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INTRODUCTION 
The analysis undertaken here is of recordings which may loosely be 

described as the Firth collection: i.e., recordings from disparate sources in the 
possession of Raymond Firth and made available by him for analysis. An 
abbreviated version of the analysis appears as Chapter 5 in Raymond Firth's 
book T i k o p i a S o n g s (Firth 1990) where texts and translations of 112 traditional 
Tikopia songs together with an ethnography ofTikopia music by Firth may also 
be found. In accordance with Firth's choice of songs, no account is taken in 
the analysis of modern songs (mostly with guitar or ukulele accompaniment). 
These are discussed by Firth in Chapter I of his book. 

NATURE OF SAMPLE 

The recordings include some for which no text could be supplied. There 
are six series. A M P M refers to tape copies held in the Archive of Maori and 
Pacific Music, University of Auckland. 

I 1953. Dubbings from a collection by the anthropologist James Spillius. 
The originals, held for many years at the School of Oriental and African 
Studies, University of London, have now been transferred to the National 
Sound Archive, London. They include about 16 hours of tape recorded song, 
dance-song and funeral wailing, some damaged when the tapes were dumped 
into the sea as a result of a canoe overturning. The originals were unavailable 
for analysis. The dubbings are on five half-hour tapes. Several include 
recordings made in conditions of actuality performance (e.g. on a beach or. at 
a funeral in a house). A M P M 89/176-80. 

II (a) 1955. Song 52 and Song 30 recorded by Spillius from Tikopia in 
Auckland. A M P M 0158. 

(b) 1964. Song 56 recorded by Bruce Biggs in Honiara. A M P M 0281. 

IE 1965. Dubbed from a 3" tape given to Firth by Dr Gurney who 
recorded it on Tikopia with messages for Firth from the Ariki Tafua and the 
medical dresser Leonard Pa Nukuraro. The tape contains a number of songs 
identified only by type. A M P M 89/181. 

PV 1966. Recorded by Raymond Firth in Tikopia, White River (near 
Honiara) and Nukufero (Russell Islands). Four half-hour sides with numerous 
songs. A M P M 89/182^. 

V 1973. Recorded by Firth at Alangaule while working on his T i k o p i a -
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E n g l i s h D i c t i o n a r y (1985). Eight songs. A M P M 89/185. 

VI 1978. Recordings made by the present writer, at the Archive of Maori 
and Pacific Music, Auckland, on Firth's initiative, from Ishmael Tuki. 25 
songs. A M P M 78/094-5. 

The mix of recorded songs of different types is similar to that of Firth's 
collection of texts. In both cases about three-quarters of the items are dance-
songs and most of the remainder laments. These correspond to two broad 
categories of song distinguished by Tikopia themselves. Dance songs are 
collectively known as m a k o . About a score of different types are recognised 
of which the most popular are m a t a v a k a and n g o r e . Laments or dirges are 
called f u a t a n g a . Again there are a number of different types but those for use 
in the funeral ceremony are the most frequent. For a detailed discussion of 
Tikopia song typology the reader is referred to Firth 1990 (Chapters 1 and 4). 

MUSIC TRANSCRIPTIONS 

The starting point for analysis was to transcribe into music notation all 
transcribable items on tape. Over 60 songs were transcribed in full and some 
in part. Of the songs transcribed, 36 were chosen for reproduction on a C-90 
demonstration cassette which is obtainable from Cambridge University Press. 
Transcriptions of all of the songs on the demonstration cassette are given in the 
present work (see Appendix where they are numberedTl-36). In the analysis, 
song numbers without a T prefix refer to the songs as published in Firth 1990. 

MANNER OF SINGING 

Distinctive vocal quality in a singing style is easy to recognise but 
notoriously difficult to describe. Firth's description of Tikopia singing (Firth 
1990:30) as tending towards harshness may be accepted but is applicable 
mainly to group rather than solo singing. Soloists such as Ishmael Tuki at 
Auckland in 1978 and the Ariki Taumako, who recorded for Firth in 1966, sang 
in a relatively relaxed manner though with some rasp in the latter case. Group 
singing has moderate nasality and tension, especially in dance-songs. As the 
latter approach their climax, shouts and cries are interspersed, the song gets 
faster and louder, and a shouted quality of voice becomes more prevalent in the 
singing itself, adding to the impression of harshness. 



7 

TESSITURA 

Group singing is in unison and at the octave with singers occupying the 
register best suited to their voices. F u a t a n g a dirges have a significant tendency 
to be pitched low so that male bass singers reach the bottom of their range at 
the lowest point in the song. Some male singers at this point jump to the octave, 
closing in again to the unison when the song reaches middle ground suited to 
both bass and tenor voices. In his book, Firth (1990:8) quotes Norma McLeod 
on the "spine-chilling effect" of this sudden shift from unison to octave and the 
almost equally startling contrast as the voices come together again. In the 
present writer's transcriptions only the lowest path taken by the melody is 
shown. 

INTONATION 

In view of the regularities of scale structure in Tikopia music (see later) it 
was not judged worth while to make a detailed study of intonation. In most 
cases intervalsconform fairly closely to the tempered values. In the transcriptions 
(see Appendix) noticeable deviations of up to plus or minus a quarter tone from 
tempered pitch are shown by upward or downward arrows attached to the 
notes. 

A feature shared with many singing traditions world wide is that the first 
few notes of a Tikopia song are often both rhythmically and melodically 
uncertain compared with the remainder. Plainly this occurs because the singers 
are feeling their way at the beginning of the song. In the transcribed songs the 
singer of the s o r e Song 102 (T31), for example, began sharp, correcting 
himself on the repeat. Because of this tendency the writer often found it 
advisable to begin the transcription of a song not at the start but at a later repeat. 
Song 29 (T36), a f u a t a n g a , is a case in point. Another common feature, again 
shared with other singing traditions, is a tendency to flat during the course of 
a song. In T36 the singers drift downwards in pitch from beginning to end by 
about a semitone. 

BREATHING 

Fundamental to an understanding of much else in Tikopia music is that in 
normal social context most song types are performed not by soloists but by 
groups of singers. When the group is large, songs flow from beginning to end 
without perceptible breaks of any kind except at the ends of stanzas. In the 
transcriptions of group songs it will be seen that rests seldom occur even at 
cadence points where pauses for breath might be expected to take place. In 
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New Zealand Maori w a i a t a , which are likewise performed by groups, to sing 
without break is the traditionally approved method, acknowledged as such by 
singers in all tribal areas (McLean 1961:60). It is not known whether Tikopia 
singers have a similar concept but it is evident that a similar principle of melodic 
continuity is at work in their music. No special provision needs to be made for 
breathing in group songs because the singers will normally and naturally 
breathe at different times. Solo singers get by as best they can. It is impossible 
to sing an entire song on one breath, and sooner or later the singer must breathe. 
However, because the song lacks built-in breathing points, the singer cannot 
breathe without disrupting the continuity of the song. Sometimes a singer will 
attempt to make up the breath pause by shortening subsequent notes as a 
Western singer might do. Mostly, however, the breath pause is allowed to 
stand, generally occupying an extra beat or pulse. The pause is shown to be 
non-integral to the song when the passage is later repeated. If the breath is taken 
at a different place a new pause is introduced by the singer and the former 
stopping place is performed without break. It is evident that such breaks are 
not part of the song and should accordingly be disregarded in a final transcription. 
In most cases they have simply been omitted from the transcriptions. In others, 
where the intention of the performer is not clear, they are shown in square 
brackets. 

F u a t a n g a pose a special breathing problem for singers even in group 
performance. Because the tempo is very slow and certain notes are greatly 
prolonged, the leader may run out of breath in the middle of a note and, indeed, 
almost invariably does so. He simply stops for as long as required to take 
another breath, relying upon the other singers to continue singing in order to 
cover the break. In solo f u a t a n g a the pauses tend as in other songs to occupy 
a whole beat but have been omitted from the transcriptions as they break the 
metre, either adding or dropping a beat, and are therefore again not part of the 
song. Leader breaks in group f u a t a n g a are likewise disregarded in the 
transcriptions, conspicuous as they may be. 

SCALES 

SCALES WITHOUT SEMITONES 

By far the greatest proportion of scales in the corpus are anhemitonic 
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(without semitones). One scale was found to be anhemitonic hexatonic; nearly 
half (46%) are anhemitonic pentatonic; almost a third (29%) are anhemitonic 
tetratonic; one scale, belonging to the sole t a n g i kcd, is anhemitonic tritonic. 
Anhemitonic scales are predominant in all song types except f u a t a n g a 

A n h e m i t o n i c h e x a t o n i c 
The single scale in this category belongs to a m a t d v a k a (Song 70). It is a 
standard anhemitonic pentatonic scale (see next) with an added 7th grafted on 
to it at the top of the range. 

A n h e m i t o n i c p e n t a t o n i c 
Using the so-called white notes there are five possible arrangements of 
anhemitonic pentatonic scale, all used in Tikopia music. With the note C as a 
starting point they are as follows: 

Figure 1: Anhemitonic Pentatonic Scales 
(showing placement of tonic for 31 scales) 

Of 31 scales examined, eleven (35%) were core scales as shown in Figure 
1. An equal number extended the range by duplicating the lowest note at the 
octave. The remaining nine (29%) expanded the range beyond an octave by 
octave duplications of other notes as well. Of these, four duplicated the third 
and/or second at the octave; the other five duplicated the fourth at the octave 
below. 

Most scales by far belong to Type 1. Twenty (63%) were found to be Type 
1, two (6%) Type 2, six (19%) Type 3, one (3%) Type 4 and two (6%) Type 
5. The tonic (defined as the most frequently occurring note) falls overwhelmingly 
on the 3rd degree of Type 1, namely the lower note of the minor 3rd interval 
within this scale which evidently serves as a marker for the tonic. In the other 
modes the tonic falls most often in the corresponding position (represented by 
the note E throughout Figure 1). In Figure 1 the tonic falls upon E in 25 (81 %) 
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of the 31 scales. The second most popular tonic is the second degree of the Type 
1 scale (represented as the note D). The tonic falls on D in five (16%) of the 
scales and on A once (3%), again on the lower limit of a minor third. 

A n h e m i t o n i c t e t r a t o n i c 
The anhemitonic tetratonic scales may all be regarded as gapped anhemitonic 
pentatonic scales. The distribution of types is similar. Again most belong to 
Type 1 with Type 3 the next most numerous. Of 21 anhemitonic tetratonic 
scales, 11 (52%) were Type 1, two (9.5%) Type 2, five (24%) Type 3, one (5%) 
Type 4 and two (9.5%) Type 5 as in Figure 2. 

Figure 2: Anhemitonic Tetratonic Scales 
(showing placement of tonic for 21 scales) 

As can be seen from Figure 2, Types 1 and 4 contain major thirds which are 
filled as conjunct major seconds in the pentatonic series. Types 2,3 and 5 are 
all derivable by omitting the topmost notes of the equivalent pentatonic scales. 
Again minor thirds mark the tonic, with the tonic this time appearing almost 
exclusively on E and a single further example on A . 

A n h e m i t o n i c t r i t o n i c 
For completeness, the one example of anhemitonic tritonic may also be 
regarded as a gapped anhemitonic pentatonic scale, theoretically derivable 
from scales of either Type 1, Type 4 or Type 5 (Figure 3). 

The tonic is on the middle note suggesting derivation from Type 1 using the 
second-most popular tonic of that scale. 

For all anhemitonic scales combined, 61 percent of scales are Type 1, 8 
percent Type 2, 19 percent Type 3,4 percent Type 4 and 8 percent Type 5. 
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Figure 3: Possible Derivation of 
Anhemitonic Tritonic Scale 

With the note C as the starting point, 86 percent of tonics are on E, 10 
percent on D and 4 percent on A. The high incidence of tonics on E shows that 
most of the anhemitonic scales can be accounted for as different aspects of a 
single mode. More will be said of this later. 

INITIALS AND FINALS 

Finals are almost exclusively on the tonic. Of the 53 anhemitonic scales 
examined, the final fell on a note other than the tonic for only three, in each case 
two steps above the tonic. 

Initial notes are more widely dispersed but are predominantly on the tonic 
(38%) or above with those not on the tonic falling mostly either one step above 
(27%) or two steps above (17%). Again the minor third appears to act as a 
marker. The lower limit, as before, marks the tonic while the upper limit marks 
the step immediately above. 

RANGE 

From Figures 1 and 2 it can be seen that the range of the core anhemitonic 
scale differs according to type as follows: 

TYPE PENTATONIC TETRATONIC 

1 Major 6th Major 6th 
2 Minor 7th Perfect 5th 
3 Minor 7th Minor 6th 
4 Major 6th Major 6th 
5 Minor 7th Perfect 5th 

Table 1. Range of core scales by type. 
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Except for core scales, the ranges of anhemitonic tetratonic scales are 
similar to those already given for pentatonic scales, confirming the essential 
identity of the two. For pentatonic and tetratonic scales combined, the most 
common range is an octave (37%) closely followed by a major 6th (27%) 
representing Type 1 core scales without octave duplication. The greatest range 
noted was a perfect 12th. 

MODE 

In the Western heptatonic system, mode is determined by the placement of 
semitones in relation to the tonic or tonal centre. In so-called "authentic" form 
the tonic is conventionally notated as the first degree of the scale. In "plagal" 
form the tonic appears in the centre of the scale. There are seven modes one 
of which (the Locrian) is seldom used. The remainder are shown in authentic 
form in Figure 4 grouped into m a j o r and m i n o r according to the third degree 
in each case above the tonic. Semitones are marked by slurs. 

Figure 4: Western Modes 

Figure 4(a) shows the familiar Western major scale (technically a heptatonic 
scale in Ionian mode). In this scale the semitones characteristically appear 
between the third and fourth and seventh and eighth degrees. With the tonic 
one step higher on D (Dorian) the semitones appear one step lower 2-3 and 6-
7 instead of 3-4 and 7-8 and so successively through the series. It will be 
apparent that there is some resemblance between Figure 4 and Figures 1 and 
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2 showing types of anhemitonic pentatonic and tetratonic scales. Just as 
anhemitonic tetratonic scales may be derived from anhemitonic pentatonic, so 
too may the latter be regarded as gapped heptatonic scales. Systematic 
correspondences between pentatonic, hexatonic and heptatonic modes were 
set out more than 40 years ago in an article by Bertrand Bronson (republished 
in 1969). Bronson was at pains to point out that his analysis neither confirmed 
nor denied an evolutionary development from pentatonic to heptatonic [or, he 
might have added, a devolutionary one in the opposite direction] and the 
present writer offers a similar caveat. Likewise the present analysis carries no 
implication of historical connections between Tikopiaand Western modes. As 
a system, however, the former can most readily be understood in terms of the 
latter especially, as will be seen later, in explicating melodic movement. 

In Figure 4(a) dropping the 4th and 7th degrees eliminates the semitones, 
resulting in an apparent Type 1 anhemitonic pentatonic scale as shown in 
Figure 1. Likewise Type 2 could be arrived at from Dorian, Type 3 from 
Phrygian and so on through the series. The resemblance is, however, 
misleading. What matters is the placement of the tonic which is not attached 
to a moveable first degree but, as earlier observed, remains most frequently on 
E throughout Figures 1 and 2 regardless of scale type. It is apparent that in terms 
of tonal centre, anhemitonic pentatonic scales with tonics on E are all derivable 
from the Phrygian mode by dropping the 2nd and 5th. With its tonic on the 1 st 
degree such a scale is Type 3. In its most usual form, with centric tonic, it 
appears plagally as Type 1. In its next most common form, Type 2, it is 
intermediate between the two. For convenience this mode will be referred to 
henceforth as E-mode. 

From Figures 1 and2itcanbeseenthatbesidesE-modetherearetwoothers 
which may be called A-mode and D-mode. 

A-mode is derivable from the Aeolian heptatonic scale by dropping the 
2nd and 6th. With its tonic on the first degree it is Type 5. In plagal form 
it is Type 3. 

D-mode can be obtained from the Dorian by dropping the 3rd and 6th. With 
a first degree tonic it is Type 2. In plagal form it is Type 5. 

From Figure 4 it can be seen that the above three modes are all minor. E-
mode and A-mode anhemitonic pentatonic scales retain the minor third above 
the tonic, accounting for the presence of this interval as the marker of the tonic. 
Because the 3rd degree is dropped from the Dorian to form D-mode this mode 
lacks the characteristic minor third attached to the tonic of the other two. 



14 

SCALES WITH SEMITONES 

Of 14 scales in this category, no fewer than nine (64%) belong to f u a t a n g a 
or associated song types. Six of these are designated as f u a t a n g a two as soa 
and one as s o r e . The remainder are a n g o r e , a f e u k u , a sea and two v e t u . 

In the preceding section it was shown that anhemitonic Tikopia scales are 
derivable from the mtnorheptatonic modes shown in Figure 4 (Dorian, Phrygian 
and Aeolian) by omission of relevant degrees of the scale and resultant loss of 
semitones. An analogous hemitonic series (scales with semitones) could be 
derived from the m a j o r heptatonic modes of Figure 4 (Ionian, Lydian and 
Mixolydian), in this case by omitting scale degrees which retain the semitones. 
In practice only the first of these modes (the Ionian) is used in Tikopia music, 
appearing in both authentic and plagal forms but predominantly the latter. It 
will be remembered that dropping the 2nd and 5th from the Phrygian mode 
results in the Tikopia anhemitonic pentatonic (without semitones). The same 
degrees are dropped from the Ionian to produce the Tikopia hemitonic 
pentatonic scale (with semitones). Figure 5A again shows the common seven 
note Western major scale (heptatonic in Ionian mode). Semitones are again 
indicated by means of slurs. 

Figure 5: Scales with Semitones 

If the second degree is removed, a hexatonic (6 note) scale results (Fig. 5B) 
which retains the semitones. Removal of the 5th degree from the hexatonic 
scale now results in a pentatonic (5 note) scale (Fig. 5C), again with the 
semitones intact. 

The full heptatonic scale appears not to be used in Tikopia music. In the 
corpus one tetratonic scale used the upper tetrachord of the heptatonic (notes 
G-C in Fig. 5A with the tonic on C). The song was a feuku in m a t a v a k a style 
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(Song 74). 

Two songs made use of the hexatonic scale with semitones. They were a 
sea (Song 86 (T19)) and a f u a t a n g a for which no text was available. The latter 
song made use also of an additional flattened 7th which occurred only at the top 
of the range. Both scales were in plagal form with the tonic near the centre of 
the range. 

Only two scales were found in authentic form as shown in Figure 5C. 
Neither was straightforwardly pentatonic. Song 90, a v e t u , dropped the top 
note to become tetratonic in the same fashion as the anhemitonic equivalents. 
Song 103 (T35), a 5<5n?, used all ofthe notes but added a flattened 5th as an extra 
note, making the scale hexatonic. 

Six scales conformed to Figure 5C but in plagal form which must therefore 
be regarded as the norm for this type of scale. In all cases the scale began on 
A extending either to the octave or beyond with the tonic C occurring a minor 
third above the starting note (Figure 5D). One of the six songs was a n g o r e 
(Song 88 (T20)), one a soa (Song 44) and the rest f u a t a n g a (Songs 20,79 (T25), 
80 (T26) and one other). Song 97 (T33), a v e t u , has the same scale in core form, 
without the lower A . 

A l l of the above scales have their tonics on C. Their mode may accordingly 
be referred to as C-mode. 

Two hemitonic pentatonic songs remain to be accounted for, a soa (Song 
32 (T22)) and a f u a t a n g a (Song 29 (T36)) (see Fig. 6A). 

Figure 6: Apparent C Minor Scales 
(•= tonic T = initial 4- = final) 
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With their tonic on C both scales appear to be plagal forms of the Western scale 
of C minor (Aeolian mode with raised 7th) but again with 2nd and 5th omitted. 
Because the 2nd is missing, the semitone normally occurring between the 2nd 
and 3rd degrees of the minor scale disappears and only one remains (between 
the 7th and 8th). The preferred alternative to regarding these two scales as 
gapped forms of the Western minor (the only such in the Tikopia corpus) would 
be to interpret them as E-mode pentatonic scales with raised 7ths as shown in 
Figure 6B. 

Taking hemitonic scales collectively, initials finals and range are comparable 
with those of the anhemitonic series. In most of the 14 scales both initials and 
finals are on the tonic with ranges mostly between a major 7th and a major 1 Oth. 

SUMMARY 

There are two forms of Tikopia scale: anhemitonic (without semitones) 
and hemitonic (with semitones). Anhemitonic scales are predominant in 
dance songs ( m a t a v a k a and n g o r e ) . Hemitonic scales are most common in 
dirges (fuatanga). In both categories pentatonic (5-note) and tetratonic (4-
note) scales are the most numerous. The tetratonic scales are all gapped 
pentatonic scales. To categorise all scales in the corpus, a number of different 
arrangements of note within the scale have to be specified. Most however can 
be accounted for by only two: authentic, with the tonic on the first degree, and 
plagal with the tonic in the centre. Additionally there are four common modes. 
E-mode, D-mode and A-mode are mi nor and apply almost solely to anhemitonic 
scales. C-mode is major and exclusive to hemitonic scales. 

MELODIC INTERVALS 
Detailed melodic interval analysis was undertaken of all hemitonic (C-

mode) songs, all anhemitonic songs in D-mode and A-mode, and a sample of 
24 songs in E-mode. The latter included about 40 percent of the pentatonic 
songs in the corpus and just over half of the tetratonic. The method used is 
explained in full in the writer's " A New Method of Melodic Interval Analysis" 
(1966). Diagrams are drawn as in Figure 7. The scale appears on the left of 
the diagram. Lines in the form of arrowheads represent rising and falling 
intervals with intervals of each kind appearing together: minor 2nds in column 
1, major 2nds in column 2, minor 3rds in column 3 and so successively across 
the page. Counts of each melodic interval are entered against the arrow heads. 
In the diagrams a square around a note indicates the tonic, a leftward arrow the 
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final and a rightward arrow the initial. 

Figure 7: Melodic Interval Diagrams 
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MELODIES WITHOUT SEMITONES 

Figure 7 A shows a typical diagram for E-mode songs. The song has a range 
of an octave from C - C. The tonic and final are both on E. The initial is a minor 
third higher on G. Within the confines of an octave there are three possible 
major 2nd melodic steps, all used in the song; likewise the two possible minor 
3rds and the one possible major 3rd. Additionally, in the particular song, there 
are two higher intervals (seldom used). Other E-mode songs in the sample 
conform closely. Most exploit all of the available intervals up to and including 
the major 3rd. Higher intervals vary from none to three with two or three most 
common. In the E-mode sample the most often used higher intervals were 4ths 
followed by the minor 6th between the tonic and the 6th above and the major 
6th spanning the tonic from the 3rd below to the 4th above. These intervals 
carry only a small proportion of the melodic movement. 

The dominant feature of Fig. 7A is that melodic movement is selective in 
terms of intervals used. Most of the melodic movement takes place on just one 
of the minor 3rds and just one of the major 2nds, namely those immediately 
above the tonic. This characteristic is shared by all E-mode songs. Sometimes 
the major 2nd immediately below the tonic is also emphasised. The tonic 
(defined as the most frequently occurring note) is also the note around which 
most melodic movement centres. In Fig. 7A four intervals converge upon the 
tonic, compared with three for the upper C, three for the D and two for all others. 
Throughout the sample cadences are almost invariably on the tonic and take 
the form of repetitions of the tonic note. Level cadences of this kind frequently 
occur not only at the end of the song but also at the end of the first stanza ( ta f i to) . 

E-mode tetratonic songs by and large exhibit the same kind of melodic 
movement as their pentatonic counterparts except for the omission in most of 
the second degree of the scale, resulting in an unfilled major 3rd below the tonic 
as in Figure 8. 

Again the minor 3rd and major 2nd above the tonic carry most of the melodic 
movement but a considerable amount occurs also on the major 3rd in some 
songs. Higher intervals are the same as for pentatonic songs and again cadences 
occur typically as repetitions of the tonic. 

D-mode songs have markedly different melodic movement from those in 
E-mode. Because there is no minor 3rd associated with the tonic, most melodic 
movement tends to take place on the major 2nd above and the major 2nd below 
the tonic (see Fig. 7B). The minor 3rd two steps above the tonic and/or the 
major 2nd higher still may also be prominent. 
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SONG 8 

Figure 8: Interval Diagram 
E-mode Anhemitonic Tetratonic 

The A-mode songs resemble E-mode because both have a minor 3rd above 
the tonic. The song depicted in Fig. 7C has most of its movement on the minor 
3rd in this position and on the major 2nd below the tonic. The other A-mode 
song (no text) is tetratonic, omitting the topmost note of the mode as well as the 
second and sixth. It emphasises the minor 3rd above the tonic together with the 
major 2nd two steps above. 

In both D-mode and A-mode songs, cadences again occur as repetitions of 
the tonic. 

MELODIES WITH SEMITONES 

Fig 7D shows a typical melodic interval diagram for C-mode (hemitonic) 
songs. The most obvious difference between this diagram and the others is the 
presence of semitones (B-C and E-F). The sole similarity is a common 4th 
above the tonic in the scale. A l l other scalic steps are different. In particular 
the minor 3rd above the tonic common to E-mode and A-mode becomes a 
major 3rd in C-mode as does the corresponding 3rd above the 4th degree of the 
scale. These differences in scale appear also as characteristic differences in 
melodic behaviour. In Fig 7D most of the melodic movement occurs on the 
major 3rd and minor 2nd immediately above the tonic. The same is true of all 
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of the remaining C-mode songs in the corpus. Some emphasise the upper major 
3rd and/or lower minor 2nd as well. In common with anhemitonic songs 
cadences usually take the form of repetitions of the tonic note. 

CONCLUSIONS 

Fig 9 shows the most common interval patterns for the four Tikopia modes. 

Figure 9: Characteristic Interval Patterns 

These patterns are at the very heart of Tikopia music. The notes involving them 
invariably take the tonic and final and usually the initial as well. The tonic is 
confirmed not only as the most frequent note and the note which almost 
invariably ends the song but also the note around which most of the melodic 
movement is centred. The other notes of the mode carry the remaining melodic 
movement. The three anhemitonic modes (E, A , and D) are each segments of 
the complete anhemitonic scale, overlapping to form a hierarchy. C-mode 
stands alone as the sole hemitonic mode, contrasting with the others in its use 
of minor instead of major 2nds and major instead of minor 3rds. In all modes 
the tonic is either at the lower limit of a minor 3rd (E-mode and A-mode), at 



21 

the lower limit of a major 3rd (C-mode) or centric without a third (D-mode). 
These rules account for the lack of a C or G mode in the anhemitonic series. 

RHYTHM, METRE AND TEMPO 

Al l Tikopia music is metred. There are three principle song styles each 
marked by differences in rhythm, metre and tempo. 

MATAVAKA 

The m a t a v a k a is the most commonly recorded of the dance styles. For 
purposes of analysis, 27 m a t a v a k a were transcribed into music notation as well 
as seven songs in m a t a v a k a style though called by other names. The latter were 
three feuku, four mako and a t a k i . 

A l l examples are in duple time. Except for the omission of repeats, Ishmael 
Tula's version of Song 69 (Tl 1) is typical. It is transcribed in 2/8 time. An 
alternative to 2/8 is to transcribe in 2/4 as in transcription T7 (Song 52). In both 
cases the metrical units are indicated by dotted bar lines. There is no essential 
difference between the two. Tempos are indicated in each case in terms of the 
unit given as the time signature with (e.g.) 100 quavers per minute in 2/8 
equating with 100 crotchets in 2/4. Fast examples have by and large been 
notated in 2/8 and slower ones in 2/4. 

Many of the m a t a v a k a in the recorded corpus are without accompaniment. 
Others, following evidently standard practice, are accompanied by sounding 
board with undifferentiated taps on every quaver in 2/8 and every crotchet in 
2/4. Pairing of the beats into 2/8 and 2/4 time is a product not of the 
accompaniment but of the rhythmic patterning of the song. A fairly limited 
inventory of rhythms is used, all characteristic of m a t a v a k a and identifiable 
with the style. The most common of these rhythms are notated in Figure 10. 

Most of the recorded m a t a v a k a exhibit steady tempo. Tempos for m a t a v a k a 
proper range from 60-160 quavers per minute (in 2/8 time) with statistical 
mean, median and mode all at 110. The remaining eight songs have collectively 
somewhat slower tempos, perhaps because they were sung without dance 
accompaniment. They range from 90-140 quavers/minute with the median 
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tempo at 115, the mode at 90 and the mean at 105. 

Figure 10: Common Matavaka Rhythms 

Some m a t a v a k a all evidently recorded at actuality events, exemplify 
Firth's description of the climax of the m a t a v a k a (Firth 1990:77) in which the 
tempo progressively quickens, the level of excitement rises and the dance 
eventually "dissolves in a medley of shouting". Such recordings in the Firth 
collection include versions of Songs 38,52 and 71 though none, unfortunately, 
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was suitable for reproduction on the demonstration tape. Their tempos run the 
gamut of the steady tempo recordings, beginning at tempos as low as 63-65, 
ending at perhaps 130-145, and in one case, reaching a remarkable 245 quavers 
per minute. 

N G O R E 

The n g o r e is a slow tempo dance, accompanied not by sounding board but 
by handclapping. Seven n g o r e were transcribed into music notation from the 
tape recordings together with nine songs, called by other names, which proved 
to be in n g o r e style. They were a f u a t a n g a , two mako p o , a mako t a k a r o , an 
o a , two s o r e , a tusoko and a vent 

AJ1 n g o r e are in 3/8 time with a handclap generally marking the first quaver 
of every three. In one song, T8 in the transcriptions (Song 52), the clap is off
beat on the third pulse. Rhythmically and metrically the style is again both 
characteristic and unmistakeable. Item T20 in the transcriptions (Song 88) may 
be taken as exemplary. The steady flow of triple time as marked by the 
handclaps is modified in three ways: a semiquaver followed by a dotted quaver 
frequently begins a bar; syncopations occur as a result of ties across bar lines; 
and word rhythms not infrequently dictate twos instead of threes, again often 
across bar lines. In the transcriptions a solid bar line indicates the end of a 
textual line, dotted bar lines mark off the metrical divisions and beaming is used 
to delineate word rhythms. 

A remarkable feature of n g o r e and m a t a v a k a styles emerged during recordi ng 
sessions with Firth's informant Ishmael Tuki, at the Archive of Maori and 
Pacific Music, Auckland, in 1978. Firth had arranged for Ishmael to record on 
tape each of a number of songs from Firth's collection of texts. After singing 
his first item, a m a t a v a k a , Ishmael volunteered to sing it as a n g o r e . When 
asked if other m a t a v a k a could be sung as n g o r e he replied affirmatively and 
thereafter, with one exception, sang each of the m a t a v a k a on his list first as a 
m a t a v a k a and then as a n g o r e . At a second recording session, three days later, 
he sang two further m a t a v a k a in both forms, indicating that "most of the rest" 
could be sung as m a t a v a k a only. 

Figure 11 shows the beginnings of three of Ishmael's songs, first in 
m a t a v a k a and then in n g o r e form. Similar principles of transformation are at 
work in all three. A bar of 2/8 or 2/4 transforms to 3/8. Strong beats fall in 
identical places marked by the first note of each duple group in m a t a v a k a and 
by handclaps on the first pulse of every three in n g o r e . In 2/8, quavers are 
substituted for semiquavers and in 2/4 the first crotchet of the bar becomes a 
quaver transforming four pulses to three in each case. It can be seen that line 
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correspondence is exactly preserved and the same number of rhythmic groups 
appears in each textual line as before. 

S O N G 30 

Figure 11: Three Songs as 
Matavaka & Ngore 

(x=handclap) 



25 

The sole m a t a v a k a in the first recording session which Ishmael did not sing 
also as a n g o r e was Song 43. Ishmael was definite that this song could not be 
sung in n g o r e form "because the 1 ines are too long and don' t fit". A transcription 
of the first stanza is given in Figure 12. 

Figure 12: First Stanza of Song 43 

The song is very unusual for its long runs of rhythmically undifferentiated 
paired crotchets, especially in the first line. To transform these to equally long 
strings of quaver plus crotchet units would lack variety and might well become 
cumbersome, hard to manage and perhaps aesthetically unacceptable in the 
slower n g o r e tempo. It is less easy to explain why other m a t a v a k a might not 
transform and there has been no opportunity to check the matter with Ishmael. 
The other m a t a v a k a sung by him appear to conform in all respects to those 
which do transform. In 2/8 m a t a v a k a the most common rhythmic figures 
shown in Figure 10 transform as in Figure 13. 

N g o r e tempos are substantially slower than m a t a v a k a With a quaver as the 
unit, they may seem comparable but, as shown above, the m a t a v a k a 2/8 crotchet 
equates always with a 3/8 dotted crotchet in n g o r e form so that a bar of each 
subsumes the same amount of text The comparison must therefore be made 
between crotchets/mi nute for m a t a v a k a and dotted crotchets/minute for n g o r e . 

One unusually fast n g o r e had a tempo of 51 dotted crotchets/minute. The 
others ranged from 26-43 with an overall statistical mean of 34, median of 33.5 
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Figure 13: Rhythmic Transformations 

and mode of 32 dotted crotchets/minute. A comparison with m a t a v a k a is 
shown in Table 2. 

Song type min. mean mdn mode max. 

M a t a v a k a proper (J/min) 30 55 55 55 80 
M a t a v a k a style ( J /min) 45 53 58 45 70 
Ngone & n g o r e style ( J./min) 26 34 33.5 32 51 

Table 2: Matavaka and ngone tempos. 

H/ATAAfGA 

As affirmed by Firth most f u a t a n g a are laments or dirges, sung primarily 
at funeral ceremonies. Music transcriptions were prepared of nine songs 
designated as f u a t a n g a three songs recognised as types of f u a t a n g a (two soa 
and a s o r e ) and one other song in similar style (a m o r i ) . Two more s o r e and 
a f u a t a n g a have been considered under the heading of n g o r e . 

An immediately noticeable characteristic of f u a t a n g a is their extraordinarily 
slow tempo with many long-held notes. At first hearing it is not at all obvious 
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that these songs, like all others in Tikopia, are metred. 

Of the 13 songs examined, two were in 2/4, two in 3/4, five in 5/4, three in 
6/4 and one in 8/4. In all cases they were in simple time: i.e. without subdivision 
into compound units as implied by time signatures such as 6/4 in Western 
music. 

It can be seen that the additive metre 5/4 is the most often used. Items T26 
and T27 in the transcriptions (Songs 80 and 81) may be taken as exemplary of 
the 5/4 songs. In T26 the metre is most commonly 2+3 and in T27 3+2 resulting 
nearly always in one long-held note in each bar. Occasionally the long note 
extends over more than three beats. The two 3/4 examples (transcriptions T23 
(Song 33) and T24 (Song 77)) were both sung by Ishmael Tuki. They conform 
closely to each other in style, even to almost identical tempos. As a rule each 
bar begins with a long note (minim or dotted crotchet). Other f u a t a n g a tend 
also to contain one long note per bar. Transcription T25 (Song 79) with its 
prevailing pattern of short-short-long is typical of the 6/4 examples. Sometimes 
the long note extends over five or even six beats. Transcription 36 (Song 29) 
is the sole 8/4 example. Long notes are more frequent but again there is a pattern 
of one especially long note per bar, in this case extending often to five, six, 
seven or even eight beats. Again the metre is often additive. Frequently used 
combinations of beats include 3+2+3,3+3+2 and 2+3+3, and ties across the 
barline also occur. 

The 2/4 examples are a m o r i and a s o r e (transcriptions T13 (Song 25) and 
T31 (Song 102). They are like each other but unlike other songs described as 
f u a t a n g a except for tempo, which is very slow. 

Tempos for the 13 transcribed f u a t a n g a - s t y l e songs range fairly evenly 
from 39 to 88 crotchets/minute with half at 60 or below. The statistical mean 
and median are both 60. It is hard to evaluate these results compared with 
m a t a v a k a and n g o r e because in f u a t a n g a a single syllable is so often dragged 
out over several beats. For comparative purposes a better measure of tempo 
would be notes/minute or better still the number of syllables of text/minute. 
When the latter were calculated it was found that f u a t a n g a ranged from a high 
of 74 syllables/minute to a low (for T36 (Song 29)) of only 20. The median was 
40 and the mean 43. By contrast, typical bottom of the range n g o r e at 30-32 
dotted crotchets/minute average perhaps 80-85 syllables/minute, or twice as 
fast as the average f u a t a n g a M a t a v a k a as already shown, are faster still (on 
average about 60 percent faster than n g o r e ) . A further point of contrast is that 
whereas m a t a v a k a often accelerate in tempo and n g o r e seem largely stable, 
some f u a t a n g a slow down in performance. Song 79 (T25) starts a little fast 
before settling down to a steady 42 crotchets/minute. Song 80 (T26) slows 
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greatly in the last stanza; another song (no text) slows slightly from 60-57 
crotchets/minute in the second stanza; and a recording of Song 20 (not on 
demonstration tape) slows throughout the performance within limits of 75-65 
crotchets/minute. 

OTHER SONGS 

A few songs in the transcribed corpus appear to be rhythmically and/or 
metrically different from the others but there are too few examples for more 
than tentative conclusions to be reached. 

Song types loosely allied musically or in performance characteristics with 
m a t a v a k a but possessing anomalous features are fuata, t u a r o and sea 

The one fuata amongst the recordings has no text available so a full 
transcription could not be attempted. The fuata is a staff or club dance (Firth 
1990:85). So far as could be judged, the song is in 4/4 time. There are 
intermittent clashing noises J J J J , presumably from the dance staffs being 
clashed together. The tempo accelerates from 65 to 88 crotchets/minute and 
the performance is accompanied by shouting and hilarity. 

Again there is only one recording of a t u a r o (transcription T30 (Song 99)). 
The text differs slightly from that given to Firth. There is a single stanza six 
lines long that repeats in standard fashion. The lines each contain six crotchet 
beats subdivisible into bars of 2/4 at a tempo of 79 crotchets/minute. Note 
durations are predominantly quavers and crotchets with rhythms close to 
m a t a v a k a style. The t u a r o is a men's dance belonging to the special ritual 
category of Songs of Uta (Firth 1990:11,72-5). 

Sea are dances equated by Firth (1990:80) with vetu (see later). Two of the 
accompanying songs (Song 12 (not on demonstration tape) and another for 
which no text is available) are in duple metre with rhythms not unlike 
m a t a v a k a One has a steady tempo of 90 crotchets/minute and the other 
accelerates from 110 to 130 crotchets/minute. Both tempos are within the 
m a t a v a k a range. Another sea (Song 86) was recorded twice, once by Ishmael 
Tuki in 1978 (see transcription T19) and earlier at Nukufero in 1966. Tuki's 
version is performed throughout with handclapping on the first beat of each bar 
and the other is without clapping. The metre of both versions alternates 
between 2/4 and 3/4 and in this respect is unique amongst all of the recordings. 
The tempo of the 1966 version appears to be steady while in Tuki's version the 
3/4 sections are fast and the 2/4 slow (at half tempo). The tempos equate if the 
2/4 sections are measured in terms of quavers/minute instead of crotchets. The 
2/4 and 3/8 sections appear to cut across the line divisions of the text. 

I 
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Stylistically this particular song is a sport, different from all others in the 
corpus. 

Also different from all others is the sole t a n g i k a i (see transcription T17 
(Song 84). T a n g i k a i are songs within a story (Firth 1990:5). The recorded 
t a n g i k a i is the only song which is unequivocally in compound time. It was 
sung five times in all, interspersed like all such songs with narrative. It is in 91 
8 time at a tempo of 53 dotted crotchets/minute. 

In common with t u a r o , vetu and t a u are men's dances in the special ritual 
category called "Songs of Uta". A number of other song/dance types in this 
category were not recorded. One of two vetu amongst the recordings (Song 90) 
is in n g o r e style and has been analysed under that heading. The other 
(transcription T33 (Song 97)) is in 4/4 metre which it shares with the only t a u 
(transcription T32 (Song 106)). Note durations are predominantly crotchets 
and minims in both songs and their tempos are 95 and 68 crotchets/minute 
respectively. 

FORM 

Firth (1990:15) has shown that Tikopia song texts possess two principal 
features distinguishing them from prose: division of the text into lines, and 
grouping of lines into stanzas. Both lines and stanzas were made plain to Firth 
when the texts were dictated to him. 

If a song has two stanzas they are designated by performers themselves as 
tafito and k u p u ; if there are three stanzas they are generally distinguished as 
tafito, k u p u and safe. Line divisions were indicated to Firth (loc.cit) by pauses 
in dictation, sometimes reinforced by repetition . 

A count of stanzas in Firth's complete body of texts shows that two-stanza 
songs are most common (65%), followed by three (30%). There seems to be 
a tendency for f u a t a n g a and Songs of Uta to contain more stanzas than 
m a t a v a k a or n g o r e . A l l of the 4-stanza songs appear in the former category as 
well as 53 percent of 3-stanza songs compared with only 35 percent in 
m a t a v a k a and n g o r e . 

The number of lines in a stanza varies from one to six or more but three-
line stanzas are most frequent for all song types (40%), followed by four-line 
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(26%) with two-line (13%) and five-line (12%) next most frequent. There is 
an evident tendency for k u p u to have fewer lines than tafito. Whereas three and 
four lines occur in equal numbers for tafito stanzas, in kupu four lines occur 
only half as often as three. 

Textual lines and stanzas are matched by corresponding structures in the 
music: 

In musical performance stanzas are marked by repetition. Each stanza in 
turn is usually repeated before a return to the beginning of the song starts the 
cycle again. Generally a single run through of t h e tafito finishes the song. Some 
deviations from this pattern are an accident of recording. A number of songs 
on tape have the beginning clipped and a few have the entire first rendition of 
the tafito omitted. A different from usual order may, however, be adopted on 
occasion. An example noted by Firth (1990:16) is Song 56 whose stanzas 
repeated 12123. Another example is an o a (Song 85) which, although dictated 
to Firth with three stanzas, was found in the recording to have four (see 
transcription T18). These repeat (1) 122 (twice), 3344 (twice), followed by the 
whole sequence 11223344 (twice). 

The musical line follows the textual line closely, corresponding, as a rule, 
exactly with the line divisions dictated to Firth. Exceptions are almost 
invariably a result of the dictated text either splitting a performance line into 
two or, less frequently, merging two lines into one: i.e. representing a phrase 
as a line or a line as a phrase. Usually the correction results in apparent 2-, 4-
or 5-line stanzas becoming 3-line, in conformity with most others. In like 
manner, corrections can sometimes be made to the number of stanzas in a text 
when a recording is available. 

Musically, the textual line is organised in terms of metrical beats grouped 
into bars as indicated by the time signature. For all song types the overwhelming 
majority of lines contain either four bars (46%) or three (31 %). Six-bar lines, 
which are next most frequent (21%), and eight-bar lines (1%) are probably 
mostly subdivisible as explained above. The remainder are a few 2-bar lines 
(7%) and five-bar lines (9%). It is unusual for the number of bars per line to 
be uniform throughout a song. In the recorded corpus there were five songs 
with a regular 4+4+4+4, four with 4+4+4 and five with 4+4. Two songs were 
3+3+3+3, one was 3+3+3 and another 3+3. For most songs the number of bars 
tends to change from line to line in irregular patterns of threes or fours 
interspersed with occasional twos or fives. 

With few exceptions the dance styles ( m a t a v a k a and n g o r e ) are through-
composed. New melodic material is introduced line by line, and the k u p u 
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generally has adifferent melody from the tafito. Melodic ideas may be repeated 
at the motif level from earlier in the song, perhaps even for a bar or two, but tend 
to diverge well short of phrase level. Balance of old material with new is 
achieved not by repetition within the stanza but by the conventional repeat of 
each stanza before moving on to the next. There can be little doubt that the 
abundance of melodic invention in dance-songs serves the useful purpose of 
averting boredom with the tune as it repeats many times during the course of 
the dance. The problem does not arise with slower tempo tunes which 
accordingly make greater use of reverting structures. There are a number of 
examples of f u a t a n g a , especially, in which melodic ideas from the tafito are re
used in the k u p u . The aforementioned recording of Song 85 (T18), a slow 
tempo o a in n g o r e style, has an A B A l C structure; Song 99 (transcription 
T30), a t u a r o , contains three couplets in A B / A B / C C form; two f u a t a n g a Song 
81 (transcription T27) and Song 20 (not on demonstration tape) substantially 
duplicate the first line of the tafito in the k u p u and, in the latter case, in the safe 
as wel 1; two further f u a t a n g a Song 77 (transcription T24) and the other without 
available text, have a k u p u the same as the tafito, while Song 25 and Song 32 
(transcriptions T l 3 and T22), both in f u a t a n g a style, have a k u p u almost the 
same as the tafito. Finally, Song 102 (transcription T31), a s o r e , is strophic. 
This song is of interest for the manner in which the melody accommodates 
stanzas of unequal length. In the shorter second stanza part of the melody is 
left out while in the longer third stanza part is repeated. 

TREATMENT OF ANACRUSIS 

Half of the songs in the recorded corpus begin on the beat and half on an 
anacrusis. A few of the former graft on an anacrusis by means of an added 
vocable to the text as in Figure 14. 

Figure 14: Added Vocable Anacrusis 
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Vocables, referred to by Firth (1990:189) as "makeweight" particles, have 
a more important role in making up the beat at the end of a line. Thus in 
transcription T29 (Song 112) the vocable [a] after the repeat of the tafito 
prepares the way for the k u p u , and the vocable [ e ) after the repeat of the kupu 
provides a launching pad for the d a c a p o return to the tafito. The same vocable 
is used for an identical purpose in transcription T7 (Song 52)). The m a t a v a k a 
Song 56 (transcription T10) has an interesting further use of the principle. 
Between the kupu and the safe, the particle i serves as a meaningless vocable 
for the return to the tafito but becomes meaningful for the continuation to the 
safe. 

The underlying purpose served by the use of vocables is to maintain the 
continuity of the song by keeping up the metrical flow. Another device which 
meets the same need is to tie across the barline between textual lines as in Figure 
15, thereby smoothing the transition between one line and the next by filling 
the beat before an anacrusis with an extension of the preceding syllable. 

Figure 15: Ties Across Line Boundaries 

Other examples of tying across the barline can be found in transcriptions T7 
(Song 52) and T26 (Song 80). 

An anacrusis at the beginning of a line is nearly always matched at the end 
of the line by a final bar which lacks the corresponding number of beats. As 
in Figure 16 the bar, in effect, is divided between the beginning and the end of 
the line. 

The transcriptions appended provide several further examples. 

Balancing the number of beats in this way is evidently a strongly felt 
imperative on the part of singers. When it cannot be accomplished by division 
of the measure it may sometimes be done by textual overlap as in transcription 
T18 (Song 85) where the final syllable of the word m o i at the end of the third 
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stanza overlaps with the word ku at the beginning of the fourth stanza. 

S O N G 32 

Figure 16: Division of Bar for Anacrusis 

A refinement of Tikopia treatment of the anacrusis is that the beginning of 
a musical line often lags or anticipates the textual line by half a beat. A good 
example can be seen in transcription T24 (Song 77) at the beginning of the 
second line. The line begins on the offbeat of the anacrusis with the accent 
taking the final syllable of the preceding line. Again this seems to be a device 
to ensure performance continuity. 

SONG/TEXT RELATIONSHIPS 

Some information on this subject has already been given, especially in the 
preceding section on Form where line and stanza are shown to be the same for 
both text and music and the use of vocables is discussed in their "makeweight" 
role of assisting the rhythm. Detailed further discussion is beyond the scope 
of the present study but one other topic merits attention because of its special 
interest. 

V o w e l changes 

In his section on Poetic Diction in T i k o p i a Songs Firth (1990:40) refers to 
a common device in Tikopia song texts of modifying the vowel a into o. 
Singers are aware of these changes and frequendy dictated them to Firth when 
he was obtaining the song texts. Many such changes are documented in Firth's 
notes to the songs in his book. Neither phonological nor musical rules have 
been found which could predict these changes with certainty. Some information 
has, however, emerged as a result of musical analysis: 
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When transcription of the songs was begun into music notation, it was 
immediately noticeable that the singers were sometimes modifying vowels 
other than a Thus in Figure 17: 

front mid back 
high i u 

t t 
mid e o 

low a ^ 

Figure 17. Vowel changes. 
a changes sometimes to o, o to u and e to L It can be seen that in each case the 
vowel rises. Less frequently reverse changes take place involving the same 
vowels. Apparently similar changes in Tongan and Pukapukan turn out to be 
different and to be subject to rules which do not apply in Tikopia songs. In 
Tongan speech an unstressed short a assimilates to a following stressed vowel 
(pers.comm. Bruce Biggs). The Pukapukan case is confined to a single 
mdnotonic (one note) song type called mako and affects only diphthongs. A 
short lower vowel not preceded by a vowel of identical quality assimilates to 
a following high vowel, creating a double vowel of the higher quality 
(Salisbury 1983:139-44). 

In Tikopia although no invariable rules have been found, certain conditions 
seem to favour changes of vowel quality: 

1. Most changed vowels by far fall on notes which are either musically stressed 
(accented) or, especially in the song type f u a t a n g a musically long. The 
probability of a vowel falling on an accent is approximately 1:3 in duple or 
triple time ( } J* .h or J>«hJ> ). Changed vowels fall on accents nearly twice 
as often or 62% of the time. Such a large difference is surely significant and 
raises the possibility that changed vowels not stressed musically may be 
stressed linguistically. This cannot be thoroughly checked because a stress 
analysis of Tikopian has not as yet been carried out (pers. comm. Bruce Biggs). 

2. Adjacent like vowels may be changed to agree with a raised or lowered 
vowel. There are examples in nearly all of the recorded songs. Sometimes a 
whole string of changes ensues as in Song 41 where o m o a n a becomes u m u o n o 
or Song 87 where Te faka arofa becomes Te f o k o orofo. 

Some 85% of all changes occur either on musically accented notes or on 
adjacent like vowels. In a sample of nine randomly chosen songs 60% of raised 
vowels were musically stressed (consistent with the 62% result for all songs), 
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25% rose by agreement and only 15% were musically unstressed or non-
agreeing. 

No evidence was found to suggest that a vowel change is influenced by 
preceding or following non-like vowels. 

3. The extent to which vowel change is influenced by preceding or following 
musical intervals must be judged against average incidence of level, rising and 
falling intervals in Tikopia melody. In a sample of 14 songs representative of 
the different song types, about half of all melodic movement was found to be 
level with the remainder divided about evenly between rising and falling. 
Intervals preceding o - u changes are close to the expected incidence of 50 
percent for level and 25 percent each for rising and falling. By contrast: 

(a) Forty percent of e to i changes on the accent and 38 percent off the 
accent are preceded by r i s i n g intervals. 

(b) Seventy-six percent of a to o changes on the accent and 70 percent 
off the accent are preceded by l e v e l intervals. 

No clear trend was found for following intervals. 

4. D o u b l e changes 

There are several examples of an already raised vowel being further raised 
(in all cases a to o to u). Because the singers are aware of the a to o changes and 
have incorporated many of them into the dictated song texts, double changes 
can only be found with the aid of an ordinary-text version of the songs. In a 
sample of nine such texts supplied to the writer by Firth there were numerous 
cases of additional a to o changes and one song (Song 45) containing ten double 
changes. Examples are a r a which is written on? and further rises to u r u and 
vasa which becomes successively voso in the text as dictated and vusu as sung. 
It would seem that in this song the changes dictated to Firth have become 
established as standard text and have then followed the same imperatives as the 
a to o originals to become further transformed. 

5. Reverse changes 

In the corpus of musically transcribed songs, some 17 percent of vowel 
changes reverse the normal a to o, e to i and o to u by falling instead of rising. 

Sometimes part of a word rises and part falls. Thus in Song 53 (T9) the word 
p a r i k i in ordinary speech becomes p o r i k i in poetic form but in performance 
retains the raised first syllable and lowers the second and third to p o r e k e . 
Sometimes the explanation for reverse changes seems to be that an informant 
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has dictated a poetic form to Firth which the singer has failed to observe in 
performance. But this is not always the case. In the ordinary text sample 
supplied to the writer by Firth there are examples of u falling to o or /' to e as 
in Song 32 (T2) where / t a k u kamu becomes E t a k o k a m o . Considered as a 
whole, reverse changes: 

(a) occur on a continuum from high to low: u to o, 55 percent; i to e, 40 
percent; o to a , 5 percent. 

(b) occur with equal frequency (50 percent) on and off accents. 
(c) are overwhelmingly preceded by l e v e l musical contour (76 percent). 

Rising changes, by contrast: 
(a) are approximately evenly distributed a to o, 30 percent; e to i, 37 

percent; o to u, 33 percent. 
(b) occur most often on accented syllables (2:1). 
(c) favour preceding level contour not for all changes but particularly 

for a to o (74 percent). 

Although no predictive rules have emerged the statistical evidence suggests 
that vowel changes do not occur at the whim of singers or composers but follow 
rules of some kind. 

SUMMARY AND CONCLUSIONS 

The broad distinction made by Tikopia themselves between mako (dance 
songs) and f u a t a n g a (mostly laments or dirges) is well borne out by the musical 
analysis. The songs in the recorded corpus fall into three principle categories, 
each with its own style. F u a t a n g a stand alone. The others are two dance-styles, 
m a t a v a k a and n g o r e . These share some musical features but are highly 
distinctive in terms of rhythm, metre and tempo. 

Besides m a t a v a k a , n g o r e and f u a t a n g a p r o p e r , a numberof song types with 
different names turn out also to belong in these categories. Songs called simply 
mako without further qualification are found to be either m a t a v a k a or n g o r e in 
sty le. In the former category are Song 45 (T16) and three other songs for which 
no text is available. Three feuku (Song 74 and two others without text), a t a k i 
(no text) and a m o r i (no text) are also in m a t a v a k a style. F e u k u are explicitly 
sexual jibing songs performed at night dances (Firth 1990:207); the t a k i is 
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described as a type of mako r i m a ( dance with hand movements) performed 
with sounding board accompaniment (op.cit.:266,81); the m o r i (op.cit.:86) is 
a dance performed with wooden dance bats (paki). 

Songs in n g o r e style include a m a k o p o (Song 24 (T12)), a mako t a k a r o (no 
text) a tusoko (Song 26 (T14)) and an o a (Song 85 (T18)). M a k o t a k a r o are 
recreational dances; mako po are dances marked by handclapping (po) 
(pers.comm. R. Firth) and tusoko and o a are likewise dances which use 
clapping to mark the rhythm (Firth 1990:79). As handclapping accompaniment 
is one of the features of n g o r e , this seems consistent with performance as n g o r e . 
On the other hand the interchangeability demonstrated by Ishmael Tuki for 
n g o r e and m a t a v a k a may well mean that any dance in m a t a v a k a style can be 
performed as n g o r e and vice versa. A n i a p u r u (Song 28), unfortunately too 
badly recorded to be transcribable, begins in n g o r e style with handclapping but 
later in the recording changes to m a t a v a k a w i t h beating accompaniment Song 
28 is described by Firth (1990:165) as allied to m a t a v a k a The next song by 
the same group is a tusoko (Song 73 — not on demonstration tape). It is 
performed not as a n g o r e like the tusoko recorded as Song 26 (T14) but as a 
m a t a v a k a with beating instead of clapping. 

Song types categorised by Tikopia as types of f u a t a n g a include ritual elegies 
called s o r e (Firth 1990:11) as well as soa, a type of f u a t a n g a sung as eulogy 
to spouses or bond friends (op.cit: 162). A sore (Song 102 (T31)), a m o r i (Song 
25 (T13)) and two soa (Song 32 (T22) and Song 44) are among transcribed 
songs in f u a t a n g a style, though with qualifications in the case of the s o r e and 
m o r i . 

In analytic terms there is no problem regarding the foregoing as subtypes 
of the respective major categories m a t a v a k a , n g o r e and f u a t a n g a whether or 
not they are so classified by Tikopia. Some song types are found, however, to 
belong to more than one category, indicating that the boundaries are to some 
extent fluid. Thus although the m o r i earlier mentioned is in m a t a v a k a style, 
another (Song 25 (T13) is in the same slow 2/4 style as the s o r e (Song 102 (T31) 
classified by Tikopia as a f u a t a n g a On the other hand although the latter s o r e 
is in f u a t a n g a style, two others (Song 103 (T35) and Song 107 (T34)) are in 
n g o r e style as is another song (Song 87 (T28)) classified simply as f u a t a n g a 
Likewise one vetu (Song 90) is in n g o r e style while another (Song 97 (T33)) 
is in a different 4/4 style shared with the only recorded t a u (Song 106 (T32)). 

Reconciliation of the above is possible if one realises that the anomalies by 
and large affect only named subcategories. Stylistically almost all of the 
individual recorded songs belong to one or other of the three major categories, 
m a t a v a k a , n g o r e or f u a t a n g a These are distinguishable primarily on rhythmic 
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grounds, sharing many of their remaining characteristics. 

OVERALL CHARACTERISTICS OF TIKOPIA MUSIC 

Manner of singing. Group rather than solo singing is usual. Texture is 
characteristically in unison and at the octave depending on the voice register 
of the singers talcing part. Melodic intervals are close to the tempered values 
in most songs. Often there is both rhythmic and melodic uncertainty at the 
beginning of a song. Continuity of performance is the rule in group singing 
with no provision for breathing breaks in Tikopia song structure. As a result, 
solo singers are forced to break metre when they take breath, generally adding 
a beat when they do so. Voice quality is moderately tense with some nasality. 

Scales are mostly pentatonic or tetratonic (5-note or 4 note). The most 
common range is an octave. Most scales are plagal, with the tonic, or most 
frequently used note, close to the centre of the range. Cadences consist usually 
of repetitions of the tonic note. 

Form Tikopia song texts differ from prose by division of the texts into lines 
and grouping of the lines into stanzas. These divisions are the same for both 
textandmusic. Stanzas, called tafito, k u p u and safeby Tikopia, generally repeat 
Lines are organised musically in terms of metrical beats grouped into bars 
according to time signature. There are usually three or four lines in a stanza with 
irregular groupings of either three or four bars per line. Several devices serve 
to aid continuity of performance. Half of the songs in the recorded corpus begin 
with an anacrusis: the bar containing the anacrusis is divided between the 
beginning and the end of the stanza, facilitating the standard repeat; balancing 
the number of beats between the beginning and end of the stanza is sometimes 
accomplished instead by textual overlap; vocables may be used to make up the 
beat in a line where continuity would otherwise be disturbed; an anacrusis will 
often be preceded by a tie across the bar line, smoothing the transition from the 
preceding line; finally, a musical line often lags or anticipates the textual line 
by half a beat thereby forcing continuity. 

COMMON FEATURES OF MATAVAKA AND N G O R E 
STYLE 

Scales are almost exclusively anhemitonic (without semitones). 

Mode. Three common modes, E-mode, D-mode and A-mode, all minor, 
are derivable from heptatonic (seven note) Phrygian, Dorian and Aeolian 
modes by dropping the 2nd and 5th, 3rd and 6th and 2nd and 6th respectively. 
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In E-mode and A-mode the lower limit of a minor third marks the tonic. 

Melodic movement differs according to mode. In all modes the tonic is the 
note around which most melodic movement is centred. E-mode songs 
emphasise the minor 3rd and major 2nd above the tonic; A-mode songs favour 
the minor third above the tonic and the major 2nd below; D-mode songs make 
greatest use of the major 2nd above the tonic and the major 2nd below. 

Form M a t a v a k a and n g o r e are usually through-composed with different 
melodic content in each line of the song and different melodies for the tafito and 
kupu. 

DISTINCTIONS BETWEEN MATAVAKA AND N G O R E 
STYLE 

The individual styles are distinguished as follows: 

M a t a v a k a are in duple time (2/8 or 2/4). Typically they are accompanied 
by sounding board with a tap on each quaver in 2/8 or each crotchet in 2/4. Their 
most prominent rhythms are shown in Figure 10. Tempos are either steady or 
accelerate within limits of about 60-70 quavers/minute to 130 quavers/minute 
or more. 

N g o r e are 3/8 songs with a handclap marking the first quaver of every three. 
Syncopations occur across bar lines and word rhythms may run counter to the 
metre established by the handclaps. N g o r e tempos are slower than m a t a v a k a 
and do not accelerate. Compared with m a t a v a k a they are about 60 percent 
slower with tempos averaging 34 dotted crotchets/minute. 

Because the differences between n g o r e and m a t a v a k a we wholly rhythmic, 
most n g o r e can be transformed to m a t a v a k a and vice versa. 2/8 semiquavers 
in m a t a v a k a style become quavers in n g o r e style so that a bar of 2/8 transforms 
to one of 3/8. The melody is unchanged as is the number of rhythmic groups 
in each bar. 

FUATANGA STYLE 

Manner of singing. These songs are generally pitched low. As male 
singers approach the bottom of their voice register some may switch octaves, 
rejoining the other singers when the melody reaches middle ground. The 
resultant shift from octave to unison and back again is peculiar to f u a t a n g a 
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Scales and mode. A significant proportion of f u a t a n g a s c a l e s are hemitonic 
(with semitones). The mode of all of these scales, called C-mode by the writer, 
is derivable from the heptatonic Ionian mode in analogous fashion to the 
derivation of the anhemitonic E-mode from Phrygian, by dropping the 2nd and 
5th degrees. Unlike the anhemitonic modes, C-mode is major and there are 
corresponding differences in melodic pattern. Seconds change from major to 
minor and thirds from minor to major. As in the other modes, the tonic is the 
note around which most melodic movement centres but, in conformity with the 
mode, the favoured intervals are the major 3rd and minor 2nd above the tonic. 

Rhythm, metre and tempo. A conspicuous characteristic of f u a t a n g a is 
their very slow tempo and many long held notes. More than half have tempos 
of less than 60 crotchets/minute. In terms of syllables of text/minute, f u a t a n g a 
have a mean tempo of only 43 compared with twice this figure for n g o r e , the 
next slowest songs. fMafangasometimes slow even further during performance 
unlike n g o r e , which have steady tempo, and m a t a v a k a which often accelerate. 

The metres of f u a t a n g a are frequently additive, unlike those of other songs. 
The most common f u a t a n g a metre is 5/4 in patterns of either 2+3 or 3+2. 
F u a t a n g a usually have one long note in each bar. The long note may tie over 
the bar line and may extend to five, six or even seven or eight beats. In contrast 
with m a t a v a k a and n g o r e dance styles, there is no audible accompaniment to 
mark the beat. Instead of sounding board or handclapping, gesture alone 
suffices (see Firth (1990:49) for a vivid description of the use of palm leaf fans 
by mourners on a typical performance occasion). 

Form. F u a t a n g a make greater use of reverting structures than most other 
song types, probably because of their slower tempo. The kupu frequently repeats 
melodic ideas first introduced in the tafito and may even reiterate the entire 
melody. 

POSSIBLE OTHER STYLES 

Findings about m a t a v a k a , n g o r e and f u a t a n g a styles are fairly firm because 
there were sufficient recorded examples to provide a representative sample. 
Some song types, however, are problematical because there were too few 
recordings, and sometimes no written texts. For others, particularly ritual 
genres such as those of the privilege ceremonies and several whole categories 
ofthe sacred Songs of Uta (Firth 1990:11,72-5), there were no recordings at all. 
Styles other than m a t a v a k a , n g o r e and f u a t a n g a seem to exist, e.g., t a n g i k a i 
and t a u but one cannot be sure whether the few recordings of them are typical. 
Unless and until further recordings can be obtained and analysed, speculation 
about such styles is best avoided and conclusions left to future study. 
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APPENDIX: TRANSCRIPTIONS 

(As recorded on audio cassette published simultaneously with Firth T i k o p i a Songs (1990)) 

The transcriptions are given in the same order as the corresponding songs 
on the cassette tape accompanying Raymond Firth's book, T i k o p i a Songs 
(1990). For information about the recordings, see the Introduction of the 
present paper. 

In the transcriptions, conventional notation is used with few exceptions. 
Grace notes take their time from the notes to which they are attached. Small 
notes other than grace notes denote tune variation with repetition of strophes. 

Arrows above and below note heads indicate deviations of pitch of up to 
a quarter tone. Accidentals before notes apply until corrected. Accidentals at 
the beginning of a staff apply throughout the staff. Such accidentals should not 
be interpreted as key signatures. 

Single solid barlines indicate the ends of textual lines. Double solid bar 
lines denote ends of strophes. Metre is indicated by dotted bar lines, and by 
beaming notes as in Western instrumental notation. 

In the texts, hyphens are used to separate syllables. Underlining is used to 
indicate that a vowel is linguistically raised in performance: e.g. m o - a - n o 
would be performed as m u - o - n u . Songs are transcribed as far as possible as 
sung or, in practice, as heard. There are numerous discrepancies between the 
texts as sung and the versions in Firth's T i k o p i a Songs (1990). Major such 
differences were reported by the writer to Firth and some are commented upon 
by him in the book. Some appeared to make little or no sense linguistically and 
may have been misheard by the writer. Small differences between songs as 
sung and as dictated to Firth are accommodated by means of round and square 
brackets. Round brackets indicate textual omissions and square brackets 
additions or substitutions. A ligature joining two vowels is used to show that 
the vowels are merged in performance instead of being articulated separately. 

Notes o n i n d i v i d u a l t r a n s c r i p t i o n s 

T7 Beginning missed on tape. Starts bar 4. 
T8 Beginning missed on tape. Starts bar 8. 
T15 Transcription rhythmically uncertain in k u p u . 
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T19 Cassette and transcribed renditions of song differ. 
T26 K u p u rua - Text variant second time. 
T31 Transcription as sung for repeat of each stanza. Some melodic and 

rhythmic variations first time through. 
T32 The transcription represents an average or consensus of strophes as 

sung. 
T35 G natural takes some time to stabilise. 

LIST OF TRANSCRIBED AND RECORDED SONGS 

Tape# Song Date Duration Description 

T l 3 1978 0'47" M a t a v a k a "Manongi o Anuta e!" 
- in praise of aromatic leaves worn as a 
decoration. As sung by Ishmael Tuki at 
Auckland. 

T2 3 1978 1*05" N g o r e As T l 
T3 8 1966 2'23" M a t a v a k a 'Te ramanga o te po" -

netting flying fish by night. Recorded at 
Nukufero. 

T4 30 1978 1'37" N g o r e "Sisi mai te matini" - in praise of 
a faithful wife. As sung by Ishmael Tuki 
at Auckland. 

T5 30 1978 0'52" M a t a v a k a AsT4 
T6 41 1978 l'Ol M a t a v a k a " K c tangitangisia" - a famous 

song of farewell. As sung by Ishmael 
Tuki at Auckland. 

T7 52 1955 ri9" M a t a v a k a 'Tuterotomatua"-a criticism 
of men going abroad to work. 
Recorded in Auckland. 

T8 52 1953 2'16" N g o r e "Tu te roto matua" - a criticism of 
men going abroad to work. Recorded in 
Tikopia. 

T9 53 1973 T12" M a t a v a k a "E rere toku vaka" - in de 
fence of workers abroad. Recorded at 
Nukufero. 

T10 56 1964 1'52" M a t a v a k a "Kavea ke mamao" 
- preparation for a voyage abroad. 
Recorded at Honiara. 

T i l 69 1978 0'24" M a t a v a k a 'Tau avanga e kainaki e!" 
- young men jeer at young women. As 
sung by Ishmael Tuki at Auckland. 
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Tape# Song Date Duration Description 

T12 24 1973 1'37" M a k o po "Kau mata uru o fenua" 
- rejoicing in travel overseas. Recorded 
at Alangaule. 

T13 25 1973 r23" M o r i 'Te fakauvingo o te vaka" 
- preparing for a ship's departure. 
Recorded at Alangaule. 

T14 26 1978 1'28" Tusoko "Kau tangitangi" - thanksgiving 
to a chief. As sung by Ishmael Tuki at 
Auckland. 

T15 38 1978 T04" N g o r e "Ko Fosi te ariki te tusi" - in 
praise of the anthropologists. As sung by 
Ishmael Tuki at Auckland. 

T16 45 1966 1'04" M a t a v a k a "Pepe mai tou taumuri" - a 
dream song about dying at sea. 

T17 84 1953 0'20" T a n g i k a i 'Tokuku foi o" - a request to 
a grandmother. Recorded inTikopia. 

T18 85 1966 5'00" O a "Sakiri ou ra ki Niteni" - landing on 
a foreign shore. 

T19 86 1966 r57" Sea "Ngorumia moi" 
1978 0'46" - in the midst of a battle. Recording as 

sung by Pa Taukena at Nukufero, 1966. 
Transcription as sung by Ishmael Tuki at 
Auckland, 1978. 

T20 88 1978 r37" N g o r e "O mata ariki"- a praise song to 
a chief. As sung by Ishmael Tuki at 
Auckland. 

T21 88 1978 roo" M a t a v a k a As T20 
T22 32 1973 r46" Soa "Utu ko te voi" - a husband praising 

his wife. Recorded at Alangaule. 
T23 33 1978 1'48" F u a t a n g a "Nau e! E ta" - a mother's 

work is praised. As sung by Ishmael 
Tuki at Auckland. 

T24 77 1978 1'50" F u a t a n g a "Tourongopa" 
- mourning for a dead father. As sung by 
Ishmael Tuki at Auckland. 

T25 79 1953 4'47" Sore "Ou rangi pa" - mourning the loss 
of a father. Recorded in Tikopia. 

T26 80 1966 6'58" F u a t a n g a "Pa e! kuou se ne tangi ra" 
- mourning an uncle. 

T27 81 1953 3'43" F u a t a n g a "Nau e! ne kau sakiria" 
- mourning a mother. Recorded in 
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Tape# Song Date Duration Description 

Tikopia. 
T28 87 1966 0'37" F u a t a n g a 'Tangi ou ki a pa" - regret for 

a father. Recorded at Nukufero. 
T29 112 1966 r35" M a t a v a k a 'Te tonu ka moe" - the spirit 

in the afterworld. Recorded at Nukufero. 
T30 99 1953 1*48" T u a r v 'Tuaro niua" - sacred dance song. 

Recorded in Tikopia. 
T31 102 1973 3'52" Sore " E ko te tuua" - in praise of Lord 

Jesus. Recorded at Alangaule. 
T32 106 1966 6'37" Tau " E iki e!" - about meeting in the 

heavens. As sung by the Ariki Taumako. 
T33 97 1966 479" Vetu "Kou tu o amoa" - a father thanks 

his son. 
T34 107 1966 2,00" Sore "Ko Tafaiata, Sakura" - in honour 

of traditional gods. 
T35 103 1953 1'23" Sore "Mapusia rere i ou ara" - in honour 

of the prime god. Recorded in Tikopia. 
T36 29 1953 8'41" F u a t a n g a "Maru atu ou" - achief praises 

himself. Recorded in Tikopia. 
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TI MATAVAKA (SONG 3) See Fig. 11 

T2 NGORE (SONG 3) See Fig. 11 

T3 MATAVAKA (SONG 8) 

T4 NGORE (SONG 30) See Fig. 11 

T5 MATAVAKA (SONG 30) See Fig. 11 
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T6 MATAVAKA (SONG 41) 

T7 MATAVAKA (SONG 52) 
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T8 NGORE (SONG 52) 

T9 MATAVAKA (SONG 53) 
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TIO MATAVAKA (SONG 56) 



T i l MATAVAKA (SONG 69) 

T12 MAKOPO (SONG 24) 
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T13 MORI (SONG 25) 

T14 TUSOKO (SONG 26) 
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T15 NGORE (SONG 38) 

T16 MAKO (SONG 45) 
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T17 TANGI KAI (SONG 84) 

T18 OA (SONG 85) 
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T19 SEA (SONG 86) 

T20 NGORE (SONG 88) 
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T21 MATAVAKA (SONG 88) See Fig. 11 

T22 SOA (SONG 32) 

T23 FUATANGA (SONG 33) 
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T24 FUATANGA (SONG 77) 

T25 SORE (SONG 79) 
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T26 FUATANGA (SONG 80) 
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T27 FUATANGA (SONG 81) 
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T28 FUATANGA (SONG 87) 



T29 MATAVAKA (SONG 112) 

T30 TUARO (SONG 99) 
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T31 SORE (SONG 102) 
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T32 TAU (SONG 106) 

T33 VETU (SONG 97) 
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T34 SORE (SONG 107) 

T35 SORE (SONG 103) 
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T36 FUATANGA (SONG 29) 
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GLOSSARY OF DANCE/SONG 
TYPES 

(For further information see Firth 1990 (especially Ch. 4)) 

feuku sexual jibing songs performed at night dances. 
f u a t a stick dance/song performed without sounding board. 
f u a t a n g a laments or dirges sung primarily at funeral ceremonies. 
mako generic term for dance. 
mako po dance with handclapping (po). 
mako rima dance/song with hand gestures. 
mako t a k a r o recreational dance/song performed without sounding 

board. 
m a t a v a k a fast tempo dance/song accompanied by sounding board. 

The name literally means "canoe bow". 
m o r i dance/song performed with wooden dance bats (paki). 
n g o r e slow tempo dance/song accompanied by handclapping. 
n a p u r u old type of dance/song combining features of other 

dances. 
o a dance/song now seldom performed. 
sea dance similar to tau but with more rapid and elaborate 

hand and foot movements. 
soa type of f u a t a n g a sung as a eulogy to spouses or bond 

friends. 
songs of Uta ritual dance/songs performed annually at Uta marae. 

Included v e t u , s o r e , t a u and t u a r o . 
s o r e type of f u a t a n g a in praise of chiefs or gods. 
t a k i type of mako r i m a performed with sounding board 

accompaniment. Also an introductory song and dance 
for a festival. 

t a n g i k a i song within a story. 
t a u ritual dance/song. 
t u a r o sacred dance/song accompanied by sounding board. 
tusoko circle dance with handclapping accompaniment. 
vetu ritual dance/song. Accompanied by footstamping and 

handclapping. 
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