 

'navigational skills of the Oceanic peoples and the trade 

that has been a part of their cultural background, would 

seem to indicate that there has been a considerable amount 

of exchange of ideas, as well as crops and other staples. 

String Instruments. The ukeke is the only indige

nous string instrument of Hawaii (Roberts 1967, p. 18). 

The other string instruments that are now encountered in 

Hawaiian musical performances are products of other cul

tures that have been adapted for use in Hawaiian music.. 

The ukeke is a variety of musical bow having three strings. 

The instrument is made by bending a strip of wood and 

attaching the strings to the ends, thereby allowing the 

tension of the strings to be adjusted by the elastic force 

of the woodo There are no tuning pegs used on a ukeke, 

so the pitch is determined by the length of the strings 

and the amount of tension the player puts on the string. 
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The ukeke can be classified as a zither since Its strings 

extend the length of the sounding board. There is no use 

of the fingers of the player to change the pitch while 

playing the ukeke, he simply plucks the strings in the 

preferred order for each of the songs. The strings are 

very close to the wooden bow since there is little curve 

in the stick. On some of the instruments, small bridges 

are inserted under the strings to hold them above the 

bowed stick. 

The length of the ukeke is quite varied and the 

three strings are tuned approximately to the three pitches 

of the Western tonic chord0 When playing this instrument, 

it Is placed against the lips with the mouth open to serve 

as a resonator for the tone. Though the player usually 

strikes only one string at a time, the others will vibrate 

sympathetically. 

There is evidence (Roberts 1967, p. 26) that there 

is also a two-stringed version of the ukeke on which the 

strings are tuned at the interval of a perfect fourth. 

The ukeke is used primarily to accompany songs 

which may also be used as the musical accompaniment to the 

hula, or dance. Since the ukeke player uses his mouth as 

a resonator, it is very difficult to understand the words 

to the songs when the player is accompanying himself, par

ticularly when there are no other singers. 



While the ukeke is the only indigenous Hawaiian 

string instrument, there are other instruments of the 

string category that are used in Hawaii,, One of the most 

frequently encountered is the ukulele. The ukulele is a 

lute-type instrument having a fretted fingerboard and four 

strings. The origin of the ukulele is Portugese, not 

Hawaiian, as many believe. It was introduced to the 

Hawaiian Islands in the l870's and has had increasing pop

ularity ever since. The ukulele represents a good example 

of acculturation of Hawaiian music (Malm 1967> po 1^) since 

it is of Portugese origin, has an Hawaiian name and is 

played using chords that are typical of Western music. 

The steel guitar, which is also popular in Hawaii, 

came about as a result of experimentation (Roberts 1967, 

p. 10) of a school-boy in about the year 1916. The boy 

placed a comb, and later a knife over the strings of his 

guitar in order to change the pitch as well as the tone of 

the strings. The resultant tone was intriguing and later 

the knife was replaced by the metal bar which Is now used 

in playing this instrument. A modern development has been 

the addition of electric amplification of the instrument. 

Wind Instruments. Throughout Oceania one of the 

most common wind instruments is the nose flute (Figure 12). 

In Hawaii this instrument is called the ohe hano ihu and 

is made from bamboo. There are varying lengths and 
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diameters in the nose flutes of Hawaii (Roberts 19&71 

P. 35) which have one, two or three finger holes, placed 

in different spacing from one instrument to another. 

These hand made instruments are not seen with much fre

quency in the performance of Hawaiian music today. They 

are apparently used primarily as serenading instruments 

for lovers and for the personal enjoyment of the players. 

The soft tone of the nose flute makes it an inappropriate 

instrument for accompanying dances. 

The conch is an important wind instrument found 

throughout Oceania„ The instrument is made from a large 

sea shell with a hole cut in one end to approximate a 

mouthpiece for the player. There are no holes with which 

to change the pitch; therefore, the conch is used prima

rily as a signaling or ceremonial instrument rather than 

as a purely musical instrument. The player's lips vibrate 

as he blows into the end of the shell and it produces a 

tone similar to a muffled trumpet. 

The conch and the ohe hano ihu are the only wind 

instruments found with any regularity in Hawaii (Malm 1967, 

p. 16) but there is some evidence (Roberts 1967, p. 46) 

that the jew's-harp and a set of bamboo tubes similar to 

the Pan-pipes have existed in Hawaii at some time. 

Percussion Instruments. The membranophones, or 

drums of Hawaii are found in a variety of shapes and sizes. 
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The pahu Is a wooden kettle drum that is played with the 

open hand or fist, rather than with sticks. The drum is 

made of a tree trunk which is hollowed out and serves as 

both resonator and stando The stand portion of the trunk 

is carved in a highly ornate manner0 The pahu has been 

entirely obscured by the ipu as a hula instrument (Roberts 

1967, Po 50). 

The ipu is a calabash drum consisting of two 

gourds, one smaller than the other, which are fastened 

togethero There is no vibrating membrane; the sound is 

produced by striking the calabash with the fingers or 

beating on a small pad that is placed on the ground in 

front of the player. The two calabash gourds are fastened 

end to end after they have been hollowed out; the ipu has 

a very resonant tone, appropriate for accompanying the 

hula. 

The kalaau are sticks that are used in the accom

paniment of a dance by the same name. The player-dancer 

accompanies himself by holding one large stick under his 

left arm, allowing it to project in front of him, and 

striking this stick with a smaller stick held in the right 

hand. The kalaau is used in the accompaniment of the hula 

kalaau. 

The huia iliili requires that the dancer holds in 

his hand two small stones which are called iliili. These 
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stones are used much the same way as the Spanish castanets. 

Another idiophone used in the accompaniment of the hula is 

the uliuli, which is a hollow gourd or coconut shell having 

seeds inside. The gourds are decorated with feathers which 

add to the visual effect of the hula being performed. 

The puili is a soft rattle made from bamboo. The 

instrument is about eighteen inches long and has a handle 

at one end. The other end of the bamboo tube is finely 

split into a fringe. The players sit on the ground facing 

each other and as the music progresses, the players tap 

their partner's shoulders and wrists. At some points they 

may also tap the ground in between. 

Anklets made from dog teeth which are strung to

gether serve as self-accompanying instruments when worn by 

hula dancers. The anklets accentuate the rhythms of the 

"feet. In some parts of Oceania a similar effect is accom

plished by dancers wearing blouses made from pearl sequins. 

Music Genres and Performance Practices 

Hula. The hula is the Hawaiian characteristic 

dance which is done either with or without instrumental 

accompaniment. The melodies for the hula are somewhat 

freer in movement than the oli, or chanted songs, and some 

feel (Roberts 1967$ p. 163) that the mele hula more nearly 

approach true song. The gestures and facial expressions 
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of the dancers as well as the body movements and the in

struments of accompaniment are all an integral part of the 

hula. 

The instruments used in accompaniment are sometimes 

integrated into the dance to the point that the dance would 

be incomplete without such accompaniment. The dances which 

are named for the instruments used in their accompaniment 

are examples of this trait (Kealiinohomoku 1965# P« 292). 

Some hulas take their name from animals in whic the 

dancer may try to imitate the actions of the animal, some 

take their name from the gestures used, such as the chest-

beating hula, and others take their name from the subject 

or topic of the dance or even the purpose of the dance. 

Another form of classification may come from the position 

of the dancer when performing; that is, some are standing 

hulas and others are seated. 

The hula uliuli, which is done to the accompaniment 

of the gourd rattles described earlier, is perhaps the most 

popular of the hulas seen today. It has been noted 

(Roberts 1967* p. 237) that there have been more tunes and 

meles written for the hula uliuli than any of the other 

forms. The phrases in this hula begin on the last half 

of the measure as a rule and the phrases tend to be eight 

beats long; the meter is either duple or quadruple. 
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Some of the ancient or traditional forms of the 

hula have all but died out, while more modern steps and 

accompaniments have replaced them. 

Vocal Musico The mele is a poem that is the basis 

of Hawaiian chant. To the Hawaiian, the principal charm 

of singing is in the wordsj in some instances there is a 

single word in a poem that is the key to understanding an 

entire passage. According to Roberts (1967# P» 58)> the 

statement by some writers that these mele were handed down 

from generation to generation with faultless accuracy is 

misleading and untrue. There are, in fact, several ver

sions of some of the mele, but a large number have been 

preserved with remarkable consistency. 

The expression of emotion in the Hawaiian chants 

is not supported by the melody as it is in a Western art-

song; rather, the gestures and expressions of the singer 

tend to be more expressive than the melody. The scope of 

the melodic curve is frequently limited to two or three 

tones, and in some chants, the words are monotoned. In 

addition to the mele hula which was discussed earlier, 

there is a variety of chant called oli, which is similar 

to a recitative. 

The oli requires special training and a deep res

onant voice for its proper performance, as well as the 

ability to sustain a note almost indefinitely. The rhythm 
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of the oli is based upon the rhythm of speech and the mo

notonous effect of the melody line further points out the 

difference that was mentioned in the discussion of the 

melodies used with the hula. 

The modern versions of olis are very much like the 

older versions, except that they are based on modern lan

guage. These modern olis are further evidence (Roberts 

1967> P. 153) of the fidelity of a culture to its ances

tors, even when so much acculturation has taken place. 

The Hawaiian state song is "Hawaii Ponoi" composed 

by Henry Berger, a Captain in the King's Royal Hawaiian 

Band in the latter part of the nineteenth century. The 

song which is probably best known in connection with Hawaii 

is "Aloha Oe" (Farewell to Thee) composed by the last 

Hawaiian Queen - Liliuokalani. 

New Zealand 

New Zealand is located in the South Pacific, about 

twelve hundred miles southeast of Australia, and it is a 

sovereign state within the commonwealth of British Nations. 

The two main islands are North Island and South Island; in 

addition to these, there are two other principal islands 

and several small outlying islands. Though Australia is 

only a short distance away, there has been little influence 

on New Zealand and the people of New Zealand have developed 

their own cultural institutions. McLeod indicates further, 



126 

(1968, p. 2) that New Zealand has not been significantly-

influenced by, nor has it influenced cultures that surround 

it. 

North Island is the home of the vast majority of 

the Polynesian natives who are called Maoris. The popula

tion of New Zealand is mostly European, with Maoris making 

up the largest minority group. The European majority does 

not entirely accept the notion that the Maoris are a separ

ate culture, although some of the folk arts are recognized 

as being distinctively Maori. It has been only a little 

over one hundred years since the white New Zealanders came 

to these islands, but in that time, the Maoris have passed 

from being the majority to the minority on the islands that 

they discovered and colonized. 

The remainder of this section devoted to New 

Zealand concerns only the music and related cultural con

siderations of the Maoris, since the white New Zealanders 

are steeped in the traditions of Western arts and culture. 

It should be mentioned however, that in New Zealand there 

are symphony orchestras, opera companies and the other 

usual musical activities that one would expect to find in 

any European country. The modern artists, writers and 

architects are also working in the style and media of 

their European counterparts. 
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Maori Culture and Music 

The Maoris, according to the 1962 census, numbered 

a little over five percent of the population of New Zea

land, and their concentration is in the north and east of 

North Island; only about four percent live in the South 

Island. The cultural history of the Maoris is divided into 

two parts: that which occurred before the European occupa

tion of the nineteenth century, and the time since the 

occupation and resultant changes imposed by the Europeans. 

Most of the adult Maoris speak the Maori language, 

but it.is not recognized as an important language in the 

schools, and is designated as a foreign language at the 

University of Auckland in New Zealand,, The Maoris use 

their native language in their ceremonies and in conversa

tion, and it is also the language of songs and speeches. 

The written language of the Maoris is nearly ex

tinct since much of the literature and poetry was passed 

on by oral tradition and little was recorded. It has been 

noted (McLeod 1968, p. 282) that there is little differ

ence between the prose and poetry of the Maoris, until it 

is recited; then the rhythm suggests the meter and phrase 

divisions. There are no newspapers or columns that are 

printed in the Maori language and only one weekly news 

broadcast in this language. 
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The native art of the Maoris is based on the an

cient traditions of woodcarving and weaving„ The Maori 

woodcarver still holds an honored position in the community 

and his skills have always been in demand for the decora

tion of dwellings and dances0 Common elements of the 

woodcarving are spirals, human-like figures called tikis, 

a variety of animals and certain patterns which repeatc 

The human figure is represented in both natural and very 

grotesque shapes, sometimes having only three or four fin

gers on the hands. Weaving and decoration of fabric have 

remained Maori handicrafts of high quality. 

The music of the Maoris is based on a style of 

heightened speech that is between speech and song. It is 

difficult to notate this music and one often finds tones 

that do not fit within the tempered twelve tones of the 

Western scale. One of the best known dance traditions of 

Polynesia is the haka (Malm 1967, p. 12) which is the dance 

of New Zealand that is accompanied by their heightened 

speech style of music. 

Waiata is the generic name for the songs; chants 

are referred to as patere. These patere are of particular 

importance to the Maoris as they usually deal with the 

history of the tribe or some personal genealogy; such 

chants appear throughout Oceania. The pitch levels of 

these chants are usually within the compass of a step and 
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a half, with the intervals sometimes being microtones. 

These chants are more important as an aid in remembering 

the words than for their musical qualities, since they are 

about genealogy and tribal history. In addition to these 

chants are the tau and pioi, which are ceremonial and vic

tory songs respectively. 

The musical instruments of the Maoris are, as one 

might expect, quite rustic. Prior to the European occupa

tion there were no stringed instruments and the wind and 

percussion instruments in existence were usually made from 

bone, wood or stone. The nose flute is an instrument that 

is common throughout Oceania. In New Zealand it is called 

a ngura. Another common wind instrument is the conch shell 

which is sometimes fitted with a wooden mouthpiece. The 

pahu is classified (Phillips 1966, p. 159) as a gong, but 

it is made from wood. This instrument is canoe-shaped, 

hollow in the center and can be heard as many as twenty 

miles away. 

There are other percussion effects used in the 

traditional Maori music such as body slapping and foot 

stamping. Wooden drums and those covered with skin heads 

are also used in the accompaniment of the dances and songs. 

Other Oceanic Cultures 

This section of the study is designed primarily to 

acquaint the reader with some of the other cultures of the 



Pacific and is not an in-depth study of their music. As 

mentioned earlier, there is a dearth of research material 

on this aspect of music, unless the researcher can travel 

to these various islands and study the musics as they are 

performed by the natives. 

Although there are thousands of islands in the area 

known as Oceania, there has for centuries been extensive 

inter-island travel and communication. Many of the customs 

of a particular island may have been influenced by another 

island hundreds of miles away. It should be noted that the 

musical instruments, dance styles and other performance 

genres may not be unique to a particular island, but may be 

encountered in various areas. The nose flute, ukulele and 

the hourglass-shaped drum are examples of this exchange. 

New Guinea 

The island of New Guinea is a part of the island 

group called Melanesia. New Guinea is the largest of the 

group of islands which also includes the Fijis, Solomons, 

New Hebrides, New Caledonia and the Bismarck Archipelago. 

New Guinea is over 300,000 square miles in size and is 

located directly north of Australia. 

The inhabitants of New Guinea are of various races 

and mixed culture including Papuans, Pygmies and Negroid 

Melanesians. The island is one of the least explored in 
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the world, but the study of its music (Malm 1967* p. 6) re

veals a vast range of styles. Vocal music predominates in 

New Guinea and it is usually accompanied by an hourglass-

shaped drum0 Antiphonal and responsorial are the most 

frequently encountered singing styles. The unison and the 

octave are the predominant intervals. 

There are a variety of musical instruments in New 

Guinea, many of them being made of bamboo or wood. The 

bamboo trumpet, for example, is a tube with a small hole 

in the end against which the player buzzes his lips to pro

duce the tone. The bamboo jew's-harp and the nose flute 

are also seen in the performance of music in New Guinea, 

as well as various shapes of wooden slit-gongs. 

Fiji Islands 

One of the most important British possessions in 

the Pacific is the group of islands in Melanesia called 

the Fijis. Of the two hundred and fifty islands in the 

group, only eighty are inhabited; and, of the more than 

350,000 population, only about forty percent are Fijians. 

There are Europeans, Chinese, Polynesians, Micronesians 

and Indians in the over 7,000 square miles of land area. 

The fertile soil of the islands yields bananas, cotton, 

pineapples, coconuts and, the major export, sugar. 

Many of the traditional skills and arts of the Fiji 

Islands have disappeared. The making of bark cloth and 
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pottery, along with canoe building, are nearly extinct as 

the Fijians become more oriented to the manners and cus

toms of the Western world. 

The music of the Fijis is primarily unaccompanied 

singing. The ukulele arid European guitar have come to Fiji 

along with some of the other traditions of Europe and sur

rounding islands of the Pacific; but, the resonant voices 

and facility of harmonization make accompaniment unneces

sary. The dance form common to these islands is called 

meke, and it is the parallel form of the Polynesian dances. 

Samoa 

Samoa is an island group in the South Pacific 

about half way between Hawaii and Australia which comprises 

ten principal islands and several uninhabited islands. The 

islands are divided into two groups: the western group is 

a United Nations trusteeship territory under New Zealand 

rule and the eastern islands are United States possessions 

and are known as American Samoa. Since 1951» the territory 

has been administered by the United States Department of 

the Interior, under a governor appointed by the President 

and approved by the United States Congress. 

American Samoa is about seventy-seven square miles 

in area, with a population of over twenty thousand on the 

seven islands. Pago Pago, which is the only good harbor in 

the territory, exports canned tuna, copra and handicrafts. 
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Some tropical fruits such as coconuts, oranges and papayas 

are grown for local consumption. Nearly all of the land 

is owned by the Polynesian natives, who are considered 

American nationals. 

The art forms, including the music, are similar to 

those found in other Oceanic cultures. The nose flute, 

conch shell and drums that are typical of Polynesia are 

also used in Samoa. 

Tonga Islands 

Another of the island groups of the South Pacific 

is Tonga. This is the only independent kingdom of Poly

nesia, even though it is under British protection. There 

are over one hundred and fifty islands in this two hundred 

and fifty square miles of the South Pacific, with a popu- ~ 

lation in excess of sixty-two thousand. Tonga is located 

about two thousand miles northeast of Australia. 

There are no large cities or factories in Tonga; it 

is mainly a small kingdom of peasant farmers who cultivate 

the land given to them by the state. The principal crops 

are bananas and copra, which are exported to New Zealand. 

Like Samoa, the music and other art forms are 

typical of what is to be found in other parts of Oceania. 

As mentioned earlier in this chapter, the instruments, 

dance forms and performance practices are similar through

out the various island cultures of the Pacific. 



134 

Resource Materials 

It should be noted that there are but a few books 

written about the music of Oceania; therefore, the majority 

of the publications listed deal primarily with the general 

aspects of the cultures„ However, many of these books have 

some portion devoted to the music of the Oceanic cultures. 

The eight elementary music series now used in American 

schools have included only a few songs from Hawaii, and 

still fewer from the other Oceanic cultures. Recordings 

and films are listed, but it should be pointed out that 

these are less readily available than those listed for 

other cultures in this study,, It is necessary, therefore, 

to order these materials well in advance of the planned 

presentation. 

Books and Articles 

Burns, Sir Alan Cuthbert. Fiji. London: H. M. 
Stationery Office, 1963o 

Cameron, William J. New Zealand. Englewood Cliffs, 
New Jerseys Prentice-Hall Inc., 1965. 

Carpenter, Frances. The Pacific; Its Lands and 
Peoples. New York: American Book Company, 
I35i: 

Clark, Thomas Blake. Paradise Limited; An Informal 
History of the Fabulous Hawaiians. New 
York:Modern Age Books, 1941. 

Cumberland, Kenneth Brailey and James W. Fox. New 
Zealand, A Regional View. Christchurch, 
N. Z0i WEitcombe and Tombs, 1959« 
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Daws, Gavan. Shoal of Time; A History of the 
Hawaiian Islands. New York: Macmillan, 
19bti. 

Day, Arthur Grove. Hawaii and Its People. New 
• York: Due11, Sloan and Pearce, 1955. 

Firth, Raymond William. Art and Life in New 
Guinea. London: The Studio Limited, 
I5357" • • • 

Grame, Theodore C. "Bamboo Music: A New Approach 
to Organology," Ethnomusicology, Vol. VI, 
No. 1, January, 1962. 

Grattan, Clinton Hartley. The Southwest Pacific 
Since 1900: A Modern History. Ann Arbor: 
University of Michigan Press, 1963» 

Hausman, Ruth L. Hawaii: Music in Its History. 
Rutland, Vermont: Charles E. Tuttle 
Company, 1968. 

Haywood, Charles. Folk Songs of the World. New 
York: The John Day Company, 19bb, 

Kealiinohomoku, Joan Wheeler. "Dance and Self 
Accompaniment," Ethnomusicology, Vol. IX, 
No. 3j September, 19fc>5. 

Keesing, Felix Maxwell. Modern Samoa; Its Govern
ment and Changing Life. Stanford, 
California! University of Stanford Press, 
1934. 

. Field Guide to Oceania. Washington: 
National Academy of Sciences, National 
Research Council, 1959. 

Kelly, John M. Folk Songs Hawaii Sings. Rutland, 
Vermont: Charles E. Tuttle Company,. 1963. 

Malm, William P. Music Cultures of the Pacific, the 
Near East and Asia. Englewood Cliffs,N.J.: 
Prentice-Hall Inc., 1967. 

McLean, Mervyn. "Song Loss and Social Context 
Among the New Zealand Maori," Ethnomusi
cology, Vol. IX, No. 3t September 19b5„ 
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. "Cueing as a Formal Device in Maori 
Chant," Ethnomusicology, Vol. XII, No. 1, 
January 19bti0 

McLeod, A. L., editor. The Patterns of New Zea
land Culture. Ithaca, No Y.: Cornell 
University Press, i960. 

Phillips, W.'J. Maori Life and Customs. Welling
ton: A. H. and A. W. Reed, 19b6. 

Reid, John Carvie. A Book of New Zealand. 
Aukland: Collins Company, 1964. 

Roberts, Helen H. Ancient Hawaiian Music. New 
York: Dover Publications, 1957. 

Rose, Ronald. South Seas Magic. London: R„ 
Hale, 1959. — ~ 

Roth, George Kingsley. Fijian Way of Life. Mel
bourne: Oxford University Press, 1953. 

Suggs, Robert C„ The Island Civilizations of • 
Polynesia. New York: Mentor Book Company. 
TO 

Tooze, Ruth and Beatrice P. Krone. Literature and 
Music as Resources for SociaX"Studies.' 
Englewood Cliffs, N. J.: Prentice-Hall, 
Inc., 1955 » 

Williams, Maslyn. The Stone Age Island; New Guinea 
Today. Garden City, N.YT1 EoubTeHay, 19540 

Recordings 

Ala La 0 Pele. Waikiki Records 45-533. 

A1 A La. 49th State Record Company 45300. 

Chant, Hula and Music of Hawaii. Folkways FW 8750. 

Festival of Japanese Music in Hawaii. Folkways 
FT~8885 and 8885̂  

Festival Polynesia. Polynesia Cultural Center, 
Laie, Oahu, Hawaii. 
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Fiji Calls: Chants, Mekes and Songs. Viking 
Records W 471 

Folk Music of Our Pacific Neighbors0 Bomar 
Records Ib30-lb33» 

Kapiolani Niihau Chant. Hawaiian Record Company 
HRC liiJAo 

Kaulilua Ke Anu 0 Waialeale. Waikiki Records 
* 45-533A. 

Ma Puana Kuu Aloha. Hawaiian Record Company 
HRC 293B. 

Maori Songs. Folkways FW 4433. 

Music of Hawaii. Ala Moana SR 3 M, 7843-44. 

Music of New Guinea. Prestige International 
25013": 

Na Mele 0 Hawaii. Capitol T 1092. 

Songs and Dances of Samoa. Viking Records VP 134. 

The Music of the Orient in Hawaii. Folkways 
FW~tf7?f57 

The Columbia World Library of Folk and Primitive 
Music: New Guinea. ColumbiaMasterworks 
SL 208. 

Films 

Child of Hawaii. (14 minutes color) Distributor: 
Werrenrath Journal of Films. 

Hawaii: The Fiftieth State. (17 minutes color) 
Distributor: Encyclopedia Britannica 
Films Inc. 

Hoolanea. (20 minutes color, Hawaiian Dances) 
Distributor: Dance Films Incorporated, 
250 West 57th Street, New York, New York. 
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Ho1 Olaule 'A0 (Hawaiian Dances) Distributor: 
George W. Colburn Lab, 3nc0, 164 North 
Wacker Drive, Chicago, Illinois, 

1Ula Noweo, (Teaching Hawaiian Dance) Distributor: 
Preservation of Hawaiian Culture Committee, 
Bishop Museum, P.0o Box 6037, Honolulu, 
Hawaiio 



CHAPTER 6 

SUMMARY AND PROSPECTS FOR THE FUTURE 

The musics of Asian and Oceanic cultures can and 

should be an integral part of the education of young Ameri

cans o Study opportunities in the musics of other cultures 

can provide an interesting and rewarding experience as a 

part of the individual's over-all education in music at all 

educational levels. If a music curriculum with a broader, 

cultural base is to be developed, such an achievement must 

be initiated by music educators interested in the music of 

other cultures. Both ethnomusicologists and music educators 

have much to gain from a continuing dialogue which might 

result in appropriate pilot projects such as the dissemina

tion of ethnomusicological research already completed or the 

preparation of unpublished ethnic materials in a form suit

able for use in the schools. 

In completing the research for this source book, it 

became apparent to the writer that there is a dearth of song 

literature and other appropriate materials from the cultures 

included in this study which are available for general 

classroom use. The research for this dissertation also 
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revealed many interesting aspects of these musical cultures. 

The following paragraphs will summarize some of the most 

important points. 

The music of India is based upon a system of ragas 

and talas, which are enhanced by improvisation. Indian 

music is primarily a vocal art and the instrumental music is 

an imitation of the vocal form. 

It was also noted that the ornamentation of a melody 

is far more important to the singer than the tone quality. 

Generations of folk songs, which have never been written 

down, have only recently begun to be collected. The instru

ments of most importance in the performance of Indian music 

are the sitar, tabla, sarod, sarangi and tambura. 

The music of China is based primarily on a system 
ii 

of lus. This system, which was established nearly three 

thousand years before Christ, is derived from the selection 

of five tones from the twelve basic pitches. Orderly sys

tems are prevalent in Chinese music, history, art, 

architecture and other disciplines. This characteristic 

is carried over to the classification of the musical in

struments, which are' categorized by the material from which 

they are made, rather than from the sounds they produce or 

how they are used musically. The worship of Confucius and 

Buddha has had a strong influence on Chinese music. The 

Peking opera, with its rather nasal falsetto being the 
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distinctive quality, is the most important of the many 
* 

operatic forms found in China. Chinese culture had a strong 

influence on Japanese culture; therefore, it is advisable to 

study Chinese music before giving attention to the music of 

Japan0 

Japan's music is highly eclectic, having character

istics of nearly all of the surrounding cultures. The noh 

and kabuki theater traditions are two of the most important 

genres of Japanese music. Gagaku, or court music, is one 

of the oldest extant art musics in the world. These ancient 

art forms have had an influence on Japanese culture for cen

turies and are still performed, in spite of the strong 

influence of Western countries. 

Although Oceania encompasses thousands of islands in 

the Pacific, Hawaii and New Zealand were selected as the two 

most important Oceanic cultures for the purposes of this 

study. Navigational skills and inter-island trade brought 

about much cultural exchange in Oceania. Some musical in

struments and performance practices found in Hawaii and New 

Zealand were also a part of the musical culture of other 

islands such as Tonga, Samoa, Fiji and New Guinea. For ex

ample, the dance forms of the various islands are performed 

to a chant which places more emphasis on the gestures and 

expressions of the singers than on the melody. The nose 

flute and various drums were found to be standard instru

ments of Oceania. 
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During the compilation of this source book it became 

clear to the writer that the music industry should be en

couraged to produce more new and useable materials to 

facilitate the study of non-Western musics. Recordings, 

both vocal and instrumental materials prepared for class

room use, text books and non-Western instruments are some 

of the items that need to be supplied in greater quantity. 

It was observed, upon examination of the basic music series 

in use in American schools, that some made available a 

limited number of excellent recordings and song materials, 

while others gave little or no attention to the musics of 

non-Western cultures. Inquiry and investigation also indi

cated that much research on ethnic musics has already been 

completed; however, a large portion of it is on tape, in 

private collections and, therefore, has not found its way 

into the mainstream of music education to any-significant 

degree. 

The need for further studies in areas related to 

ethnic musics was also revealed. For example, a compilation 

of American composers1 works involving Oriental musical de

vices and influences and a listing of Oriental composers who 

have written in the style of Western and Eastern musics is 

needed. It would also be desirable to have adequate record

ings of these works. 
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Another area for professional service concerns 

existing books and audio-visual materials. An annotated 

bibliography and discography of non-Western music and re

lated areas of study would be valuable. Other source books 

are needed for cultures not considered in this study. 

The role of the music educator in the area of ethnic 

musics seems clear: he must act as a catalyst for curricu

lum expansion in his school; and, as stated earlier, he must 

become involved in the development of appropriate materials 

dealing with ethnic musics. No amount of research or publi

cation will alter the status quo if music educators are 

unprepared or unwilling to deal effectively and affectively 

with this diverse, interesting, challenging and stimulating 

area of musical experience for American youth. 
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APPENDIX A 

WORD LISTS AND INSTRUCTIONS FOR USING THE TAPE RECORDING 

Included with this study is a tape-recording which 

is intended to acquaint the reader with the correct pronun

ciation of terms and names which to him may be unfamiliar0 

There is a separate list of terms for India, China, Japan 

and Oceania. 

The following native speakers were used in the pro

duction of the tape recording: Mr. V. Dharmadhikari, 

Indian; Mrs. E. Tu, Chinese; Mr. I. Shioji, Japanese and 

Mrs. Z. Richards, Oceanic. Particular attention must be 

given to the pronunciation of the Chinese terms. Unlike 

the other languages considered here, the meaning of the word 

may change with the wrong inflection of the speaker's voice. 

The Mandarin dialect was used by Mr. Tu on this tape-

recording, The Indian and Japanese pronunciation do not 

represent a particular dialect, since these languages are 

more standardized. It is also to be noted that the pronun

ciation of Oceanic terms is fairly consistent throughout 

Oceania, even though some of the terms on the accompanying 

list are Hawaiian and some are from New Zealand. Mrs. 

Richards is a native Hawaiian. 
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The tape was recorded at 3-3/4 RPM, with Indian and 

Chinese terms on side one of the tape and Japanese and 

Oceanic terms on side two„ The continuity of the tape is 
4 

such that the number of the word is spoken, then each term 

is pronounced twice. 

The following steps are suggested as the most 

effective utilization of the pronunciation tape-recording: 

- Turn to the list of terms extracted from 
the chapter being studied. 

- Follow each word visually as you listen to 
the tape-recordingo 

- Re-wind the tape and begin again with num
ber one, listening the first time as the 
word is pronounced and pronouncing it 
aloud with the recording the second time. 

- Repeat the process as many times a3 neces
sary for complete familiarity with the 
correct pronunciation. 

The reader need not attempt to assimilate the terms 

for more than one culture at a time; each list should be 

learned separately. Frequent review, using the tape-

recording, will aid in retention. 



1. alap 

2. baya 

3. Bharata 

4. bin 

5. gamakas 

6. grama 

7. Jatis 

8. Karnatic 

9o mridanga 

10. murchanas 

11, nada 

12o nagasuram 

13. Natya Sastra 

14. raga 

15. rasa 

16. Rig-Veda 

17. sarangi 

18• sarinda 

19* sarod 

20. shahnai 

21. sitar 

22. sruti 

23. s'ruti 

24. svara 

Indian Terms 



25. tabla 

26. tala 

27. tambura 

28. vina 

Indian Terms—Continued 



Chinese Terms 

lo ban ch'lang 

2. Chao-Mel-po 

3© ch'ln 

4. ching hsi 

5. chln-ku 

6. chung 

7. ch'u-p'ai 

80 erh-hslen 

9. erh-hu 

10. Han 

11. halao 

12. huang-chung 

13. hu-ch'in 

14. hsuan 

15. kuan-tzu 

16. lian-ch'u 

17. Ling Lung 

18. lo 
ii 

19. lu 

20. Ming 
ii 

21. mu-yu 

22. p'ai-hsiao 

23. p'ai-pan 

24. pang-ku 



Chinese Terms—Continued 

25. pa yin 

26a pien-eh'ing 

27o pien-chung 

280 p'ip'a 

29. po 

30. po-chung 

31o san-hsien 

32. se 

33. Shang 

34. sheng 

35o shou-pan 

360 so-na 

37« ta ku tz'u 

380 T'ang 

39. tan tz'u 

40o t'ao-ku 

41. t'e-ch'ing 

42. ti 

43. ti-tzu 

44. tseng 

45. yang 

46. yang ch1in 

47. ying 

48. yu 



Chinese Terms—Continued 

49® yueh 

50. yueh-ch1in 

51 „ yii-hsiao 

52. yung-chung 

53o yun-lo 

54. yu-ti 



Japanese Terms 

1. atari-gane 

2. blv/a 

3. bugaku 

4. bushi 

5. da-daiko 

6. debayashi 

7. dengaku 

8. densho 

9. gagaku 

10. geza 

11• haiku 

12. han 

13. hayashi 

14. Heike 

15. hibachi 

16. hichiriki 

17. hirajoshi 

18 • iwato 

19* kabuki 

20. kagura 

21. kagura-bue 

22. kakegoe 

23. kakko 

24. katarimono 



25. kei 

26. kin 

27« koma-bue 

28. komagaku 

29. kumoijoshi 

30. koto 

31 • ko-tsuzum± 

32. kumiuta 

33. kyogen 

34. matsuri 

35. Meiji 

36. mi-kagura 

37. mokugyo 

38. moso-biwa 

39. nagauta 

40. noh 

41. nohgaku 

42. nohkan 

43. o-daiko 

44. o-gane 

45. o-tsuzumi 

46. roei 

47. ryuteki 

48. saibari 

Japanese Terms—Continued 
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Japanese Terms—Continued 

49. samurai 

50. sangaku 

51. sarugaku 

52. sato-kagura 

53• sawari 

54. shakubyoshi 

55. shakuhachl 

56. shamisen 

57• shite 

580 sho 

59 o shogunate 

60. shoko 

61. shomyo 

62. so 

63. sutras 

64. suza 

65. taiko 

66. take-bue 

67» togaku 

68. torimono 

69» Tsukushi 

70. tsuri-daiko 

71. uchiwa-daiko 

72. wagon 



Japanese Terms—Continued 

73. waki 

7^« wasan 

75. yokyoku 

76. yoko-bue 
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Oceanic Terms 

lo "Aloha Oe" 

2. "E Piki E Rata" (New Zealand) 

3# haka (New Zealand) 

4. Hawaii 

5» Hawaii Ponoi 

6. "Heeia" 

7o hula 

8. iliili 

9. ipu 

10. kalaau 

11. lei 

12. luau 

13* Maori (New Zealand) 

14. meke 

15« mele 

16. "Nani Wale Na Hala" 

17. ngura (New Zealand) 

18. ohe hano ihu 

19. oli 

20. pahu 

21. Papuan (New Zealand) 

22. patere (New Zealand) 

23. pioi (New Zealand) 

24. poi 



Oceanic Terms—Continued 

25. puili 

260 tau (New Zealand) 

27. tiki 

28. ukeke 

29. ukulele 

30. uliuli 

31# waiata (New Zealand) 



APPENDIX B 

RESOURCE ADDRESSES 

The following are suggested as additional sources 

of information and materials: 

American Society for Eastern Arts 
405 Sansome Street 
San Francisco, California 94111 

Asia Society 
112 East 64th Street 
New York, New York 

Bishop Museum 
P. 0. Box 6037 
Honolulu, Hawaii 96818 

China Books and Periodicals 
2929 24th Street 
San Francisco, California 94110 

Chinese Consulate General 
557 Montgomery Street 
San Francisco, California 

or 

1250 6th Avenue 
New York, New York 

Dance Films Inc. 
130 West 37th Street 
New York, New York 

Educational Services 
University of Washington Press 
Seattle, Washington 98105 
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Indian Consulate General 
215 Market Street 
San Francisco, California 

or 

3 East 64th Street 
New York, New York 

Indiana University 
Archives of Traditional Music 
013 Maxwell Hall 
Indiana University 
Blooming ton, Indiana 47401 

Institute of Ethnomusicologjr 
University of California 
405 Hilgard Avenue 
Los Angeles, California 90024 

Japanese Consulate General 
Post and Laguna 
San Francisco, California 

or 

235 East 42nd Street 
New York, New York 

Japanese Publications Trading Co., Inc. 
1255 Howard Street 
San Francisco, California 

Lyric Sales, Inc. 
2807 West Pico Blvdo 
Los Angeles, California 90006 

New Zealand Consulate General 
153 Kearny Street 
San Francisco, California 

or 

630 5th Avenue 
New York, New York 



Society for Ethnomusicology 
Wesleyan University 
Middletown, Connecticut 

University of Hawaii 
Music Department 
2411 Dole Street 
Honolulu, Hawaii 96822 



APPENDIX C 

BASIC MUSIC SERIES USED IN AMERICAN SCHOOLS 

The following eight music series used in American 

elementary schools were examined to determine the number of 

teaching materials included in these series from the cul

tures comprising this study,, 

Berg, Richard, et al. Music for Young Americans, 
Cincinnati: American Book Company, 1966. 

Boardman, Eunice, et al. Exploring Music. New 
York: Holt, Rinehart and Winston, 1966. 

Ernst, Karl D., et al. Birchard Music Series. 
Evanston: Summy-Birchard, 19b2. 

Landeck, Beatrice, et al. Making Music Your Own. 
Park Ridge, 111.: Silver Burdett, 1965V 

Leonhard, Charles, et al. Discovering Music 
Together. Chicago: Follett Publishing 
Company, 1966. 

Sur, William R., et al. This Is Music. Boston: 
Allyn and Bacon, 1957. 

Watters, Lorrain E., et al. The Magic of Music. 
Boston: Ginn and Company, 1965. 

Wilson, Harry R., et al. Growing With Music. 
Englewood Cliffs, N. J.: Prentice-Hall, 
1966. 
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Books 

Chao, Mei-po. The Yellow Bell, A History of the Music of 
China. "Baldwin, Maryland: 1934. 

Choate, Robert A. Documentary Report of the Tanglewood 
Symposium, Washington, D. C,: Music Educators 
National Conference, 1968. 

Danielou, Alain, Northern Indian Music0 London: Shiva 
Shara, C. Johnson, 1949# 

Fox-Strangeways, Arthur H. The Music of Hindustan. Ox
ford: Clarendon Press, 19637 

Goldron, Romain. Ancient and Oriental Music. Stuttman, 
Inc., Distributed byDoubleday, 19bti. 

Henderson, Harold G. Haiku in English. Tokyo and Rutland, 
Vermont: Charles E. Tuttie Company, 1967« 

Joshi, Baburao. Understanding Indian Music. Bombay: Asia 
Publishing House, 1953. 

Kaufmann, Walter H, Musical Notations of the Orient. 
- -Bloomington, Indiana: Indiana University Press, 

1967. 

. The Ragas of North India. Bloomington, Indiana: 
Indiana University Press, 1968. 

Kishibe, Shigeo. The Traditional Music of Japan. Tokyo: 
Society for International CulturaT Relations, 
1966. 

Malm, William P. Japanese Music and Musical Instruments. 
> Rutland, Vermont: Charles E." Tuttle Company, 1959. 

• Nagauta: The Heart of Kabuki Music. Rutland, 
Vermont: Charles E. TuFtle Company, 1963. 
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Malm, William P. Music Cultures of the Pacific, the Near 
East and Asia. Englewood Cliffs, New Jersey: 
Prentice-Hall, Inc., 1967. 

McLeod, A. L., editor. The Patterns of New Zealand Cul
ture, Ithaca, New York: Cornell University 
Press, 19680 

Murphy, Judith and George Sullivan. Music in American 
Societyo Washington, D0 C«: " Music Educators 
National Conference, 1968. 

Phillips, W. J. Maori Life and Customs. Wellington: 
. A« Ho and A. W. Reed, 19&£>. 

Roberts, Helen H. Ancient Hawaiian Music. New York: 
Dover Publications, 1967. 

Rosenthal, Ethel. The Story of Indian Music and Its In
struments. London: W. Reeves 

Van, Aalst, Jc Chinese Music. New York: Paragon Company, 
1964 o 

Wiant, Bliss. The Music of China» Hong Kong: Chung Chi 
Publications, 19657 

Periodicals 

Berger, Donald Paul. "The Nohkan: Its Construction and 
Music," Ethnomusicology, Vol. IX, No. 3t Septem
ber, 19 65~0 : 

o "Ethnomusicology Past and Presento" Music Edu
cators Journal, Vol0 54, No0 3* March, 19657 

Britton, Allen P. "Research in the United States," 
Journal of Research in Music Education, Vol. 17, 
No. 1, Spring, i960. 

Callaway, Frank. "The Seventh International Conference of 
the I.S.M.E." Music Educators Journal, Vol0 53* No, 
5, January, 1967"̂  

Jones, Trevor. "The Ethnomusicologist1s Role in Music 
Education." Music Educators Journal, Vol. 49, 
No. 2, November-December, 1962ii 
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. "Music In Inter-Cultural Education," Music 
Educators Journal, Vol. 51* No. 4, February-March, 
T965~. 

Kealiinohomoku, Joan Wheeler. "Dance and Self Accompani
ment," Ethnomusicology, Vol. IX, No. 3» Septem
ber, 19̂ 5̂  

Kraus, Egon. "The Contribution of Music Education to the 
Understanding of Foreign Cultures," Music Educators 
Journal, Vol. 53* No. 5, January, 19WTI 

Kuttner, Fritz A. "The Music of China," Ethnomusicology, 
Vol. VIII, No. 3, November, 1964. 

Vatsyayan, Kapila. "Notes on the Relationship of Music 
and Dance in India," Ethnomusicology, Vol. VII, 
No. 1, January, 1963. 

Wersen, Louis G. "Tanglewood: A Charge to Music Educa
tors," Music Educators Journal, Vol. 54, No. 3, 
November, 1967T 



PLEASE NOTE: 

Appendix "Pronounciation 
Tape Recording" available 
for consultation at Uni
versity of Arizona Library. 
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