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ABSTRACT [I. MUSICIANS IN ORAL TRADITIONS

Recent studies of the brain in various subfields have shown thatL€t me introduce you to a few of the varieties of
memory is rea”y a type of re-creation_piecing together marmusicians WhO Work entll‘ely WIthII’] an 0ra| trad|t|0n, as
elements stored separately. Memory, creativity and the@Pposed to depending upon written notation, to preserve
connections have been focal points in cognitive studies of musibeir musical styles.  I'll use those with whom | have
but seldom have they been approached from the vantage pointadrked personally, because this has given me an
music inoral tradition, which is the primary mode of transmittingopportunity to query them about some of the mechanisms
music in the world. of their music-making, even though it is true in this realm,
as it is with written music, that musicians are often reluctant
This paper argues that the oral transmission of music providesa or simply unable to, verbalize their thought processes
fertile ground for learning about memory and creativity and theifery well. One of the features of my own fieldwork,
connections. Traditional musicians often know hundreds of tunggwever, has been to work intensively over a period of time

and are ready to perform them at a moment’s notice—but Seld({ﬂ’bcisely to obtain such information. whenever it is
in exactly the same way. Depending upon the particular Orﬁbssible
e

tradition studied, greater or lesser emphasis is laid upon t
‘accuracy’ and the unchanging nature of a rendition vs. creatiyg Skipper Nicolson: Gaelic ‘Village Bard’

variation. Adﬂer re.cgunfj'”g Sofme of thesef‘rle(;narklflble feats of one of my first fieldwork experiences in Scotland, where

e e e emre o] have Uaveled extensiely (and taught s a Fulbrigh
r ot ways o scholar in 2003), was with the singer from the Isle of Skye,

transmission illuminates cognitive research. . : . . -

Skipper Nicolson, who prided himself on continuing the
bardic tradition at the village level and who composed and
I. INTRODUCTION sang in both Gaelic and English. An exception to the rule |
rT&(ientioned above, he was quite articulate about his music,
nd was even able to demonstrate how he fit some of his
ewly-made texts to tunes he already knew, especially one
at he composed in both Gaelic and English: he hummed
the first phrase of a known tune, started to sing his new
text, then changed a few notes to accommodate the text

etter—in the process making a new song altogether, but
ne that was noticeably related to another in his repertoire
d that of other Gaelic singers). His awareness was
gely of thecontour of melodies—he even felt that certain
ntours of traditional melody belonged in certain places—
s contour was from Mull, that one from Skye, another
lf&om Harris. (See lllustration 1)

The 1990s and early 2000s have seen an explosion
research on the brain, with particular attention paid t
music and the brain, since music occupies an especiatl
interesting positionvis a vis brain functions and brain
formation in early childhood (Levitin, 2006; Schacter
2002; Snyder, 200Mlusicae Scientiae, 1999; Yi, 2000).

Works on oral versus written tradition, notably those b
Lord (1960), Rubin (1995), and Goody (2000), as well
Deliege and Sloboda (1996, pp. 173-180) have contras:l|
these two modes of transmission—oral and written—noti
the different role of memory in each. Since these Worlfﬁi
focus primarily on theverbal side of folk music, however,
it is well to remember that many more people continue
live in an “oral culture” when it comes to music than is the - I
case with words. That is, highly literate people in the verbal im fm
sense may not read musical notation, even though they may
also be very skilled musicians. Therefoall of their 2 Unikaied sng o2 O S i

1) Unidentifed song no. 1 by Mrs. MacPherson (Skye)

. . Vad
musical memory depends on aural learning. For the sake of: ./ Ve P N N 4
argument here the components of memory will be broken * s
down, just as music can be, into the basic elements of = Mo Chrmcag teach” )

contour (melodic content), time (rhythm), and timbre (the ——~—= ~ i

sound color of the music). I'm aware that there is not AN =ﬂﬁ
complete agreement on the exact nature of musical

memory; however, the neurological and psychological . ™ <
components of these elements are not the chief concern o jﬂ%vvvl\—
this paper. It is instead my intent to make you aware of the

specific connections between musicians of oral traditiofilustration 1: Regional Contours Proposed by Skipper
that | have worked with and the ideas that have occurredNicolsor

me in my readings of the literature on cognition.

“An t Eilean Muilcach” (Mull)
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! Taken from article by Anne Dhu Shapiro [McLucas], “Regional Song
Styles: The Scottish Connection” in Anne Dhu Shapiro (ddsic and
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As shown in the work of Edworthy (1985), Sloboda and The Skipper did not pride himself on his voice; he would
Parker (1985), and others, it is one of the hallmarks of auiaften express puzzlement as to why | was interested in his
memory that the contour of a tune will be retained isinging. But he did prize the songs he made up, considering
memory, even when individual notes are changed. Artem part of the long tradition of the Gaelic bards.
infant research has shown that infants can imitate the
contours of the spoken and sung utterances of their parents . .
at an early age (Malloch, 1999). The ability to discerf- Willeto Antonio, Apache Singer and Healer
general direction and approximate pitch is seeminglnother of my field-work experiences in quite a different
inborn, whether because of genetic predisposition or prisadition persuades me that structure and timing are crucial
natal influence, since infants exposed in the womb t@ maintaining accurate aural memory for great quantities
certain melodies, are shown to recognize them after birgh music. Willeto Antonio is an Apache singer and healer,
(Fifer and Moon, 1995). Experiments have shown thatho at a very early age under the tutelage of his
contour information is immediately available to the listenegrandfather, learned the ceremonial songs for the girls’
regardless of the novelty of the melody or its familiaritypuberty rite for the Mescalero Apache tribe. These amount
and whether it has been transposed or not (Edworthy, 198%, several hundred songs, almost all of which share a
p. 172). The fact that this contour retention occurs primarilyarticular structure and a similar length, which helps in
in the right hemisphere, which also is the dominartheir memorability. By structure | mean here the format
hemisphere for human emotion may also help uand repetition scheme of a whole tune, as it is sung.
understand the role of contour in generating emotions Unlike the Skipper’s tradition, whiclprizes individual
inmusic. As Poppel states: “It is thus plausible that it is thereativity, the ceremonial songs of the Apache are not
modulation in pitch that lends music its particulasupposed to change and must be sung accurately in order to
emotional effect” (Péppel, 1989, p. 86). The combination @fchieve their effects, which are often medicinal or at least
emotion with perception, would, of course, also enhance thgychological. Like the Skipper, Willeto was able to talk
memorability of a particular contour, and that memorabilitpbout his songs to a certain extent once he and | had
in turn leads to stability over time. established a working vocabulary. This vocabulary had
My own work with melodic contour shows how manylargely to do with structure, since the pattern of making the
ways a single tune can be varied without losing the bastongs is all-important in both their memorization and their
identity of its contour (Shapiro, 1975; Wells and McLucaggception. Structure is not the same as contour, since songs
1999). The Skipper's way of working with basic contour t@f many shapes can be fit into a single structure. Instead,
fashion new tunes shows how memory and creativity catructure is more like a mental template that accommodates
work together in an oral tradition. (See Figure 1 for many different melodic and rhythmic patterns. In the case
comparison of his new song with its older Gaelic model.) of the Apache tipi songs, as they are called because the girl
going through the ceremony dances in a tipi, the verse-

@ e e refrain structure always fits into a pattern of five refrains

e T jw.,'..,n.,: Tt m'w - ““u'd_' framing four verses, thus mirroring the structure of the
e o o ceremony itself, which commences at dawn on the first day,
e =EEE====sc e ends at dawn on the fifth day, and encompasses four nights

I Mo chail- e mhin ghel mhesk leach, A dihes g fab lin fore gl of sacred singing and dancing. Timing in this ceremony is
P , . largely done through the songs and their predictable
== =sS== == Ss= == === lengths. Typically, a single phrase of the refrain will last

) That the M- bl Dutenines W bouiftpurt of coun B about 3-5 seconds. This correlates with the time limits of
eyt e S==r cco=s) short-term memory, and is about the amount of time that

G rom mo cheum o'n dhea- taich sinn, Aig Cla-chan Ghlinn-da- rundh-  ail fOI’mS most peOpIe’S sense Of “nOW"—the SubjeCtive
: present. These songs repeat such phrases multiple times;
each refrain is repeated five times; and each group of four

gig SsSSS= = =S SSSE Ss===ssis songs uses a similar tune and refrain as well. Psychological
TH mmeobdomony Meblmog o Hfame hasgone be fore b, research has shown that elements in short-term memory

Y P SR S S may be “rehearsed” to keep them active in memory.
e e g i e S Repetition within the groupings, therefore, makes the
patterns easier to remember. With the repetition over

ﬁg—% A+ 43,‘% multiple songs, the refrains in the short-term memory
P WY BT fem el ool OB iy Gl W become part of long-term memory as well. The refrain, at
e b ) , . least, is made indelible by its timing and repetition, and one
S=ESS=E== ss== s SSE == Sec=| often sees women who have had their ceremonies years

Tam Bios iulbchy chn  talwhc bl Gun orbalgh gesidh g Bhist: Gk before quietly singing along.

On the final night of the ceremony, the girl dances all
night long in the tipi, and each group of four songs is
marked with a stick driven in a circle around the fire, which
marks the long night of songs as they go by. (See

Context: Essays for John Milton Ward (Cambridge, Mass: Harvard Illustration 2;)
University Music Dept., 1985), pp. 416-17.

2lbid., p. 412.

Figure 1: “The Noble Dutchman” compared with
Nicolson’s version of “Clachan Ghlinn-da Ruaidhail™
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Refrain (sung at beginning and end and after each
verse--a total of five times):

You are going, you are going, you know which way
to go; you are the one who has been chosen to stand
for everything; raised above, you are the one, you are
the one, you are the one.

Verse 1: From the East, the sunlight coming at you
from that place, like a mirage, pushing out to a new
generation, emerging to a better side, the God, the
Creator, within the twelve tipi poles, be in it.

Refrain: You are going, you are going, you know
which way to goetc.

Verse 2. From the South, where the sun is traveling,
pushing out to a new generation, emerging to a better
side, the God, the Creator, within the twelve tipi
poles, bein it.

Refrain: You are going, you are going, you know
which way to goetc.

Verse 3: From the West, where the sun goes, white,
pushing out to a new generation, emerging to a better
side, the God, the Creator, within the twelve tipi
poles, be in it.

Refrain: You are going, you are going, you know
lllustration 2: Girl dancing in tipi on last night which way to goeic.

Verse 4. From the North, where the earth spins,
yellow, pushing out to a new generation, emerging to
While there is no set number of songs, it is important that a better side, the God, the Creat@iisdzanatl ?eesh
the songs actually last through the whole night. At within the twelve tipi poles, be init.
approximately six minutes in length, with short pauses
between each and a longer pause after each group of four, it
requires a great many songs to get through the night, but the
predictability of the structure and the very length of the Figure 2: Dawn Song Translation
songs aids the singer, his helpers, and the girl dancing to get
through the experience. Just before the coming of dawn,
the girl ceases dancing to go get her hair ritually washéd Pegeel3, Beat Producer
and to rest a bit before the end of the ceremony at dawn. ItOur third element, timbre, is one of the most important
is just after she comes back to the tipi that the followinfgatures of the aural memory, as can be seen in the very
song is sung to greet the dawn. This is a singular songvimy most ordinary humans react to the sound of music they
that it isnot heard in a group of four, and thus stands alonéke or dislike within a few seconds of hearing it. Timbre, as
This very fact means that the song stands out and becoraesy generally defined by some, (Levitin, 2006, p. 18) is
memorable for its very difference. The template for theverything that iswot loudness or pitch. More colloquially,
song, however, is the same as for the others—the five-fatds the color of the sound. Humans from an early age are
repetition of a refrain framing four verses. Notice how theattuned to timbre—probably as a matter of survival, since
text also reflects this structure, since each of the four verdesing able to distinguish the voice of the principal
contains similar text, except for the change in the names adregivers is crucial. Timbre is among the most complex
the directions. (See Figure 2) [Sound Example 2] variables of any sound, yet the youngest infant can
distinguish any female voice from that of his or her mother.
Although initially | learned the song aurally, as WilletoThis sensitivity to timbre and its connection with identity
required, many years later, he recorded it for me. In th®iilds up in human cultures to the point where every social
context of the actual ceremony the sounds of the fawn-hogfoup and stratum of society has a preferred “sound” and
rattle would be heard marking the pulse and the voices thie sounds of another group or stratum may feel strange or
assistants would be heard singing on the refrainsnwelcome. Composers of music for television ads (as well
emphasizing still further the architecture of the song. as for movies) know this well—they craft the style of
music, especially its timbre, to appeal to the social group
they wish to attract; e.g. a woodwind or string ensemble for

Refrain: You are going, you are going, you know
which way to goetc.
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wood block and added them to parts by trial
and error. Finally, | played my glockenspiel
into my Pro Tools rig and edited it
accordingly, adding effects and equalization.
(Pegeel3 e-mail communication, January
2009)

a luxury car; a bluegrass ensemble for a rough and ready
truck (McLucas, 2005). As Levitin writes:

Timbral discrimination is so acute in
humans that most of us can recognize
hundreds of different voices. We can
even tell whether someone close to
us—our mother, our spouse—is
happy or sad, healthy or coming
down with a cold, based on the

This is a combination of technical and metaphorical
descriptors, along with naming the sound sources used, and
. . . it effectively pins down a complex timbre which otherwise

timbre of that voice. (Levitin 2006, remains elusive, but definitely evocative of mood. [Sound
p.43) example 3]

Because timbre is approached mainly as a side-effect oftiere memory works together with creativity: Pegeel3
instrumentation, most Western-trained musicians do nb@gs an array of sounds that he has mentally archived from
have much of a vocabulary for talking about timbre, nor d@hich he draws, sometimes literally rehearsing them from
we have specific signs in our notational systems this library of vinyl records, but often just re-creating them
effectively capture the nuances of timbBrét is an area that from his memory, in the process coming up with a new
has been largely left to oral tradition, even in the realm &Pncoction.
art music, and yet it has enormous impact on how music isAS Warner (2003, p. 19) writes, “pop musicians tend to
received. But especia”y in the late twentieth and earwork directly with sound rather than any form of notations
twenty-first centuries, the role of timbre in both popular anfl other mediating system.” And because they work directly
art music has become the main element to be manipulatéth sound, they are more able to explore elements such as
and skillfully so. And it is chiefly in the popular musictimbre, which are not even represented in notation. To
world that we will find effective vocabulary for describingsome extent, this has always been true of popular music,
sound that goes beyond the terminology for timbre that &¥en in the pre-recording era, since so often popular music
music has achieved. was transmitted orally and what was crucial in

My third case-study musician, then, is one such populdffferentiating versions was the sound produced by the
music composer, from the realm of hip-hop and thBerformer, who often achieved his or her popularity by
production of so-called ‘beats, meaning here not th&eans of a unique sound (think of a Piaf, Sinatra, Streisand,
underlying metrical pattern usually provided by drums, bi& Dylan).  The introduction of electronic instruments,
instead the repeated melodic and rhythmic figures-computer programs for composing, and the proliferation of
ostinati—that underlie all of rapping and many othefome studios has intensified the process of creating of
examples of pop music these days. One of these b&%ploring and creating new sounds in popular music. And
producers, who goes by the name Pegeel3, has descritéh these new sounds it is often their timbre that helps to
the timbre of one of his beats, “Giuseppe” (as well as ho@€ate the intense emotions drawing in listeners and

he produced it) in the following way:

| started that one with a drum loop from a
Latino record because I'd always liked that
sound but never really used anything like
that. | added a supplemental kick drum
because | do normally make hip hop and the
bass in the loop seemed insufficient. Then |
found the accordion loop (I believe it was
from the Butch Cassidy and the Sundance
Kid soundtrack) and matched it up with the
drums. From there | just added a few
transitional samples (the flute, and various
others that would be triggered at the
beginning or the end of the loop). From
there | took a sustaining trumpet sample and
looped it infinitely. Then | could play the
notes on the 16 pads on my sampler (Akai
MPC 2000xl). | arranged them into chords
so as to make sort of a hook and added a
shaker sample to give it more of a hooky
sample. Then | added a crash cymbal and

communicating at the level of feeling—and belonging.

D. Ordinary People, Creative Listeners

My final “case-study,” if it can be called that, involves
interviews with students, all of them without formal
training in music, to find out from them what they could
hear in their brains—what they can “play back” and how
accurately they remember their music, and in what forms.
Even when they are not active music-makers, ordinary
people have a large passive repertoire of songs, many of
them with personal meanings attached. Interviewing some
fairly typical eighteen to twenty-year-old students at the
University of Oregon, for instance, | have found it possible
to ascertain a repertoire of from 100 to over 1000 songs,
and it is likely that in many cases the reported number was
low since it is particularly difficult to elicit songs that are
held deep in the memory.

Not only can students recognize the songs in their
memories, reproducing a large part of the song for
themselves, but they also are often able to reproduce the
opening pitches, timbre, and volume, of their favorite
recordings of them, as is also reported by Levitin (2006, p.

3 Composers and orchestrators know that certain instrumental effects will produce certaiﬂ_47), In eliCiting desCI‘iptiOI’]S of their favorite songs, the
sounds, and to that extent there is a vocabulary, but it is opaque to the ordinary listener ovocal timbre and mood were the musical qua”ties most

person reading about music.

URN:NBN:fi:jyu-2009411282

mentioned, often combined in one phrase. As one student

321



Proceedings of the 7th Triennial Conference of European Society for the Cognitive Sciences of Music (ESCOM 2009) Jyviskyld, Finland

Jukka Louhivuori, Tuomas Eerola, Suvi Saarikallio, Tommi Himberg, Piivi-Sisko Eerola (Editors)

described the lead singer's voice on one of her favorite II. CONCLUSIONS
songs “Over My Head” by The Fray: “soothing, strong, but

not loud, tenor range; clear and pleasant” Another stude tSeveraI kinds of models have been proposed for how
! 9¢, P . u rplemory works in the human mind, but almost all of them
describes the same song—also her favorite--as: “Dynam|c

good range, peppy and continuous, powerful, not ﬂatpoSit a putting together of pieces of what has been taken

These are clearly different perceptions of the same singa art when sound is first taken in by the brain. Specifically,

but both, as it happens, relevant to the song in question. | 1€ notion of two different memory systems—implicit and
» @s It happens, : g In question. ?plicit—both within long-term memory (or at least two
the combination of repeated playing, along with it

enhancement of particular life events, that often triggers éfferent proc within one system) has been studied

. L . . rather intensively. It has great relevance to the subject of
meaningful association with a particular song. An
sometimes this results in live participation, as we can he
during the third chorus of this live bootleg recording
[Sound example 4]

ral tradition, because so much that is passed on orally is
Ot learned consciously. This is particularly true of the
melodies passed on by singers, since their explicit memory

Which aspects of music as processed by the brain giv ef{orts are usually aimed at the words, and even here, as

meaning? Because language is so explicitly meaningful,_| bin and Wallace (1991, p. 200) have discussed,
9: guag plicitly UL Bmewhat automatic reactions to remembering in a time-

IS easy to give credit to lyrics, vyhen .they exist—but 3onstrained performance must also rely to some extent on
surprising number of people when interviewed say that th%plicit memory

gﬁé’ na?reatgeonIEZEr;()est;hes)ljyrlr(i:;égovclicerr?mbeenggs:ir?” Z]:thfem’ ﬁ central factor of sound and therefore of oral tradition is
P 9 t, as Rubin and others have put it, “evanescence is its

them, especially when the words are not congruent with ﬂéﬁsence" (Rubin, 1996, pp. 65-66), that is, sound

T Nost often these songs e remembered in the voice UZPPEArS he moment it is utered, though it lingers i
9 hoic memory for a few seconds. This fact, at least until

the person whose recording they own or have heaerg?
P 9 y {fle advent of recorded sound, required that human memory

repeatedly, and when asked if they can glter that soupe ain the sound to the best of its ability, but in fact what is
image—mentally speed it up or slow it down, for

available at any time is only what is present in the moment,

Instance—most cannot it Is heard as a fixed recording what is remembered of the past, and expectations for the
the mind. Tapping into another layer of memory thosﬁjture

interviewed could also mentally reproduce songs from It is, then, according to Rubin and other theorists of

much earlier—often from as early as nursery school o e
. cognitive psychology, the combination of several factors
certainly from grade school, from summer camps, etc.—

and these were not so tied to a specific erformangverlapping that helps people remember, and it is the
SP P iifteraction of these cues and constraints that leads to the
(although often they were part of a ritual occasion such

. . I ; tsab|l|ty that is inherent in oral transmission. Put in terms of
church, a birthday, a holiday, or a patriotic celebration " . . N -

. . . he cognitive sciences, it is the activation of the connections
These melodies tend to be retained in a more malleable

in their memories, although the triggers for rememberin ween neurons that constitutes memory; anything
-, gn 99 gctivating one of the associated memories in a neural
them were often quite specific. These were remembered |

) . Onnection may also activate the other memory. For
any key,. W.'th any timbre, and at any tempo. Perhaps tﬁne tance, the effect of the combination of rhythm and
most ubiquitous and frequently used of these tunes is t

for “Ha Birthday.” which of necessity is usuallv starte lody, rather than just the reliance on one factor at a time,
Py Y, y y ill lead to a better retrieval of memory for a particular

at a different pitch each time it is sung, depending upq : .
who starts it (although again, as Halpern (1989) reports%gg’vall?gi glcjag:jthe rhythm and the melody of a particular

Chooss the same pich for themeees even on cfferegt<Ubi" (1989, pp. 95-99) likens his (0 a systems theory
P memory. Because multiple constraints decrease the

\(/)v(l:wcoasselo\r/lsi)(j:l;ah(terr]i Ishr;e?rriixair:]abltlgi);'Shl%vanallgsdtz Sr:gntztlﬂgenumber of choices, they increase the number of cues that
; y ging this. ] .F%int to one solution, and therefore the stability in memory
female voices, variously identified as their own, thei

, X f a particular piece. Recall in oral tradition may therefore
mother’s, or that of a group of friends. Males report a ma| Svolve much less conscious thought process and much

\C/g':ea?rv\\fulcﬁi;?r?én?ﬁemozﬁfgxgntsglrsogéq'uA"O?fstlgsvnéaore pattern-recognition, clearly a necessity if one is to
’ ! g P P P ill in” the memory blanks during a performance. (Rubin,

down, unlike their memory of the popular tunes, whic . X } ",
most often are stuck at the tempo of the recordetilogsg’ p. 120) It is this pattern-recognition that can, over

performances ime, become part of the implicit semantic memory, able to

I would liken the memory of the recorded rendition tobe callled on even without conscious effort. .
While this is somewhat true of the folk texts studied by

t/hea:}og:ir?w m_le_zrr:;ogtzhe;lr \évcr)lrttte;r; Sn(;gg;gt’mrgﬁlg: t?sbrﬁolfsm( ubin, it is even truer of tunes, in which the choices are
: ; lory ven more constrained (since theoretically for these
that of an aurally learned language in which the elemen

S . . h : :
are worked and re-worked. fatonic tunes only five to eight pitches are available at any

given moment, and in practice many fewer than that are
logical choices). In addition to limitation of choice, the
repetition of a tune in multiple stanzas or occasions makes
pattern recognition and reproduction an even more
inevitable factor. In addition, as pointed out by Huron, “all
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other things being equal, predictability, by itself, will beSchacter, Daniel L. and Squire, Larry R. (200&guropsychology of
experienced as pleasant. The easiest path to predictability jgemory. New York: Guilford Press.

L. . . X .. shapiro [now McLucas], Anne Dhu and Talamantez, Inés (1986) The
through repetition. In this regard, music amply fits the bill. Mescalero Apache Girls' Puberty Ceremony: The Role of Music in

(Huron, 2006, p. 141) At the same time, creativity enters Structuring Ritual Time.Yearbook of the International Council for
into the process since whatever is not remembered Traditional Music, 18, 77-90.

; : ; ; f hapiro [now McLucas], Anne Dhu (1985). Regional Song Styles: The
accurately will be filled in to fit the demands of the musica? Scottish Connection. In Anne Dhu Shapiro (EMsic and Context:

template being Useq- ) ) Essays for John Milton Ward (pp. 404-417). Cambridge, Mass:
Memory, then, is not simply a matter of having a Harvard University Music Dept.
“recording” in the brain. Instead, each memorized item-Shapiro [now McLucas], Anne Dhu (1975). The Tune Family Concept in

whether song, story, or recollected event-eisreated out LBJ:Ei/s:r-SAi\tr;erican Folksong Scholarship, Ph.D. dissertation, Harvard
of the various strands of sound as they have come into @@ooda, John A. and Parker, David H. H (1985). Immediate Recall of

brain and been stored in various ways. Contour, rhythm, Melodies. In Peter Howell, lan Cross, and Rob Robert West (Eds.),
timbre—all serve as memory aids when stored in long-term Musical Sructure and Cognition (pp. 143-67). London; Orlando:

i . Academic Press.
memory. Or."y by b”ngmg these back tOgether angn er, Bob (2000)Music and Memory: An Introduction. Cambridge,
perhaps adding other elements also stored and then cU€Qyass: The MIT Press, 2000.

(the text and the human context, for example) —does owallace, Wanda T. and Rubin, David C. (1991). Characteristics and
“remember.” In that way, one could say our memories are Constraints in Ballads and their Effects on MemoBjiscourse

g ” ; : : Processes, 14, 181-202.
always. tainted,” or, In. a more flattering light, ourWarner, Timothy (2003)Pop Music, Technology and Creativity: Trevor
memories are always enriched by what we already carry IN"yon and the Digital Revolution. Aldershot, UK, Burlington, VT:

our previously stored memories, which will be added to the Ashgate.

new creation. In oral tradition, at least, we could say thafells, Paul F. and McLucas, Anne Dhu (1999). Musical Theater as a Link

; etween Folk and Popular Traditions. In Susan L. Porter and John
memory and creation are part of the same process. Becaus%raziano (Eds.)vistas of ican Music: Essays and Compositions

of the basic features of oral traditions—their flexibility, iy Honor of William K. Kearns (pp. 99-123). Detroit: Harmonie Park
their variability, their persistence, and their creativity—and Press, 1999.

the way in which in them memory and creativity interactyi, Suk Won (1999) (Ed Music, mind and science. Seoul: Seoul National
they make ideal models for exploring how both musical Yniv- Press.

memory and musical creativity work. | hope through

hearing these examples, you have an idea of the richness of

the repertoire of oral traditions and the many interesting

guestions that they raise.
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