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Some Notable Features of Pygmy and Bushmen Polyphonic Practice, with Special Reference to Survivals of Traditional Vocal Polyphony in Europe

(Expanded version of paper to be published in The Proceedings of the Fourth International Symposium on Traditional Polyphony, ed. Rusudan Tsurtsumia and Joseph Jordania,Tbilisi, Georgia.)
Dr. Victor A. Grauer

Abstract

Research conducted by ethnomusicologist Joseph Jordania suggests a strong correlation between the presence of traditional vocal polyphony in Europe and traces of an archaic pre-Indoeuropean culture, surviving largely in isolated refuge areas scattered throughout the continent. A remarkably similar pattern can apparently be found in Africa, where various Pygmy and Bushmen groups have maintained some of the world’s most complex polyphonic vocal traditions in isolated forest or desert regions scattered throughout central and southern Africa. In recent years, moreover, very specific evidence has emerged, strongly supporting original suspicions that the two African populations could share a common root, both musical and genetic, among some of humankind’s earliest ancestors, possibly dating to some point prior to the hypothetical “Out of Africa” migration. In the light of this new evidence, I examine specific features of both Pygmy/Bushmen style and certain European polyphonic traditions for possible signs of deep historical links, as suggested by the Out of Africa model.

 ----------------------------------------------------------------------------------------------
This essay was prompted by two recent experiences that on the surface might seem totally unrelated: a detailed re-examination and analysis on my part of certain basic characteristics of Pygmy and Bushmen vocal polyphony; and my reading of Joseph Jordania’s new book, Who Asked the First Question (Jordania 2006), which contains the most complete and authoritative survey of traditional European vocal polyphony I have ever encountered. 

My re-examination of Pygmy and Bushmen music was undertaken partly in response to the claim, by ethnomusicologists Susanne Fürniss and Emmanuelle Olivier, that the two traditions actually represented “radically opposed” musical “conceptions,” a surprising conclusion I found difficult to understand. After a thorough examination of their writings and other relevant literature, including a detailed analysis of several specific examples, I discovered that the two traditions were even closer than I had thought, not only “conceptually” but in almost every other respect as well. In addition, I became increasingly aware that the musical practice common to both is very special indeed, if not unique among all musical traditions anywhere in the world.

To clarify what I mean by this, I’ll present a comparison of three examples: an Aka Pygmy song, “Makala,” from Michelle Kisliuk’s book, Seize the Dance (p. 113); and two different Ju’hoansi Bushmen “Eland” Songs, one “small,” the other “great,” as transcribed by Nicholas England. All three are somewhat idealized “outlines” of single cycles rather than detailed, extended, field transcriptions. I have added short vertical lines and brackets to highlight certain relationships, as will presently be explained.

Example 1: “Makala,” from Kisliuk 1998:113 (vertical lines and brackets added by present author)[image: image1.png]2 Tempo: deo 800130 o> shift 1/16 note (syncopation)
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FIGURE 6-1 Mabo song, “Makala,” sample cycle.




Example 2: “Eland Song-little,” from England 1995:399 (brackets added by present author).[image: image2.png]TRANSCRIPTION XLII
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Example 3: “Eland Song Great,” from England 1967:64 (vertical lines added by present author)
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Distinctive Features

Though all three examples differ from one another in a variety of ways, what interests me most is what they reveal about the many remarkable features both traditions have in common. The list is long:

1. An underlying rhythmic cycle of from 4 to 16 “beats.” 2. A repeated melody or phrase that serves as a mental referent, sometimes expressed, but often only implied. (The “theme” is presented in the topmost staff of all three examples.) 3. Continually interlocking parts, producing a “contrapuntal” effect. 4. Hocket. (See for example, the interaction between parts A and C, and parts D and E, in Example 1, and the intricately hocketed interplay of voices 1 – 4, in Example 2.) 5. Part-crossing, technically known by the German term, Stimmtauch (as most clearly exemplified in the relation between voices A and B in the first “measure” of example 1, and the continual crossing of parts a and c in Example 3).  6. Resultant effects (stemming from the interaction of features 3-5, above).  7. Additive structure (with potentially as many independent voices as people present). 8. Pitch displacement. (Note, for example, the octave displacement of the two A’s in voice C of Example 1, which derives all its pitch classes from the theme. In Example 3, voice b in its entirety is based on a displacement of voice a, at the fourth – or fifth -- below.)  9. Temporal displacement, resulting in echoic or canonic effects. (I’ve added brackets to highlight such displacements in Examples 1 and 2, while the diagonals supplied by England serve the same purpose in Example 3. This last example is especially interesting in this respect, as voice b is a displacement of voice a in both pitch and time, producing the effect of a “canon” at the fourth below (with “tonal” answer!) at a distance of four “beats.”) 10. Repetition, often producing ostinato effects (as in parts D and E, in Example 1, and voices 1, 2, 7 and 8 of Example 2). 11. Improvisation, resulting in frequent variation. 12. Disjunct melodic lines. 13. Continuous flow of sound, with each section smoothly dovetailing into the next. 14. Vocal polyrhythm (rhythmic conflicts are apparent between the theme and voice 1 in Example 1, the dotted quarters of the theme against the quarter notes of parts 1-4 in Example 2, and the 8/8 barring of voices a and b vs. the 12/8 barring of voice c in Example 3). 15. Polyrhythmic percussion, usually handclapping. (Certain Pygmy groups have adopted the use of membranophones from their Bantu neighbors). 16. Emphasis on meaningless vocables, mostly vowel sounds. 17. Little to no embellishment. 18. Open throated, relaxed voices. 19. Smooth and tight vocal and instrumental blend. 20. Precisely defined “tempo giusto” rhythms. 21. Yodeling. 22. Polyphony. 23. Heterophony. (Many voices typically draw pitch classes either from the theme or one another, with varying degrees of temporal displacement, as indicated by the added brackets and short vertical lines in all three examples. The brackets indicate displaced motivic relationships, while the verticals designate notes in unison or octaves with a corresponding note from the theme. Example 3 is particularly interesting in this respect, as it combines a kind of canonic “heterophony” based on temporal displacement with vertical heterophony based on the duplication of specific pitch classes at specific time-points, as indicated by the vertical lines above the notes a, d, g, and d in voice b). 24. The conflation of polyphony and heterophony, a highly unusual and distinctive feature of both styles. 25. Little to no distinction between melodic and harmonic intervals. (As is evident from all three scores, any set of pitch classes can be either horizontally or vertically juxtaposed.) 26. Secundal dissonance. (See for example, the fourth beat of the first “measure” of Example 1, where pitch classes c, g, d and e are sounded together, or the many instances in Example 2 where g and f sound together). 27. The encoding of multiple parts in monodies, and, conversely, monodies derived from multipart models. (In certain repertoires, as reported in Kisliuk 1998 for the Aka Pygmies, and England 1995 and Olivier 1998 for the Ju’hoansi Bushmen, multiple parts are frequently derived from melodies, often transmitted via dreams or trance states. In addition, solo performances can be derived from multipart models. In both traditions, therefore, the same songs can be realized in either solo or multipart form.)

A Comprehensive System

Fürniss and Olivier (1997, 1999) have played down the importance of what they characterize as purely “aural” similarities, claiming that Bushmen music is based on a strictly linear “mental referent,” as opposed to Pygmy music, which they see as fundamentally polyphonic. On this basis, they concluded that “the conception [my emphasis] that the Ju/’hoansi have of their music is radically opposite to the Aka’s” (Fürniss 2006:201). Nevertheless, as I have recently demonstrated in some detail (Grauer 2009), certain Pygmy and Bushmen repertoires combine both practices, and in very similar ways. Example 1, for instance, is clearly polyphonic, yet just as clearly organized in such a way as to replicate or echo portions of the theme, as demonstrated by the brackets labeled “a” and “b,” and also the short vertical lines indicating pitch classes drawn directly from corresponding notes of the theme, producing heterophonic effects. Example 3 is clearly based on the theme stated in voice a, as canonically displaced in voice b -- with additional pitch replications as indicated by the vertical lines -- yet voice c has a completely independent, polyphonic part. Example 2, also a Ju/’hoansi song, is polyphonic through and through, with independent parts in every voice, completely contradicting Olivier’s claim that Bushmen polyphony must be regarded as an “illusion.” Conceptually speaking, what appears most fundamental to both traditions is the conflation of the harmonic and melodic to produce the rich polyphonic-heterophonic mix so evident in all three examples (facilitated by the free interplay of intervals, both vertical and horizontal), to produce what could be called, in an almost Schönbergian sense, a “unification of musical space.” 

As the many correspondences strongly suggest, the two traditions might indeed, in the words of Gilbert Rouget (Rouget and Grimaud 1956), “stem from a common source,” and could thus justifiably be regarded as members of a single musical “family” – what I’ve referred to as “Pygmy/Bushmen style” (P/B). But the list of shared attributes is of interest for another reason as well, more difficult to elucidate, but potentially of even greater significance. As careful study of this very rich and unusually long list reveals, both traditions appear to have already encapsulated within them features characteristic of many different musical traditions in many parts of the world.
 In this sense, P/B could be considered a comprehensive musical system. Is this simply an interesting observation? Or could it have more serious consequences for our understanding of music generally?

In and Out of Africa

Both populations are now being singled out by geneticists, in one research report after another, as sharing what is very possibly the longest and oldest branch on the homo sapiens family tree,
 which suggests that P/B could be a survival from the musical traditions of that same ancestral group, the “echo” of a cultural practice that could be anywhere from tens of thousands to over 150,000 years old! According to the now widely accepted “Out of Africa” model, one small group of “modern” humans migrated from Africa to Asia anywhere from 90,000 to 60,000 years ago, to populate the rest of the world with their descendants. Significantly, the rival “multiregional” model also posits an African origin for homo sapiens, though over a much longer time span. If either model is correct, it makes sense to postulate that music could also have had its origins in Africa, spreading from there to the rest of the world via the earliest human migrations. 

As I argued in my recently published essay, “Echoes of Our Forgotten Ancestors” (Grauer 2006), there are a great many reasons to believe that the original Out of Africa migrants could indeed have been singing -- and playing -- in some version of P/B style, suggesting that certain features of P/B might have survived to the present day in various forms among the descendents of this founding population. Especially notable is the possibility that P/B could be prototypical for many types of vocal and instrumental practice in Africa, from simple call and response antiphony, which often resembles hocketed interplay, to polyrhythmic drumming, xylophone ensembles, etc. The many hocketed vocal, pipe, panpipe, trumpet and horn ensembles so commonly found in Africa may well have originated as an early derivation from P/B hocket-interlock. Interestingly, the musical traditions in Africa that are closest to P/B, in their use of interlock, hocket, stimmtauch, continuous flow, ostinato, nonsense vocables and even, in certain cases, yodel, tend to be found either among groups that have traditionally interacted closely with Pygmies or Bushmen, or groups to be found, as the Pygmies and Bushmen are now found, in relatively isolated “refuge” areas. For instance a well-known pocket of P/B style hocketed vocal and pipe-based contrapuntal polyphony can be found among several groups living in remote mountain regions of southwest Ethiopia. Another such pocket can be found in the Mandara Mountains of Cameroon, a well-known refuge area, surrounded by very different lowland groups that sing and play in markedly different styles. Another such group, the Bamoun, live in a high plateau region of Cameroon, with an elevation of close to 4,000 feet. Still another group, the Anaguta, now live in the Jos Plateau region of Nigeria, also recognized as a refuge area.
Old Europe

The significance of archaic survivals in remote refuge areas of this sort was brought home to me with unusual force when reading Joseph Jordania’s recently published book, Who Asked the First Question (Jordania 2006). In his very thorough and convincing consideration of European vocal traditions, Jordania demonstrates that societies where polyphonic vocalizing comes more or less “naturally,” as part of long established oral traditions, tend to be found in exactly the same sort of isolated “refuge” areas, such as mountainous regions, islands, forests, etc. -- and this appears to be a continent-wide phenomenon, extending to the British Isles as well. Surrounding these isolated pockets, oral traditions of a different kind prevail, characterized by solo singing and/or group vocalizing in unison and octaves. Both types are clearly “old,” but the striking difference in their distribution -- the one continuous and “mainstream,” the other discontinuous and marginal -- could be an important clue, not only to their relative age as distinct musical practices, but to our understanding of European pre-history generally.
 

Following the lead of archaeologist Marija Gimbutas (1994), Jordania associates the polyphonic traditions with what she called “Old Europe,” an archaic culture either absorbed or displaced by a migration from western and/or central Asia, dating from roughly 4,000 BC, of a more aggressive, and ultimately far more successful, “proto Indo-European” culture, bringing with it a very different type of music, dominated by solo, heterophonic and unison vocal styles. While certain of Gimbutas’ theories, such as her “civilization of the Goddess” idea, have been regarded with justified skepticism, the considerable body of musical evidence offered by Jordania tends to support her notion of a once ubiquitous but now marginalized “Old European” culture of great antiquity, fragments of which have survived in various refuge areas throughout the continent well into the Twentieth Century. 

Of course, the notion that polyphonic oral traditions could have preceded monophony goes against the grain of traditional musicological thinking, on the commonly held assumption that all evolutionary processes must develop from the simple to the complex. Based on his close examination of the evidence, Jordania has taken the opposite view, arguing that the earliest forms of vocalizing were, in all likelihood, polyphonic: 

We found that historically well-documented cases of the decline and disappearance of vocal polyphonic traditions come from every continent of our planet. The facts of the gradual disappearance of vocal polyphonic traditions that I presented must be only a tiny tip of a huge iceberg. On the other hand, documented cases of the evolution of [traditional] vocal polyphony from monophony are absent. . . Therefore, I suggested that the belief of music scholars about the late origins of vocal polyphony from monophony is not supported by the existing facts and must be discarded. 

According to my model, the earlier we go in human and hominid prehistory, the more polyphony will be found, and ultimately, the origins of polyphony must be somewhere in the very process of the evolution of our human ancestors in Africa, before their dispersal throughout different continents of our planet . . .” (Jordania 2006: 293).
 

Jordania’s conclusions regarding the primacy of polyphony are fully consistent with my own findings, while the notion of an ultimate origin for all humans in Africa represents the general consensus among almost all archaeologists, anthropologists and population geneticists today, including proponents of both the “Out of Africa” and the “multiregional” models. 

Is it possible, therefore, that there could be a historical connection between the two traditions, that European vocal polyphony could have its roots in Africa? Consider the following:  1. the musical style best represented by the African Pygmies and Bushmen, i.e., what I’ve been calling P/B, would appear to be far and away the most thoroughly polyphonic approach to music making to be found in any oral tradition, anywhere in the world; 2. both the Pygmies and Bushmen, along with other groups in Africa whose music is similarly organized, are, as we’ve learned, most commonly found in remote refuge areas of the same general type as the “Old European” refuge areas pointed to by Jordania, suggesting that 3. P/B could indeed represent a survival of one of the oldest, if not the oldest, musical styles in Africa, strongly suggesting, in turn, that 4. the first homo sapiens to leave that continent could have been making music in essentially the same manner. If that were the case, then the possibility arises that at least some of the most traditional polyphonic practices of “Old Europe” might indeed be survivals from the earliest penetrations into Europe by “modern” humans perpetuating an African lifestyle and culture. While this is admittedly a counterintuitive and in some respects even an astonishing assertion, the question must nevertheless be asked: is there evidence of such survivals?

The Oral Traditions

Of all the various types of vocal polyphony found or reported in the oral traditions of Europe, only “contrapuntal” polyphony of a type consistent with P/B is widely distributed throughout the continent as a whole. It is also the most thinly distributed, in some of the most remote areas, so its presence can all too easily be overlooked. This most complex of all polyphonic types has been found or reported, to my knowledge, in the following areas:

1. West Georgia generally; 2. certain isolated villages of European Russia, near the Ukrainian border, notably in Briansk, Kaluga and Kursk -- also isolated areas of the Komi Republic, Serbia, Rumania, and Lithuania -- where we find a type of “hooted” vocalizing associated with hocketed panpipe playing, as reported by Olga Velitchkina (1996) and Ruta Zarskiene (2003); 3. the Appenzell region of the Swiss Alps; 4. the “Trallalero” tradition of Liguria, in Northern Italy; 5. the “highland” region of Eastern Lithuania, associated with the sutartine tradition; 6. the Algarve region of Portugal; 7. medieval Wales, as inferred from the writings of Geraldus Cambrensis (Jordania 2006: 128); 8. certain forms associated with medieval liturgical and secular genres, such as the rotus, rondellus, chace and caccia -- and practices such as the round, canon, stimmtauch and, above all, hocket, thought by some medievalists, with good reason, to have originated in oral traditions (see for example Burstyn 1983).

The Republic of Georgia is home to what are probably the richest and most complex traditions of oral vocal polyphony outside of Africa. According to Jordania, “unlike many countries in Europe, where the tradition of polyphonic singing is represented only in some of the regions, the whole of Georgia is one big group of closely related polyphonic traditions” (Jordania 2006:75). However, significant differences within this region become apparent when he contrasts the pedal drone, free rhythms, metric variety and ornamented melisma of the East, with the contrapuntal polyphony, tempo giusto rhythms, duple meter, unornamented melodies and yodel of the West. The musical split is paralleled by important historical differences, as West Georgia can be associated with the older, more traditional culture of “Old Europe,” prior to the Indo-European migrations hypothesized by Gimbutas:

[T]hese migrations and major cultural and population changes during the 3rd-2nd millennia involved only the territory of East Georgia, while the territory of western Georgia, situated on the other side of the Likhi mountains . . . remained virtually unaffected (ibid.: 219).

Significantly, the characteristics Jordania associates with western Georgia are all typical of P/B style as well, while many other features of P/B, such as hocket, stimmtauch, ostinato, continuous flow, improvisation, disjunct melody, meaningless vocables, open-throated voices, precise tonal and rhythmic blend, use of the same intervals both melodically and harmonically, and free use of secundal dissonance, are also characteristic, if not omnipresent, aspects of certain types of West Georgian polyphony. 
One of the most remarkable of all “Old European” polyphonic survivals is analyzed in an online essay, “The Role of Movement in Russian Panpipe Playing,” by Olga Velitchkina. In the introductory section, she presents a brief video clip of three Russian women from the village of Plekhovo singing and playing together with unbound panpipes (Velitchkina 1996). In the same essay, Velitchkina presents a transcription of a “duet” from this repertoire, clearly demonstrating how intricately the vocal and instrumental parts interweave:

Example 4 – Pipe “duet” from Plekhovo, as transcribed by Olga Velitchkina (ibid.). 
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As Velitchkina notes, the transcription is a bit misleading, as the performers never sing and play at exactly the same time. A more detailed transcription would make the complexity of the hocketed interplay even more evident. Note also the delicate balance between polyphony and heterophony, especially evident in measure two. Another notably “African” feature of this tradition is the cyclic organization of these pieces into distinct periods, masked, as is typical of P/B style, by a continuous unarticulated flow of interlocking motives. Moreover, as Velitchina's analysis makes clear, variation from one period to the next is an important element in this style, as it is in P/B. Many other distinctive features from the P/B list are evident from the recordings she has provided as well as her descriptions.

Velitchkina herself makes the point that “[o]n first listening, this music seems closer to African forms (for example, to the Ba-Benzele pygmy music) than to any European folk instrument traditions.” Even closer are the pipe ensembles of the Ouldeme people of the Mandara Mountain region of Cameroon (another typical “refuge” area). To me, the resemblance with the Russian pipers is uncanny. 

An especially interesting type of Old European contrapuntal polyphony, the Sutartinė, can be found in the Aukštaitija (literally, “highlands”) region of Lithuania. Most sutartinės take the form of canons or rounds, usually in two contrapuntal parts, though they can be sung, or played, by two, three or four performers. The sutartinė tradition displays a somewhat different mix of characteristics, arguably drawn from the same “menu” as above: counterpoint; cyclic structure; hocket; the conflation of polyphony and heterophony; temporal displacement, taking the form of a canon or round; repetition; secundal dissonance; continuous flow; lack of embellishment or melisma; etc. The “African connection” becomes especially evident when sutartinės are performed by hocketing ensembles of panpipes or simple, single-note trumpets, in a manner strongly resembling that of similarly hocketed ensembles in various parts of Africa, as mentioned above. Similar ensembles of horns or trumpets have been reported for Russia.

Lest we assume contrapuntal traditions are limited to Eastern Europe, let us briefly review some candidates farther to the west. Fortunately, some excellent examples of rarely heard Swiss alpine polyphony have been recorded, initially by the pioneering Romanian ethnomusicologist, Constantine Brailoiu and, more recently, by Hugo Zemp. Here we have a somewhat different mix of distinctive features from our “menu,” with a more sustained, lyrical, sound and an emphasis, as is typical for Central and Western Europe, on intervals of the 3rd and 6th: interlocking parts; stimmtauch; disjunct melody; continuous flow; meaningless vocables; lack of embellishment; open throated voices; smooth vocal blend; and most notably, yodel.

Moving farther to the west, all the way to the coastal Algarve region of Portugal, a traditional song, “Leva-Leva” (Anthology of Portuguese Music: Vol. 2, track 1), sung by fishermen as they pull up their nets is characterized by hocket; repetition; disjunct intervals; continuous flow; meaningless vocables; lack of embellishment or melisma; relaxed voices; and precise rhythms. Interestingly, this performance can be characterized as contrapuntal, but not polyphonic, as the rapidly exchanged hocketed phrases never coincide. Similar forms of tightly coordinated non-polyphonic interchange can be heard among Pygmy and Bushmen groups as well. 

While polyphonic singing is extremely rare among the most traditional British folk musicians of our day, this was not always the case. Consider the testimony of the 13th Century archdeacon Giraldus Cambrensis (Gerald of Wales), who wrote as follows of some remarkable singing he observed among Welsh country folk:

As to their musical euphony, they do not sing uniformly as is done elsewhere, but diversely with many rhythms and tunes, so that in a crowd of singers such as is the custom among these people, you will hear as many different songs and differentiations of the voices as you see heads, and hear the organic melody coming together in one consonance with the smooth sweetness of B flat. . . And what is more remarkable, children scarcely beyond infancy, when their wails have barely turned into songs observe the same musical performance (Burstyn 1983: 135-136).

Gerald's words could easily be a description of African Pygmy or Bushmen group vocalizing, where everyone present, including small children, typically joins in with his or her own independent part. 

The Written Traditions

Gerald’s comments may shed light on the origins of one of the most remarkable and mysterious of all medieval compositions, the well known round, “Sumer is Icumen In.” In the words of musicologist Shai Burstyn,

canonic singing, harmonically reducible to a stationary triad, is prevalent in non-European cultures. Some medieval European examples exhibit related traits. Rounds may be found in contemporary European folk polyphony, such as the East Lithuanian sutartine. It is therefore arbitrary to argue the unique historical position of Sumer on the ground of the fortuitous hard fact that it is the only such composition we possess. Since Gerald specifically defines Welsh and Northumbrian polyphonic singing as indigenous, attempts to elucidate his meaning must assume an oral tradition and should also consider the possibility of improvisation (ibid.:140).

Some of the most remarkable similarities with P/B can indeed be found in certain practices characteristic of early Medieval notated polyphony, such as the rota, caccia  and hocket, all of which might well have roots in so-called “popular polyphony” (see especially Burstyn 1983 and Bukofzer 1940). The origins and meaning of the Medieval hocket would seem especially mysterious, unless, as the whole tenor of my presentation suggests, the practice represented an attempt to incorporate certain traditional “Old European” musical practices of the peasantry into the mainstream liturgical repertory. This isn't very different from the explanation offered by Burstyn with regard to the Sumer canon, which also, as he argues, is likely to have roots in polyphonic traditions already popular in the back streets and countryside.
 This would, as well, explain the continual complaints on the part of so many church leaders, as though hocketing represented the encroachment of an alien and uncouth “popular” element into the sanctum of serious church worship. 

There is some confusion about the nature of hocket, which has led to the belief that it is simply a matter of each voice or instrument contributing only one or two notes to a resultant melody or texture. While that is sometimes the case, more complex types of interlocking hocket are also common, as illustrated in the following examples (from Sanders 1974: 247): 

Example 5 -- Samples of Medieval hocketing, as compiled by Earnest H. Sanders.
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A comparison between the first excerpt, from a 12th Century Conductus by Perotinus, and the hocketed interplay between voices 2 and 3, in the Ju’/hoansi transcription from Example 2, reveals some very interesting similarities indeed. Note especially the “fanfare”-like motives, the tightly interlocking counterpoint, the close imitation of one part by the other, the conflation of polyphony and heterophony, and the tendency for the 

parts to overlap at the unison or octave:

Example 6 – Medieval European and Bushmen hocketing compared.
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Of special interest for several reasons is the concluding section of an anonymous three voice motet from the Montpellier Codex, dating from 13th Century France (Amor Potest 2004):

Example 7 – Amor Potest, conclusion – as transcribed by N. Nakamura:
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There is very little trace of the trained composer in this work, with its many blatant voice leading “errors,” obsessive repetition of brief motives, and continuous “run-on” phrasing, with no cadences whatsoever during the entire last section until the very end. (Music of the Gothic Era: disc 1, track 8). The last two characteristics are especially interesting as they invoke not only the varied repetition and continuous vocalizing so typical of P/B, but also certain aspects of the practice of Leoninus and Perotinus, the leading composers of 12th and 13th century Europe. Note also the tendency, found throughout this repertoire, to present hocketed segments without meaningful text, again remarkably close to Pygmy/Bushmen norms. So common was this practice in Medieval music that some scholars have assumed most hockets must have been intended for instruments alone. Additional features of at least some of these hocketed examples that can be associated with distinctive features of P/B, as presented above, are: stimmtauch; ostinato; canonic or echoic effects; strict rhythm; disjunct melody; lack of embellishment; a tendency to conflate polyphony and heterophony; the occasional presence of secundal dissonance. In the light of everything discussed thus far, it is difficult to see Amor Potest as other than a transcription or adaptation of some sort of oral “folk” polyphony, roughly along the same lines as Burstyn’s view of the Sumer canon, only this time with the vernacular text completely replaced by a more acceptable one, in Latin.

Concluding Remarks

Admittedly, any attempt to speculate regarding a possible connection between the musical practices of African hunter/gatherers and the Medieval churches and monasteries of western Europe may seem far fetched in the extreme. Indeed, until recently, there was no reason to associate African and European traditions of any kind. Almost all historians and archaeologists were in agreement that African and European prehistories were completely unrelated, with Europeans in all likelihood descended from earlier, archaic humans from the same continent. Thanks, however, to remarkable developments centered in the field of population genetics, our picture of world prehistory has changed, so abruptly and so radically that many in the social sciences remain either unaware or in a state of confused disbelief regarding the most recent findings and the profound implications they bring with them. In the words of anthropologist Doug Jones,

. . . the situation has changed enormously in the last decade or two—so much that many researchers now argue that we are seeing the birth of an “emerging synthesis” in the study of prehistory. Rapidly accumulating information and new theoretical perspectives in population genetics, historical linguistics, and archeology seem to be coming together at last to tell a consistent story of the ancient human past, including the origin of modern humans, domestication and other innovations in subsistence, largescale demic expansions, genetic and cultural diffusion, and the origins and spread of major language families . . . based on significant correlations in the distributions of genetic, linguistic, and archeological variation. . . .  [T]he emerging synthesis suggests parallel transmission has happened often enough to leave traces in current distributions of genes, language, and culture that point back to common causes in prehistory (Jones 2003:502).

While many of the connections I’ve been proposing in this paper remain both hypothetical and provisional, I strongly believe that explorations of this kind are necessary if music is to eventually take its rightful place as part of an “emerging synthesis” that holds so much promise for future research into the history and meaning of human traditions and culture. 
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� I am indebted for many of the above observations to the careful research of a number of scholars, as presented in the following works: Rouget & Grimaud 1956; Lomax 1959, 1962, 1968; England 1967, 1995; Frisbie 1971; Arom 1976, 1991; Olivier & Fürniss 1997, 1999; Locke 1996; Kisliuk 1998; Fürniss 2006. 





� To name a few examples: an underlying, regularized time cycle or “metric” (prototypical for the widespread organization of rhythms into metric units in a great many musical traditions worldwide?); a regularly repeating underlying melodic basis or “theme” (prototypical for theme and variations and/or strophic form?); the rhythmic displacement of thematic material (prototypical for canon and round?); frequent hemiola conflicts (prototypical for African polyrhythmic practice generally?); interlock and hocket (prototypical for various forms of antiphonal interplay?); a tendency for some or all parts to draw on pitch classes from the principal theme (prototypical for all other forms of heterophony?). The notion that a single style of great antiquity could serve as a prototype for so many different musical practices now prevalent throughout the world is hypothetical, to say the least. Nevertheless, the possibility that the musical tradition of the original “Out of Africa” migrants could have been close to or identical with P/B is a hypothesis fully consistent with much of the evidence (see Grauer 2006, 2007a, and 2007b), thus eminently worthy of further research and testing.





� According to a recently published study sponsored by the National Geographic Society’s “Genographic Consortium,” “Both the tree phylogeny and coalescence calculations suggest that Khoisan [i.e. Bushmen] matrilineal ancestry diverged from the rest of the human mtDNA [mitochondrial DNA] pool 90,000- 150,000 years before present . . .” (Behar et al. 2008:1). An earlier study estimated the divergence of the Aka Pygmies from the ancestral group as dating from ca. 77,600 to 102,000 years ago (Chen et al. 2000).





� Edward Sapir recognized an association between the distribution patterns of cultural elements and their relative age some time ago: 





For chronological purposes, cases of the interrupted distribution of a culture element are of particular importance. In a general way, a culture element whose area of distribution is a broken one must be considered as of older date, other things being equal, than a culture element diffused over an equivalent but continuous area. The reason for this is that in the former case we have to add to the lapse of time allowed for the diffusion of the element over its area of distribution the time taken to bring about the present isolation of the two areas, a time which may vary from a few years or a generation to a number of centuries . . .  (Sapir 1916:41). 





� Jordania's position is quite close to my own in many ways, though for him the tradition goes back much farther into the past, in fact millions of years. He sees it as spreading to the rest of the world with the first wave of migration out of Africa of so-called Homo Erectus peoples, whom he regards, along with proponents of the “multiregional” model, as already full fledged “Homo Sapiens.” I, on the other hand, tend to be more comfortable with the model that sees “modern” humans (Homo Sapiens) leaving Africa for the first time roughly 70,000 to 90,000 years ago, the so-called “recent Out of Africa” model. The jury is still out on which of the two models best fits all the evidence – though, as I see it, the bulk of the genetic research to date tends to support the latter view.





� Admittedly, the contrapuntal vocal traditions I’ve associated with “Old Europe” are relatively few and far between. The many types of drone polyphony described by Jordania are encountered far more frequently. However, orally transmitted drone polyphony is limited largely to certain enclaves within Eastern and Southern Europe, becoming progressively rarer as one moves north and west, suggesting that it could be, as Jordania’s analysis suggests, a relatively late result of a process of hybridization between Asiatic monophonic and “Old European” polyphonic traditions – not unlike the development of certain types of drone-based organum from the “Eastern” plain chant tradition of the early Medieval church.





� While it is possible to trace the step by step evolution of mainstream Medieval polyphony as a progressive elaboration of monophonic plain chant, “aberrant” forms such as the rota, caccia, and hocket seem to have emerged suddenly and out of whole cloth, suggesting that they are adaptations of long standing traditions already in place. 








