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Preface: Mervyn McLean - The Oceanic Legacy 

The Study Group on the Musics of Oceania (SGMO) is an 
informal association of scholars within the International 
Council for Traditional Music, whose members share an 
interest in the study of the musics and dances of Oceania 
and in relation to this, they also share their appreciation 
for Mervyn McLean's work. 

Mervyn McLean's publications on Maori waiata 
singing include fundamental data and information 
on Maori music, and his publications on musical 
instruments and archiving are among the most frequently 
quoted reference books. 1 am sure that all scholars and 
researchers on Oceanic music and dance have Mervyn's 
Annotated Bibliography of Oceanic Music and Dance 
(1995) at an easy reachable place on their bookshelf. 

With this festschrift the Study Group members 
demonstrate their respect for Mervyn's achievements in 
the field of Oceanic ethnomusicology, of which he is one 
of the earliest scholars, and also express their admiration 
for the spirit in which Mervyn carried out both his 
scientific research and his duties as an archive curator. 
Through his ethnomusicological activities he contributed 
to the maintenance and preservation of Pacific music 
and dance, and this same ethical ideology serves as a 
model for the SGMO members. With their own research 

and teaching methods, the SGMO members wish to 
demonstrate that it is possible to carry out scientific 
work of high quality, and at the same time present these 
results and recordings in forms accessible to Pacific 
people as a tool against loss of local traditions. 

Mervyn was a pioneer in this direction. With his 
enthusiasm and his wholehearted way of collecting 
songs and making the recordings accessible for host 
communities, he provided an excellent model of how 
ethnomusicology can serve in intcrcultural exchange, an 
attribute much needed in our time. 

The Study Group was created in 1977 and this is 
only its second publication project, in which the Group 
demonstrates thanks and respect to outstanding scholars 
and teachers in Oceanic ethnomusicology. It has taken 
several years from the first thoughts of this project to 
its successful conclusion, but the fact that authors from 
all over the world are presenting their latest research 
results here in a wide range of interesting topics shows 
the significance of Mervyn McLean's inspiration on the 
SGMO members. 

Raymond A mmann 
Chair, Study Group on the Musics of Oceania 
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Introduction 

Mervyn Evan McLean, teacher, mentor, researcher and 
archivist, is the worthy recipient of this set of essays. 
Oceanic Music Encounters - the Print Resource ano" the 
Human Resource. The authors include colleagues and 
former students of an academic who was a practising 
ethnomusicologist only three years after the term was 
coined. Although most of his university career was spent 
at the University of Auckland, Mervyn's influence in the 
fields of Pacific music research and archiving were such 
that the contributions in this volume arc the result of 
both distant reputation and personal acquaintance. The 
volume is the product of the Study Group on Musics of 
Oceania within the International Council for Traditional 
Music, of which Mervyn has been a member for many 
years. The volume title is intended to encompass the 
span of Mervyn's professional interests, which include 
the role of archives in Oceanic music research and 
performance; material culture collections in music 
research and performance; the role of transcription 
in music research and performance; the importance 
of bibliographic research in tracing the connections 
between the past and the present; the significance of 
collaboration in research, particularly with scholars in 
other disciplines, and its significance to performance; 
and the colonial encounter and its implications for 
historical and contemporary performance. 

Raymond Ammann investigates a phenomenon long 
enshrouded in uncertainty within Pacific organology: 
the existence of nose flutes in Melanesia. Basing much 
of his investigation on extended periods spent in New 
Caledonia and Vanuatu, Ammann combines archival and 
fieldwork experiences to achieve a satisfying resolution. 

Three papers have as their focus an individual song 
from a specific local repertoire. 

Although Mervyn McLean did not undertake 
research into Australian Aboriginal music, he combined 
profitably on several occasions with the linguist Margaret 
Orbcll to tease out music and linguistic significances in 
individual Maori songs. A trans-Tasman parallel appears 
in this volume in the paper jointly written by Linda 
Barwick, Allan Marctt, Joe Blythe and Michael Walsh, 
who similarly identify some of the complexities and multi-
vocalities associated with multiple variants of one iljanha 
song held in the Wadeye Aboriginal Sound Archive, 
Northern Territory. In ways new to published studies of 
Aboriginal music, this paper argues that development of 
relationships between melody, text, rhythm and accom
paniment is part of the composer's intentional strategy. 
Barbara Smith's paper similarly focuses on performance 

variation within a single composition, a traditional 
Hawaiian chant "No Luna O Kahalekai" performed on 
two occasions almost half a century ago by the renowned 
Mary Kawena Pukui. Dan Bendrups traces the history of 
a song known as Sausau evidently introduced to Rapanui 
in 1939 and now performed for international audiences 
as a symbol of Rapanui cultural identity. Ironically, the 
song is now part of Chilean folklore and self-identity. In 
locating the intellectual and commercial success of this 
song within the global forces that have come to bear on 
the music cultures of other small islands in the Pacific, 
Bendrups provides an important addition to Oceanic 
music scholarship because the processes and outcomes 
of this one song's development have parallels in many 
parts of the region, where the histories of other individual 
songs also arc shaped by a kind of cultural rebound in 
which the process of initial incorporation of foreign 
elements is followed by expropriation by foreigners of 
the final product. 

Apart from recent publications (e.g., Midian 1999, 
Jones 2004, and a summary in Niles and Crowdy 2000), 
relatively little major research has been undertaken 
outside Papua New Guinea on the use of Oceanic 
indigenous styles and genres of singing as tools for 
Christian evangelisation. Helen Black's paper therefore 
fills a knowledge gap, documenting both the historical 
processes and enduring success of the Fijian Methodist 
Church's indigenisation of several kinds of indigenous 
secular meke songs as the vehicle for Christian texts. 
Kirsty Gillespie's paper addresses what is almost the 
mirror image of that process, detailing how one form of 
Christian song introduced among the Duna of Papua New 
Guinea's Southern Highlands was adapted to become a 
musical framework for the creation of indigenous songs 
of social protest. 

One cannot live in the Pacific and remain unaware 
of its largest international gathering of non-competitive 
teams of performance artists, the four-yearly South 
Pacific Arts Festival. Originating more than 30 years ago 
as a largely past-oriented set of national programmes, the 
festival initially minimised the inclusion of contemporary 
music and presentations; that is, until the 8th Festival, 
held in Noumea in 2000. Jane Moulin's important paper 
uses her firsthand account of French Polynesia's presen
tation of the spectacle Maui to highlight not only issues 
of tradition and modernity, authenticity and creativity, 
but also the wide conceptual gap at that event between 
observers and practitioners of Pacific music and dance. 
Tradition may never be the same. 

vii 
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Lyn Costigan and Kari Ncucnfcldt examine a little-
known dance importation within the islands of Torres 
Strait, the huia. They describe its cultural production as a 
female dance, analyse it as a socio-cultural and historical 
text and speculate on the intentions of its performers, the 
impact on its audiences and the role of music. Extensive 
use of interview comments allows former and present-
day women dancers to express in their own words their 
recollections of learning and performance and also 
to offer more personal comments on what it meant or 
means to participate in the invention and perpetuation 
of a multicultural performance tradition. 

Don Niles examines torn yaya kange sung stories 
among Papua New Guinea's Western Highlands Ku 
Waru people, finding an analogy with the so-called 
'Rule of Eight' deep structure that permeates much 
Maori traditional chant. These melodies, whose second 
part is a tonal transposition of the first, ctfcctivcly create 
a regularity of musical architecture, a framework of 
predictability over which is laid the constantly changing 
poetry. By this means, Niles suggests, Ku Waru listeners 
arc able to concentrate on the poetry and imaginatively 
enter the world created by master poets. 

Richard Moyle examines the phenomenon of songs 
in quintuple metre on Taku in Papua New Guinea. 
Although a rare phenomenon globally, such songs 
occupy an entire category of tu ki compositions on Taku 
in which adherence by all singers to the rhythmic pattern 
is contrasted by individual freedom in the rhythm of the 
slapped accompaniment. The article usefully identifies 
how poet-composers are able to address specific 
topical issues within the confines of established poetic 
conventions and a standardised melodic framework. 

Brian Diettrich examines the principles, intentions 
and outcomes of five recording projects in Chuuk State, 
Federated States of Micronesia, and traces the cultural 
interactions embodied in those recordings. In ways which 
could usefully be emulated in other Oceanic locations, 
he identifies a range of responses by Chuukese today 
to hearing these recordings and provides a useful touch 
point for future discussions on archiving, repatriation 
and intellectual property rights. 

Mervyn Mclean's commitment to ethnomusicology 
and audio archiving are known internationally. A brief 
outline of his professional career and publications 
appearing as an appendix to these papers confirms both 
the depth and breadth of his interests, and the high esteem 
in which international publishers held his scholarship. 
Despite the variety of topics and approaches to music 
research which the contents of this volume illustrate, the 
authors, all of whom volunteered their contributions, are 
united in their desire to recognise and honour a colleague, 
teacher and friend whose pioneering contributions to the 
discipline were influential in their own careers. 

R e f e r e n c e s 

Jones, Jennifer J, 2004. The Theory and Practice of the Music 
in the Seventh-Day Adventist Church in Papita New 
Guinea. Boroko, Papua New Guinea: Institute of Papua 
New Guinea Studies & Pacific Adventist University. 

Midian, Andrew, 1999. The Value of Indigenous Music in the 
Life and Ministry of the Church: The United Church in 
the Duke of York Islands. Boroko, Papua New Guinea: 
Institute of Papua New Guinea Studies. 

Niles, D. and D. Crowdy (eds), 2000. Papers from Ivilikou: 
Papua New Guinea Music Conference & Festival (1997). 
Boroko, Papua New Guinea: Institute of Papua New 
Guinea Studies & University of Papua New Guinea. 
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Mervyn Evan Mclean B A ( 1 9 5 7 ) University of NZ, M A ( 1 9 5 9 ) , P h D ( 1 9 6 5 ) University 

of Otago - a Biography 

R I C H A R D M O Y L E University of Auckland 

An ethnomusicologist almost before the term had been 
coined, Mervyn McLean's enduring academic reputation 
has focused largely on his contributions to the recording, 
preserving and study of Maori waiata chant, and the 
establishment of the Archive of Maori and Pacific Music 
at the University of Auckland. 

While a graduate student in music at Otago 
University, Mervyn developed an interest in Maori 
music and, encouraged by his lecturers, he arranged 
through contacts to make a field recording expedition for 
a few months in mid-1958 in the Rotorua-Bay of Plenty. 
Over the next 21 years he recorded traditional waiata 
in scores of locations throughout the North Island. First 
published in 1992, the catalogue of his work documents 
comprehensively some 1,300 waiata and continues to 
be the Archive's single body of waiata most frequently 
requested by Maori. 

In 1965, at Mervyn's instigation, representatives 
of the then Department of Maori Affairs, New Zealand 
Broadcasting Service, the Dominion Museum, and 
the Universities of Otago, Waikato and Auckland met 
to consider the establishment of a national archive for 
the curation of audio recordings of traditional music, 
in the interests of both Maori and Pacific Islanders. In 
preparation for the hoped-for establishment of such an 
archive at the University of Auckland Mervyn spent 
a year at Indiana University, learning the skills of 
cataloguing and curation at the Archives of Traditional 
Music under the tutelage of George List and Frank Gillis, 
and also auditing courses taught by Alan Merriam. He 
followed this by a year as Visiting Assistant Professor 
of Music at the University of Hawaii, before returning 
to Auckland to take up a Research Fellowship in Maori 
and Pacific Ethnomusicology within the Department 
of Anthropology, and followed this with short periods 
in Music and Anthropology before accepting a 
permanent appointment in 1975 as Senior Lecturer in 
Ethnomusicology and Head of the Archive of Maori and 
Pacific Music. He was promoted to Associate Professor, 
a position he held until his retirement in 1992. 

By the 1960s, editorship of the Journal of the 
Polynesian Society had shifted to something resembling 
a roster of senior staff at the Anthropology Department, 
and Mervyn's name appeared on issues from 1968 to 
1976. But such a simple statistic masks the reality of a 
huge task in breaking a backlog of 18 months of issues 
before dealing with current matters, because of the 
recalcitrance of his predecessor. The process occupied 
much of one of Mervyn's sabbaticals but, with his usual 
modesty, is not mentioned in his autobiography. 

In 1970, the Archive was established at Auckland, 
housed withinthcAnthropology Department with Mervyn 
as its founding Head. Mervyn started teaching ethnomusi
cology in that same year, utilising his Indiana and Hawaii 
experience, and initiated New Zealand's first courses in 
world musics and Maori music. Ethnomusicology at the 
University of Auckland owes its present existence and 
ongoing high national reputation to Mervyn's dedication 
and determination, holding positions as both lecturer and 
Archive Head for the next 23 years. 

Mervyn's extended tenure as Archive Head was 
notable for his tireless efforts to provide secure funding 
for Archive staff and outside monies for recording, 
cataloguing and publication projects. His insistence 
on maintaining Archive operations totally free of any 
market-driven activities, despite requests for its holdings 
to be incorporated into commercial discs, generated 
for both himself and the Archive - a wide reputation for 
professional integrity among Maori and others whose 
recorded material he curated. That reputation continues 
today. Mervyn himself meticulously repatriated copies 
of his Maori recordings to singers and at least some 
of the reel tape copies still exist, although playback 
equipment is now obsolete. For more than a decade 
since his retirement, items from the McLean Collection 
of Maori waiata have been the most frequently sought 
and copied on behalf of Maori, an enduring tribute to 
Mervyn's integrity and attention to detail. 

Radio New Zealand's Maori Unit also possessed 
a very large collection of Maori recordings, but these 
were uncatalogued and the accompanying documen
tation was poor. Mervyn took it upon himself to remedy 
this situation with the assistance of his staff, offering 
to catalogue and document the material in exchange for 
a copy for the archive. Undaunted by the dimensions 

Square dancing, 1950s. 
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Mervyn in London, 1959. 

of the project and undeterred by unforeseen diffi
culties, the dedicated labour saw the project through to 
completion. Mervyn's commitment to the needs of the 
country's Maori communities prompted him to edit the 
publication of catalogues of four major collections in 
the Archive: Catalogue of Maori Purposes Fund Board 
Recordings (1983), Catalogue of Radio New Zealand 
Recordings of Maori Events 1938-1950 RNZ 1-60 
(1991), Catalogue of McLean Collection of Recordings 
of Traditional Maori Songs 1958-1979 McL 1-1283 
(1992, reprinted 1998), Catalogue of National Museum 
Cylinder Collection (1993). With typical generosity 
and practicality, Mervyn arranged for a free copy of 
each catalogue to be sent to every public library in the 
country, but privately expressed more than mild disap
pointment when the Libraries Association charged him 
a fee for providing a printed list of its member libraries 
and their postal addresses. 

Mervyn's commitment to Maoridom was further 
extended in 1975 with the publication (with the 
linguistic Margaret Orbell) of Traditional Songs of the 
Maori, a large-format volume designed as a learning 
aid to lie flat when opened and so allow group reading 
by Maori themselves. Musical transcriptions of each of 
the 50 waiata are accompanied by a text and annotated 
translation. The book is now in its third edition. 

In 1983 a Uncsco-funded meeting was organised 
at Laie, Hawaii, and attended by Mervyn McLean, 
Dieter Christensen, Richard Moyle, Barbara Smith, Ueta 
Solomonaand PalauniTuiasosopo. This group of Oceanic 
music scholars identified 66 locations requiring urgent 
study in light of rapid culture change, in line with Unesco's 
own recognition of the value of what it called "salvage 
research". Under Mervyn's direction and with further 
Unesco funding, a pilot project on Niue was followed by 
surveys in nine relatively little-known parts of Oceania, 
including the Australs, Southern Cook Islands, Northern 
Cook Islands, Kiribati, Fiji, New Britain, Takuu, the 
Southern Marquesas and West Futuna. These Territorial 
Survey of Oceanic Music surveys were the first within 
Pacific ethnomusicology to methodically incorporate 

the training of local co-workers in field recording and 
documentation techniques. Documented full sets of all 
recordings were repatriated to local communities and 
national governments, and reports of eight projects were 
published in the Anthropology Department's Working 
Papers scries and the archive's own Occasional Papers 
in Pacific Ethnomusicology scries. 

Mervyn embraced computer technology later 
than some, preferring for many years to present the 
department's secretaries with handwritten documents 
consisting of individual paragraphs cut out and stapled 
together. Filing drawers containing hundreds of entries 
about Polynesian music, dance and musical instruments 
were also meticulously handwritten. 

Mervyn combined his specialism in Maori music 
with an enduring research interest in the broader issue 
of musical areas within Oceania as a whole. Although 
geographically close to some Pacific cultures, he 
was distant from international library collections of 
published ethnographic and historical material relating 
to these same regions, and over many years he pains
takingly amassed photocopies of relevant material from 
around the world. He stored these materials in lines of 
filing cabinets, and once confided that he had indeed 
read every item in that vast compilation. On the basis 
of this research, supplemented by overseas research 
while on sabbatical leave, he published in 1977 the 
first bibliography of Oceanic song and dance, followed 
first by a Supplement (1981) and later by the full-blown 
compilation An Annotated Bibliography of Oceanic 
Music and Dance (1995). These materials in turn were 
to form the basis of his Weavers of Song: Polynesian 
Music and Dance (1999), a unique single-author study 
of Pacific music. 

Mervyn's enduring parallel interest in Pacific 
organology led him to track down and personally play 
every known kōauau Maori flute in museums around 
the world, with a view to exploring possible correlations 
between their derived scales, geographical provenance 
and historical chronology. The resultant major article 
published in 1982 has no equal in the study of Pacific 
organology. His accumulated expertise in the broader 
field of Pacific organology was given recognition by the 
equally extraordinary total of 185 entries he supplied 
for The New Grove Dictionary of Musical Instruments 
(1984), a number unequalled among contributors to 
that prestigious publication. These contributions were 
followed a decade later by a smaller geographical focus 
in his study. Diffusion of Musical Instruments and Their 
Relation to Language Migrations in New Guinea. 

Mervyn was convinced of the significance of 
musical transcriptions to Pacific ethnomusicology, and 
many of his publications are replete with the fruits of 
his meticulous eye and ear initially, before the advent 
of notation software, in a distinctive handwritten style. 
Mervyn's notations and detailed analyses of Maori 
waiata inspired the creation of a novel method for 
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determining a songs tonal centre based on frequency of 
appearance. He published details of this method in 1966 
and continued to use it throughout his career. 

Although Mervyn's methods may be considered 
old-fashioned by a few of his colleagues, most consider 
that musical notation, analysis and comparison arc 
elements too often neglected in contemporary ethnomu
sicology. This latter view is supported by the focus of 
an entire issue of the journal The World of Music (vol. 
47(2), 2005) to notation, transcription and visual repre
sentation of non-Western musics. Mervyn's professional 
career as a whole has been notable for his adherence 
to high standards of integrity and professionalism, 
standards which he also demanded from his students. 

In recognition of his pioneering work, Mervyn 
received several awards, including the Polynesian 
Society's Elsdon Best Memorial Medal (1977), a Harold 
White Fellowship at the Australian National Library 
(1985), and a special award from the Lilburn Trust for 
services to New Zealand music (2005). 

Mervyn's fieldwork was characterised by high 
standards of ethics as well as documentation. Not 
only did he repatriate to singers a copy of their own 
recordings, but also gave assurances that a copy would 
be made on request at no charge, in the interests of 
providing younger Maori with the means of access to 
their relatives' recordings as a waiata teaching resource. 
During his 23 years as Archive Director and my own 13 
years as his successor in that position, those assurances 
have been honoured to the letter, a major contributing 
factor to the ongoing high level of trust which Maori 
place in the integrity of Archive operations. 

Indeed, i f any single and visible achievement is 
linked most closely with Mervyn McLean it is the 
Archive of Maori and Pacific Music. Growing from a 
collection of reel tapes in the corner of a technician's 
workshop to a professional organisation operating in 
customised premises, the Archive houses the world's 
largest recorded collection of traditional music from 
the Pacific. Of at least equal significance but much less 
visible was Mervyn's insistence on the highest ethical 
standards relating to material housed in the archive. Al l 
material is deposited under a formal contract specifying 
who may have access and for what reasons, and these 
documents are consulted before any request for copies is 
processed. During his time at the university, the archive 
functioned as a significant resource for ethnomusi-
cological teaching and research by staff and students. 
Since his departure in 1992, there has been a progressive 
shift away from the university and into the broader 
community. Although Maori continue to be the biggest 
user group of the archive, their numbers now come from 
the country as a whole. 

Retirement for Mervyn in 1992 meant little more 
than a relocation of his academic pursuits from university 
to home, and his subsequent publication output of 23 
items to date, including six monographs, is testimony to 
the ongoing interest and determination to make available 
more of his accumulated knowledge to both a general 
and academic readership before rapidly failing eyesight 
puts an end to his reading and writing. The revised and 
enlarged second edition of his Annotated Bibliography 
of Oceanic Music and Dance (1995) was the first major 
product of his freedom from institutional duties, followed 
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by Maori Music (1996), which represents the distillation 
of Mervyn's lifelong study of traditional Maori music. His 
sustained interest in Polynesian music generally is reflected 
in his very substantial 1999 monograph, Weavers of Song: 
Polynesian Music and Dance. It is hard to envisage any 
other living Polynesian music scholar embarking on such 
a massive undertaking, let alone bringing it to fruition. 
The book was followed by Songs of a Kaumatua (2002), 
a compilation of annotated transcriptions of 60 waiata 
from the musical repertoire of Kino Hughes, a kaumatua 
who initiated the recording project at the remarkable age 
of 80 for the benefit of future generations. 

Few of us get to publish an autobiography, but in a 
mere two weeks in 2004 Mervyn was able to write his. 
He told me with delight that virtually every Maori family 
he contacted was able to produce and happy to approve 
for inclusion in the book a photograph of a singer whom 
he had recorded more than 30 years earlier. Such is the 
quality of his fieldwork documentation that he retained 
the postal addresses for all singers and informants, in 
addition to detailed information on both the recording 
circumstances and song lyrics. Tō Tatau Waka: In Search 
of Maori Music 1958-1979 was Auckland University 
Press's best-seller for 2004. Two years later, the book 
has almost sold out, a measure of both Mervyn's interna
tional reputation and a general interest in Maori culture. 

Mervyn's most recent major publication. Pioneers 
of Ethnomusicology (2006), combines biographies 
of 98 of the discipline's more influential figures with 
extensive discussions of conceptual and procedural 
issues championed by those pioneers and still active 
today. This is Mervyn at his most engaging, writing 
with the freshness one immediately associates with his 
own style of speech, dispensing praise and criticism with 
candour and lucidity in a work which is sure to become 
a reference tool for both students and practitioners of 
ethnomusicology worldwide. 

Throughout his early recording expeditions in New 
Zealand and the Cook Islands, throughout his later efforts 
to establish and develop the Archive, and throughout his 
very productive years of retirement, Mervyn has been 
encouraged and sustained by his wife, Anne. 

For his landmark publications, the pioneer teaching 
of ethnomusicology in New Zealand, unique contribu
tions to the preservation, documentation and dissemi
nation of traditional waiata, and the establishment 
of the Pacific's first archive of Pacific music, Mervyn 
McLean's contributions to community and academic 
life will continue to be influential well into the future. 
This volume of essays represents a colleagial tribute to 
those accomplishments. 
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Reality or Fairytale? Nose Flutes in Melanesia 

R A Y M O N D A M M A N N 

It seems that throughout the 19th century nose-blown 
flutes were considered as exotica—leftovers from the 
medieval fantasy-world of one-legged people living at 
the end of the world. In many travel books and ethno
graphic descriptions of that period the existence of nose-
blown flutes was claimed for many places in the South 
Pacific. It is certainly true that nose flutes existed (and 
still exist) on some islands in Polynesia and might have 
existed in Micronesia, but there are also indications of 
earlier nose flute existence in Melanesia, even though 
today they are unknown. In this article I examine in 
detail these indications and apply my own research 
results to find answers to the possible ancient existence 
of nose flutes in Melanesia. 

N o s e F l u t e s 

Hornbostel and Sachs (1914) do not refer specifically 
to the nose-blown flute as a separate flute type. In their 
classification system, flutes are categorised according 
to their forms and blowing technique, i.e., either side-
blown or end-blown rather than nose-blown or mouth-
blown. Indeed, nose-blown flutes are not even mentioned 
in their '' Syslematik der Musikinstrumente\ 

Musicologists commonly label as a nose flute, 
or more specifically a nose-blown flute, any flute not 
blown with the mouth. In her important work on musical 
instruments, Marcuse (1964:366) simply says "Nose 
flute ( FT.:flute nasale; Ger.: Nasenflote), flute blown with 
nasal rather than oral breath". Marcuse further states that 
"any form of flute may be played as a nose flute: globular 
and tubular flutes, cross flutes,1 end-blown flutes, open 
and stopped flutes; their only common feature is their 
mode of playing". Without going into details, I suggest 
that, on the basis of my own experience as a flautist since 
childhood and also able to play the Tahitian nose-blown 
flute, it is extremely doubtful that every kind of flute can 
be blown with the nose. For large flutes, the pressure 
of the nasal air stream is not strong enough to produce 
overtones nor can the nostril be adjusted to direct the air 
stream, a necessity for over-blowing, especially for side-
blown or notched flutes. 

Marcuse (1964:367) further notes that "Nose flutes 
arc distributed on all continents" and for Southeast Asia 
and India she states (1975:585) "...in Asia they are found 
almost exclusively offshore, from the Nicobar Islands, 
where ring flutes2 are played nasally, west through 
Indonesia. The major exception to this distribution pattern 
is constituted by the Indian subcontinent, where a double 

flute is blown indiscriminately as a mouth or as a nose 
flute, and where cross flutes, are also played nasally". 

Marcuse (1975:585) identifies two nose-blown 
flutes from the South American continent: "the Paressi-
Kabishi of Brazil glue two gourds together to form a 
globular nose flute and provide it with fingerholes. The 
Jivaro (Shuar) [...] have a nose flute stopped at both 
ends of the tube, which reaches about 60 centimetres 
in length". Similarly, in Africa a "Congolese end-blown 
nose flute is devoid of fingerholes, but modification of 
the pitch obtained by partly stopping the lower end of 
the tube (in Africa people also play a mirliton with the 
nose)". According to Marcuse a nose flute also exists in 
Macedonia (1964:367). As for the instrument's global 
diffusion, she notes (p.585) that "the Pacific is the nose-
flute investigator's realm of choice". Of the 50 nose 
flutes in Marcuse's global survey, more than half are 
found in the regions of the Pacific: seven different kinds 
in Micronesia, 16 in Polynesia', and five in Melanesia. 

Marcuse (1975:585) describes the general 
technique for nose-blowing as follows "the overall 
manner of playing remains the same: as only one nostril 
is engaged, the other is either plugged up or closed by 
the player's hand while the fingers of that same hand 
are employed in stopping any finger holes that may be 
present; some flutes have none", but also postulates a 
difference between the Melanesian and the Polynesian 
nose-blowing techniques: "Details of its various playing 
techniques vary regionally: in Polynesia they are usually 
blown with the right nostril, in Melanesia with the left". 

It is evident from Marcuse's writing that she did not 
travel to this part of the world to obtain the information 
for her books, citing Wolf's article (1941) titled Zum 
Problem der Nasenfiote (On the problem of the nose 
flute), which refers to these "wonders" of the Pacific. 
She also quotes Fischer (1958), Anderson (1934) and 
Sachs (1929) as evidence for the distribution of nose 
flutes in the Pacific," but relies exclusively on Wolf 
for Melanesia. With the exception of Anderson, all 
Marcuse's references are secondary. Neither Sachs nor 
Wolf made personal observations in Melanesia, and 
Fischer travelled to the Pacific only after publishing his 
doctoral thesis in 1956 on sound producing instruments 
in Oceania (Fischer 1958). 

This article refers to other Pacific regions but 
primarily focuses on Melanesia, for which I not only 
re-examine Marcuse's source materials but refer also to 
other sources which mention nose flutes in New Guinea, 
Solomon Islands, Vanuatu and New Caledonia. 
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No Nose Flutes in New Caledonia 

I have earlier written on the Kanak5 flute and its music 
(1996 and 1997:38-49), presenting evidence that this 
instrument was not, as some authors had wrongly stated, 
nose-blown. Before presenting further details here, I 
should summarise the previous research, and from a 
personal perspective. 

When I started my ethnomusicological research 
in New Caledonia in 1992, 1 heard and read confusing 
statements about this flute, a long curved instrument with 
one fingerhole. One source claimed that the flute was 
made of several pieces of bamboo glued together at their 
ends to form a kind of curved tube, a claim based on a fake 
instrument in the Musec Territorial in Noumea (Bcaudct 
1984:28-30). Another statement frequently found in the 
New Caledonia literature asserts that the instrument was 
blown with the nose as well as with the mouth. 

In 1994, I found a recording of flute music in the 
reel tape collection of the Agence de Developpement 
de Ia Culture Kanak (now the Centre Culturel Tjibaou), 
the institution for which I carried out my research. The 
melody lasted 47 seconds but there was no indication 
of the kind of flute. Subsequent analysis showed 
that the music was based on two extracts of overtone 
scales differing by an interval of approximately a 
major second. It was thus possible that the recording 
was of the Kanak flute as this has been described as 
having only one fingerhole close to the distal end. The 
musican's name was written on the reel, as well as the 
name of his village. On my next trip to the northern part 
of Grande Terre," I visited this place to enquire about 
the flute. The musician had been dead for many years, 
but his daughter and cousin remembered the music and 
explained the instrument and its music to me. They also 
said that this instrument, the Kanak flute, was not played 
with the nose. 

I subsequently heard of a man, Benoit Boulct, who 
knew how to construct this flute. Benoit had observed his 
uncles making them, although he himself did not know 
how to play it. Together, we made a few instruments and 
he, too, confirmed that this type of flute was not played 
with the nose. 

The Kanak flute can be up to 150 cm long and is 
relatively thin, making overtones difficult to produce; 
a player needs to change the lips constantly to form 
different angles in relation to the embouchure. I played 
both the flutes 1 made and several other Kanak flutes held 
in the Museum der Kulturcn (Ethnographic Museum) in 
Basel7 but sounding these instruments with nasal breath 
was just impossible. I was therefore convinced that this 
flute had never been nose-blown and 1 informed people 
that this was my opinion. A workshop was organised 
so that young Kanak could revive this flute, and an 
article was written in the New Caledonian newspaper 
expressing my opinion that the flute was not played with 
the nose. Some local residents did not agree with me 

— perhaps unhappy that a recently arrived foreigner had 
had somehow demystified a local phenomenon. 

A few months later I received from the British 
Library a copy of a manuscript by the ethnographer 
Paul D. Montague who, in 1913-1914, had spent many 
months in New Caledonia, where he was the first to make 
cylinder recordings of music and speech. The cylinders, 
as well as the manuscripts, are now in the archive of 
the British Library. At the time of reading, Montague's 
documents were unpublished and were not mentioned 
in the New Caledonian literature. The quality of his 
manuscripts made clear that he had carried out detailed 
and profound research. 1 was surprised to find among 
them a chapter on the Kanak flute and started to read 
with my heart pounding as I realised that the moment of 
truth had come. 

Montague wrote that the flute was not blown 
with the nose — in his manuscript he underlined the 
word 'not' — although people had often wrongly 
perceived it and stated that it could be. He also noted 
that the instrument could produce up to six overtones. 
Reading these facts was certainly one of the highlights 
of my career as an ethnomusicologist, confirming that 
my hypothesis was correct. Thus, as early as 1913 the 
rumour of a New Caledonian nose-blown flute was in 
circulation. Was the rumour perhaps spread by visitors 
in search of curiosity? 

By comparing the earliest written sources on 
the Kanak flute it becomes evident that some authors 
simply copied from earlier writings without indicating 
their source. The earliest reference to the Kanak flute 
is a drawing by the Marist Missionary R.P. Verguet," 
who stayed at Ballade in the north-east of Grande 
Tcrrc between 1845 and 1847. Verguet made sketches 
of several Kanak objects including a Kanak flute, but 
he does not discuss the playing style.9 Indeed nothing 
was written about the playing method until de Rochas 
(1862:189) stated that "the natives play it easily with 
the mouth or with the nose by closing one of the nostrils 
with the thumb"10, (translated by the author). We can 
only guess why de Rochas made such an erroneous 
statement. The tip of the bent instrument touches the 
nose of the musician when it is held at a steep downward 
angle for playing, since the embouchure is about 10 cm 
from the stopped end. Seeing this, de Rochas apparently 
made the false assumption that the musician was 
actually blowing the instrument with his nose (Ammann 
1997:45). Alternatively the reason could be as suggested 
by Montague (ms. p. 16), that "while performing, 
the player hums a deep base", " adding in a footnote, 
"This practice may have given rise to the idea that the 
instrument is played with the nose, for it might seem 
as though the man was blowing with his nose while he 
sang with his mouth". These arc merely hypotheses, 
and in fact we do not know the reason de Rochas wrote 
that the flute was nose-blown. However, his statement 
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has been quoted and copied by many subsequent 
writers, including de Ia Hautiêre (1980:113), Sarasin 
(1929:230), Leenhardt (1980: Plate xi. Fig. 2) and even 
in at least one recent writing (Zelz 1992:75). It has to 
be mentioned, however, that many old writings refer to 
the flute without mentioning its means of performance, 
such as: Captain Kanappc (cited in Courtis 1984:115), 
Patouillet (1873:206), Baudoux (1952 [II]:70), and 
Lambert (1900:156). 

Marcuse (1975:585) notes for this flute, "thith: 
nose flute of New Caledonia, Melanesia, usually of 
curved form. It occurs both as an open and a stopped 
instrument". Some thirty languages were spoken in New 
Caledonia at the beginning of the 20th century, and the 
same instrument has been referred to by its various 
names. Based on the evidence that she uses the name 
thith, it is clear that Marcuse refers here to the flute 
described by Edge-Partington who uses the same name. 
However Edge-Partington (1969 [1I]:68, Fig. 1) does not 
give any information about the playing technique, and 
Marcuse apparently referred to other sources for this 
information, perhaps Leenhardt (1980: Plate xi, Fig. 2). 

De Rochas' statement, appearing above, that the 
flute could have been played with the nose or mouth, is 
surprising, although Marcuse (1964:367) states the same 
fact as well for other regions: Africa, America, India, 
Indonesia, New Guinea, and New Zealand. Her assertion, 
similarly, may have resulted from confusing statements 
in the literature, since she also states (1975:585) that, 
"In Melanesia and Polynesia the nose-blown flute has, 
in addition to its function as a musical instrument, great 
significance in ritual and in field-fertilizing ceremonies. In 
this area particularly it forms a link in the chain of many 
fertility traditions connected with the nose, for nasal breath 
is held to contain the soul". Unfortunately, Marcuse does 
not indicate what area she is referring to nor her source in 
regard of the power and content of nasal breath. Equally, 
one might argue, why should the flute then be played with 
the mouth, which would not contain the soul and would 
make the music of the flute powerless? 

Kelkel (1981:32) encountered this same confusion 
between nose- or mouth-blown instruments during 
his own research on Polynesian flutes: "it seems that 
the distinction between the nose-blown flute and the 
mouth-blown flute was rather difficult. According to 
certain authors the Maori nguru should be a nose-blown 
flute, according to others, a mouth-blown flute, even a 
whistle. The same is true for the vivo flute, once called 
a nose-blown flute, once alternatively a mouth-blown 
flute'"2 (translated by the author). Mervyn McLean 
(1974:89-92) also refers to this very dubious claim. 

Another often quoted error in relation to the 
playing technique of the Kanak flute has its source in 
the writings of Pere Lambert (1900:156), who describes 
the flute music as being composed of only two tones. 
Surprisingly, Pastor Maurice Leenhardt, who lived for 
more than 20 years with the Kanak at the beginning 

of the 20th century, confirmed or copied this: "At the 
extremity of the flute, a single hole, which, stopped 
or opened by the finger, gives two sounds incessantly 
repeated..."" (Leenhardt 1980:132, translated by the 
author). The question to ask is, did these two authors 
hear flute music or just conclude that a flute with one 
hole for fingering could only play two notes? If they had 
heard the flute music they would have realised that it 
was played with overtones and that therefore able to play 
several different tones (Montague mentioned six tones). 
Even if they had been 'non-musical' themselves, they 
would surely have heard the difference between two or 
several different tones. 

Especially in the case of Leenhardt, there is doubt 
that he actually heard and saw the flute being played. 
Leenhardt was based in Houai'lou, on the east coast 
of Grande Terre, and undertook trips to other parts of 
Grande Tcrrc but although he did take pictures of Kanak 
life scenes to illustrate his books and articles, in none of 
his publications does a Kanak flute player appear who 
has been photographed by himself. The only picture of 
an object named flute in Leenhardt's publications was 
taken by the photographer Allan Hughan in 1872 (see 
Figure 1), some 60 years before Leenhardt's publication 

Figure 1. Studio picture from around 1872 taken by Allan 
Hughan at Noumea. (Picture in collection of 
Centre Culture! Tjibaou). 
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and 30 years before Leenhardt's arrival in New Caledonia. 
Hughan made many glass negatives of Kanak people, both 
alone and in small groups, in studio conditions, and in some 
of these pictures a Kanak flute is among the decorative 
paraphernalia, but in others it is held in such a position 
as to suggest that it was being held in the correct position 
for playing. However, from the position of the flutes on 
these pictures one can conclude that in no case is the flute 
actually being played during the length of the exposure 
for the photographic plate (Figure 1). It can be reasonably 
concluded, therefore, that Hughan's photographs do not 
give reliable evidence of blowing techniques. 

Leenhardt's choice for a picture to illustrate his 
book with a flute was ill-fated. He presents two pictures 
of Chief Mindjia Ncja from Houai'lou. One of the 
pictures is titled "Flute player. He plays with his nose"14 

(Leenhardt 1980: Plate xi. Fig. 2, translated by the 
author). This picture is reproduced in Figure 2, left. 

In a short article in the catalogue of the exhibition 
at the New Caledonian Musee Territorial in April 1995, 
Studio Canaque, Histoire Kanak (Ammann 1995:18), I 
presented evidence that the piece of reed in Leenhardt's 
picture was not a flute but rather a piece of decoration 
that may have belonged to the photographer. Because 
the same piece of reed reappears in a second portrait of 
Chief Mindjia made during the same session (see Figure 
2, centre), and in which the entire object can be seen, it 
is evident that it is not a flute but a piece of reed with 

several side branches. Additionally, in a different picture 
by Hughan, taken in his studio three years later in 1875, 
the same piece of reed reappears (Figure 2, right). 

In addition to the inaccurate statements on nose-
blown flutes on Grande Tcrrc, the Swiss naturalist, Fritz 
Sarasin, who travelled in New Caledonia in 1911 and 
1912, also quoted Foy (1909:240-41), who referred to 
a nose-blown flute from the Loyalty island of Ouvea.15 

Foy does not describe the instrument but says that its 
simplicity shows that it arrived with the "Malayo-
Polyncsian migration" and that it had been introduced 
to Ouvea by Tongans (cited in Sarasin 1929:230). A 
Polynesian migration did arrive in Ouvea in the 18th 
century, coming from Tonga via the island of Wallis, but 
from the absence of any description of the instrument, 
we can only postulate from Foy's comments that it might 
have been an instrument with a Tongan origin. However, 
flutes are no longer found on the Loyalty Island, and the 
present population on Ouvea does not remember the 
existence of such an instrument.16 

No Nose Flutes in Vanutatu 

The myth of the nose-blown flute also reached Vanuatu at 
the beginning of the 20th century. A drawing of a curved 
flute in Edge-Partington's catalogue (1969 [I]: 148. Fig. 
6) shows a flute with two fingerholes. The flute was 
evidently in the possession of Rev. H.R. Codrington and 
was obtained from the New Hebrides17, with no further 

Figure 2. left: The young Chief Mindjia Neja holding an object that appears to be a Kanak flute. Source: Leenhardt (1980: Plate xi. 
Fig. 2). centre: From this further picture, taken during the same session, it is clear that the object is not a flute, but simply 
a piece of reed. (Pictures in collection of Centre Culturel Tjibaou). right: In this picture, taken three years later than the 
two other, the same object reappears. (Picture in collection of Centre Culturel Tjibaou). 
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ffi. 

Figure 3. Codrington's"noseflute". Source: Edge-Partington 
1969 [I]: 148, Fig. 6. 

indication as to its precise provenance. The drawing 
is entitled "Bamboo nose flute with one end closed -
another specimen has both ends open" (sec Figure 3). 
The missionary Codrington visited Vanuatu several 
times, but only briefly and only the northern islands. 
If Codrington himself collected this instrument on the 
islands, than it was from the northern parts of Vanuatu. 
In these parts flutes existed (two specimens from the 
Banks Islands are in the Museum der Kulturen in Basel); 
they are notched end-blown, made of bamboo, rigid, and, 
according to my informants were mouth blown. 

The length of Codrington's flute is 83.75 cm and 
the two holes for fingering are so wide apart from each 
other that it seems impossible to cover both holes with 
the fingers of one hand. The player needs both hands to 
finger the holes, but that would leave no hand free to 
hold the upper end of the instrument in the right position 
against the nose. It is very doubtful therefore, that this is 
a nose-blown instrument. If the flute in Edge-Partington 
is made out of bamboo, as indicated, it would be difficult 
to bend it in the way shown in the drawing. It seems more 
likely that the instrument was made out of reed like the 
Kanak flutes. Equally, the only curved tubular flutes in 
south Melanesia are those found in New Caledonia and 
we might suppose that this flute was either an imitation 
of the Kanak instrument or was wrongly labelled. 

Speiser's ethnographical monography for Vanuatu 
(Spciscr 1923:424) includes the sentence "In Malekula 
sollcn noch Nasenfloten vorkommen". Although this 
sentence is translated in the English version (Speiscr 
1990:379) as "In Malekula there are said to be nose 
flutes", the translation is not an accurate rendition of the 
German. The 'noch' in the German version suggests that 
such flutes once existed but, from the way Speiser writes 
about this instrument, we understand that he did not sec 
it and that he himself might have had doubts about its 
existence. Speiser may in fact have been alluding to the 
instrument drawn in Edge-Partington. 

Harrison stayed in Malakula in 1934 and states in his 
book (1937:352), written from the heart rather than being 
scientific, that "there are ten sorts of musical instruments, 
notably the slit-gong, panpipe, nose-flute and musical 
bow ". Although Harrison spent several months in the 

interior of the island, which at that time had not been 
Christianised, his statement appears to be citing Speiser 
and without specifying his source, turning Speiser's 
reference—probably based on Codrington/Edge-
Partington's fake instrument—into a positive statement 
of the existence of nose-blown flutes. Surprisingly, 
Harrison claims that there are ten musical instruments, 
without defining the term, but lists only four. 

The topic of the 1999 annual workshop for field-
workers at the Vanuatu Cultural Centre was "traditional 
music" - a topic decided upon in order to support my 
own research and to enable me to collect information on 
the music of Vanuatu. Some sixty Ni-Vanuatu1* /z/vvoAa 
'fieldworkcr' work voluntarily together with the National 
Cultural Centre to maintain Vanuatu's traditions and 
culture, all cultural experts in their respective islands. 
At this annual workshop fieldworkers from throughout 
the islands of Vanuatu assembled to discuss the topic of 
music. I took advantage of the occasion and enquired 
about the previous or current existence of nose-blown 
flutes on any of the Vanuatu islands, but none of the field-
workers knew of either an early or existing technique for 
playing a flute with the nose. Their unanimity precludes 
the existence of nose flutes in Vanuatu for at least the 
past several generations. 

No Nose Flutes in Solomon Islands 

Although there are very many kinds of flute in Solomon 
Islands it appears that the existence of nose-blown flutes 
has never been claimed in early writings. Descriptions 
of dances and music from Penny (1887), Ribbe (1903) 
and Krause (1906) make no mention of nose flutes, nor 
does Zemp's extended research on panpipes and flutes on 
Malaita and other islands (Zemp 1971, 1972). Similarly, 
the ten authors contributing to the entries on the music of 
Solomon Islands in the Garland Encyclopedia on Australia 
and the Pacific Islands (Kaeppler and Love 1998) make 
no reference to a previous existence of nose flutes. 

Nose Flutes in Papua New Guinea? 

So far, this study has revealed no hard evidence for the 
existence of nose flutes in the southern and central part 
of Melanesia, from New Caledonia to Solomon Islands. 
The possible existence of nose-blown flutes in Papua 
New Guinea is a more complex topic, as there are many 
references in both the recent literature and in that of 
early European travellers. 

Writing of West Papua, Elmberg( 1955:15) mentions 
in passing the nose flute of the Mejbrat on the Vogclkop 
Peninsula: "The bamboo also gives the material for the 
three common instruments: the zither, the Jew's harp and 
the nose-flute". McLean (1994:59) cites this reference 
and confirms Fischer's view (1983:103) that this single 
occurrence of nose flutes in West Papua, if it genuinely 
existed at all, is most likely an Indonesian form. The 
Vogelkop is the most western part of New Guinea and is 
influenced by Indonesian culture over time. Referring 
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to diffusion of musical instruments at various regions 
of New Guinea, Clercq and Schmeltz (1893:240) state 
"Bamboo flutes: one is similar to a clarinet, and the other 
exists in two forms. One is blown with the mouth the other 
with the nose, seen in German New Guinea in the region 
of Finschhafen and one in British New Guinea on the 
D'Entrecasteaux Islands at the eastern tip" 1 9 (translated 
by the author). It is evident that Clercq and Schmeltz 
did not see nose-blown flutes, and only Finsch refers to 
a nose flute from the D'Entrecasteaux Islands, adding 
(Finsch 1891:33) that he saw a little tubular nose flute 
called pikorāre at Bentley Bay and also on Normanby 
Island at the eastern end of Papua New Guinea. Finsch 
points out that these instruments were very rare and he 
did not sec the instrument being played. 

Referring to a flute of the Mailu people of the south
eastern part of Papua New Guinea, Saville (1926:310) 
observes that "The open end is put against the pursed-up 
lips, drawn to one end of the mouth, and a gentle breath 
is blown in at an angle. Another method is to place the 
open end at an angle against one nostril, from which the 
breath is blown". Saville's claim, to a method that a flute 
can be played either by nose or by mouth, is identical 
to that described by Clercq and Schmeltz. Did Saville 
know of the Clercq and Schmeltz description? If he did, 
was his description not based on his own personal obser
vations? It should be observed that a musician might 
well sound a few notes with the nose when blowing his 
mouth-blown flute in order to show a European visitor 
his virtuosity when asked if he could play with the nose. 
Such a demonstration evidently happened in West New 
Britain to Goodale (1995:186), who states that among 
the Kaulong of West New Britain, "some women have 
perfected their playing of flutes, using air blown through 
their nostrils". Goodale admits, however, that this is not 
the ordinary way of performing, but just a funny way to 
demonstrate the skill, so it cannot be concluded that this 
instrument is therefore a nose flute. 

There are more recent references to the existence 
of nose flute in the eastern part of New Britain. In an 
inventory for the Summer Institute of Linguistics, 
Chenoweth (1976:39) simply gives the name kulele for 
a 60 cm long, slender nose flute that existed only in one 
village on Goodenough Island at Milne Bay.2 0 The name 
kulele in fact refers to a legend told by Hida Nainaiya and 
transcribed in 1976 by Huckett and Lucht (1976:130-
34). The legend, called The story of Kulele, the Flute 
Player, does indeed feature a nose flute musician as one 
protagonist, but this hardly constitutes strong evidence 
for the existence of nose flutes throughout this region. 
Michael Young (1987:246), analysing the content of this 
same legend from a psychological point of view, notes 
that "Nowadays they [nose flutes] arc far from common, 
and even traditionally appear only to have been played 
by youths or girls during courtship. They arc solitary 
rather than social instruments, and their sweet, somewhat 
mournful sounds are beguiling lovers". Young's statement 

does not serve to confirm the use of the nose flute in this 
legend, where it is played by a man. 

There are other references concerning the existence 
of nose flutes in New Britain. Friederici (1912:104) 
mentions a nose flute from the north coast of the island 
but adds, "unfortunately I can not show any proof, 
because I neither brought a flute nor can I find the 
notes in my documents" 2 1 (translated by the author). 
This reference is regrettably vague and suggests that 
Friederici did not see the instrument being played. In 
the same text he refers to the existence of nose flutes on 
Manus (Admiralty Islands), which I discuss below. 

Luschan (1897:260) notes that "A number of very 
curious nose flutes from New Britain from the collection 
of Ribbe, Kaufmann and others, motivated Dr. Weule and 
me to approach the decorations of those and also to take 
in for comparison, pieces from the Royal Museum of 
Ethnography"21 (translated by the author). Luschan was 
interested only in analysing the decorative patterns and 
paid little attention to the objects as musical instruments 
per se. He did not observe them being played and it 
seems that they were called nose flutes in a loose sense. 
Significantly, the word 'Nasenflote' (nose flute) is used 
only at the beginning of his chapter but is replaced in the 
rest of the text itself by 'Flote' (flute). 

Luschan (1897: Plate xxxiii. Figs. 2 and 6) 
reproduces illustrations of some of these so-called "nose 
flutes" (sec Figure 4). Surprisingly, the instruments 
are entirely decorated with incisions—which is rare 
for flutes in north Melanesia2'—the notches on these 
instruments are very small and some flutes have one 
or two holes whereas others have none at all. As the 
diameter of the "flute" is relatively wide in comparison 
to its length, it seem very doubtful that end-blown tubes 
with such dimensions could be played at all using an 
overblowing technique. One might also wonder how the 
nasal airstream could be directed to the tiny notches? 
Additionally, the holes' diameters would be too small to 
have any effect on the pitch of the notes. And finally, the 
instruments without holes are comparatively short, too 
short in fact to be played with an overblowing technique. 
Were these objects actually flutes at all? 

Macgregor (1892:13) makes an interesting contri
bution to the discussion, stating that in a village called Augo 
in present-day Northern Province: "Of tobacco they were, 
of course, quite ignorant, and we found that the pieces of 
bamboo they carried were used exclusively as nose flutes, 
and not as pipes". Macgregor was medical practitioner and 
colonial administrator and travelled extensively in Papua 
New Guinea, the people he refers to are his porters or guides. 
It seems rather strange that these men should carry their 
nose flutes when accompanying the white men, especially 
because these flutes were apparently rarely played (see 
below). When accompanying white men on an expedition 
there is always tobacco, thus it seems rather possible that 
Macgrcgor's statement is erroneous and that the objects the 
men were carrying were indeed tobacco pipes. 
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In contrast to Macgregor, Loving states—admittedly 
from the eastern Highlands, but the reference to the use 
of tobacco could the entire region — that the "Awa men 
and some women smoke tobacco. The traditional way 
of smoking it is in a bamboo pipe called mukharama. 
The pipe is made from a hard narrow bamboo, usually 
the pahra variety Often the men carve designs on 
their pipes and then hold them in the smoke over the 
fire so that the carved lines will turn black and stand out 
against the yellow colour of the natural dry bamboo". 
This description perfectly fits the decoration style noted 
and illustrated by Luschan. It is surprising to find so 
many similarities of form between Luschan s so-called 
nose flutes and the tobacco pipe used around this period 
by the region's indigenous people. 

I- 9. f. 10 . 

Figure 4. Nose flutes or tobacco pipes? (Source: Luschan 
1897). 2: Mioko; 3: New Britain; 4 and 5: Gazelle 
Peninsula; 6: New Britain; 7 and 8: Gazelle 
Peninsula; 9-12: New Britain. 

Edge-Partington (I969 fll]:l58, Figs I-3; 188, 
Fig. 2) presents three drawings of tobacco pipes from 
Cloudy Bay (see Figure 5), all of them very similar to 
Luschan's objects. From these drawings, it is evident 
that the small holes hold the little tubes into which the 
tobacco is inserted. It is therefore quite possible that 
Luschan s objects were in fact tobacco pipes and not 
nose flutes. For his part, Luschan (1897: Plate x, Fig. 
38) even presents a picture of a man smoking a tobacco 
pipe (see Figure 6). 

The descriptions of nose-blown flutes from New 
Britain arc very vague, and cannot with confidence be 
relied on as proof of the existence of nose flutes in this 
region. More recently, Laade (1999) investigated the 
existence of musical instruments in the southeast of 

Figure 5. Three tobacco pipes. (Source: Edge-Partington 
1969 [II]:158, Figs I-3; 188, Fig. 2). 

* 

Figure 6. A man smoking his indigenous tobacco pipe. 
(Source: Luschan 1897: Plate x. Fig. 38). 
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New Britain but makes no mention of the existence of a 
noseblown flute. 

By contrast, evidence for the existence of nose

blown flutes in Manus (former Admiralty Islands) is 
more detailed. Friederici (1912:104) brought some 
musical instruments back to Germany, and writes: 

I brought back several instruments from the 
Admiralty Islands and on two places I found out 
their names. On Môuk (Moanus) the nose flute 
is called mbrunau, on Pak (Matākor) huz. After I 
purchased the first nose flute on Pak and had it 
played by an indigenous person, I gave it to Kabui 
who was accompanying me. I remember very 
clearly, that Kabui and another Melanesian form 
my crew held the flute to the nose and played a 
few notes. Then, in the hassle of other duties, I did 
not have time to enquire right away more in this 
matter; I thought that I would do it later. This I 
forgot, probably because I did not think about this 
problem at that time. Later, I took up this topic 
with Kabui, and it seems, if I recall correctly, that 
he told me that the Barriai24 possessed that type 
of flute. However, as I said already, I can not find 
my notes of the conversation. In any case, the 
nose flute was known on the Admiralty Islands25 

(translated by the author). 

This reference cannot be accepted as substantial 
evidence for the existence of nose flutes on Manus, 
since there are too many uncertainties in Friederici's 
statement and he himself apparently did not see the 
instrument being played, except by two men of his crew 
to produce notes. 

Thurnwald (191315) was apparently the only 
person to record a nose flute on Manus, recording its 
indigenous names as drangoa. But a very similar spelling, 
dangowa, was later reported by Schwartz (1963:49) as 
the name for the panpipes of the Titan who also live on 
Manus, thus raising doubts. The documentation for 
Thurnwald's cylinders identifies the recording as from 
Patussi in the south of Manus, where he indicates that 
it is blown with the right nostril. Thurnwald's recording 
was not published and Don Niles (pers. com.) has kindly 
provided the following information: 

The only recording from Papua New Guinea I 
know of which is supposed to be of a nose flute was 
made by Richard Thurnwald, during his expedition 
of 191315. He was joining the KaiserinAugusta

Fluss Expedition,26 almost a year after the other 
members began. The nose flute recording (no. 47 
in the Berlin Collection), is supposed to be from 
Patussi village in Manus. However, there is no 
evidence that Thurnwald actually went to Manus 
on this trip (although he certainly did in 19069, 

when he did make recordings on Manus; but no 
nose flutes!), so maybe the recording was made by 
a visitor or by one of Thurnwald's helpers. Based 
on what information exists, the recording was 
probably made in January or February 1914". 

Because of these uncertainties, Thurnwald's 
recording, similarly, docs not constitute incontrovertible 
evidence for the existence of the nose flute. Wolf (1941) 
and later Marcuse (1964) identify three instruments 
from Manus, two from Friederici's publication and one 
from Thurnwald's. Kunst (1967:51) also quotes both 
Friederici and also Luschan and Finsch (see above). And 
Mead (1930:226) mentions a nose flute from the Titan: 
"In Manus musical taste consists in being able to play 
a pan pipe or a nose flute, well or badly", a reference 
regrettably lacking detail. 

Another reference and drawing of a nose flute 
on Manus is contained in Nevermann (1934:103; Fig. 
219; also reproduced in Fischer [1983: Plate xxi, Fig. 
330]) (see Figure 7). Although Nevermann introduces 
his description of the instrument by stating that "Nose 
flutes do not play a significant role in the music of the 
Admiralty Islands" 2 7 (translated by the author), he 
describes these instruments as 

.. .made of a piece of bamboo with a node and 
only rarely decorated with patterns, such as filled 
in rhombus, of which the sidelines extend slightly 
over the edges. The embouchure is drilled in the 
node piece and on one side the edge of the node 
is made oblique so it is easier to bring it close to 
the nostril. A little hole for fingering is positioned 
a little bit below the diagonal cut at the wall. A 
second hole for fingering is positioned on the 
opposite side further in the lower part. The piece 
of bamboo is open at the bottom. The nose flutes 
are relatively short 1822 cm. On Mouk they are 
called mbrunau on Pak hu and in Patusi rankoan"2* 
(Nevermann 1934:381, translated by the author). 

It is strange to find Nevermann quoting Friederici's 
names for the instrument from Mouk and Pak and 
Thurnwald's spell ing forthe Patussi flute. In fact Nevermann 
did not visit Manus, merely just accepting the task of 
describing the material collected during the Hamburg 
Expedition. Friederici, however, did go to New Britain 
and probably, to Manus, so it seems likely that Nevermann 
simply took the names from Friederici's article. 

This situation also raises doubts that the represented 
object was found in the collections of a museum and not 
collected on Manus (unless, possibly, it was collected 
by Hamburg Expedition members and deposited in the 
museum). Additionally, the object itself may not be a 
nose flute. Although the illustrations arc not very clear, 
Niles (1980:117) has raised doubts about the "finger 
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Figure 7. The "nose-blown flute" from Manus. 
(Source: Nevermann 1934:381). 

hole" being so close to the upper end and surmises that 
it is in fact the hole to blow the instrument. In this case 
only one hole would be available for fingering. Given 
the object's short length and relatively large diameter, it 
would seem difficult, if not impossible, to blow overtones 
particularly when playing with the nose. Further, the 
artefact is rather similar to the tobacco pipes presented 
by Edge-Partington (see Figure 5). 

For his part, Fischer (1983:103) states that this flute 
is "totally foreign to the rest of Melanesia" and notes in 
reference to Nevermann's instrument, "The description 
and illustration arc not completely clear, however, one 
can see great similarity with the nose flute from Truk 
(Caroline Islands) " M . Fischer seems to be referring here 
to instruments from Chuuk and the Mortlocks collected 
by Augustin Kramer and to instruments in the Museum fur 
Volkerkunde und Vorgcschichtc in Hamburg, illustrated 
in Fischer (p.203, Plate xxii: Figs 359, 361-363). 

The most recent information of a possible earlier 
existence of nose flutes on Manus comes from Messner 
(1998:606), who writes of Baluan Island in the Manus 
Province, "A nose-blown flute once existed on Baluan, 
but no one interviewed in the 1970s could play it". 
Messner obviously did not see such an instrument and 
he does not mention its local name. And his unattributed 
statement of the existence of an earlier nose flute may be 
based on one of the above-mentioned writers. 

The website http://www.scu.edu.au/schools/arts/ 
music/musicarchive/PNGMusic.html (as of 2006) 
contains illustrations of musical instruments and sound 
examples from Papua New Guinea. When accessing 

it, the internet surfer encounters a recording of a flute 
which is entitled "nose-flute". Don Niles and Michael 
Webb arc incorrectly identified as authors. 

Although the origin of this recording is not stated, 
however, the description on musical instruments on this 
website was apparently extracted from a text by Don 
Niles and Michael Webb. In response to my enquiries, 
Niles (pers. comm.) noted "If it is a nose flute and from 
PNG at all. my guess would be that it's a student exploring 
the possibilities of sound production, rather than an 
instrument played in a traditional manner". The text on 
the site notes, "A bamboo pipe blown with one nostril, 
while the other nostril is blocked with a rag, tobacco 
or hand". To block a nostril with a piece of tobacco is 
indeed rather comical and this seems to indicate how 
accurate and serious this website might be. 

C o n c l u s i o n 

Fischer (1983:104) explains the existence of nose flutes 
in Papua New Guinea as a Micronesian influence, and 
notes that the nose flute in New Caledonia still needs to 
be explained, although suggesting a possible Polynesian 
influence. This present study and my previous publica
tions have presented evidence that there were in fact 
no nose flutes in New Caledonia, and leaves Manus as 
the only possible place in Melanesia where nose flutes 
might have existed. 

McLean (1994:59) seems to have already had doubts 
as to the authenticity of nose flutes in Melanesia, noting 
that in Island Melanesia the instrument occurs only 
in the region adjacent to Western Polynesia. McLean 
includes the nose flute, together with sticks and leaf 
whizzcrs, among the rare instruments of New Guinea and 
concludes (1994:60) that, "... it seems possible that all of 
the instruments the writer has grouped together as rare 
reached New Guinea from Micronesia". While supporting 
Fischer's belief with regard to Nevermann s description 
(1934:103) of the nose flute from Manus, McLean also 
states more generally (1994:20) that, "In Oceania mouth-
flutes are predominantly an instrument of New Guinea 
and Island Melanesia. Polynesian flutes are nose-blown. 
In Micronesia both mouth and nose-blown varieties 
occur". Detailed research on the existence of nose-blown 
flutes in Micronesia has not been undertaken. 

This article has demonstrated that references to the 
existence of nose flutes in Melanesia are often based on 
unacknowledged references to earlier publications or 
on hearsay. The earliest references are the most suspect, 
especially because none of the authors states that he 
heard and saw the flute being played for more than just 
a few notes. From the many references on nose flutes in 
Melanesia, only a few seem to be of substance, especially 
those from Manus, but even there, the references are not 
unequivocal. 

http://www.scu.edu.au/schools/arts/
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N o t e s 

1. "Cross flute, term coined by the late Canon Galpin to denote 
the transverse, or sideblown, flute" (Marcuse 1964:133). 

2. "Ring flute (FT.: flute a bandeau; Germ.: Bandflote), flute 
with external duct; the latter is chambered in the wall under 
a ringlikc sleeve" (Marcuse 1964:444). 

3. In this study I am not submitting evidence of the non

existence or existence of noseblown flutes on certain 
Polynesian or Microncsian islands. However, McLean 
(1974:7994), in a detailed article examining the often

supposed noseblown Maori flute (which is in fact not 
noseblown), scotches the "observations" of early reporters 
and the persistence of fairytales. 

4. For his part, Kurt Sachs (1929.T 17) had earlier grouped 
Pacific nose flute types into six kinds of endblown, eight 
sideblown, and two vessel flutes. 

5. Kanak flute: the name was given by me, because it is the 
only indigenous flute of the Melanesian population in New 
Caledonia, who call themselves Kanak. 

6. Grande Terre: New Caledonia's main island. 
7. Sarasin Collection. 
8. Verguet's drawings are published in Boulay (1993:16). 
9. Labillardiere's 1800 atlas, which predates the Verguet's 

sketches, contains a series of drawings entitled "Effets des 
sauvages de Ia NouvelleCaledonie". One of the objects is 
similar in form to a flute, but not curved. However, this 
is not a musical instrument but an engraved bamboo, 
allowing the statement that it was Verguet made made the 
first published reference to the Kanak flute. 

10. "Les indigenes en jouent avec une egale facilite par Ia 
bouche ou par le nez, en se bouchant 1'une des narines avec 
le pouce". 

11. Base: the spelling of "bass" till the 19th century (The 
Shorter Oxford English Dictionary on Historical Principles 
1933:150152). 

12. "Autrefois Ia distinction cntrc les flutes nasalcs ct les flutes 
buccalcs fur apparemment aussi difficile. Scion certains 
auteurs, Ia Nguru maori serait une flute nasale, selon 
d'autres une flute buccale, voire un siffiet. II en est de 
même de Ia flute Vivo, tantôt appclec 'flute nasale', tantôt 
d6signêe par 'flute buccale'". 

13. " A l'extremite de Ia flute, un seul trou, qui, bouche ou ouvert 
par le doigt, donne deux sons sans cesse repetes...". 

14. "Joueur de flute. 11 souffle par le nez". 
15.Ouvea, one of the tree larger Loyalty Islands, is not to be 

confused with the Polynesian island of Wallis, which bears 
the indigenous name Ouvea (spelled Uvea). 

16. An elder named Eloa from the village Ohnyot in the north 
of Ouvea said that when he was a young man a sideblown 
flute existed on his island, which was blown only with the 
mouth. The flute was open at the distal end and thus theore

tically could have been closed with the hand to modulate the 
sound. There was only one plant  a kind of reed  whose 
stems were used to make this instrument. All specimens of 
this plant were destroyed by a fire many years ago, and the 
tradition of this instrument was curtailed. Such flutes no 
longer exist. 

17.New Hebrides, the name for Vanuatu before Independence 
in 1980. 

lX.NiVanuatu: the people of Vanuatu, the official term for 
Vanuatu's citizens. 

19. "Bamboezen fluiten, de eene op eene clarinet gelijkende, de 
andere in twee vormen. De een met den mond, de andcrmet 
den neus geblazen, zijn in Duitsch N.G., in de omstreken 
van Finschhaven, en in British N.G. op de Entrecastcaux

eilanden en aan de Oostpunt gevonden"". 
20. In the Garland Encyclopedia, Niles (1998:498) writes on the 

music of Milne Bay Province and Goodcnough Island but 
does not mention any nose flutes. Such instruments were 
supposedly found in only one village on Goodcnough Island. 

21. "Leider kann ich aber keine Beweisc beibringen, denn 
ich habe weder eine Flote mitgebracht, noch kann ich die 
Aufzeichnungen in mcinen Papieren wieder finden". 

22. "Eine Anzahl sehr merkwiirdiger neubritannischer 
Nasenfloten aus der Sammlung von Ribbe, Kaufmann 
u.a. vcranlasstc Dr. Wculc und mich, den Verzierungen 
derselben ctwas nāher zu trctcn und auch die Stiicke aus 
dem Besitze des Konigl. Museums fiir Volkerkunde zum 
Vcrglcich heranzuzichen". 

23.Similar decorations are known only on the island of 
Ambrym in Vanuatu. 

24. Barriai: probably Bariai, a group on the north coast of West 
New Britain. 

25. "Dagegen habe ich von den Admiralitatslnseln einige 
Instrumente mitgebracht und auch an zwei Stellen die 
Namen festgestellt. Auf Mouk (Moanus) heisst die 
Nasenflote mbrunau. auf Pak (Matakor) hu/. Als ich die 
erste Nasenflote in Pak erworben und mir von einem 
Eingeborenen etwas hatte vorspielen lassen, iibergab ich 
sie dem mich begleitcnden Kabui. Ich cntsinnc mich ganz 
genau, dass darauf Kabui und noch ein andcrer Melanesier 
meiner Begleitung die Flote an die Nase nahmen und ein 
paar Tone spielten. Ich hatte damals im Drangc andcrer 
Pflichten keine Zeit, der Sache auf der Stelle nachzugehen, 
nahm mir aber vor, es spater zu tun. Das habe ich dann 
vergessen, ganz besonders wohl, weil ich mir des Problems 
damals nicht bewusst war. Ich bin dann mit Kabui spater 
auf die Nasenflote zuruckgekommen und glaube mich zu 
erinnern, dass er mir sagte, dass die Barriai hātten diese 
Flotenart. Meine Aufzeichnungen fiber dieses Gesprach 
habe ich jedoch, wie gesagt, nicht wicder finden konncn. 
Jedenfalls aber ist die Nasenflote auf den Admiralitats

lnseln bckannt". 

26. The German KaiscrinAugustaFluss Expedition explored 
and mapped the Sepik River and its tributaries in New 
Guinea, 191213. 

27. "Nasenfloten spiclcn keine bcdcutcndc Rollc in der Musik 
der Admiralitatsinseln". 

28. "Sie sind aus einem Stuck Bambus mit einer Knotenstelle 
angefertigt und werden nur scltcn mit Mustcrn  ausgcmaltc 
Rhomben, deren Seitenlinien sich noch etwas fiber die 
Ecken hinaus fortsetzen  verziert. In das Knotenstuck 
wird ein kleines Anblasloch gebohrt und an einer Seite 
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wird die Kantc der Knotcnstcllc etwas abgeschragt, um das 
Hcrantuhren der Flote an das Nasenloch zu erleichtern. 
Etwas untcr der abgeschragten Stelle befindet sich ein 
kleines Griffloch der Bambuswand, und ein zweites 
klcincs Griffloch wird auf der entgegen gesetzter Seitc des 
Bambusrohrs in seinem unteren Teile gebohrt. Nach unten 
zu ist das Bambusrohr ofTcn. Die Nasenfloten sind verhalt-
nismassig kurz und 18-22 cm lang. Auf Mouk heissen sie 
mbrunau auf Pak hu und in Patusi rankoan". 

29. Truk, known as the Chuuk Islands since 1990. 
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Arriving, Digging, Performing, Returning: An Exercise in Rich 

Interpretation of a djanba Song Text in the Sound Archive of the 

Wadeye Knowledge Centre, Northern Territory of Australia 

L INDA B A R W I C K , A L L A N MARETT, J O E BLYTHE, M I C H A E L W A L S H 

Dedicated lo the memory of composer and ceremonial leader 
Lawrence Kolumboori (1942-2006), who passed away as we 
were preparing this paper for publication. 

The sound archive of the Wadeye Knowledge Centre, 
Northern Territory, contains a wealth of information 
about the past and present cultural life of Wadeye (Port 
Keats), an Aboriginal community of over 2,000 people 
situated on the coast some 250 kilometres southwest of 
Darwin (see Figure 1). The archive, comprising some 
600 field recordings, consists not only of recordings 
made in the community by visiting researchers and 
deposited there for local access, but also recordings 
created by local people as a result of various cultural 
initiatives over the years, from the Kanamkek Yile Ngala 
Museum to the Wadeye Aboriginal Languages Centre 
(Barwick et ai. 2005). 

The authors of this paper belong to a multi-disci
plinary team project focusing on djanba songs, one of 

several genres of public dance-song in the Murriny Patha 
language.' Murriny Patha is one of the strongest Australian 
languages, boasting some 2,500 speakers, most living 
in Wadeye. Djanba songs and dances arc performed in 
Wadeye and surrounding regions by men and women for 
various public ceremonial occasions (funerals, circum
cisions, 'ragburning' mortuary ceremonies, graduation 
ceremonies, and ceremonies of welcome to visiting 
dignitaries; see Marctt 2005). The multilingual nature of 
the Wadeye community and its ceremonial life means that 
djanba songs are often performed alongside lirrga songs 
in the Marri Ngarr language (Barwick 2003, in press. 
Ford in press) and wangga songs in Marritjcvin and other 
Daly languages (Marett 2003a, 2005), serving similar 
ceremonial functions (Furlan 2005. Marett 2003b). A l l 
three repertories were conceived and songs first composed 
around 1960, and indeed the first djanba recording—two 
songs performed for the Darwin Eisteddfod in 1962— 
dates from this era (Moyle 1967). 

A • Darwin Gunbalanya 
(Oenpelli) 

Kuy m Yederr 

Daly River 

Peppimenarti 

Moyle River 
Wadeye . 

(Port Keats) Nganmarrlyanga 
(Palumpa) 

Legune 

Fitzmaurice River 

Victoria Rivei 

Wyndham 
Bullo River 

Kunui*iurra Auvergne 

Figure 1. Map of northwestern Northern Territory. 

13 



OCEANIC MUSIC ENCOUNTERS: Essays in Honour of Mervyn McLean 

Djanba composers and performers, including 
Lawrence Kolumboort, Felix Bunduck, Elizabeth 
Cumaiyi, Lucy Tchcrna and Rita Thawurl, have been 
instrumental in identifying and elucidating the archival 
record. In collaboration with these key djanba performers, 
and with linguists Michael Walsh and Nicholas Reid 
(see Figure 2), we have identified a total of 88 recordings 
containing djanba songs (including some newly created 
in the course of our project). From a corpus of some 800 
djanba song items, more than 80 distinct song texts have 
been transcribed glossed and translated by our team, 
building on previous published and unpublished work 
by Marett (2005), Barwick, Ford Walsh and Marett's 
student, anthropologist Alberto Furlan (2005). 

The paper takes an example of one djanba song text 
occurring in almost every recent ceremonial performance 
and examines its linguistic and musical characteristics, 
ceremonial functions and the various explanations about 
the song by performers. 

D j a n b a S o n g C r e a t i o n 

Like other repertories of public song in northwestern 
Australia, djanba songs were all composed within 
living memory by known individuals, who usually 
received them in a dream from deceased ancestors. 
These songs are strongly associated with the Murriny 
Patha-speaking clans, especially Yek Dimirnin (whose 
traditional country includes the present-day community 

of Wadeye), and Yek Nangu (whose country lies to 
the south of Wadeye). According to the late Lawrence 
Kolumboort, djanba songs were first composed about 
1961 by his brother Robert (born 1937), who received 
the songs in a dream from the deceased Nangu clansman 
Tjimararr.2 Most djanba songs in the Wadeye archive 
were composed by Dimirnin clanspcoplc: the brothers 
Robert, Harry Luke and Lawrence Kolumboort, their 
sister Rosie Kolumboort, and other clansmen including 
Joe Birrarri Dungoi, Barty Pcrdjcrt, Charlie Kuruwul, 
and Theodore Bunduck. A small number of songs were 
composed by the Nangu clansman Johnny Ninnal and his 
wife Anna Maria Nardjic Ninnal,' and the Nangu clan 
connection is also continued by Tjimararr's daughter, 
Elizabeth Cumaiyi. one of today's main women singers 
and dancers, and an acknowledged authority on djanba 
and another Murriny Patha song genre, wurltjirri. 

D j a n b a P e r f o r m a n c e O c c a s i o n s 

The main ceremonial contexts for djanba perform
ances are mortuary ceremonies (called nandji mulurnu 
in Murriny Patha, or 'ragburning ceremonies' in 
English), circumcision ceremonies, and funerals. 
These days djanba may also be performed on other 
ceremonial occasions such as welcomes and farewells to 
visiting dignitaries, presentations of awards, and more 
informally, for general entertainment. As explained by 
Marett (2005), djanba songs at Wadeye share these 
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ceremonial functions with wangga and Unga songs, 
which are owned and performed by two of the other 
main language groups at Wadeye (speakers of Marri 
Tjevin and Marri Ngarr respectively). To promote social 
coherence at Wadeye, sometime in the 1960s, djanba 
Unga and wangga song-owning groups agreed to adopt 
a system of ceremonial reciprocity whereby each group 
would call on one of the others to perform for them 
whenever they needed it (Barwick 2003, in press, Furlan 
2005, Marett 2003b, 2005). 

We can see this pattern of exchange particu
larly clearly in the ragburning ceremonies, which arc 
performed by preference in the home country of the 
deceased person. Thus, the ragburning Marett and 
Barwick recorded in 2001 at Kuy (an outstation to 
the north of Wadeye, in the country of the Magati Ke, 
one of the wangga-owning groups) was performed by 
the djanba group for an important Magati Ke person. 
Similarly, the ragburning at Merrepen (an outstation of 
Daly River, to the east of Wadeye), recorded by Marett 
in 1998, was performed by the djanba group for an 
important Ngan'gikurunggurr person who belonged to 
one of the ///rga-owning groups. 

At funerals, djanba songs are integrated into the 
Catholic Church service, and also performed during the 
procession to the burial ground and the interment in the 
cemetery. During all these activities, djanba songs may be 
interspersed with other Christian-themed liturgical songs 

and chants such as hymns (in English and Murriny Patha), 
the Hail Mary, and songs from malgarrin (a repertory of 
Murriny Patha song with Christian themes). 

Circumcision ceremonies, held every two or three 
years, arc major undertakings, involving input of time, 
resources and ceremonial activity from the whole 
community. Typically, all three ceremonial groups play a 
role, with boys from one group being taken through the 
ceremony by men from one of the other groups. Boys 
may afterwards be called by the name of the ceremony 
that accompanied their circumcision, and fathers may 
make an effort to have each of their sons circumcised 
by a different ceremonial group (Marett 2005). For 
example, the circumcision ceremony recorded by Marett 
at Wadeye in 1988 extended over three days, and involved 
lengthy and sometimes simultaneous performances by 
all three ceremonial groups, with dancing by both men 
and women. The young boys to be circumcised were 
escorted to the clinic (where a ceremonial leader and a 
doctor were waiting to perform the operation) by singers 
and dancers from one of the "other" groups. Figure 3, a 
photograph taken by Mark Crocombe at another Wadeye 
circumcision ceremony in 1997, shows a group of young 
boys from one of the djanba-own'mg groups being 
escorted by a group of Marri Ngarr Unga performers. 

Outside groups may also be brought in to perform 
at circumcision ceremonies (e.g., in 1996, a group of 
Unga singers from Barunga, to the cast, was invited to 

Figure 3. hinga performers leading up a group of young boys during a circumcision ceremony at Wadeye, 29 May 1997. 
(Photograph: Mark Crocombe). 
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sing at Wadeye, and in 1997 wangga performers from 
Bclyucn community, to the north, were flown in).4 To 
reciprocate, Wadeye performance groups may also 
travel quite far afield as invited performers at circum
cision ceremonies for other groups; for example, in 
1981 Wadeye performers were recorded by anthropol
ogist Deborah Bird Rose performing djanba and Unga 
for a circumcision ceremony at Yarralin, in the Victoria 
River district to the south of Timber Creek.5 

S o n g T e x t o f Djanba 11 

This song text, composed by the most prolific composer of 
djanba songs, Harry Luke Kolumboort (l 913- 1980s), has 
been translated and glossed by Joe Blythe with assistance 
from Michael Walsh and Nicholas Reid based on conver
sations in 2004-2005 with singers Lawrence Kolumboort, 
Felix Bunduck, Elizabeth Cumaiyi, Lucy Tchcrna, and 
Mary Bunduck. The basic text is set out in Table 1. 

This text refers to a particular djanba ancestor, 
named Kardu Ngarim ('Bee Man' kardu being the 
nominal classifier for humans). With the animate 
nominal classifier ku, ngarim is also the name of a 
species of native bee with a yellow body, also known as 
ku tiriwun. Kardu Ngarim is the son of another djanba, 
Mayamunggum, nicknamed Thakuny 'left-handed'. 
Ngarim is digging at a particular place. 

Most species of native bee found around Wadeye 
make ku tjithay 'honey' (or 'sugarbag' in Australian 
Aboriginal English). Ku ngarim sugarbag bees are one 
of the main totems for the Kunybinyi clan estate, which 
is where djanba ancestors reside and where Dimirnin 
clanspeople return when they die. Each clan estate has 
several ngakumarl 'totems', or 'dreamings', which 
are associated with particular nguguminggi 'creation 
sites' within the estate. Because a totem springs, as do 
all clanspeople, from the creation sites, people of the 
clan may address their totem as close kin, most often as 
karlatj 'older brother', and people may also address each 
other by one of their totem names, e.g., ngarim. Explicit 
references to bees, honey or beeswax occur in at least 
ten other djanba songs (numbers 2, 14, 19, 38, 39, 51, 
56, 69, 72, 76 in our database). In several of these texts 
the term ngarim Kunybinyi 'Kunybinyi bees' is used 
as an epithet referring to the Dimirnin clanspeople as 
a group (since all people of the Dimirnin clan have ku 
ngarim as a totem and in Murriny Patha a totem name is 
an acceptable form of address). 

E x p l a n a t i o n s o f Djanba 11 

Although the core song text is a grammatical Murriny 
Patha sentence, its references are rather cryptic. For 
explanation to outsiders, like us, Kolumboort and others 
adopt a variety of strategies, contextualising the song 
by reference to known places and people. In addition to 
the free translation given above (explanation 1), there 
arc five other explanations for this song text collected 
over the years since Marett and Barwick first began to 
document this djanba song text in 1998. 

Explanation I. "Kardu Ngarim, son of Thakuny, is 
digging holes at that place" (Joe Blythe's free translation 
reported above, from conversation with Lawrence 
Kolumboort, 1 November 2005). 

Explanation 2. Reporting a conversation with Lawrence 
Kolumboort in 1998, Marett's field notes record the 
following explanation for this song: 

About left-handed mob. "Ngarim" = honey bee -
people of the honey bee totem are called the left 
handed mob; "ngarim thakuny" = left-handed for 
honey bee. This song is about welcoming your 
son who is living somewhere else like Palumpa 
or Peppifmenarti]. NB totems are conceived of as 
sons. ... "My son (=totem), you got to come back 
to Bathuk for me" (i.e., not go to other people). 
(Marett field notes, 22 September 1998) 

Bathuk is a creation site within the Kunybinyi clan 
estate particularly associated with honeybees, and the 
spirit home of the djanba ancestors. It is frequently 
mentioned in djanba songs, as is the general area within 
which it is found, Kunybinyi. 

Explanation 3. Later in 1998, Kolumboort gave the 
following gloss of the song: "oh my son, come back and 
help me to sing djanba" (Barwick fieldnotes, 2 October 
1998). Here, in addition to mentioning the coming 
together of father and son, Kolumboort seems to stress 
another characteristic of the Dimirnin clan: performing 
djanba songs. 

Explanation 4. In 2003 Alberto Furlan recorded the 
following gloss and explanation of the song text.6 

Table I. Text of djanba song 11. (Transcription and gloss by Joe Blythe, 1 November 2005). 

text ngarim thakuny marramarda nyinirda karrirndurtuy 

morpheme ngarim thakuny marramarda nyinirda karrim -ruy -rcdup 

gloss bee Sp. left progeny that_placc 3sS.3_stand.Exist -dig -redup 

part of speech noun adj, noun dem FinV -Cov -redup 

Free translation: Kardu Ngarim, son of Thakuny, is digging holes at that place. 
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"The son of Thakuny is coming out there". The 
bees—Mayamunggum's son and daughters—are 
there, turning around. But also: "Mayamunggum 
was standing there waiting for this mob to meet 
them there, they were digging the ground, going in 
and out." (Furlan field notes, 17 July 2003) 

Explanation 5. In 2004, when the present research team 
first documented the song, we received the following 
explanation from Felix Bunduck: "Left-hand bloke, all 
his family were arriving from Kunybinyi, all coming out 
to him" (Barwick field notes, 26 June 2004). 

Explanation 6. Another explanation in English was 
recorded under instruction from Lawrence Kolumboort by 
Mark Crocombe on 10 April 1997, on WAS A tape 441B. 

"This song is about the little people coming from 
Bathuk to Wadeye to visit people at night-time. The 
little people can only visit at night-time. They can't be 
around, they've got to go back home before daylight 
or someone... might catch them" [on the way]. 

The "little people" referred to here are the djanba 
ancestors. In this case, rather than the offspring coming 
back to the ancestral site at Bathuk as in explanation 
2, it is the ancestors who visit their offspring living at 
Wadeye (which is also in Dimirnin clan country). 

Multiple explanations for song texts are to be 
expected—given their telescoped style (see, for 
example, Bowern 2003)—but are not always made 
explicit in the literature. This is unfortunate, since 
the potential ambiguities in the interpretation of song 
texts should encourage a maximally explicit account of 
alternative explanations gleaned in the field. In this way 
other investigators—or indeed the original investigators 
themselves—may be better able to understand the song 
text in question, as a better overall understanding of the 
song traditions emerges. 

D i s c u s s i o n o f S o n g T e x t 11 

Note that all explanations stress the congregation of 
Dimirnin clanspeople across generations. The clan 
totem ngarim 'honeybee' and the word for 'progeny' 
(marramarda) are explicitly mentioned in the text, but 
the explanations for the songs add other distinguishing 
characteristics of Dimirnin clanspeople: their creation site 
Bathuk, their clan estate Kunybinyi (implied perhaps in 
the song text's nyinirda 'that place'), and their ceremonial 
tradition djanba. Some of the diversity in these explana
tions can be attributed to the differing levels of under
standing of the researchers to whom Kolumboort was 
explaining the song. But it appears that there are also 
grounds for ambiguity in the song text itself. 

As a polysynthetic language, Murriny Patha 
typically uses large verb complexes. The complex 
usually consists of an uninfecting coverb carrying the 

bulk of the lexical meaning, preceded by an inflecting 
finite verb, as well as a number of other non-obligatory 
morphemes. The finite verbs, which indicate the subject 
of the verb, inflect for person, number, gender, tense, 
mood and aspect, and in some cases also carry some 
lexical meaning, such as stance. There are at least 38 
finite verb classes. The lexical meaning of the coverb is 
dependent on the verb class with which it co-occurs; that 
is, the lexical meaning of the verb is conveyed through 
the finite verb and coverb in combination. For example, 
the coverb -ruy means 'dig' when it occurs with a finite 
verb of class 3, but when it occurs with a verb of class 
20 it means 'arrive', 'visit', or 'come out from beneath a 
surface', depending on context. 

In djanba 11 s song text, the finite verb karrim is a 
third person singular existential verb of verb class 3 that 
carries the lexical meaning 'stand up vertically'. When 
the coverb -ruy 'dig' is reduplicated to -rurtuy, as it is 
here, it can be understood either to have a continuous 
aspect, i.e., 'be digging', or to have a repetitive aspect 
'dig multiple holes' (which likewise necessarily happens 
over an extended period of time).7 Once the relevant 
morphophonemic rules have been applied, karrim + 
rurtuy is realised as karrirndurtuy. As such, the verb can 
be understood to mean 'there is a person digging a hole/ 
digging multiple holes (while standing)'. This gloss and 
interpretation accords with explanation 1, provided to 
Joe Blythe in 2005 by Lawrence Kolumboort. 

Another explanation could also be accounted for 
by a different glossing of the verb. For verb class 20 
we predict the existential form karram? in which case 
the combination of karram + rurtuy would be realised 
as karrarndurtuy and would give as one likely reading, 
'there is a group of people visiting or arriving' (as in 
Felix Bunduck's explanation 5 above) (sec Table 2). 

Alternatively: They are coming out from beneath the 
surface (as per explanation 4, given to Alberto Furlan) 
(see Table 3). 

The two verbs (karrirndurtuy and karrarndurtuy) 
differ by one vowel—a vowel that is unstressed and flanked 
by syllables bearing stress. In most versions of the song 
sung by Lawrence Kolumboort, the high front vowel HI 
seems discernible, although when we first transcribed this 
song with Felix Bunduck wc transcribed karrarndurtuy. 
It may be the case that different singers have different 
understandings of the text. Perhaps the composer even 
deliberately exploited this potential ambiguity of the 
song text, although at this stage wc believe that primacy 
should be given to explanation 1, the translation provided 
by the authoritative ceremonial leader and brother of the 
original composer. More investigation is needed to clarify 
these points, and it is planned that our research team will 
address these questions in follow-up visits to Wadeye. 

It is worth pointing out, however, that digging holes 
in the ground emerging from holes in the ground and 
congregating in groups with kin are all characteristic of 
this particular species of honeybee, which builds its nest 
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Table 2. Alternative reading 1 of the text of djanba 11. 

text ngarim thakuny marramarda nyinirda karrarndurtuy 

morpheme ngarim thakuny marramarda nyinirda karram -ruy redup 

gloss beeSp. left progeny that place 3plS.20.Exist -arrive redup 

part of speech noun adj. noun dem FinV -Cov redup 

Free translation: The offspring of the left-handed honeybee [Mayanu nggum] are arriving at that place. 

Table 3. Alternative reading 2 of the text of djanba II. 

text ngarim thakuny marramarda nyinirda karrirndurtuy 

morpheme ngarim thakuny marramarda nyinirda karram -ruy -redup 

gloss beeSp. k'ti progeny that_place 3plS.20.Exist -emerge 
beneath 

from 
asurTacc 

-redup 

part of speech noun adj. noun dem FinV -Cov -redup 

Free translation: The offspring of the left-handed honeybee [Mayamunggum] are coming out from [a hole at] that place. 

Table 4. Distribution of 99 versions of djanba song 11 within the corpus of the Wadeye Aboriginal Sound Archive. Lead singers are 
indicated by initials: LK is Lawrence Kolumboort, FB is Felix Bunduck, and KB is Kevin Bunduck. 

Tape ID Year Place Occasion Lead singer Recordist # Items 

Marett88-20,21,22, 27 1988 Wadeye Circumcision LK Marett 16 

D017B 1992 Wadeye Circumcision KB Unknown 2 

D024A 1996 Wadeye Circumcision LK Crocombe 1 

D025A 1997 Wadeye Circumcision LK Crocombe 5 

441B 1997 Wadeye Documentation IK Crocombe 1 

Marctt98-08. Marett98-09 1998 Wadeye Funeral 1 k Marett 12 

Marett98-1() 1998 Wadeye Funeral Ik Marett 5 

Marett98-ll 1998 Merrcpen Ragburning Ik Marett 7 

Marett98-I6 1998 Peppimenarti Award ceremony LK Marett 2 

Marett2001-1 2001 Kuy Ragburning FB, LK Marett & Barwick 10 

AF-2002-01 2002 Merrepen Funeral LK Furlan 5 

AF-2002-11 2002 [Wadeye] | Unknown | LK Furlan 2 

AF-2002-13 2(KJ2 Wadeye Ragburning LK Furlan 8 

AF-2002-17 2002 Wadeye Funeral LK Furlan 3 

AF-2002-18 2002 Emu Point Ragburning Ik Furlan 7 

AF-2002-20 2002 Wadeye Funeral Ik Furlan 2 

AF-2002-21 2002 Timber Ck Corroboree 1 k Furlan 4 

JB20050729 2005 Wadeye Funeral Ik Blythe 7 

TOTAL 99 
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underground. Similarly, congregating with descendants 
for ceremonial activity is a constitutive characteristic of 
the clan. 

Djanba 11 in t h e A r c h i v a l R e c o r d 

The Wadeye sound archive includes at least 99 versions 
of this song, recorded on 19 different occasions between 
1988 and 2005 (see Table 4). Although the composer 
of the song, Harry Luke Palada Kolumboort (c. 1913-
1980s) was recorded singing djanba songs on several 
occasions in the 1970s by the linguist Michael Walsh 
and the lay missionary Lesley Reilly (nêe Rourke), he 
was never recorded singing djanba 11. 

Although the performances recorded represent 
only a tiny fraction of the total number that actually took 
place during this period metadata on this sample give 
an interesting snapshot of the extent and ceremonial 
functions of djanba performances during this time. 

With such a large number of performances of the 
same song text, the corpus also allows us to investigate 
the extent of variation in its musical performance. For 
example, we can ascertain that the song text verse is 
always performed with the same or very similar rhythm 
and melody, but that the tempo and the absolute pitch 
at which it is performed vary, as do the number of 
repetitions of the verse within an item. 

C o n v e n t i o n s o f M u s i c a n d D a n c e 
P e r f o r m a n c e in Djanba 

Djanba songs are performed by a mixed group which 
includes both men and women, and indeed their structure 
normally requires both male and female participation. 
The lead singers (usually men, but also sometimes 
including senior women) use paired clapsticks, and 
other members of the performance group (other singers, 
dancers, and family members) use handclapping or other 
types of body percussion to accompany the songs. Both 
men and women dance, in different styles. 

Barwick and Marett have been present at several 
performances where one or two senior women led the 
singing of djanba songs while a larger group of women 
were painting up, and while the men were painting up 
in a separate distant location. The two senior women 
concerned both own and use clapsticks (a sign of song 
leadership), and continued to use them and sing alongside 
the male song leaders in the following joint song perform
ances, but did not initiate the singing of items when the 
male song leaders themselves were present. 

The male song leader during the time of our 
fieldwork, Lawrence Kolumboort, was also a noted 
composer. As already mentioned women may compose 
songs but, if they do, they pass them to a close male 
relative. Lawrence Kolumboort's sister composed a 
djanba song for her own Dimirnin clan, and Anna Maria 
Ninnal composed several djanba songs for her husband's 
Nangu clan. A similar situation is reported by Marett 

with regard to wangga songs at Wadeye, where a Marri 
Ngarr woman, Maudic Dumoo, is the acknowledged 
composer of a Walakandha wangga song belonging to 
and performed by the Marri Tjevin clan of her husband 
Wagin Dumoo (Marett 2005:66). 

A djanba performance session typically consists of 
a number of song texts, each repeated in several discrete 
song items (of 45 seconds to two minutes) separated 
by intervals of informal talking. Each item consists of 
three or four (more rarely two, five or six) repetitions of 
a standard group of lines set to the same melody (which 
we call here "verse"). 

Each verse consists of two parts. The first part of 
each verse is performed by the men alone, started off 
by the song leader, with others joining in after a few 
seconds. This first part usually consists of one or two 
descents covering all, or almost all, the melodic range of 
the whole song. The second part of the song begins with 
a smaller descent performed by men alone, with the 
senior women joining in towards the end of the phrase 
(often an octave higher than the men), and then a period 
of repetition of the tonic (the prolonged final pitch of 
each verse), performed strongly and led by the female 
voices with continuing clapstick accompaniment from 
the male song leaders, who may or may not continue 
singing with the women. 

The two parts of the verse are accompanied by 
different dancing styles. During the first part, the dancers 
typically advance towards the centre of the dance ground 
while during the second part both men and women 
dancers typically dance on the spot with more emphatic 
movements (employing gender-specific movements, the 
beat being marked by stamping for men and rhythmic 
movements of the arms for women). The last clapstick 
beat of a verse may be marked with a particularly 
dramatic flourish, such as the lead male dancer dropping 
down on one knee on the last clapstick beat of the verse. 
Figure 4 shows men dancing djanba at a ragburning at 
Merrepen (the women dancers are out of shot). 

The two-part dance structure bears some 
resemblance to dancing of wangga and Unga, where 
travelling movements tend to occur during the vocal 
sections of each item, with strongly rhythmic "on-the-
spot" movements typically confined to the instrumental 
sections of each verse in which only didjeridu and 
clapsticks are heard (Marett and Page 1995). In the case 
of djanba, which is unaccompanied by didjeridu and 
hence requires continued singing throughout the item, it 
seems that part two of each verse, where the women sing 
on the tonic pitch, can be equated to the instrumental 
section of wangga and Unga songs. 

The strophic form of djanba can also be seen in 
the internal repetition patterns within verses. Unlike 
the cyclical isorhythmic structures found in Central 
Australian and Kimberleys song styles (Barwick 
1989, Treloyn 2003), where strict repetition of a 
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song text throughout the item may be combined with 
flexible melodic structures that expand and contract 
to accommodate texts of different durations, djanba 
song texts always set the same text to the same melodic 
phrase in the verse, and a great variety of text repetition 
structures, and numerous different melodies (thamarl 
'voice') and clapstick patterns (mirn ga 'clapstick') are 
found in the corpus. 

M u s i c a l S e t t i n g o f Djanba 11 

Figure 5 presents a musical transcription of one verse of 
djanba 11. The textual structure of the verse in djanba 
11 is as follows: 

(part 1) 
ua ngarim thakuny marramarda nyinirda karrirndurtuy-ye 
ua ngarim thakuny marramarda nyinirda karrirndurtuy-ye. 

(part 2) 
aa karrirndurtuy-ye 
ngarim thakuny marramarda nyinirda karrirndurtuy-ye. 
ngarim thakuny marramarda nyinirda karrirndurtuy-ye 
ngarim thakuny marramarda nyinirda karrirndurtuy 

In part 1, each presentation of the core song text 
ngarim thakuny marramarda nyinirda karrirndurtuy is 
performed in a single breath, over a range of a seventh 
(descending from d in the upper octave to E), and is framed 
by vocables, an initial 'ua' and a final've'. which almost 

always occur in these positions throughout the djanba 
corpus irrespective of the text performed (these vocables 
arc underlined in the text above). In djanba 11, only the 
first syllable of the first line is accompanied by clapstick 
beating. Notice that the duration of the final '-ve' is a full 
beat shorter in the repeated line (see Figure 5). 

Part 2 begins with a short line (performed by men 
alone), consisting of the verb karrirndurtuy alone, 
and again framed by the vocables 'aa' and '-ve' and 
introduced by a single clapstick beat on the first syllable 
of text (ka-). Regular clapstick beating (at approximately 
120 bpm) is then introduced for the remainder of part 
2, which presents the core text a further three times. 
These first two lines of part 2 (aa karrirndurtuy-ye / 
ngarim thakuny marramarrda nyinirda karrirndurtuy-
ye) performed solo by the men, cover the same melodic 
descent d-E as presented in the repeated line of part 1. It 
is only when the men and women overlap, as the women 
enter for the fourth and fifth lines of the verse, that the 
lower tonic D is firmly established. Because most of the 
women perform an octave higher than the men, their 
final note cues the highest pitch of the men's next descent 
(reached on the first syllable of the core text nga-). 

Because djanba 11, like a number of other songs 
in the corpus, has different accompaniment patterns 
in parts 1 and 2, movement differentiation of the two 
parts is even more marked than usual. In the unaccom
panied part 1, dancers move around on the dance ground 
performing relatively unstructured and unsynchronised 

Figure 4. Djanba singers and dancers at a ragburning at Merrepen, 1998. Photograph: Mark Crocombe. 
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movements, but once the clapstick beating has started 
in part 2, dancers synchronise their movements with 
increasing vigour to the beating and hence to each 
other. The whole djanba performance group, including 
singers, dancers and onlookers (who clap hands) is 
brought together by bodily engagement with the music. 

Let us pay closer attention to the first two lines 
of part 2 (the third system in Figure 5 over page). We 
argue that this system functions as a transition or pivot 
point between the two paired lines of repeated text and 
melody presented by the men in systems 1-2 and by the 
women in systems 4-5. The melodic descent already 
encountered in part I is maintained but text, rhythm and 
accompaniment change or are disrupted. 

• Text: the text line is apparently presented in reverse, 
beginning with the verb karrirndurtuy that ended 
the previous two phrases. In the rest of the djanba 
corpus it is usual for each text line to be presented 
with one and only one word order and rhythmic 
setting, and it is highly unusual for a verb to start a 
text line. 

• Rhythm: the next words ngarim thakuny are set, like 
marramarda, over four short syllables as JJH 
rather than with the longer two-beat rhythm JJ] J 
used for these words everywhere else in the verse. 
In other words, the rhythm of the first three words of 
part 2 karrirndurtuy-ye ngarim thakuny — 
J3] J J JOT is different from the usual rhythm 
to which the words are set — JJ] J J J3] J . 
The anomalous setting at the beginning of part 2 
apparently echoes the rhythm of the beginning of 
the "normal" (unreversed) setting of the textline 
— ngarim thakuny marramarda J%] J JJJl 
— the setting that would be expected in this position 
if the normal presentation of the text had been 
maintained.l) This disruption of the rhythm coming 
hard on the heels of the text disruption further 
compounds the listener's disorientation. 

• Accompaniment: The listener's attempts to grasp 
and make sense of the changed text and rhythm arc 
further disrupted by the introduction of clapstick 
beating where Part I had been unaccompanied. 
Clapstick beating appears first on the initial syllable 
of karrirndurtuy, then regularly every crotchet beat 
from ngarim thakuny. Clapsticks used in Wadeye 
arc made of very resonant hardwood and struck very 
forcefully, sounding much louder than the vocal 
part, so that it is much more difficult to discern text 
articulation when clapstick beating is present. 

The overall effect of the changes in relative relation
ships of melody, text, rhythm and accompaniment in 
this system of the song is one of disorientation, before 
a new equilibrium is reached as the women's singing 
establishes its own firm groove with regular repetition of 

the expected text in systems 4 and 5. We argue that the 
disruptive features seen in this line, which arc unique to 
this song, and totally consistent in every rendition, are 
by no means accidental but reflect an intentional compo
sitional strategy. 

The aesthetic gestures described here seem fitting 
for ceremonies that concern themselves with the social 
negotiation of liminality, as the deceased person's spirit 
turns away from the living and joins the world of the dead, 
or as boys turn away from their mothers and become 
men (Marett 2005:62-63). Indeed this particular song 
is often performed at significant points in ceremonies: 
for example, in the ragburning ceremonies recorded by 
Marett at Merrcpcn in 1998 and by Marett and Barwick 
at Kuy in 2001, the song was performed at the point 
where the real "business" of the ceremony commenced 
after a period of preparation. At Merrcpcn, the singers 
had been seated on the edge of the large ceremonial 
ground for some time, singing various other songs and 
waiting for the deceased person's clothes and belongings 
(the "rags") to arrive and be brought onto the ceremonial 
ground. Once the rags had arrived the mood changed: 
the singers began to sing djanba 11, the relatives of the 
deceased began to shred the rags and place them in the 
hole on the dance ground where they would eventually 
be burned and the djanba dancers began to dance away 
from the singers towards the hole. Similarly, at Kuy 
in 2001, in the preparatory phase of the ceremony, 
the singers and dancers had processed towards the 
ceremonial ground from some distance away, singing 
other djanba songs as they came. As soon as the dancers 
entered the ceremonial ground dancing towards the 
hole, the singers changed to djanba 11 and the relatives 
of the deceased began wailing and shredding the rags. 

C o n c l u s i o n 

The references of the text of djanba 11 — to the totcmic 
community, to the gathering of relatives in a particular 
place, and even to digging holes — all seem particu
larly apposite for the central business of a ragburning 
ceremony, which aims to assist the spirit of the deceased 
to return to its original creation site within its own clan 
country. As Marett (2003b) has previously pointed out, 
the system of ceremonial reciprocity adopted at Wadeye 
means that the performance group is always mapping 
its own totemic connections and ceremonial traditions 
onto those of the different clan group for which it is 
singing, emphasising the shared cosmologies and social 
obligations that underpin the larger social network. In 
fact all three ceremonial groups gather in clan groups 
for ceremony, and dig holes to dispose of the belongings 
of the deceased in ragburning ceremonies, and the active 
engagement with other clan groups through ragburning 
and circumcision ceremonies is essential to maintenance 
of the social system by which life in the community is 
organised. 
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Djanba song text 11 - sample melody 

Men 

Marett DAT98-8-s27 djanba 11 .wav, verse 1 
rec. Marett, singers LK, FB, EC, LT 
Transcribed by Linda Barwick June 2005 

m p a r t 1 

Composer: Harry Luke Palada Kolumboort 

Key: M = Men 
C = Clapsticks 
W = Women 

Ai nga- rim tha - kuny_ ma - rra - ma - rda nyi - ni - rda ka-rri-mdu-rtuy - yc 

Clapsticks 1-0-

m 9 = 
- ..... • 

n 

ta ii 

1— 

ga - rim tha k iny - ma - rra - ma - rda nyi - ni - rda ka - rri-mdu - rtuy 

i 

ye 

PART 2 

{ u j a i r m n- j f i j 
Aa ka - rri-mdu - rtuy - ye nga - rim - tha-kuny ma - rra - ma - rda nyi - ni - rda ka - rri-rndu - rtuy - ye 

1 7 — • — 7 r r 7 — r — r 

nga - rim tha 

w 

ma - rra - ma - rda nyi - ni - rda tha kuny 

r t 
ka - iri - mdu - rtuy 

T — r 

Figure 5. Musical transcription of one verse of djanba 11, as performed by Lawrence Kolumboort, Felix Bunduck, Lucy 
Tcherna and Elizabeth Cumaiyi, recorded by Allan Marett at a funeral at Wadeye, 24 September 1998. 

22 



ARRIVING, DIGGING, PERFORMING, RETURNING 

The work presented in this article would have been 
impossible without the Kanamkek Yilc Ngala Museum, 
the Wadeye Aboriginal Language Centre and the Wadeye 
Aboriginal Sound Archive, the fruits of efforts made 
over many years by Wadeye elders to foster research and 
understanding of their cultural traditions in collaboration 
with researchers. Anthropologists, linguists, musicolo
gists, historians, educators and scholars of religion have 
all benefited from these activities and have all contributed 
to the holdings of the archive. In recent years, the estab
lishment of the Wadeye Knowledge Centre as a branch 
of the Northern Territory Library and the digitisation 
of many of the museum and archive's photographs and 
sound recordings have enabled increasing access to the 
archive's holdings by local people (Barwick et ai. 2005). 
The research and analysis wc have done for this paper, 
and indeed the paper itself, will in time be deposited in 
the archive. 

It goes without saying that the holdings of the 
archive can never replace lived practices of performance 
and research, but merely reflect them. We hope that in 
years to come the research work we have undertaken 
with our Murriny Patha collaborators, as reflected in the 
archival record and in living memory, will support and 
strengthen not only those who will take primary respon
sibility for upholding these traditions of performance 
and research, but also our wider social networks. 

A c k n o w l e d g e m e n t s 

Our first debt of gratitude is to the djanba owners, 
performers and composers of Wadeye. Without the 
initiative of Lawrence Kolumboort in particular, this 
research would never have been undertaken. He will 
be sadly missed not only by his family and friends in 
Wadeye, but also by his many friends in Darwin, Sydney 
and Canberra. Fellow djanba performers and Murriny 
Patha song and language consultants Felix Bunduck, 
Elizabeth Cumaiyi, Mary Bunduck, Lucy Tchcrna, Rita 
Thawurl, Manman Dunggoi and Gertrude Nemarluk 
have been unfailingly patient and supportive as we 
struggled to get to grips with these wonderful songs. 
Our linguistic collaborators Lysbcth Ford Nick Reid 
and more recently Rachel Nordlinger have provided us 
with understandings that would have been impossible to 
achieve by any other means, and Alberto Furlan has been 
generous in sharing his anthropological research on the 
social functions of djanba and other songs at Wadeye. At 
Wadeye itself, Mark Crocombe deserves a special vote 
of gratitude for logistical support and encouragement, 
as well as his work to establish and maintain the Wadeye 
Aboriginal Sound Archive and the Wadeye Knowledge 
Centre and of course sharing his own documentation 
work. This research has been funded by the Australian 
Research Council and the University of Sydney. 

N o t e s 

1. In this paper wc adopt the orthography given in Appendix I. 
2. Alberto Furlan's thesis includes an account given by 

Lawrence Kolumboort of the sequence of events leading to 
the first performances of djanba (Furlan 2005:144-45). 

3. Anna Maria Nardjic Ninnal was originally from the Marri 
Ngarr-speaking and //rrga-owning Darrinpirr clan, but 
composed songs for her husband's Yek Nangu clan. 

4. For extensive discussions of the role of the different 
performance groups in circumcision ceremonies at Wadeye, 
see Marett 2005 and Furlan 2005. 

5. Rose field recordings, 1981, made available by Rose to 
Marett. Elsewhere Rose describes the social context of 
wangga performances at Yarralin and Daguragu in 1982 
(Rose 1992). 

6. Our thanks to Alberto Furlan for making his notes available 
to us. 

7. In Murriny Patha, verbal reduplication is used productively 
to signal repeated or continuous action or plurality of object 
(Street 1980). 

8. The third person plural existential finite verb form for verb 
class 20 has not otherwise been attested but the authors 
see no reason why such a form should not exist, since it 
seems most verbs have existential verb forms. Wc predict 
this form based on the observation that attested existential 
forms consistently pattern from the first person (exclusive) 
non-future forms, with a substitution of the velar stop /k/ 
for the velar nasal /ng/. The first person exclusive non-
future form for class 20 is ngarram. 

9. The rhythmic setting here groups together the whole noun 
phrase ngarim thakuny marramarda. arguably suggesting 
a plural reading of the verb subject 'the offspring of the 
lefthanded honeybee' (as in explanation 5). By contrast, 
the usual rhythmic setting separates ngarim thakuny 
and marramarda by a long note at the end of thakuny, 
which we suggest may favour the singular reading of 
explanation I: 'Ngarim, the son of the left-handed one 
[Mayamunggum]'. 

A p p e n d i x 1 

Orthography adopted by the Murriny Patha 

Song Project 

Murriny Patha has four vowels for which there is no 
phonemic length distinction. The four vowels arc listed 
below. 

vowels +front -front 

+ high « u 

-high e a 
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For the consonants, there are six places of articu
lation and a voicing contrast for the stops. However in 
nasal-stop clusters the contrast is essentially neutralised. 
In these environments, rather than choose a particular 
series, we represent the stops as voiced or voiceless, as 
we hear them on a word-by-word basis. We recognise 
that certain speakers' pronunciations of the same word 

may on occasion differ. To represent the alveolar nasal/ 
voiced velar stop cluster wc use an apostrophe /n'g/ so 
as to avoid confusion with the velar nasal /ng/. 

The below orthography differs from the one in use 
at the Our Lady of the Sacred Heart School in Wadeye 
(Street 1987), which has a single laminal series and uses 
voiceless stops in nasal clusters. 

Consonants bilabial dental alveolar retroflex palatal velar 

voiceless stop P th i rt tj k 
voiced stop b dh d ui dj g 
nasal in nh n i ii ny ng 
lateral I il 

flap/trill IT 

glides w r y 
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Two Regional Versions of a Traditional Hawaiian Chant 

B A R B A R A B. S M I T H 

I n t r o d u c t i o n 

This paper is devoted to two versions of the traditional 
Hawaiian chant No Luna O Kahalekai 'From above 
Kahalckai' from the repertoire of the highly respected 
culture bearer and authority on Hawaiian culture, the 
late Mary Kawena Pukui (1895-1986). 

They were among the chants that she gave me for 
study during several meetings in 1958 and 1959 when 
I went to her to learn more about traditional Hawaiian 
chant and huia than I had found in the small number 
of publications on the subject then readily available. 
Only after that did 1 feel confident in proposing course 
work on Hawaiian music in the Music Department of 
the University of Hawai'i. In one of our meetings, after 
she had introduced me to these two versions of the chant 
and 1 had asked her some questions about them, she 
explained aspects of the meaning of their poetic texts 
and commented on their styles of chanting, and then 
asked how I, as a person trained in Western music, would 
analyse them. To comply with her request for our next 
meeting, I transcribed the recorded performances and 
briefly analysed the musical structure, and added these to 
the information she had given me. For this brief project I 
did not refer to other sources for general information or 
to the previous studies that include the chant — Emerson 
(1909), Roberts (1926) and Burrows (ea. 1933). After 
reading what I gave her, Mrs Pukui said that she liked 
what I had done and encouraged publication, but I felt 
that I did not yet have a broad enough background to be 
ready for that. In 1967, however, when asked to contribute 
a short article on Hawaiian music to a festschrift for the 
distinguished German musicologist, Marius Schneider, 
I contributed an abbreviation of it.1 The original paper, 
undertaken in the same year that Dr Mervyn McLean 
submitted his M.A. thesis, 'Field Work in Maori Music', 
came to mind again when I received the call for papers 
for this festschrift for him, because, like "A famous 
Tuhoe waiata by Mihi-ki-te-kapua" that he and Margaret 
Orbcll (2001) contributed to the festschrift presented 
to me by the Study Group on Musics of Oceania of the 
International Council for Traditional Music, (McLean and 
Orbcll 2001) it contains the poetic text, translation and 
transcription of a valued item of a traditional Polynesian 
performative culture. For publication, I have added this 
introduction, some concluding thoughts, and replaced the 
word "variant" by "version". 1 also added diacritics to the 
names of islands and persons to conform to contemporary 
practice, a few dates and clarifying details in parentheses 
and notes to comment on significant changes in socio-

cultural context since the late 1950s, an explanation of 
how the poetic text is displayed within the notation, and 
further comments with examples of their characteristic 
stylistic differences. Except for these matters, it remains 
largely as originally written: socio-cultural background 
in historic context, the chanter and how she learned these 
versions of the chant, the poetic texts with Mrs Pukui's 
translation and comments on their meaning, and my 
transcription of her recorded performance and comments 
on structure and stylistic differences. 

Although since 1959, some information presented 
here has become too well known to be needed by the 
anticipated readership of this festschrift, 1 have retained 
it to show the context in which this remarkable woman, 
who contributed so much to what is still known about 
traditional music and dance, wanted this chant to be 
understood. I hope this paper will be of interest to the 
volume's honouree and that, for younger scholars, it will 
be a useful example of how cultural values are embedded 
in the poetic text of a traditional Hawaiian chant beyond 
what is apparent in a simple literal translation of its words, 
and of how, in the mid-20th century, a traditional Hawaiian 
chant was explained to an outsidcr-to-the-culture. 

S o c i o c u l t u r a l B a c k g r o u n d 

Traditional Hawaiian culture placed high value on 
chant and dance, and the traditional social organisation 
provided mechanisms for their support, control, trans
mission from generation to generation and under certain 
circumstances, from one temple or court to another. 
Geographic isolation of the Hawaiian Islands — more 
than 3,300 kilometres from central Eastern Polynesia 
from which the culture stemmed — and long periods 
of socio-cultural isolation — the extant literature of 
later centuries containing nothing comparable to 
the chants recounting the heroic round-trip voyages 
of about 1200 A.D. — favoured development of a 
remarkably homogenous culture. However, until the 
time of Kamehameha the Great (ea. 1758-1819), the 
ali'i 'chiefs' of the principal islands were autonomous 
and control was localised (although often challenged by 
rival chiefs), which favoured development of regional 
idiosyncrasies. It is generally agreed by anthropologists 
that at the time of early European contact, the culture 
of Kau'i exhibited older, more conservative patterns 
whereas that of the island of Hawai'i (the birthplace 
of Kamehameha the Great) was undergoing internal 
development. Among the cultural manifestations with 
distinctive regional styles were chant and dance. 
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Soon after the turn of the 19th century, following visits 
to the islands by Cook in 1778 and Vancouver in 1792, 
King Kamehameha the Great unified control of the islands. 
However, there had been insufficient time — and probably 
no desire or attempt — to standardise these idiosyncratic 
developments before the arrival of missionaries from the 
United States in 1820 who strove to substitute Christianity 
for the indigenous religion with which so many traditional 
chants and dances were associated. Because the mission
aries were successful in abolishing many of the types of 
occasions in which chant and dance had been important. 
Hawaiians could preserve and transmit their oral heritage 
only out of sight and hearing of both the missionaries and 
their Hawaiian converts. 

This situation posed formidable obstacles for 
transmitting to members of a younger generation a 
performance art that required that a chanters voice be 
audible over the roar of a waterfall or the crashing of the 
ocean's waves on a rocky shore at high tide. There was 
also less opportunity to reinforce the memory through 
hearing performances by others, and less encour
agement to maintain the highest performance standards 
without opportunity to perform for discerning and 
critical audiences as in the past. In addition, there was 
less stimulation to compose new chants in the old style 
than when important persons had to be honoured and 
important occasions celebrated with appropriate new 
chants. Only a few people had the courage and interest 
to teach and learn the traditional heritage. 

Later, after the social climate had changed greatly, 
old chants were sought as a basis for popular music and 
whereas in the 19th century those with knowledge of the 
old chants guarded them in spite of potential reprisal, 
they guarded them against abuses that would lead to their 
desecration in the early- and mid-20th century.2 Within 
the repertoire that survived the cultural repression of 
the missionaries but was seldom performed in the mid-
2()th century were these two regional versions of the 
traditional chant, No Luna O Kahalekai, one from the 
Puna district of the island of Hawai'i,' and one from the 
island of Kaua'i. 

No Luna O Kahalekai4 is a mele huia (poetic chant 
for dance) in which the ho 'opa 'a (literally 'memoriser', 
which in the 1950s was almost always a soloist but 
formerly frequently — perhaps usually — a group)5 

chanted the text and beat the ipu heke (a large double 
gourd6 that is not found elsewhere in Polynesia and is 
believed to have originated in the Hawaiian Islands) 
to which the 'olapa (traditionally a group of dancers, 
but in the 1950s often a single dancer) performed its 
associated huia. No Luna O Kahalekai is ascribed 
to the period before recorded history, although it is 
impossible to assign even an approximate date to its 
creation through reference to the zealously maintained 
genealogies because there is no mention of an ali 7 in the 
poetic text. Its authorship is also unknown since each 
chant of this period became the property of the person 

or god honoured and to whom it was dedicated and it is 
this person or god rather than the person who composed 
the chant who is remembered and is identified with 
it. However, the places named and the special powers 
attributed to the lehua (metrosideros macropus, the 
goddess Pele's flower which was considered especially 
sacred on the island of her volcano home) indicate that 
it was probably composed on the island of Pclc's home 
(the island of Hawai'i), possibly in Puna itself. 

By the time of European contact, No Luna O 
Kahalekai, with a somewhat different text, was also 
a highly valued repertory item on Kaua'i. For chants 
and dances that were transmitted to, and adopted by 
another temple or court, some changes in text were 
often intentionally made to suit the local environment 
and audience, and some changes in performance style, 
whether intentional or not, probably resulted from 
influence of the adopting locality's prevailing style. 
Therefore, the repertoires of temples and courts included 
not only some items created there, but also some known 
in different versions elsewhere in the archipelago. In 
the case of No Luna O Kahalekai, it seems clear that 
the chant originated within the internally developing 
and vigorous setting of the island of Hawai'i and was 
transmitted to the more conservative and restrained 
cultural environment of Kaua'i because, even though 
there is a location named Puna on Kaua'i, the reference 
to Puna in the poetic text is clearly to the Puna on the 
island of Hawai'i. 

T h e C h a n t e r a n d H e r P e r f o r m a n c e 

Mary Kawena Pukui was born in 1895 in Ka'u in the 
shadow of a volcano on the island of Hawai'i. She was 
given the name Kawena-'ula-o-ka-lani-a-Hi'iaka-i-
poli-o-Pele-ka-wahine-'ai-honua 'The red glow in the 
heavens caused by Hi'iaka-in-thc-bosom-of-Pele, the 
earth-consuming woman'. As she grew to adulthood, 
she wanted to know more about her Hawaiian heritage 
and recognised the need for its transmission to future 
generations. Among other things, she studied chant with 
some of the most respected of the older chanters from 
Kaua'i and from the island of her birth. She studied No 
Luna O Kahalekai with three teachers: Keahi Luahine, 
Kapua (who had only that one name), and Joseph 
Keli'iakamoku 'īlālā'olc-o-Kamehamena. 7 Keahi was a 
cousin from Kaua'i who had been a court dancer during 
the reigns of King David Kaiākaua (r. 1874-1891) and 
Queen Lili'uokalani (r. 1891-1893), and was a noted 
kumu huia 'huia teacher'. Kapua was also a cousin from 
Kaua'i, although Kawena studied with him only after 
he moved to O'ahu. Kapua's father was also a chanter 
in what may be considered a family line of chanters, 
and his method of teaching was to chant and allow the 
student to follow along, time and time again, until the 
student knew the whole chant. Pencil and paper were 
not allowed and neither were questions. 'Ilala'ole, also 
a relative, was from Puna on the island of Hawai'i and 
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well known as both a chanter and a remarkably vigorous 
dancer. Whether it was because Kawena was a relative or 
for some other reason, he did permit her to ask questions 
and gave her the words of texts to study. 

By the time of my meetings with Mrs Pukui, her 
health no longer permitted her to chant. In fact, as she 
modestly admitted several times, her voice had never 
been that of a "real" chanter, but nevertheless she had 
considered it important for her to learn the chants 
to help "keep them alive" for future generations of 
Hawaiians. Her performance of the two versions of No 
Luna O Kahalekai transcribed below was recorded in 
Honolulu in 1942 on the grounds of the Punahou School 
as part of a presentation about aspects of traditional 
Hawaiian culture for people who had recently arrived 
in Honolulu. She told me that this performance had not 
been completely representative of the tradition because 
no one was dancing to her chanting, so the challenge 
of inspiring the dancer that is inherent in the ho'opa'a 
role was absent. Nevertheless, this recording is valuable 
not only because it is the only one of her chanting of 
these versions, but also, to the best of my knowledge, 
no one else was performing both versions. Since the two 
versions were chanted in immediate succession, this 
recording also reduced many variables that would have 
to be considered i f performed by different people on 
different occasions in different aural environments and 
recorded on different kinds of equipment. 

T e x t a n d T r a n s l a t i o n 

When traditional Hawaiian culture flourished the poetic 
text of a mele huia was its prime concern. It was also 
what Mrs Pukui considered the intrinsic core of the total 
performative art, although she also placed great value on 
the way the voice "carried the chant", the movements of 
the dance, the way the instruments were played and their 
rhythmic patterns.* In commenting on her translation of 
the vocables in the refrains of the chant. Mrs Pukui said 
that "tra-la-la" is not a translation, but that she used that 
because its use in the refrains of English folksongs is 
somewhat similar to that of the meaningless syllables in 
the refrains of this chant. 

No Luna O Kakalekai 
Puna, Hawai'i Version1' 

as chanted and translated by Mary Kawena Pukui 

1. ||: no luna o Kahalekai no ka ma 'alewa :]] 
From above Kahalekai where one ascends 
the matted roots 

2. ||: nānā ka maka ia Moana-nui-ka-lehua :]] 
My eyes look out at Moana-nui-ka-lehua 

3. ||: noho i ke kai ia Mali 'o :]] 
I dwell by the sea of Mali'o 

4. 11: i ku ae Ia ka lehua i laila :\\la 
The lehua tree stands there 

5. 'ea Ia 'ea Ia 'ea 
[Tra-la-la, tra-la-la] 

6. a i laila ho 7 
There. 

7. ||: hōpoe lehua ki'eki'e i luna :]] 
Well-formed lehua that stands above 

8. ||: ua kapu ka lehua i ke kanaka:]] 
Sacred is the lehua to man 

9. ||: lilo a i lalo Ia a e hele ai:]] Ia 
They hasten to the lowlands 

10. 'ea Ia 'ea Ia 'ea 
[Tra-la-la, tra-la-la] 

11. ai lalo ho 7 
[Down below.] 

12. ||: Kea'au 'Ui'Ui nehe i ke kai :|| 
Kea'au's pebbles rustling by the sea 

13. ||: ho 'olono i ke kai a o Puna :\\ 
Listen quietly to the sea of Puna 

14. |: o Puna i ka 'utu hala :]] Ia 
Puna of the hala grove 

15: 'ea Ia 'ea Ia 'ea 
[Tra-la-la, tra-la-la] 

16. kai ko 'o Puna 
Rough sea has Puna. 

17. ||: ne'ene'e mai kaua e ka hoa :]] 
Move up closer, oh companion, 

18. ||: uia ka 'ino o waho i ke 'anu :]] 
There is evil outside in the cold 

19. ||: waiho 'e maila 'oe ia'« e ka hoa :]] 
You left me too soon, oh companion, 

20. mehe wai ko kaua 'Ui Ia 
Like water our skins arc chilled. 

21. 'ea Ia 'ea Ia 'ea 
[Tra-la-la, tra-la-la] 
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No Luna 0 Kakalekai 
Kaua'i Version 

as chanted and translated by Mary Kawena Pukui 

1. no luna o Kahalekai no ka ma 'a lewa 
From above Kahalekai where one ascends 
the matted roots 

2. nana ka maka ia Moana-nui-ka-lehua 
My eyes look out at Moana-nui-ka-lehua 

3. noho i ke kai ia Mali 'o 
1 dwell by the sea of Mali 'o 

4. ku ka lehua ki 'eki 'e 
The lehua that stands on high 

5. hōpoe ka lehua i laila 
Well-formed are the lehua there 

6. maka 'u ka lehua i ke kanaka 
The lehua fears man 

7. lilo a i lalo a e hele ai Ia 
They hasten to the lowlands 

8. 'ea Ia 'ea Ia 'ea 
[Tra-la-la, tra-la-la] 

9. a i lalo a i lalo ho'i 
Below, down below. 

10. hōpoe 'Ui 'Ui nehe kai 
Rounded pebbles rustling by the sea 

11. 'olelo i ke kai o Puna 
The whispering sea of Puna 

12. Kea'au 'Ui'Ui i ka 'ulu hala Ia 
Kea'au's pebbles lie beside the hala grove 

13. 'ea Ia 'ea Ia 'ea 
[Tra-la-la, tra-la-la] 

14. kai ko 'o Puna Puna kai ko 'o 
Rough sea has Puna, Puna of the rough sea, 

15. nene 'e mai kaua e ka hoa 
Move up closer, oh companion, 

16. aia ka mea 'ino a o waho ahea 
There is something distressing outside, 

17. 'a 'ohe 'anu waiho 'e maila 'oe e ka hoa 
There is no cold, you left [me] too soon, oh 
companion, 

18. mehe wai ko kaua 'Ui Ia 
Like water, our skins are chilled. 

19. 'ea Ia 'ea Ia 'ea 
[Tra-la-la, tra-la-la] 

20. a e e i e ia 
[euphonic syllables] 

A comparison of the two versions reveals an 
interesting difference in the relationship of the people 
of Puna and those of Kaua'i to the lehua as seen in line 
5 of the Kaua'i version that corresponds to line 8 of the 
Puna version where the meaning is inverted. Mrs Pukui 
explained that the lehua, being the goddess Pele's flower, 
was considered especially sacred on the island of Pele's 
volcano home (the island of Hawai'i) and was kapu 
'taboo, restricted', so people there were afraid to pluck 
its blooms. In contrast, on Kaua'i where it was somewhat 
less revered the lehua is portrayed as fearful — afraid of 
having its blooms plucked and its beauty despoiled. Mrs 
Pukui also stated that in some chants (and possibly at a 
hidden level of meaning here) the lehua, being beautiful, 
was often then (and sometimes still is) employed to refer 
to a beautiful girl or to Pele. Also of interest is the more 
descriptive quality of the Kaua'i version that is revealed 
by comparing line 4 of the two versions, and lines 12, 13 
and 14 of the Puna version with lines 10, 11 and 12 of 
the Kaua'i version. 

In poetic structure, the Puna version is clearly 
divisible into four verses, each verse followed by a 
refrain. Verses 1 and 4 have four lines each, and verses 
2 and 3 have three each. Each verse line, except the 
final line of verse 4, is immediately repeated. An extra 
syllable, Ia (a word that often follows an indication of 
direction or place), is added to the repetition of the last 
verse line before the refrain and also appears at the end 
of the last line of verse 4. Semantically, the Ia could 
equally appropriately be used after some of the other 
verse lines (and certainly in the initial statement of the 
line to which it is added in the repetition), so it clearly 
functions as a structural marker. The refrains between 
verses consist of a line of the quite standard vocables, 
'ea Ia 'ea Ia 'ea10 and a short line of text that includes 
some words from near the end of the preceding verse, 
providing both emphasis for an important thought and a 
bridge into the next verse. The final refrain has only one 
line, that of the standard vocables. The refrains are not 
repeated. The verse structure is further emphasised by 
an ipu heke interlude (during which the dance continues) 
between the end of the refrain and the beginning of the 
following verse. 

The poetic structure of the Kaua'i version is less 
immediately apparent, especially when performed 
because there are no ipu heke interludes. Verse lines 
are not repeated and the lines corresponding to those 
of the first and second verses of the Puna version 
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progress without separation by a refrain. Although the 
word Ia occurs at the end of each verse line preceding 
a refrain (and not at the end of the line corresponding 
to the last line of verse 1 of the Puna version) and may, 
therefore, function as a structural marker, its presence 
is less obvious with no repetition of the poetic lines, 
and might not even have been noticed without the 
Puna version for comparison. As in the Puna version, 
the refrain's first line consists of the standard vocables 
and the second some words from the last line text of the 
preceding verse. However, whereas in the Puna version 
these words are chanted only once, in the Kaua'i version 
they are repeated within the line providing a beautiful 
rhythmic and euphonic balance — in line 9 (cf. line 11 
in the Puna version) a direct repetition and in line 14 (cf. 
line 16 in the Puna version) in inverted word order. The 
final refrain also differs from the Puna version in having 
two lines, the first consisting of the standard vocables 
and the second a non-codified sequence of vowels. 

M u s i c a n d T r a n s c r i p t i o n 

In discussing the musical aspects of performance of 
traditional Hawaiian chant, Mrs Pukui began with the 
basics of playing the ipu heke. The ho 'opa 'a supports and 
lifts the instrument by placing his/her left hand though 
a sennit-cord loop attached at the joining of the two 
gourds (avoiding a tight grasp on the gourds that would 
interfere with their vibration). Although the strokes 
are not named in Hawaiian, Mrs Pukui described the 
principal strokes in playing the instrument as: thumping 
or stamping it on the ground (or a pad if the surface is 
too hard); striking or slapping the lower gourd with the 
right-hand fingers (held relaxed together) with a bouncy 
rebound (so as not to interfere with the vibration); and 
lightly striking the lower gourd with the small finger and 
thumb (some performers using more fingers but always 
the small finger first) in rapid succession leading into 
a thump, the effect being somewhat like grace notes in 
European music. (Sometimes when played by a single 
performer who gestures while chanting and playing the 
ipu heke in a category of self-accompanied dance, the 
instrument is lifted high into the air and struck with the 
heel of the hand producing a sound somewhat similar to 
the ground thump). Three combinations of these strokes 
arc designated by name: kahela, a ground thump (usually 
preceded by light finger strokes) followed by two hand 
slaps; pa, a ground thump (usually preceded by light 
finger strokes) followed by one hand slap; and kuku, three 
ground thumps (each preceded by light finger strokes) 
followed by two hand slaps in a pattern twice the duration 
of the other two patterns. In response to my question 
about the two slaps leading into a thump in the refrains of 
both versions, Mrs Pukui said that pattern has no name. 

In describing the most important differences in the 
performing style of the two versions, Mrs Pukui said that 
the dancing of the Kaua'i version is the "bent knee" type 
and that the Puna version has more elaborate footwork. 

She also said that the Kaua'i style is more poetic and 
imitative, whereas that of the Puna version features gaiety 
and footwork. Later she said that the Kaua'i style is 
delicate and imaginative, while the Puna version is faster. 

In response to my question about the differences in 
the melodies, Mrs Pukui spoke of the Kaua'i version as 
a chant "on one note" and later said that most Kaua'i 
chants are "one-note chants". At first, this surprised mc 
because, in listening to it, 1 had heard two tones a minor 
3rd apart, both of which occurred frequently enough to be 
considered part of its tonal system, and a third tone about 
a whole tone higher than the upper of these in two of its 
phrases. However I rejected any thought that Mrs Pukui 
did not realise that she had used more than one pitch in 
chanting it, because we had just finished listening to the 
recording and she was not only familiar with the post-
contact style of Hawaiian music, but had also composed 
many songs in it. The clue to her meaning of a "one-note 
chant" came when she said that the Puna version is a 
"two-note chant" and that she enjoyed going back and 
forth between them, later adding that she considered both 
notes equally important. Comparing the two versions 
with this distinction in mind it is clear that the upper of 
the two frequently chanted tones of the Kaua'i version is 
more important than the lower tone because the opening 
phrases (poetic lines I and 2) are chanted entirely on 
it, and although the refrains with the standard vocables 
end with a downward glide to the last syllable, the final 
phrase with euphonic syllables at the end of the chant (a 
phrase that does not occur in the Puna version so must 
be a Kaua'i addition) maintains the upper of these tones 
to the end. In contrast, the melody of the corresponding 
opening phrases of the Puna version (which also starts 
on the upper tone) progresses back and forth between the 
two tones, and in the final refrain the upper tone glides 
down to the lower tone for the last syllabic. 

In these transcriptions, the most frequently played 
ipu heke pattern, the kahela, is assigned one measure. 
The ipu heke part is written below the text on a one-line 
staff, this line representing no specific pitch, although 
the thump (represented by an 'x ' note head placed 
below the line) is lower in pitch than cither the hand slap 
(represented by regular note heads placed above the line) 
which, because it is the brightest of the sounds, gives 
the impression of being the highest, or the finger strokes 
(represented with smaller note heads placed on the line). 
It should be noted that, although the finger strokes arc 
notated as semi-quavers, they sometimes occur slightly 
later and faster than notated and also that, although no 
attempt was made to indicate dynamics (the fidelity of 
the 1942 recording not allowing that to be done reliably 
throughout), the second hand slap in the kahela pattern 
is often louder than the first. 

The melody is placed on a two-line staff, the 
interval between the lines being the minor 3rd — the 
upper line representing the 'e' of the bottom line of the 
treble staff in the Puna version and the 'd ' below the 
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bottom line in the Kaua'i version. The third pitch in the 
Kaua'i version, approximately a Major 2nd above the 
pitch of the upper line, is placed above that line. The thick 
wavy line that replaces the double slur of the original 
hand-written manuscript represents a gliding pitch, and 
shows its direction (usually, but not always, spanning the 
interval between the two pitches) but not its contour (often 
concave in ascent and convex in descent, but occasionally, 
especially when long in duration, an S-shaped curve 
extending beyond the pitch of the note to which it arrives), 
and to the extent the limited space allows, its duration in 
relation to that of the preceding note. 

The display of the musical transcription places 
two poetic lines on each system to facilitate correlating 
the music with the text and its translation. Standard 
Hawaiian spelling is used for the text, the fidelity of 
the recording being inadequate for a reliable phonetic 
transcription. However, it should be noted that in most 
cases, the 'akina (glottal stop) is clearly discernable and 
that some other vowels, when emphatically articulated 
in the Puna version acquire an almost glottalised quality. 
In addition, the Hai sometimes becomes lyal. To show 
how the text fits with the melody, a word or part of a 
word — whether syllable or a smaller phonetic unit 
(one vowel of a diphthong and even an 'n ' sounded 
throughout a quaver before proceeding to the following 
vowel) — is placed directly below the note on which it 
is chanted to try to convey an important aspect of the 
chanting styles. To allow for this level of specificity 
while avoiding clutter where space is limited hyphens 
are not used to indicate word divisions, since this can 
be determined easily by comparing the text here with 
its display as poetry above. Where a textual clement 
extends through a change in pitch, the notes are beamed 
together. In order to show the timing of an especially 
slow and gradual melding of one vowel into the next, 
their notes arc tied. Brackets indicate omission. Where 
I did not determine i f what sounded like just one vowel 
rather than a second occurrence of the same vowel 
resulted from omission or elision — both of which are 
acceptable in traditional Hawaiian chanting practice 
- both vowels are shown, the second one in brackets 

below two notes tied together. 

In this analysis, the vocal part is related to the rhythmic 
patterns of the ipu heke, although from the traditional 
Hawaiian perspective, it is the chant's poetic text which is 
"carried on the breath of the performer" that is considered 
of greatest importance. In these versions of No Luna O 
Kahalekai — as in most traditional Hawaiian chants — the 
musical structure corresponds, in general, to that of the 
poetry, a musical phrase comprising a textual line. 

In the recording transcribed here, both versions 
begin with an ipu heke introduction consisting of a four-
kahela phrase which, had dance been included in the 
performance, would have been repeated as many times 
as needed for the dancer(s) to enter the performance 
area. Both versions also conclude with an ipu heke coda 

that would have been extended by repetitions of four-
kahela phrases until the exiting dancer(s) reached the 
outer edge of the performance area and turned to face 
the ho'opa'a and audience and perform the closing 
gesture to the final beats on the ipu heke. 

The formal structure of the Puna version is readily 
apparent. A l l the musical phrases of verses 1, 2 and 4 
- except those of the refrains are four bars long and 

with the additional exception of the phrase that carries 
the chant's final poetic line — arc immediately repeated. 
The structure of verse 3 (that describes the small 
stones" being tossed around by the ocean) contrasts 
quite dramatically with that of the other verses. Its first 
phrase which carries poetic line 12 (system 10, bar5) is, 
as expected four bars long, but the phrase that carries 
poetic line 13, as i f urgently intruding, enters earlier than 
expected (system 11, bar 4) and is only three and a half 
bars long, which results in its repetition being offset to 
the rhythmic pattern of the ipu heke's steady repetitions 
of kahela, generating a sense of commotion. The phrase 
carrying poetic line 14 is also only three and a half bars 
long and its repetition also rhythmically offset. In this 
version, the definition of verses not only by refrains, but 
also by ipu heke interludes emphasises structural form. 

In the Kaua'i version, phrase length is quite varied. 
Excluding the refrains, six phrases are three bars 
long, two are five, and the others the usual four bars, 
however their variance creates no feeling of tension or 
imbalance. Even the three-bar phrases carrying poetic 
lines 10 and 11 (system 6) that correspond in subject 
matter (although worded somewhat differently) to that in 
verse 3 of the Puna version and chanted without a breath 
pause between them, convey no sense of turbulence. 
This version, with no repetition of phrases, only two 
internal refrains and no ipu heke interludes, flows gently 
from beginning to end. 

One phrase contour predominates in the Puna 
version: beginning and ending on the upper tone, it 
moves to the lower tone three times. Except for the 
repetition of phrases carrying poetic lines that precede 
refrains, the phrases carrying poetic lines 13 and 14, the 
non-repeated phrase carrying the poetic line preceding 
the final refrain (a phrase chanted entirely on the lower 
tone), refrains (that have their own identifying contour), 
all phrases arc chanted in that contour. The repetition of 
phrases that precede a refrain descend to the lower tone 
again for the additional structure-signifying word ' /« ' . 
Different rhythmic distributions of the words of the poetic 
text within this shared phrase contour result in slightly 
different melodies, the melody for each phrase repeated 
without variation except those preceding a refrain in 
which the ending is altered to accommodate the extra 
word. In the phrases carrying poetic lines 13 and 14, the 
intruding upbeat is chanted on the lower tone after which 
it conforms to the predominant pattern (although, as seen 
in the transcription, the first word of the text for poetic 
line 14 and introductory lower tone is not present in the 
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TWO REGIONAL VERSIONS OF A TRADITIONAL HAWAIIAN CHANT 

NO LUNA O KAHALEKAI 
Puna, Hawai'i Version as chanted by 

Mary Kawena Pukui 

• * c.144 J^J. J ĵJ\ ;#J\ jiAW 
no lu na o Ka ka le ka i no ka ma 'a le wa 

• I pPpu lpppy lppp t j I p^pu Ipp p u- lpppul pppul p Ppu-

no lu na o ka ha le ka i no ka ma 'a le wa na na ka ma ka Ia Mo a na nu i ka le hu a 

ppp E-rlpP pu-l ppp c-rl p p p u l p p p Ljlppp cjlp P p u l p J p u 

no ho I ke kai ia ma li 'o I ku a 'e Ia ka le hu a i Ia i Ia 

pPpU' lpP PLjIp P P L - j I p p p L j I p P P ^ I p p p L j I p p p U - l p p P ^ -

J ̂  J^J), JJlJu, J^., , JMJLj , , j j i jJ. J . J. > 
i ku a 'ē Ia ka le hu a i Ia i Ia Ia 'e a Ia 'e a Ia 'e a a i lai Ia ho 'I 

ppp u-1 pp p L/I p ppc-rl ppperippperippptr ip^ ^ I p ' f u l p ' * \ffu 

p^pe-ī ip^pt-r ip^pt- i ipurpuipppe-r i ppp u l p p p u l p p p u Ip ppu 

continued over 
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pPP c-rlpppcj-lpppc-rlppptjlppp LjIpPptj-lpPPLjIp ppt-i 

u a ka pu ka le hu a i ke ka na ka li lo a i Ia lo Ia a e he le ai 

pPPcj-lpPPcj-lpPPc-rlpPPcjIpPPtjIpppLjIpPpLjIpppcj 

li lo a i Ia lo Ia a e he le a I Ia 'e a Ia 'e a Ia 'e a a i Ia lo ho 

pPPu-IpPpL/lpPPt-rlpPPLJ-lpPPc-rIp p p c-i-lpppLjIp^pEjIp^* 

Ke a "a u ne he i ke ka i 

PLJ'lp^* PLjIp^ pLjIp^ pLj lpppLj lpPPLj lp pPl_llppPLJ 

pPpU- lpPpL j IpPpLJ- lpPp C — T IpPpLJ-lpPpLJ'ipPpt-j 

ho ['o] lo no i ke ka i a o Pu na [o] Pu na i ka 'u lu ha Ia 

"jrP—P u11 p p p u lp ppt- j lp ppc-rlp ppc-rlp p p c - r lpppc- j 

o Pu n a i ka 'u lu ha Ia Ia 'e a Ia ' e a Ia 'e a kai ko 'o Pu na 

pPP cj-lpPPcrlpPPcj-lpPPcj-lpppLjlpPPLjlp^> I lp»* 
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ne 'e ne 'e mai k i u a e ka ho a 

p ' p D I p ' p y I p * p cr I p ' p u I p p p u I p p p u l p p p L j I p p p u l 

M J ^ J j JJJ^JJ^ J . M j . M j .JjJJ^.JJ^ 
ne 'e ne 'e mai k i u a e ka ho a a i a ka 'i no o wa ho i ke 'a nu 

p p p u l p p p u l p p p u l p p p u l p p p u l p p p y l p p p u - l p p p c j l 

a i a ka 'i no o wa ho i ke "a nu wai ho 'e mai Ia 'o e ia "u e ka ho a 

p p p u' I p p p y I p p p u-1 p P p u I p p p u I p p p u I p P P u I p P p u11 

wai ho 'e mai Ia 'o e ia 'u e ka ho a me he wa i ko ka u a "I li Ia 

p p p c j l p p p u l p p p u l p p p u l p p p u l p p p u ' l p p p u l p p p u l 

'e a Ia ' e a Ia 'e a 

pppt / lpppulp I p ' p u l p ' p d p ' p d p ' p u l p u p d p p p t r l p ' * II 
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NO LUNA O KAHALEKAI 
Kaua'i Version as chanted by 

Mary Kawena Pukui 

c 188 

no lu na o Ka ha le ka i no ka ma'a le wa 

na n ā ka ma ka ia Mo a na nu i ka le hu a no ho i ke kai ia Ma li 'o 

pPP Ljlp ppU"lpPPLjlp f p Ulppp CjIpP Pulp pfTulpppul 

ku ka le hu a ki 'e ki 'e hō po e ka le hu a i Ia i Ia 

p p p ^ l p p p u - l p p p u l p p p y l p p p u l p p p u l 

ma ka 'u ka le hu a i ke ka na ka li lo a i Ia lo a e he le a i Ia 

p p p U I p P P U'l p P PU'I p p P ulp p p U'lp P P t / l p P P Lflp P P Ui 

'e a ia 'e a Ia 'e a a i Ia lo a i Ia lo ho 'I 

p p p cr+p p p a lp ' * — l p ' p t r i p ft—Ip ' p u I p ' * U'l 

hō po e 'i li 1 li ne he ka i '5 le lo i ke ka i o Pu na 

p p p u I p p p u I p p p c j I p P p U 1 I p p p U ' I p p p u I 

34 



TWO REGIONAL VERSIONS OF A TRADITIONAL HAWAIIAN CHANT 

Ke a ' a u 'I li 'i li i ka 'u [ l ]u ha Ia Ia 'e a Ia ' e a Ia 'e a 

p P P u l p P P u l p P p u l p p p u l p p p u l p p p u l p p p u l p ' * 

kai ko 'o Pu na Pu na kai ko 'o ne ne 'e mai ka u a e ka ho a 

p ' p u I p ' * I p ' p cr I p ' p u I p p p u I p p p cr I p p p I p p p u 

a ia ka me a 'i no a o wa ho a he a 'a 'o he 'a nu wai ho 'e mai Ia 'o e [e] ka hoa me 

ppp ui ppp u lppp u lpp pu lp PPuIpP p ulppp u'lpP pui pppu-l 

he wai ko kā u a 'i li Ia 'e a Ia 'e a Ia 'e a 

p p p u l p p p u l p p p u l p p p u l p p p u l p 1 * 

a e e i e i a 

P ^ p u l p ^ Ip^Pulp^Pulp^Pulp^PLflpUpLflpPPulp^ l p » * II 

repetition — whether an intentional omission, or because 
the chanter needed that time for taking a breath or the 
chanter's mouth was turned away from the microphone 
and cannot be not heard in the recording. 

Phrase contour is quite varied in the Kaua'i version. 
Apart from the refrains, five phrases are chanted on a 
single tone: three on the upper tone (in this analysis, 1 
am disregarding the few occurrences of a tone a Major 
2nd above it) and two on the lower. The three on the 
upper tone include the chant's first two phrases that 
clearly establish that tone's priority; the two on the 
lower tone precede a refrain. One phrase descends to 
the lower tone and returns to the upper tone only once, 
seven phrases twice. The phrase carrying poetic line 12 
(system 7, bar 1) moves to and from the lower tone twice 
and descends to it again at the end for the word 7o' to 

lead to the refrain. 
Frequency of pitch change during the chanting of 

one word syllabic or smaller phonetic component is 
another aspect of music-text relationship that differs in 
the Puna and Kaua'i styles. In the Puna version of this 
chant, such pitch change occurs 17 times, in the Kaua'i 
version only twice. The difference is readily apparent in 
the chanting of the word 'mali'o' (Puna version: system 
3 bars 7-8 and system 4, bars 3-4; Kaua'i version: system 
2, bars 7-8) and the place name 'Puna' as it appears in 
the verse about the pebbles being thrown around by 
the rough sea (Puna version: system 12, bar 5; Kaua'i 
version: system 8, bars 1-2). The greater frequency of 
such pitch movement contributes significantly to the 
Puna version's vigour, and the lesser frequency to the 
Kaua'i version's delicate flow. 
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C o n c l u d i n g T h o u g h t s 

As I review the content of this paper today, I see that 
two traditional Hawaiian values, although not specifi
cally mentioned above, were clearly embodied in Mrs 
Pukui's self-directed study of the traditional heritage of 
the Hawaiian people that began several decades before 
the designation "ethnomusicology" was coined. One of 
these is respect for kupuna (elders, originally those of the 
family; in contemporary usage also applied to those not 
related by blood but highly respected for their knowledge 
of traditional Hawaiian culture) that is revealed in both 
her desire for knowledge of her heritage and the sources 
to whom she went to learn Ato Luna O Kahalekai. The 
other is well expressed —and far more frequently quoted 
today than in the late 1950s — in an old Hawaiian saying, 
a 'ohepau ka 'ike i ka halau ho 'okahi 'not all knowledge 
is found in one school', which is revealed in several ways: 
Mrs Pukui's having studied one of the versions with more 
than one "carrier" of it; her maintenance of the two 
versions in her own repertoire; her descriptions of their 
differences as equally desirable attributes (in contrast to 
how, in the 1950s and even into the 1970s, most of the 
quite small number of Hawaiians who had been chosen as 
the sole member of a family with an inherited repertory 
of traditional chants to "keep them safe" viewed a chant 
in their repertoire that was found to also exist in another 
repertory with some differences, claiming that the chant 
as transmitted to them was "right" and any other version 
"wrong"); and her asking me how I would analyse them. 

These traditional Hawaiian values seem equally 
desirable as guiding principles for us as ethnomusi-
cologists today as we conduct our research, teach our 
students, and honour Dr Mervyn McLean for his contri
butions to knowledge of traditional Maori songs and to 
an historical perspective on the musics of Oceania. 

N o t e s 

1. To fit those aspects most relevant to the honouree's interest 
into the space allocation, it contained only brief information 
on the cultural background and about the chanter, notation 
for the three main percussion patterns, and the first two 
poetic lines of each version, a brief structural analysis and 
general comments on the difference in text articulation in 
chanting. The full texts, translations and explanations of 
the regional differences in meanings such as how trees 
were associated with areas and aspects of traditional life 
were not included. Together with the articles of the other 
contributors, it had been typeset and corrected galley 
proofs returned when someone told the honouree of the 
forthcoming surprise gift and he immediately contacted 
the editors to tell them that he would refuse to accept any 
festschrift, so the whole project was abandoned. Having 
been busy with other activities at the time, 1 laid it aside 
rather than seeking another source for its publication. 

2. In the mid-20th century, it was still difficult to study what 
was known of the older, most treasured repertoire. This 
situation changed somewhat after 1970, when what was 

then referred to as "The Hawaiian Renaissance" (and now 
referred to as "The Second Hawaiian Renaissance" by those 
who are increasingly referring to the promotion of traditional 
Hawaiian culture by King Kalakaua as "The First Hawaiian 
Renaissance") encouraged more young people to seriously 
study the Hawaiian language, traditional chant and dance. 

3. The name Hawai'i designates both the archipelago (and since 
1959 the 50th state of the United States of America) and the 
largest island at the southeastern end of the island chain, so 
the latter will be referred to as the "island of Hawai'i". 

4. Variant spellings may be found, e.g., No Luna E Kahelekai. 
5. Since then, the practice of a group chanting for the danccr(s) 

has been revived. 
6. The ipu heke, usually described in English as a 'gourd 

drum' is one of the most important instruments — many 
people consider it the most important instrument — in the 
traditional instrument inventory. 

7. His surname as given to me by Mrs Pukui was simply 
llalaolc, written without the diacritics now in practice, and 
not extended to three words. 

8. In the 21 st century, many — in fact, most — of those who 
respect the tradition and enjoy a fine performance do not 
fully understand the Hawaiian language. Even among the 
much greater number of young people who have learned to 
dance some huia since the 1950s, only a small percentage 
is fluent in the Hawaiian language. 

9. Poetic lines enclosed within music repeat marks ()|: and :||) 
are chanted twice. 

10. In many publications, this standard refrain is written with 
spaces between adjoining vowels as 'e a Ia 'e a Ia 'e a because 
they arc characteristically separated in performance). 

11. The 'Ui 'Hi (pebbles) referred to here are the small, sonorous, 
water-worn stones a pair of which, in some genres of huia. 
is held in each hand by a dancer who clicks them together 
to provide the percussion component while chanting the 
poetic text and performing the gestures of the dance. 
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Oceanic Encounters on Record: 

The Social History and Significance of the Rapanui Song Sausau^ 

D A N B E N D R U P S 

In a 1972 contribution to Current Anthropology, 
Mervyn McLean declared the Auckland University-
based Archive of Maori and Pacific Music (AMPM) 
open to the anthropological research community. In 
this short communication, he emphasised the important 
role of sound recordings in Oceania, decried the lack of 
information concerning many Pacific island musics, and 
suggested a role for institutions such as the A M P M in 
the future of record archiving, particularly with regard 
to the dissemination of "authentic recordings to cultural 
organizations" (McLean and Laadc 1972:141). While 
openly advocating the training of indigenous researchers, 
McLean expressed that archive recordings should be 
produced only through "competent field research by 
trained persons" (McLean and Laade 1972:142). 

In the 34 years that have passed since this statement 
was made, sound recording in Oceania has developed 
from a specialised intellectual pursuit into a fully-
fledged commercial process. The breadth, scope, and 
consequences of "world music" recording have all 
become research topics for ethnomusicologists (such 
as Feld 1996, Lysloff 1997, Seeger 1996 and Zemp 
1996). Commercial recording practices have become 
so widespread that they have outstripped and displaced 
highly vaunted sound research projects. One such 
example is the recent termination of the International 
Council for Traditional Music's UNESCO Collection of 
Traditional Music, as explained by Wim van Zanten and 
Anthony Seeger (2005:19): 

Today, in view of the large number of superb 
documentary audio recordings appearing almost 
everywhere in the world produced by governments 
or by commercial companies, the UNESCO series is 
not as much needed as it was in the 20th century. 

In the contemporary Pacific, the commercial and 
cultural realities of sound recording are a world apart 
from the studious collections envisioned by McLean in 
1972, although many of McLean's concerns regarding 
the preservation of Pacific musics remain as vital as 
they ever were. In this commemoration of McLean's 
contribution to Pacific research, it seems appropriate 
that these concerns be reiterated and retold in light of 
a changing ethnomusicological environment. Despite 
the wide reach of commercial sound recording, there 
arc still many indigenous Pacific musics that are "off 
the record", including hybrid musics ignored by music 
research in the 1950s and 60s, and new song genres 

that have developed or been reinvented since the 1970s. 
Furthermore, the presentation of extant recordings is 
often influenced by the various cultural and commercial 
biases of record producers, folklorists, and other sound 
collectors, many of whom operate outside a research 
context. These frequently overlooked factors can have 
generative consequences for music in the Pacific, partic
ularly on small islands with small populations. 

This chapter explores the history and conse
quences of sound recording and archiving on the small, 
remote Polynesian island of Rapanui (Easter Island). It 
focuses on the case study of the Rapanui song Sausau 
- a perceived traditional performance item that, through 
sound recording, has come to symbolise Rapanui cultural 
identity to a wide range of international audiences. 
Sausau was first documented by Chilean musicologist 
Jorge Urrutia-Blondcl in 1958, and subsequently 
popularised by Chilean folklorist Margot Loyola in the 
1960s when she included it on the first ever commercial 
recording of Rapanui songs (Loyola c.1967). After half 
a century of dissemination throughout Chile, Sausau is 
still performed weekly on Rapanui for tourist audiences, 
and is a standard item for folklore performance troupes. 
As a result of its wide distribution, Sausau has become 
a "known signifier" of Rapanui performance culture in 
Chile, so much so that the shortest performance can 
evoke a perception of Rapanui indigeneity. 

While Rapanui performers mostly accept Sausau 
within the canon of Rapanui traditional music, they also 
acknowledge the song's mixed heritage. Contemporary 
renditions of Sausau retain a verse in a language that is 
incomprehensible to Rapanui speakers (though Chilean 
audiences may not always realise this), and refer to it 
as a song of supposedly Samoan origin. The story of 
how Sausau reached Rapanui is widely disseminated in 
Rapanui folklore, although the actual island origin of 
Sausau remains a mystery. This mystery is, however, 
not always apparent to non-Rapanui audiences who are 
often taught to regard Sausau simply as a "Rapanui" 
song, without further examination. 1 now contcxtualise 
Sausau within a history of Rapanui sound recording, 
illustrate the uniqueness of the song's commercial 
popularity, and relate the origins of Sausau in a manner 
that will hopefully be of practical use to performers (and 
of intellectual interest to academics) who may otherwise 
be unaware of the song's significance. I conclude by 
extrapolating this discussion into a broader questioning 
of the consequences of sound recording and archiving 
in the Pacific. 
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R a p a n u i in Pac i f i c M u s i c R e s e a r c h 

Rapanui has long been underrepresented in Pacific 
music scholarship, owing largely to its isolation and 
to the inaccurate but persistent perception that the 
island's Polynesian population either died out or became 
utterly overwhelmed by Chilean cultural colonialism. 
The island constitutes the Southeast corner of the 
so-called "Polynesian triangle", but is often omitted 
from topographical maps of Oceania. It is home to an 
indigenous Polynesian population who mediate the 
maintenance of ancient traditions with the pressures 
of modern life as a fully integrated political unit of 
the Chilean nation state. Significant extant works 
concerning Rapanui music include journal articles in 
the Revista Musical Chilena [Chilean Music Journal] 
by Eugenio Pereira-Salas (1947), Jorge Urrutia-Blondcl 
(1958), Margot Loyola (1988), and Ramon Campbell 
(1988). Campbell's monograph, La hereniea musical 
de Rapanui [The Musical Heritage of Rapanui] (1971), 
is the only text to have documented Rapanui music in 
detail. McLean synthesiscd information from these 
and other sources for inclusion in Weavers of Song 
(1999:279-90), and these publications also informed the 
Garland Encyclopedia entry on Rapanui co-authored 
by Adrienne Kaeppler and Juan Pablo Gonzalez (1998). 
My own field research on Rapanui between 2002 and 
2004 has resulted in further publications dealing with 
specific aspects of contemporary Rapanui music culture 
(Bendrups 2005a, 2004). 

The extant literature concerning Rapanui's music 
largely disregards the generative effects of sound 
recordings on the island's music culture. To illustrate 
just how influential the sound recording process can be. 
I provide a history of sound recording on Rapanui and 
examine the circumstances surrounding Sausau'* distri
bution and relevance. While the following discussion 
is limited to one song from a single Pacific island it 
encapsulates many of the global forces that have come 
to bear on the music cultures of other small islands in 
the Pacific. 

R a p a n u i R e c o r d i n g H i s t o r y 

Rapanui was officially annexed by the Republic of Chile 
in 1888, initiating an era of intensified contact between 
the Polynesian Rapanui people and Chilean visitors. 
Between 1896 and 1966, the diminutive Chilean 
presence on Rapanui consisted primarily of military 
governors, itinerant cohorts of Chilean navy personnel. 
Sacred Heart and Capuchin missionaries, and sporadic 
short-lived settlement experiments. While various Navy 
officials are thought to have made souvenir recordings of 
Rapanui songs from time to time in the 1930s and 40s, 
none of these resources has been archived in a research 
institution. The momentous 1914 Rapanui expedition 
of Katherine Routledge was not equipped with sound 
recording devices, and while Routledge described some 

musical practices (1998 [1919]:233-35), she did not 
document their tonal characteristics in any way. 

In 1920, a travel account published by Chilean 
Capuchin priest father Bienvenido de Estella contained 
four notated examples of Rapanui songs. These were 
later referenced by Alfred Metraux (1940) in his highly 
regarded ethnography of Rapanui. While Metraux 
openly lamented his own lack of recording equipment 
on Rapanui, he was aware of at least one pre-1940 
recording, owned by one Admiral Byrd (Metraux 
1940:359). At Metraux's request, this recording and 
Estella's transcriptions were delivered to Edwin 
Burrows, who concluded from them that the songs 
were syncretic examples of either Tahitian or Chilean 
music, and Metraux promptly concluded that ancient 
Rapanui music was therefore practically dead reduced 
to a scant two or three examples. As my doctoral thesis 
argues (Bendrups 2()()5b:94-98), Metraux was certainly 
premature in this estimation. 

No further known recordings of Rapanui music were 
made by outsiders until the arrival of Thor Hcyerdahl's 
research expedition in 1955. While none of Hcyerdahl's 
research team deliberately set out to document Rapanui 
music, archaeologist Arne Skjolsvold took a guitar and 
portable tape recorder along on the expedition for enter
tainment. On Rapanui, Skjolsvold indulged in regular 
jam sessions with Rapanui musicians, occasionally 
recording the collaborative outcomes. Unfortunately, as 
Rapanui was the first port of call on a long voyage with 
limited supplies, these recordings had been taped over 
repeatedly by the time Skjolsvold returned to Norway. 
The tapes that remain archived at the Kon Tiki Museum 
in Oslo contain a few scant examples of Tahitian songs, 
recorded towards the end of that expedition. 

In 1958, renowned Chilean musicologist Jorge 
Urrutia-Blondcl departed for Rapanui with the intention 
of capturing a vignette of the island's contemporary 
musical life. Unconcerned with archaeologically-driven 
perceptions of prehistoric grandeur, he was not disap
pointed to find a vibrant, thriving popular music culture, 
incorporating German-language songs and dances, 
military marches, accordions, guitars, Chilean folk songs, 
and Tahitian popular music alongside a range of Rapanui 
song styles. Urrutia-Blondcl reported on his two-week 
expedition in the Re\>isla Musical Chilena with an article 
detailing the strong presence of music in Rapanui daily 
life, and concluded that the widespread adoption of 
European and Chilean musical influences in Rapanui 
music was not a manifestation of cultural loss but the 
continuation of an ancient Rapanui tradition of musical 
borrowing (1958:30). Urrutia-Blondcl brought back to 
Chile a small but vitally important collection of field 
recordings that were never released commercially, but 
remain stored in the archives of the University of Chile. 2 

In 1961, esteemed Chilean folklorist Margot 
Loyola travelled to Rapanui in the hope of learning and 
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documenting a wide range of Rapanui songs. Like most 
folklorists, Loyola regarded performance as the most 
pedagogically sound method of musical dissemination, 
and therefore sought to add songs to her own personal 
repertoire in order to teach them to students. In the 1940s 
and 50s, Loyola repeatedly obtained government and 
university sector funding to visit isolated communities 
throughout Chile, learning and documenting local musics 
in order to add them to the national canon of Chilean 
folklore. Her initial contact with Rapanui performers 
occurred in the late 1950s, when she provided accommo
dation for an infirm islander who had been transported to 
Santiago for medical treatment. During this time, Loyola 
learned a selection of Hito family songs, and established 
a rapport that facilitated her immediate integration into 
Rapanui musical life when she finally visited in 1961. 
During her two-week stay, Loyola learned and recorded 
a range of then-popular songs, and most importantly, 
demonstrated to a generation of Rapanui music experts her 
own ability to transmit this musical knowledge accurately. 
Through demonstration of her musical abilities, Loyola 
was endorsed by many Rapanui musicians, as a spokes
person for Rapanui performance culture at a time when 
international travel was largely unavailable to them. 
Loyola's field recordings from Rapanui remained in 
her personal collection until the creation of the Fondo 
Margot Loyola [Margot Loyola Archive] at the Catholic 
University of Valparaiso in 1999. 

Loyola became a frequent performer of Rapanui 
music in national and international folk contexts in the 
1960s, and often sought out Rapanui Islanders living 
in Chile to accompany her. Furthermore, Loyola was 
responsible for providing the Ministry of Education with 
Rapanui songs that could be used in cultural education 
programs, and promoted the inclusion of Rapanui music 
in primary school music education. In conjunction with 
her ensemble of Rapanui musicians Los Pascuences 
and various other performers, Loyola recorded Rapanui 
songs on at least 23 different commercial productions 
between 1961 and 2001, distributed on RCA and other 
labels throughout Chile, Argentina, Spain and France. 
Amongst these recordings, Sausau has appeared more 
than 10 times in various arrangements, and Loyola's 
soloistic version of this song has become the accepted 
model for performance, even on Rapanui. 

While Loyola's musical output has had a lasting 
impact on Chilean folklore in general, her only academic 
work concerning Rapanui was a journal article published 
in 1988. She was, however, instrumental in encouraging 
the first music ethnography of Rapanui, which was 
embarked upon by Chilean amateur musician Ramon 
Campbell in 1965. Campbell, an accomplished pianist and 
medical doctor, was fascinated with Rapanui culture. His 
opportunity to visit the island came in 1965 when he won 
a two-year contract to be posted to Rapanui as a medical 
practitioner. In addition to his professional responsibil
ities, Campbell initiated a Ph.D. in musicology through 

the University of Chile that would eventually result in the 
transcription of more than 130 Rapanui songs, and the 
classification of these songs into historical and stylistic 
categories. Campbell's thesis was published in 1971 as 
La Herencia Musical de Rapanui, and this book remains 
the main reference source for Rapanui music. 

Campbell's association with Rapanui continued 
until his death in the late 1990s. While Campbell wrote 
about Rapanui music in a number of publications, the 
only commercial recording he produced was a cassette 
compiled from his field recordings and released by the 
University of Chile in 1991. Campbell is reported to 
have made hundreds of hours of field recordings during 
his time on Rapanui. Some of these are archived at the 
University of Chile, but the majority remain in the private 
possession of his heirs. While Campbell was a tireless 
champion of Rapanui music tradition, he was also a 
somewhat controversial figure. Some Rapanui musicians 
have related his tendency to assert a level of authority 
that exceeded his actual musical knowledge, and they 
have criticised him for obstinately refusing to correct or 
acknowledge errors in his published song transcriptions. 
Also, his "white knight" approach to Rapanui traditional 
music meant that a number of significant movements in 
1960s Rapanui popular music culture were excluded 
from the scope of his research. 

Campbell revelled in the representation of Rapanui 
music to others, producing a long and detailed series of 
radio broadcasts concerning Rapanui music for Chilean 
radio, and even composing a symphonic arrangement of 
Rapanui traditional songs for orchestra, his Hotu Matu 'a 
Symphony. He shared his sound recordings with eminent 
international scholars such as Jacques Cousteau and 
Thor Heyerdahl, and institutions including the A M P M , 
but not with the Rapanui themselves. 

Inthc years followingCampbeH's fieldwork, Rapanui 
became a refuelling stop for trans-Pacific flights between 
Chile and Tahiti, and a tourism destination in itself By 
1967, regular commercial flights between Chile and 
Rapanui were in operation, and in 1973, Chilean national 
airline L A N Chile marketed their Rapanui route by hiring 
the performance ensemble Tararaina for a performance 
tour of major Chilean cities. The 1970s heralded an era 
of unprecedented expansion in world music recordings 
internationally, and air travel facilitated the arrival of 
numerous non-Chilean record producers on Rapanui. 
Furthermore, the widespread dissemination of scholarly 
and generalist books concerning the "mysteries" of 
Rapanui (such as Hcyerdahl's Aku Aku [1958], and the 
less credible theories of Erich von Danikcn [1973:117-
19]) consolidated a perception of exotic fantasy that is 
still perpetuated in Western popular culture. 

From 1973 through to the present day, two types of 
visitor have arrived on Rapanui with the express intent of 
procuring sound recordings. On the one hand relatively 
objective scholarly or professional recordings have 
been produced by Claude Jannel (1974), Hikaro Koide 
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(1994), Joakin Bcllo (1995a). Ad Linkels (1996), and 
others; on the other hand exotic portrayals of Rapanui 
culture through music began to appear in the 1980s, 
with the arrival of Joakin Bello (1995b), and later with 
the productions of Jorg Hertel (1995) and Francois Le 
Calvez (1999). Hertel's enthusiasm for Rapanui "sounds" 
has led him to compose a pop song introduction to his 
personal website which prominently features the decon-
tcxtualiscd recorded voice of respected Rapanui elder 
Kiko Pate. While Hertel is clearly fascinated by and 
passionate about Rapanui music, he apparently did not 
seek permission from Kiko Pate for the use of this sample 
or inform anyone on Rapanui of his intent to post it on 
a website.3 Such demonstrations of outsider enthusiasm 
are regular headaches for Rapanui musicians. 

Archive collections of Rapanui music are both 
sparse and geographically disparate. Within Chile, 
the Fondo Margot Loyola provides her Rapanui field 
recordings on public access, but other field recordings 
held by the University of Chile are not publicly 
available. In the Pacific, a small but diverse selection 
of field and commercial recordings of Rapanui music 
is held within the A M P M in Auckland. Interestingly, 
this collection also comprises occasional Rapanui sound 
recordings produced by non-music researchers who have 
undertaken archaeological or anthropological fieldwork 
on Rapanui. It appears that the researchers responsible 
for these items have deposited them at the A M P M out of 
concern for their conservation, but without taking any 
further interest in them. 

In Sydney, in 2004, the Pacific and Regional 
Archive for Digital Sources in Endangered Cultures 
(PARADISEC), together with the Department of 
Contemporary Music Studies at Macquarie University 
facilitated the digitisation and archiving of a large 
number of tape recordings owned by Rapanui musician 
Tote Tepano, whose private collection of tapes was 
stored unprotected in a cardboard box on Rapanui up 
until that time. A selection of these recordings is held in 
the PARADISEC collection. Finally, the present author 
helped to establish a small but sustainable digital music 
archive on Rapanui in 2004 with the support of the 
Museo Antropologio Padre Sebastian Englcrt [Father 
Sebastian Englert Anthropological Museum] (MAPSE). 
This facility is intended for local musicians, researchers, 
and other interested parties, and was established as a 
tangible demonstration of action research reciprocity 
or "fieldback" (Tokumaru 1977) at the culmination of 
the author's Ph.D. research on Rapanui (see Bendrups 
2005b). The M A P S E collection comprises field 
recordings produced by Bendrups, Campbell, Loyola, 
Tepano, and Urrutia-Blondel, and includes a growing 
number of commercial recordings. 

In the 21st century, the production of Rapanui 
music recordings has been dominated and directed by 
Rapanui musicians themselves. Tourism is the island's 
biggest industry, and many local ensembles have 

profited from this in direct sales of their recordings 
to tourists. In some cases, these recordings have been 
low budget, privately financed operations. In other 
cases, performance ensembles have received Chilean 
government support for their recording projects (Abarca 
2002. Topatangi 2002), and two Rapanui-lcd groups 
have even been signed to multinational record labels 
within Chile (Manutomatoma 2003, Matato'a 2003). 
The island now has two local recording studios and a 
thriving popular music scene with ensembles that range 
in repertoire from perceived traditional songs to reggae, 
rock and even heavy metal inspired songs. 

The local production of new CDs of Rapanui 
music in all of these genres has outstripped the speed 
with which they arc incorporated into music archives. 
Furthermore, as dissemination is largely dependent on 
the arrival and departure of tourists, the international 
perception of contemporary Rapanui music is no longer 
mediated by the ethnographic or romantic characteristics 
of field recordings of the past, but by the sheer degree of 
musical activity of the Rapanui musicians themselves. In 
a recent example of the agency that Rapanui musicians 
now assert with regard to the production of sound 
recordings, a consortium of Rapanui musicians sought 
professional guidance on improving market distribution 
from an independent Chilean record producer in 2003. 
His preliminary research indicated that ongoing local 
distribution was the most commercially viable option for 
the musicians, and suggested some strategies for making 
local music more accessible to tourists such as dedicated 
music vending spots, pamphlets containing information 
in French. Spanish and English, website development, 
and other matters aimed at intensifying direct marketing 
to the captive tourist audience (Quinones 2003). One 
outcome of this process has been the collaboration of 
numerous Rapanui musicians in the production of a 
compilation C D of contemporary Rapanui music. 

S a u s a u : T h e S o c i a l H i s t o r y o f a 
P o p u l a r S o n g 

Despite this recent trend in independent local recording, 
or perhaps because of it, older (pre-1990) recordings 
of Rapanui music tend to reinforce a sense of tradition, 
and arc therefore invested with authority by cultural 
consumers. While contemporary Rapanui groups 
like Nako (who specialise in improvisation and hard 
rock) or Varua (who pcrfonn a mix of traditional and 
modern songs infused with reggae influences) regard 
themselves as representatives of Rapanui music culture, 
the reinforcement of Rapanui performance tradition 
is dependent upon widely disseminated perceived 
traditional items like Sausau. Indeed because of its 
extra-insular popularity, and its repeated appearance 
on commercial recordings, Sausau has singularly come 
to stand for Rapanui music in the Chilean folklore 
context. This was recently demonstrated in late 2005 
by the decision of a Chilean performance troupe in 
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Melbourne to choose Sausau as their performance piece 
in a folklore competition held as part of the city's annual 
Latin American Carnival. The performers, many of 
whom were young Australian-born children of Chilean 
migrants, saw Sausau as an effective means of conveying 
a sense of Chilean identity in the festival context. While 
entertaining, their efforts were not prize-winning, 
and the makeshift island costumes and stylised (but 
nondescript) Rapanui dance moves they adopted caused 
some confusion in the crowd of predominantly Latin 
American Australians present. The group's decision to 
perform Sausau can be attributed to a long-term process 
of integration into Chilean folklore, as this song is to 
Chilean audiences what Aloha O'e is to continental 
Americans. Prominent Chilean-Australian folklorist 
Alejandro Vargas (2001) attributes the popularity of 
Sausau to its inclusion in education contexts: 

What we know about Rapanui music is based on 
this: every kid in Chile, at one time or another comes 
across a particular Rapanui song in an end of year 
primary school show. The kids are encouraged to 
dress up and dance in a style which is supposedly 
drawn from Rapanui culture. No historical or musi
cological references are made to this performance 
item, nothing to say "this is why we do this." 
With other folk music styles, such as cueca, the 
style and context of performance are explained. 
Much of the northern music is religious, therefore 
the rituals surrounding its performance are known, 
but with Rapanui music, we don't even know what 
the words mean, let alone the performance context, 
and nothing is explained, so all that wc can do is to 
copy what we have all been taught in our youth. 
The Easter Island songs are included in the school 
performances because they are different and 
interesting. Also, the way they are taught makes 
them easy to dance [for young children] - all you've 
got to do is swing your hips. There's no directive 
in regards to choreography either. You move to 
the left, you move to the right, and that's about 
it...Even today, friends in Chile send me pictures 
of their kids dressed up as if to perform Rapanui 
songs. Every kid does it at one time or another. 

While the correlation between Sausau and Chilean 
folklore may not be clearly apparent in the urban 
Australian context, the auto-exoticism of Sausau in 
Chilean popular culture is deeply embedded in and 
reinforced by folklore education and mass media. The 
relaxed guitar strumming, exotic lyrics, coconut-shell 
bikinis, grass skirts, and energetic huia dance moves 
associated with Sausau are all suggestive of a tropical 
Utopia that is unlike any part of continental Chile, yet 
fully integrated into Chilean folklore. As two websites 
dedicated to national culture describe it: 

Sausau is the most characteristic dance of Pascuan 
folklore. It shows the grace, sensuality, and strength 
of the scantily clad women who adorn themselves 
with coloured feathers (Anon. 2004a). 

Its explanation can be found, perhaps, in their 
forefathers, those who did not consider sex as a 
taboo, but as something natural...The Pascuan 
music and dance denotes sentimentality, nature, 
and the basic nature of relations between man and 
woman (Anon. 2004b). 

Through Sausau performances, all Chileans can 
indulge in an auto-exotic fantasy culture of palm trees 
and calm seas, of tropical heat and sensual people. The 
dance allows for expressions of wilful physical abandon, 
which Chilean performers occasionally convert into 
stylised (and highly offensive) tribal dancing, complete 
with pouting lips, bulging eyes, and jungle noises. In 
the nightly variety shows on Chilean television networks 
such as Canal 13 and T V N . Loyola's recording of Sausau 
is sometimes used as source music for times when the 
hosts engage in clowning or expressions of euphoria. 
The cultural appropriateness of such behaviour is 
rarely questioned and the exoticism of Sausau is thus 
reinforced within a Chilean culture-scape.4 

Rapanui musicians living in Chile rarely contest 
these images, as the maintenance of Sausau as a known 
signifier of Rapanui cultural identity is conducive to 
their respective livelihoods and careers as folklore 
instructors, musicians, dancers and teachers. Campbell 
(1988:14) once commented that the ability to dance 
Sausau was effectively a passport with which islanders 
could enter continental Chile. The complacency of 

Section A: 

Sausau reva sau reho vari 
Erua simo simo simo 

Poupou kuri, erua makimaki 
Mai sapai pahure hia 

Section B: English translation: 

Ua riro re'e^ You belong to me 

E mai te ho 'e po ava 'e One night, this month 

Ava 'e haumaru This tranquil month 

Taua mihimihi ra'a The day we get together 

Taua mate aue We will die of love 

A ore to oe riri Calm yourself now 

E mau sereti e Mau Sereli 

Ua ho'ifa'a hou taua We will be back again 

Taua mate aue To die of love 

Sausau reva Sausau reva 

Figure I. Sausau lyrics." 
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Rapanui performers should not merely be discounted as 
economic pragmatism, however, as the Sausau is only a 
recent entrant to the canon of Rapanui traditional music, 
and furthermore, it has no sacred or ceremonial function. 
Indeed the foreign origins of Sausau arc preserved in 
the persistent use of a first verse in a language that the 
Rapanui themselves do not understand. 

In most performances, Sausau is given a ternary 
(A-B-A) structure, ending on a repeat of the A section. 

Section A may itself be repeated numerous times in a 
performance before section B begins. There is no audible 
gap between section A or B, but the division is useful 
for descriptive purposes, as the melodic harmonic and 
textual content of each section is quite different. Both 
sections of the melodic line appear below in Figures 
2 and 3, with harmonic accompaniment indicated by 
chord letter names above the bar at each chord change. 
As Figure 2 illustrates, section A has a narrow melodic 
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pou - pou ka - n e - ru - a ma-ki-ma-ki, mai sa-pa-i pa-hu-re hi-a. 

Figure 2. Sausau melody, section A. 
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Figure 3. Sausau melody, section B. 
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range, moving largely in stepwise motion, and the text 
setting is entirely syllabic. In section B (Figure 3), the 
melodic range is wider and some phrase endings are 
extended over descending long notes. 

The Sausau tempo is moderate to fast, depending on 
the performance context and degree of audience partici
pation. The vocal line is often accompanied by guitar, 
or in ensemble performances, by a stringband incorpo
rating guitars, ukuleles and percussion instruments. In 
group performances, vocalists sing in unison or parallel 
octaves, occasionally adding harmony notes at phrase 
endings and other places where long notes appear. 

Rapanui culture-bearers attribute the origin of 
Sausau to two Polynesians of uncertain island heritage, 
Henere and Mape,7 who were crew for a German yacht 
named Die Valkihe that anchored at Hangaroa for six 
days in 1939. According to elders who were present at the 
time, Henere and Mape were spotted on board the yacht 
by the Rapanui, and enticed ashore at night against the 
wishes of the ship's captain. This was the first occasion 
in which Rapanui people had seen other Polynesians in a 
very long time, and they were keen to get to know them 
better. The Rapanui signalled to the crew that they would 
await them after dark, and that a feast and celebration 
was to be held in their honour. Henere and Mape arrived 
with guitar in hand and proceeded to entertain their 
Rapanui hosts through the evening with songs learned 
on their travels, including the instantly popular Sausau, 
which they claimed to have learned in Samoa.8 In this 
single evening of drunken revelry, Henere and Mape left 

two indelible marks on Rapanui music culture. Firstly, 
they provided Rapanui musicians with direct access to a 
guitar, whose construction details two Rapanui musician 
immediately memorised and a few days later, reproduced 
from scrap materials. Secondly, the popularity of Sausau 
subsequently waxed with entire celebrations coming to 
be defined as Sausau, and a second section in Rapanui 
language (section B) added to the incomprehensible 
"Samoan" lyrics of the song learned from Henere and 
Mape (Campbell 1988:14). This is the cultural artefact 
that Loyola would eventually encounter in 1961: a half-
Rapanui song with action-song dance moves, performed 
repeatedly at parties.9 

Evidence of a song, a dance, or a performance genre 
called Sausau existing anywhere else in Polynesia is slim, 
with only the singular sau appearing in extant literature 
(Donner 1998:847). In Samoan music research, the 
similar term sao has been defined as an obsolete kind of 
dance (Moyle 1991:51), but Richard Moyle (2005) states 
that any linguistic relationship between either of these 
terms and the Rapanui Sausau is unlikely). In Samoan 
language, the statement 'sau sau' can be understood to 
mean 'come here', and as the function of the song is 
celebratory, a likely interpretation of the opening lyric 
as an invitation to dance would not be inconceivable. 
Structurally, Sausau resembles other pan-Polynesian 
popular songs with guitar or ukulele accompaniment, so 
any direct harmonic or melodic comparison to Samoan 
music would be unlikely to yield any further information. 
Ultimately, the adoption of Sausau as a title for this song 

\i \/ \ \ \/ \ \/ \i \l (etc.) 

I ll f ill f i 

Figure 4. A common Sausau guitar accompaniment pattern, characterised by repeated 
downward strumming, and played on the upper four strings of the guitar. 

J71J r iJ r te 

Sau - sau ne-va sau re - ho va - ri, e - ru - a a - mo a - mo a - mo, 

pou - pou ka - n e - ru - a ma-ki-ma-ki, mai sa-pa-i pa-hu-re hi - a 

Figure 5. Loyola's version of Sausau (section A). The heightened melodic complexity of the vocal line contrasts to the stepwise 
motion depicted in Figure 2. This expanded melodic contour is now common in contemporary Rapanui performances. 
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may simply reflect the long-standing Rapanui custom of 
referring to songs by the first line of the song text. 

The musical characteristics of Sausau are unlike 
many other Rapanui songs of the 1940 and 50s, which 
may partially explain the song's initial popularity. 
Among other factors, Sausau possesses a compara
tively sophisticated chord structure compared to other 
Rapanui stringband songs. Generally, Rapanui songs 
with instrumental accompaniment composed prior to 
1960 demonstrate the almost exclusive use of tonic/ 
dominant chord structures, often retaining the dominant 
as a drone note throughout. Furthermore, most Rapanui 
songs of this era are strophic, lacking in significant 
variation from verse to verse. Sausau, however, distin
guishes clearly between two distinct sections. 

Margot Loyola has always acknowledged that the 
Sausau was originally regarded as an introduced song on 
Rapanui. However, her stirring rendition of the song was so 
popular in Chile that it became representative of Rapanui 
music by default. As Loyola (2003) herself comments: 

I never set out to promote the Sausau. It was simply 
the most well-liked of my Rapanui recordings, just 
like it was on the island. It was as if it had a life 
of its own, and when the public [in Chile] adopted 
it, there was no sense in taking it away. We used 
it as the basis for many teaching programs about 
Rapanui culture because it got through to people. 

Loyola's comments illustrate her awareness of 
Sausaus original social context and history, and she 
has brought this awareness to bear in her own teachings 
for over half a century. However, despite her enormous 
influence on folklore within Chile, she cannot hope to 
influence the international reception and interpretation 
of Rapanui or Chilean sound recordings - even those 
that she produced herself. 

T h e C o n s e q u e n c e s o f S o u n d R e c o r d i n g 

This discussion of Sausau reveals two central research 
concerns. Firstly, the contemporary location of Sausau in 
the vanguard of Rapanui performance tradition reveals 
the extent to which sound recordings can transcend 
their original contexts. If Henere and Mape could be 
positively identified and if they were still living today, 
they would doubtless be bemused that the song they 
introduced to Rapanui in 1939 had on the one hand, 
developed into a specific performance piece; and on 
the other hand, become a symbol of Rapanui tradition, 
particularly for outsiders. The dissemination of Sausau 
far beyond its Rapanui origin demonstrates the schizo-
phonic potential of sound recording, and the cultural 
agency of commercial distribution. Particularly in Chile, 
the broad dissemination of Sausau under the banner of 
Rapanui traditional music has reinforced its interpre
tation as such. The only extant references to Sausau's 
extra-insular origins appear in Linkels and Linkels 

(1999), Loyola (1988) and Campbell (1971), but these 
resources are not distributed as widely as the recordings. 
In the absence of further detailed information, many 
primary school teachers and folklorists throughout Chile 
continue to teach and perform Sausau without reference 
to the song's history or origins, perpetuating the circum
stances in which Sausau represents indigencity. As 
revealed earlier in this chapter, this practice extends to 
the international Chilean diaspora. 

Secondly, and perhaps most importantly, the 
longevity of sound recordings as cultural artefacts 
provides unending opportunities for interpretation and 
reinterprctation by various interest groups. In the case of 
Sausau, these groups range from folklore performance 
troupes with no Rapanui affiliation seeking to broaden 
their repertoire, to Rapanui performers who provide 
entertainment for tourists, and to those who actively 
seek to influence the reception of Rapanui performance 
culture. Participation in festivals, dance schools and 
folklore clubs is undeniably one of the most lucrative 
means for Rapanui Islanders to make a living away from 
home, and this process is aided by the maintenance of 
known signifiers of Rapanui culture such as Sausau. 
Furthermore, as culture-bearers, Rapanui performers 
have more right than anyone to direct, where possible, 
the interpretation of their culture, and their decision 
to support and maintain Sausau amongst a range of 
other songs illustrates cultural continuity. In this sense, 
the maintenance of Sausau in Rapanui performance 
repertoires can be understood as a demonstration of the 
performers' cultural agency. 

C o n c l u s i o n 

Where perceptions of tradition and authenticity arc 
invoked sound recordings and archives play a vitally 
important role in the dissemination and preservation 
of musics. While archives exist, they provide the 
opportunity for comparison and interpretation within 
and across music cultures. If a 1939 recording of the 
original Rapanui Sausau were available, it would 
illuminate the origins of this song in a manner that can 
only be hypothesised by contemporary performers, 
and would therefore constitute a valuable resource for 
research and performance. However, the hypothetical 
discovery of such a recording would have little bearing 
on the current conceptualisation of Sausau, as the song 
has been transformed and adapted by generations of 
performers. It is not where the song might have once 
come from that matters, but what it signifies to those 
who have deliberately sought to keep it alive. Rapanui 
culture-bearer Lynn Rapu, a frequent performer of 
Sausau, once explained his conceptualisation of Sausau 
to me in these terms. It was, he said initially a hit with 
the Rapanui because it had been brought from unknown 
lands, yet was familiar to them because it resembled 
their own celebratory musics, and because it had been 
gifted to them by "brother" Polynesians. The creation 
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of a "second verse" in Rapanui language to accompany 
the unintelligible first verse transformed the song into a 
Rapanui one. With Rapanui lyrics, how could it ever be 
described otherwise? 

Ironically, the very biases of ethnomusicological 
recording practices of the 1930s excluded so-called 
"syncretic" songs like Sausau from investigation, and 
it is quite likely that, had there been music researchers 
on Rapanui in 1939, the first Sausau party might not 
have attracted their attention. This chapter has, however, 
demonstrated quite clearly that the long-term cultural 
mobility or significance of a musical item is unpre
dictable, and therefore no type of sound recording 
should be summarily excluded from inclusion in an 
archive collection. Concomitantly, the role of the music 
researcher is not just one of providing "authoritative" 
field recordings, but requires the critical evaluation of 
recordings produced (by themselves or by others) in any 
context. The present discussion of Sausau illustrates 
just how influential commercial recordings can be, and 
while it is a very specific case study, it demonstrates the 
central role and relevance of sound recording in contem
porary music research. 

N o t e s 

1. The name of the Rapanui (Easter Island) song Sausau may 
also be written as 'Sau sau' and 'Sau-sau'. I have chosen 
the reduplicative form 'Sausau as a way of orthographi-
cally locating the term in Polynesian (rather than Chilean) 
cultural context. 

2. I managed to access and digitise a selection of these tapes 
for repatriation to Rapanui in 2003. 

3. Currently, Hertel's home page can be accessed through the 
following uri: <http://www.jocrghcrtel.de/Erahmen.html> 
(January 2006). 

4. Only Jorge Urrutia-Blondel, writing in 1958, has ever 
criticised the performance of Sausau in Chile, expressing 
his disgust at the bizarre exaggerations that performers 
executed when trying to emulate the dance (1958:21). 

5. In Rapanui orthography, the glottal stop is usually 
represented as in re 'e. Rapanui words in this chapter follow 
this convention. 

6. Section A of Sausau is the text (or an approximation of 
the text) that was presumably introduced by Henere and 
Mape in 1939. It has no direct translation in either Rapanui 
or Chilean usage. Section B is the "Rapanui" verse in le 
runanga rapanui [Rapanui language], by which Rapanui 
musicians claim authorship of Sausau. 

1. Campbell (1971: 464) suggests that Henere and Mape may 
have been Tahitian, but is not conclusive on the matter. 

8. Versions of this story are documented in Campbell (1971: 
465) and Linkels and Linkels (1999:95). 

9. Margot Loyola still refers to Sausau as a performance 
genre, but contemporary Rapanui performers no longer 
reference it in this way, preferring to present it as a unique 
performance item. 
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Listening Encounters: Sound Recordings and Cultural Meaning 

f rom Chuuk State, Micronesia 

BRIAN DIETTRICH 

Music marks the moment of encounter, for it stands out as a 
form of communication that is at once most familiar and most 
incomprehensible. Philip Bohlman 2003:46 

The study of historical sound recordings and their 
contemporary meaning is an area rich with possi
bilities for both cthnomusicologists and the people of 
the local communities in which the recordings were 
made. For scholarly study, historical sound recordings 
can communicate valuable knowledge about cultural 
interactions and encounters, in addition to imparting 
information on past cultural landscapes and musical 
soundscapes. For listeners in home communities, they 
can provide contemporary encounters with relatives, 
ancestors, and knowledge from the past. From the 
perspective of ethnomusicology, recordings arc tools that 
provide an ethnographic record of music cultures, as well 
as having the potential to raise current and contentious 
issues about representation. In contemporary contexts, 
the ways a culture is signified and characterised through 
previously recorded music can have far-reaching impacts 
in contemporary local contexts, including interpreting 
as "authentic" documents of a former genre (Bithell 
1996:58), prompting revival for constructing postcolonial 
identities (Ammann 1996), building a national heritage 
(Niles 2004), or dealing with contemporary indigenous 
politics (Koch 1995). Moreover, ethnomusicology has 
only begun to unpack the cultural and political issues 
raised by commercial releases of "world music", which 
can generate multilayercd contestations of ownership, 
monetary gains, and ethics (see Feld 1996, 2000, Zemp 
1996, and Guy 2002 for case studies of commercial 
recordings). Although non-commercial recordings, such 
as field recordings, might not create the same far-reaching 
economic impacts as commercial productions, they are 
embedded with deep political and cultural concerns as 
well, and are windows into the past that reveal aural 
glimpses of cultural encounters. For ethnomusicolo-
gists today, sound recordings arc not simply artifacts and 
documents of the past; rather, they transcend temporal 
boundaries and are continually meaningful in ever-
changing contexts and listening experiences.1 

The focus on cultural encounter in the humanities 
and social sciences has become an important point of 
interpretation, textual reading, and narration in the 
analysis of the postcolonial environment (Bohlman 2003, 
Thomas 1992). In cultural studies, encounter continues 
to play a fundamental role in the analysis of cultural 
texts.2 In discussing encounter as related to ethnomusi
cology, Bohlman states (2003:46-47) that the: 

Historiography of music and culture begins with 
the moment of encounter. Intensifying encounter 
is the awareness of difference, and that awareness 
engenders wonder and awe, which, however, 
lie precariously close to fear and danger. Music 
marks the moment of encounter, for it stands out 
as a form of communication that is at once most 
familiar and most incomprehensible. 

In addition, encounters can also produce the seeds 
of creativity and imagination, which are integral in 
expressing colonial interactions.' In all of their distinct 
cultural shapes, encounters have been a focal point of 
Pacific Islands discourse, due in part to the complicated 
colonial history of the region. From their own inter
pretation of colonial processes in Chuuk State of the 
Federated States of Micronesia, Islanders have produced 
a wide variety of imaginative responses through the 
performing arts and have created music and dance 
embedded with their past colonial experiences. 

Chuuk State is an ideal place to locate cultural 
encounters in sound recording projects. Since 1907, 
researchers have visited the islands of Chuuk to make 
recordings, and their projects tend to intersect with, 
and derive from, Chuuk's turbulent colonial periods. 
In contextualising sound recording projects, I am 
particularly interested in the ways that Islander voices 
have re-imagined history and redefined power relation
ships through performance and colonial experiences. 
Examining cultural interactions embedded in recorded 
music also informs Chuuk's present-day soundscape, in 
which Islanders value new musical influences as well 
as music stemming from their colonial past. In this 
article, I explore recording projects of Chuukesc music, 
each from a different historical period and each rich in 
cultural meaning, before discussing the recordings in 
terms of agency, reception, and meaning for the people 
of Chuuk State today. 

I s l a n d s o f E n c o u n t e r 

The word 'Chuuk' translates literally as 'mountain' and 
refers to several high islands enclosed in a large lagoon, 
in the eastern Caroline Islands of Micronesia.4 A l l of 
Chuuk's primary islands — Weno, Tonoas, Feefen, 
Uman, Udot, Tolenson and others — have summits that 
rise from the ocean. Several groups of atolls that arc 
also part of Chuuk State lie outside of Chuuk Lagoon, 
and residents of these sandy islands maintain cultural 
practices distinct from those of the "mountain islands". 
As a region of many islands with connections to other 
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parts of Micronesia, Chuukese oral history is rich in 
stories of encounter. At present, the word 'Chuuk' also 
refers to a political entity — Chuuk State which, together 
with those of Kosrae, Pohnpei, and Yap, comprise 
the Pacific Islands nation of the Federated States of 
Micronesia (FSM). Consisting of both the high islands 
of the lagoon and its surrounding atolls, Chuuk State 
has a population of approximately 57,000, the largest 
in the FSM. Today, Wcno Island is the governmental, 
economic, and urban centre and supports roughly one-
third of the total state population. 

During the past century, the people of Chuuk 
experienced a complicated history of colonial admin
istrations and missionary activities, and today they 
identify distinct Spanish (1886-99), German (1899-
1914), Japanese (1914-1945), and American (1945-
1979) historical periods. Missionisation began in the 
outer islands as early as 1879 but is more complicated 
than the four official administrative periods due to the 
shifting origin and denominations of the missionary 
presence. As we shall see in the performing arts, the 
people of Chuuk encountered both missionaries and 
colonial powers with imaginative and creative energy. 

Although there was a substantial amount of anthro
pological and ethnographic research on the cultures of 
Chuuk in the last century, researchers have undertaken 
relatively little in-depth study of Chuukese music, despite 
several researchers visiting Micronesia specifically 
to engage in sound recording projects, and leaving the 
present generation with music excerpts that span the 20th 
century. Chuuk has been the subject of three projects 
specifically aimed at documenting its music through 
sound recordings and research in ethnomusicology: 
Tanabe in 1934, Smith in 1963, and Bailey in 1979. Even 
before these recordings had been made, in 1907 and 
1909-1910 Augustin Kramer and the Hamburg South 
Seas Expedition undertook a major ethnological project 
in the region and recorded examples of Chuukese music. 
I discuss all of these projects in their historical contexts 
below. With large numbers of American anthropologists 
having conducted research in Chuuk's islands since the 
Second World War, other private collections undoubtedly 
exist and remain undocumented in the published literature. 
The final project I discuss is the commercial CD Spirit 
of Micronesia, a compilation of the field recordings of 
David Fanshawc (1995). This is perhaps one of the most 
widely distributed commercial CDs of any Micronesian 
music and raises contemporary issues of representation 
and reception by local communities. 

In the postcolonial environment, Chuuk State has 
only recently begun to explore the importance of music 
projects and past research. Those recording projects 
undertaken in Chuuk reveal a music culture that was 
fluid but simultaneously rooted in tradition. The recorded 
voices of Islanders convey the change and exchange 
that continued to flow during the colonial periods and 
reveal the ways Islanders have made use of innovation 
in shaping their music culture. 

One of the primary and overriding factors that 
accounts for the ethnographic discourse concerning 
Chuuk (as well as other places in Micronesia) is the 
extensive colonisation of the region. The colonial 
background of Micronesia, and certainly that of present-
day Chuuk, continues to influence contemporary musical 
practices.5 By showing the intersection of recording 
projects and the cultural encounters that took place in 
Chuuk, especially Islander responses, I wish to engage 
the agency with which Islanders themselves have shaped 
recording projects. Although the voices of Islanders 
are sonically present in the recordings, I am interested 
in locating the encounter behind the recorded sound 
that speaks across time but is embedded in the history 
and place of Chuuk. I present five encounters through 
musical recordings, each taking place around a different 
project and in a different time. Each example is unique 
in its contexts and content, but together the projects are 
both culturally meaningful for Chuukese and significant 
for the study of historical music recordings. 

U m a n I s l a n d , T i m e o f Neeres, 1907 

Sometime between late January and early April 1907, 
during the German administration of Chuuk and on the 
island of Uman, a man named Essep sat down in front 
of a phonograph to perform chants from a restricted and 
specialised repertory of Chuukese music. Perhaps in 
his late 30s, Essep wore a traditional cloak that was the 
typical clothing of the time and he was adorned with a 
long mwaramwar ' le i ' . Through each earlobe, stretched 
long and thin over the years, he had placed a string of 
ornamental disks, which hung down to each shoulder in 
two large loops (Kramer 1932: Plate 6d). As a sowuyo-
toomey 'breadfruit specialist' from Uman Island Essep 
had access to part of the secretive cultural knowledge 
known as roong — in particular knowledge concerning 
otoomey 'breadfruit summoning' — a ritual process 
that took place during the neeres season and a vital part 
of ensuring a successful harvest.'' During the German 
administration, breadfruit (maay) was still the traditional 
staple in Chuuk and Essep, like sowuyotoomey from 
other islands and villages, had an important role in his 
community by summoning the fruit each year. 

The man who sat before Essep was Augustin 
Kramer, a German medical officer by training and an 
ethnologist by practice. Kramer had made three separate 
trips to Chuuk Lagoon, first with his wife Elizabeth 
from January 23 to April 6, 1907 and later as leader of 
the Hamburg South Sea Expedition to Micronesia with 
visits from December 28, 1909 to January 14, 1910 and 
March 29 to April 4, 1910 (1932:30-32).' Traveling 
aboard their research vessel, the Peiho, the German 
Expedition gathered one of the largest and most compre
hensive bodies of information ever assembled on the 
region. The expedition was mostly funded through the 
Hamburgische Wissenshaftliche Stiftung in Germany 
through the efforts of Georg Thilenius, director of the 
Hamburg Ethnological Museum. The specific goal of the 
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expedition was to collect cultural objects and document 
what they found of the indigenous cultures. The making 
of sound recordings onto wax cylinders using an Edison 
phonograph was at that time already considered an 
important part of ethnographic work, and the Germans 
made 100 phonograms from Micronesia, which they 
later deposited in the Berlin Phonogramm-Archiv (Berg 
1985:99-100).* When writing the results of his ethno
graphic work for publication, Kramer left the Chuuk 
recordings to be studied and analysed by cthnomusicol-
ogist George Hcrzog, who published transcriptions and 
analyses of the music (Hcrzog 1932, 1936).'' 

The three chants that Essep sang for Kramer's 
phonograph were from the repertoire of otoomey 
'breadfruit summoning chants', examples that he knew 
well because of his position as sowuyotoomey. Essep sang 
the examples in a clear and strong voice and with a richly 
embellished melody that indicated his familiarity with 
the genre. Other Islanders from Chuuk who performed 
for the phonograph included Ukokis from Wcno, who 
sang several engi 'love chants', Aurfanu from Uman, 
who presented an emweir chant for hauling a canoe, and 
a small group of women from Tolenson who performed 
several êwuwênti 'social sitting dances'. Additional 
performances included a girl's frigate bird dance, several 
segments of tukuyd 'stick dances' in full festival dress, 
and game chants recited by young girls. In addition to 
these vocal examples, a Chuukese man delicately played 
his aangun 'nose flute', perhaps choosing a melody that 
he had previously played the night before in calling for a 
secret rendezvous. What actually took place during these 
encounters around the phonograph? What were some 
of the decisions and experiences of the performers? In 
addition to examining what types of music were recorded 
it is interesting to look at what was not recorded.10 

According to Kramer's ethnography and Herzog's 
analysis, most performances were love songs and group 
dances — all of which were essentially in the realm of 
culturally "safe" public performance. Love chants and 
later love songs have always been Chuuk's most visible 
and audible type of music performances and the various 
types of dances performed were, in most cases, public 
events that involved large portions of the community, 
both men and women. What listeners do not hear, 
with the exception of Essep's otoomey. are the many 
chants associated with different types of roong 'special 
knowledge' such as preparing medicines, controlling 
the environment, war strategy, and other types, many 
of which were associated with magic or spiritual power. 
In traditional Chuukese society, each island or village 
had its own specialists —usually men — who were 
entrusted with carefully guarding various types of roong. 
Furthermore, people believed (and still believe today in 
certain contexts) that if they were to reveal the secrets 
of their knowledge at the wrong time or to the wrong 
person, they might reduce the power of the knowledge 
or they themselves might even die." 

In a very short period of time, Kramer and the 
German ethnographers were able to write down and 
translate examples of roong chants, but only the otoomey 
of Essep was recorded onto wax. Today, we can only 
speculate about the curious disparity between the written 
and recorded sounds, but perhaps in keeping with a 
Chuukese value placed on the spoken word writing down 
a text was more in the realm of "safe" than performing 
it into the phonograph. Kramer's ethnography (1932) 
includes an extended discussion of the various aspects 
of breadfruit ritual, which is not surprising given the 
most of Kramer's time in Chuuk in 1907 was during the 
time of neeres, prior to the harvesting of the breadfruit 
crop, and a time when the breadfruit summoning rituals 
would have been undertaken.12 It may be that Kramer 
was simply at the right time to record these chants 
and that Essep felt safe to perform them, since he was 
required by his position to regularly perform otoomey. 

Twenty-five years after Kramer and the German 
expedition made their recordings, George Herzog, after 
transcribing and analysing Kramer's phonograms from 
Chuuk, remarked (Hcrzog 1932:387): 

The breadfruit dance songs stand out particularly 
with regard to their performance style: on Truk as 
well as in the whole Caroline Islands group. This 
style has its own surprising wealth of ornamenta
tion of all kinds. The rubato is also fairly distinct. 

In 2006, however, most Chuukese were unaware 
of these chants and of the elaborate rituals that 
accompanied them. Indeed just as sowuyotoomey have 
been replaced by men with responsibilities for a cash 
income, breadfruit, as a staple, has been replaced by 
imported rice. The present-day unfamiliarity with the 
sounds and voices of the recordings mentioned above 
is typical of most music recorded from this time period. 
For many Chuukese, the chant repertoire is unfamiliar, 
the recording quality is difficult to listen to, and the 
language incomprehensible. Indeed some of the 
recorded performing arts, such as playing the nose flute, 
have been discontinued in practice for many decades. 
Although Chuukese knowledgeable about traditional 
culture are aware of the past importance of breadfruit-
summoning rituals, Islanders in Chuuk Lagoon no 
longer regularly perform otoomey. However, the chants 
of otoomey are still sung, although usually detached 
from their rituals, in the State's Western Islands, an 
area known for its strong perpetuation of traditional 
music and dance. Today the recordings of Essep serve 
as a reminder to Islanders that these important chants 
and their accompanying rituals were formerly practiced 
in the high islands of Chuuk Lagoon. In spite of the 
present-day cultural absence of otoomey in Chuuk, in 
2000 the Berlin Phonogramm-Archiv considered one of 
Essep's breadfruit chants important enough to release 
on a CD as part of a celebration of 100 years of the 
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institution, a four-disc collection entitled Music! The 
Berlin Phonogramm-Archiv 1900-2000.. Essep's chant, 
along with a few examples from Melanesia, was chosen 
to represent the many recordings made in Oceania 
during the 20th century. In the book accompanying the 
recordings (Music! 2000:57-61), readers can encounter 
general comments by Kramer along with his drawn map 
of Chuuk Lagoon, Hcrzog's transcription of the otoomey 
chant, and a picture of Essep, the man from Uman who 
summoned the breadfruit for the phonograph. 

T o n o a s I s l a n d , S e p t e m b e r 1, 1 9 3 4 

In 1934, 25 years after the German expedition, and 
during the Japanese colonial administration of Chuuk, 
newly arrived visitors to the islands would likely be met 
by a Japanese man, Mori Koben, the ancestor of several 
generations of Chuukese today. Mori was a Japanese 
trader and adventurer who first arrived in Chuuk in 1892 
aged 22 (Peattie 1988:28). Except for two later visits 
back to Japan, he spent the rest of his life in Chuuk. Mori 
fought in inter-island battles, married the daughter of 
chief Manuppis of Harujima ('Spring Island', now called 
Wcno), raised a family, and in the late 1920s was elected 
island chief by the community of Suiyoto ('Wednesday 
Island', now called Tolenson). During the 1930s, Mori 
was somewhat of a celebrity in the region and entertained 
all official visitors to Chuuk (Peattie 1988:195-97). It is 
no surprise then that, when Japanese ethnomusicologist 
Hisao Tanabe sailed aboard the Kasuga Maru to Chuuk 
as part of his travels in Micronesia, Mori was one of the 
first people he encountered. 

Hisao Tanabe came to Chuuk with ethnographic 
intentions similar to those conceived in Hamburg a few 
decades earlier.13 As stated in the notes to the 1978 release 
of a selection of his recordings, he arrived in Chuuk in 
1934 "to study the area ... after hearing from travelers ... 
that old folk songs and folk dances were on the verge of 
extinction" (Tanabe 1978). Tanabe, considered one of the 
pioneers of Japanese ethnomusicology, had conducted 
previous field research in Asia and was introduced to 
Micronesia by travel accounts of Japanese visitors to the 
area. After studying government reports of the region, 
he felt that the combined pressure from both Christian 
missionaries and Japanese educational policies would 
lead to the decline of indigenous musical practices, and 
he hoped that he could capture some of the chants and 
dance chants in his recordings (Tanabe 1978). 

Tanabe's visit corresponded with a movement of 
economic development in the region and especially on 
Natsujima (Summer Island), the urban centre of Chuuk at 
the time and in the decade before the American bombings 
of the Second World War. While some Chuukese would 
come to call the island by its Japanese name, Natsujima, 
others used the older term Dublon, designated after the 
European explorer who sighted it in 1814. Lying close 
to both Weno and Fcfcn, with its two long peninsulas 

extending out from its eastern side and with the steep 
slopes of Mount Toloman clothed in green foliage in the 
southwest, many Chuukese still referred to the island as 
Tonoas, its indigenous name. 

Tanabe made his recordings on Tonoas on the 
morning of September 1 at the Truk Ryokan Hotel. 
Using a phonograph with the sound being cut onto an 
acetate plate, Tanabe recorded 18 examples of Chuukese 
vocal music. In 1978, Hisao's son Hideo released seven 
of these examples on a vinyl disc along with music 
recorded from other areas of Micronesia (Tanabe 
1978).14 The recorded performances made on Tonoas 
in 1934 include two men, Nimetal and Kuhn, as well as 
two young boys, Mannuhki and Liedock who sang love 
songs with melodies borrowed from hymns and Japanese 
school songs; another man, Kinoli, sang a love song in 
Japanese. Three young girls, Inatton, Neirau, and Namiko, 
who worked at the Truk Inn, also sang love songs. Carly, 
perhaps an older man, performed a highly ornamented 
chant, an engi. for Tanabe's machine. On his return trip 
through Micronesia, Tanabe again stopped at Chuuk, and 
on September 17, while recovering from food poisoning 
aboard the ship, a young boy visited him and played the 
nose flute but, unfortunately, Tanabe did not record this 
performance (Kurokawa 2006, Tanabe 1968). 

One of the most interesting features of Tanabe's 
recordings, however, is the presence and voice of Mori 
Koben. It was Mori, himself, who not only organised the 
Chuukese performances for Tanabe and assisted with 
his research on Chuukese music, but also participated in 
and led a group of Chuukese men from Tolenson in an 
emweir, a hauling chant in call and response texture.15 

Example number two on the 1978 LP, this recording does 
not present the usual duality of "outsider" ethnographer 
and "indigenous" performer. Although the Japanese 
ethnomusicologist lamented that both Christianity and 
Japanese school songs had forever changed the music 
of Chuuk. Mori had learned to perform in the traditional 
style, which he then imparted to Tanabe. The recording 
of Mori is perhaps indicative of the ambivalence that 
characterised cultural sites such as performance during 
Chuuk's colonial periods. 

The sound recordings made by Tanabe embody 
the colonial soundscape of Chuuk in the 1930s, a time 
when composers and performers shaped their music 
through the Japanese presence. Although at least one 
Chuukese man chanted for the recording machine, in 
contrast to Tanabc's initial plans, Chuukese demon
strated their aesthetic value towards songs influenced 
from new musical sources. In these few recordings from 
1934, Islanders sang what they valued musically, and 
they articulated their musical experiences and aesthetics 
inscribed from colonial relationships. For most listeners 
today, the Tanabe recordings, like those made by the 
Germans, pose listening difficulties because of sound 
quality as well as cultural and temporal distance in 
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relation to presentday Chuuk. The recordings, however, 
are clearly Chuukese in their vocal style and demonstrate 
an expressive and wandering melodic line characterised 
by leaps upward frequent sliding between pitches, and 
cadence patterns not unlike those enjoyed by Chuukese 
listeners today. The music examples that Tanabe recorded 
are especially important for the historical understanding 
of Chuukese music because they arc the first that show 
Chuukese musical innovation as a direct result of colonial 
experiences. Perhaps even more important, especially for 
his descendents today, the recordings from 1934 contain 
the voice of Mori Koben, a man whose importance for 
Chuuk continues today through his many descendants. 
It is most appropriate and symbolic perhaps that Mori 
did not sing a Japanese song for the phonograph, but 
instead chanted from the traditional Chuukese repertory, 
together with Chuukese performers. 

T u n n u k C a t h o l i c C h u r c h , W e n o I s l a n d , 
N o v e m b e r 2 5 , 1 9 6 3 

Built on the side of an inland rise in the northern area 
of Weno Island against the steeper green slopes behind 
and overlooking the emerald ocean in front, the large 
white Catholic Cathedral at Tunnuk is an impressive site 
today. Rebuilt after the Second World War by American 
Jesuits, today Tunnuk Catholic Church is the scat of the 
Catholic vicariate. In 1963, the church was one of three 
places where Chuukese Catholics on Weno gathered and 
prayed and on November 25 of that year, the Chuukese 
church would be a place to memorialise in song the 
death of an American president. 

In 1963, the people of Chuuk were part of the 
American colonial administration, the Trust Territory 
of the Pacific Islands, a muchcriticised political 
management. Until the 1960s, the U.S. had almost 
completely neglected its Micronesian colonies, but 
this began to change in 1962, when the Kennedy 
Administration increased financial support to the islands 
in terms of education and infrastructure that would 
lead to the first political moves toward regional self

governance."' The American colonial period also saw 
an influx of many U.S. scholars, who came to conduct 
research on the people and cultures of Micronesia. Among 
these was Barbara B. Smith, an ethnomusicologist and 
professor of music at the University of Hawai'i. Smith 
came to Micronesia and to Chuuk following discussions 
with Micronesian students at the University, who, after 
voicing concerns over their traditional performing arts in 
the quickly changing cultural environment of the time, 
expressed their interest in her traveling to the region to 
learn about traditional music and dance. The resulting 
trip in the fall of 1963 was part of a sabbatical leave. 

Using a Nagra reeltoreel tape recorder. Smith 
travelled throughout all districts of the Trust Territory 
except the Northern Mariana Islands, but she arrived in 
Chuuk Lagoon in the very early morning of Saturday 

November 23, 1963. Only hours before, on November 
22, U.S. President John F. Kennedy was assassinated 
and the people of Chuuk marked the tragedy with music 
on November 25. 1 7 Both Protestants and the Catholics 
on Weno Island lamented Kennedy with church services, 
which Smith recorded. In the large Catholic cathedral at 
Tunnuk, she recorded a requiem mass for Kennedy. Her 
visit dates from before the vernacularisation brought by 
Vatican II, and her recordings from Tunnuk preserve an 
older style of Chuukese Catholic music, no longer heard 
today.1" On that November morning in 1963, Chuukese 
sang various parts of the mass in Latin, including the 
Kyrie, with the accompaniment of an organ and using 
melodic material from Gregorian chant, performed for 
the events taking place in the U.S. The expressive singing 
by the girls' choir is quiet and sombre, and the sounds 
of the Latin singing are imbued with a lifelike quality 
by the aural glimpses of people moving and babies 
softly crying in the background. In these recordings, 
the ethnomusicologist encountered Islanders gathering 
their families in the area of Tunnuk, and singing for an 
American occasion in the international language and 
musical soundscapc of the Catholic Church at the time. 

Further recordings by Smith of Catholic perform

ances include girls from St. Cecilia School singing 16 
arrangements of church songs and Christmas songs 
in multiple vocal parts that were made by the girls 
themselves after hearing the Catholic nun sing the 
melody. Protestants on Weno Island sang hymns in 
fourpart harmony for the event of Kennedy's death. 
Additionally, Islanders from both Uman and Udot 
performed for Smith when she travelled across Chuuk 
Lagoon. On Uman, Islanders sang Christian songs 
as well as kêênūn fenu 'island songs', that preserve 
important histories of the land. On Udot, in addition to 
two church songs performed by an informal group, an 
older man sang four ornamented engi that demonstrate 
clear musical similarities to the chants performed by 
both Ukokis for the German ethnographers and by 
Carly for Tanabe. In total, Smith recorded 43 examples 
of music from Chuuk. She was also fortunate to dub 
another 24 songs from Jim LaForcst on Weno. Fifteen 
of these dubbed examples are love songs sung by young 
Chuukese men with guitar accompaniment and an 
obbligato part played on the muusik 'harmonica' — the 
only recorded documentation I know that demonstrates 
this type of historical music ensemble from Chuuk. 

The sound recordings of Smith, like those of Tanabe, 
display the intersection of cultural performance and 
colonial encounter, but they also reveal the significance 
of Christianity and Christian music in Chuuk. Most of 
the singing in Smith's recordings arc cither Catholic or 
Protestant music — cultural and spiritual sites that connect 
these recorded performance with Chuukese listeners today. 
The 1963 recordings by Smith affirm what continues 
to be one of the most meaningful cultural expressions 
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for Chuukese today, the assertion of faith through the 
singing of church songs. Although the performance of 
the Kennedy mass at Tunnuk in 1963 clearly speaks to 
the American colonial context of the recording, a deeper 
and more thoughtful listening reveals music rooted in the 
Chuukese Catholic community and provides a window 
into its historical and cultural soundscapc. 

P i h e r a r h I s l a n d , N a m o n u i t o A t o l l , 1 9 7 9 

The late 1970s was a significant and historic time period 
for the people of Chuuk. In 1978, island leaders from 
Yap, Pohnpei, Kosrae, and Chuuk formally dissolved 
the Congress of Micronesia, a political body that had 
urged the islands of Micronesia towards independence 
with the U.S. since 1965. In its place, island representa
tives organised the first congress of the newly created 
Federated States of Micronesia, and in early May 1979. 
a respected statesman from one of Chuuk's outer islands, 
Tosiwo Nakayama, was elected as the first president of 
the nation (Hczel 1995:362-63). 

The year 1979 was also musically significant for 
Chuuk, as the most extensive sound recording project 
was undertaken among its islands at this time. The 
Micronesian Music Project was conceived in part by 
Kim Bailey, a graduate student in ethnomusicology 
at the University of Hawai'i and former Peace Corps 
volunteer stationed in Pohnpei. Both the National 
Endowment for the Arts and the College of Micronesia 
supported the project, which involved a team of local 
fieldworkers from Chuuk who recorded music in all 
island regions of the new State.19 Chuuk's local radio 
station later broadcast select examples as a series of 
30-minutc cultural programmes featuring a variety of 
music from each island region. The total collection of 
this recording project for Chuuk is 82 audio cassette 
tapes of field recordings and 15 compilation reels for 
radio broadcast.20 Concerning the recording project in 
Chuuk, Bailey wrote, "there was a large percentage 
of dedicated workers on the project. The director was 
one of the highest chiefs and most respected holders of 
traditional knowledge" (Bailey 1982). 

The director of the project that Bailey mentioned 
but did not name was Kintoky Joseph, a chief and itang 
'political priest' from Udot Island who, even after his 
death, is still revered for his knowledge of and respect 
for Chuukese cultures and traditions. Kintoky's name 
was featured at various places in the documentation, and 
a recording of him reciting an introductory chant and 
blowing the sewi 'triton shell trumpet' was used most 
effectively to mark the beginning of each radio broadcast. 
His presence in the recording project provided both 
authority and respect. Perhaps more importantly, his 
name and voice on the project is evidence that he was 
one of the controlling forces behind the work and owing 
to his knowledge and rank, made decisions concerning 
what was recorded and later broadcast. The tapes of 
the Micronesian Music project reveal many different 
types of songs, chants, dance music, and instrumental 
sounds from throughout the islands of Chuuk. The large 
number of recordings, as well as their origin from many 
different island regions, precludes a general summary of 
the collection. 1 focus instead on one particular example 
that resonates with the politically and culturally historic 
time for the islands at the time of the project. 

Of the many different types of vocal music in the 
collection, one is a personal chant composed to honour 
Tosiwo Nakayama. elected just months before the 
recording was made. Nakayama is from Onoun Island, 
part of Namonuito Atoll, located to the northwest of 
Chuuk Lagoon. The importance of this example lies in 
the fact that it was specifically composed and performed 
as a tribute to Nakayama as well as for the newly created 
FSM nation. The particular genre of vocal music is wur, 
a traditional chant composed for relatives, especially 
when they embark on long journeys. In the text below, 
originally performed as a women's dance on Piherarh 
Island also part of Namonuito, Islanders encounter their 
leader over the radio: 

In 2001, while studying the music of M M P and 
assembling a catalogue of the recordings, I witnessed 
a contemporary encounter in listening to this example. 
I was working with two students from the College of 

Nge it nomw sapwoqfeng rua err me sopwona. I was on the north side when they shouted across, 

nge rau uweiato anei radio. and they brought and turned on the radio, 

sipwe rongo mweiien Tosiwo Nakayama. we will hear the speech of Tosiwo Nakayama. 

Emwelielielong me nomwon Hawaii, He speaks to us from Hawai'i, 

pwe ii mwu Hinu e it to ii lapa one, and he is considered "number one", 

pwe a pweki ittengin pwelini fanuaeh. because he carries the name of our islands with him. 

Sipwe awetiweti aan epwe shop. We will wait for his visit to our islands, 

sipwe chu le iolap sipwe nefotei. and we will have a large gathering and see, 

wekitekin ieena kulliin me le iolap. whose move is that turning in public. 

Sipwe likitingeni pwungun an a wiis. We will let him do his work. 

Epwe kutalo mwinin fenuach, and it will improve our island. 

pwe mwmirh liekei lien ikenai. for this government is for us today. 

(Micronesian Music Project 1979, Tape 611 
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Micronesia, Chuuk Campus, in transcribing some of 
the introductory information recorded on many of the 
unlabclled cassettes. Wc were moving through several 
tapes from Chuuk's Western Islands, and the two 
students, from Namonuito Atoll, expressed to me their 
frustration that we had not yet heard any music from 
their particular islands. Just as I began to play another 
tape, with music I had never heard before, the students 
immediately smiled and then started to laugh. The tape 
playing was not only from Namonuito Atoll, but it was 
from Piherarh and Onoun — the students' home islands. 
Moreover, one of the performers and composers of some 
of the songs was actually the mother of one of them. 
As happened many times with encounters like these, 
we copied the tape and returned it to the family. The 
students played the copy for their mother, who of course 
remembered the performance and encountered it again 
on the tape, over 20 years later. 

Encounters such as the example above often 
happened while working with the tapes from the 
Music Project, and continue to happen today for many 
listeners. Because the project was completed just over 
two decades ago and so many recordings were made 
involving a large number of people from many different 
islands, many people re-encounter relatives, friends, 
and ancestors. Many of these experiences arc marked 
by emotional memories, while other listeners receive 
revealing accounts of oral history; for still others it is 
simply fun to listen to old love songs before the days 
of the electronic keyboard.21 For Chuukese today, the 
tapes continue to provide many examples of cultural 
and personal interactions through recorded music. In 
the next and final example, I examine a different kind of 
encounter, this time by a contemporary listener hearing 
music from his island on a commercial CD. 

Digital E n c o u n t e r f r o m H o u k t o t h e In te rne t 

Chuukese presently living on Weno, and especially 
those living abroad have access to digital music and the 
Internet. The production of local made CDs in Chuuk 
flourishes today with new albums by popular singers 
released every few months and distributed inside and 
outside of the FSM. Furthermore, websites provide 
forums for Islanders to communicate across vast 
distances. Using these technologies. Islanders also have 
the occasion for encounters with recordings of music 
from their islands that they perhaps were not previously 
aware. The recorded work of David Fanshawc provided 
just such an encounter for a listener from Houk, an atoll 
to the west of Chuuk Lagoon. 

David Fanshawc is an English composer, recording 
artist, and international traveler interested in recording 
and collecting world music. In the late 1970s and early 
1980s, Fanshawe travelled throughout the Pacific making 
recordings in many areas of Micronesia, Melanesia, 
and Polynesia. The results of this work include three 
commercially released CDs offering music examples 

from each of the three Pacific regions as well as other C D 
compilations. Fanshawe has published some accounts 
of his travels on video, but the inventories of his sound 
recordings, describing exactly what he recorded and 
where, are difficult to access. Beside the few words found 
in his CD liner notes, I am not aware of an inventory of his 
Micronesia recordings.22 On his commercial C D Spirit of 
Micronesia (1995), Fanshawe provides seven examples 
from Chuuk State, recorded in 1983 and 1984, but only 
one from Weno, a song composed by Sandy John in 1979 
and performed for the ordination of Father Julio Angkcn. 
Fanshawe recorded the example at Tunnuk Catholic 
Church, the same location where Smith encountered the 
Requiem mass for Kennedy in 1963. The other examples 
on the C D arc from Fanshawc's visit to Pattiw, Chuuk's 
western outer atolls. 

Spirit of Micronesia presents 37 tracks of very 
high quality sound recordings, but the context of track 
21 stands apart. In the liner notes, Fanshawc sets the 
background for this example from Houk Island the 
southern most of the three atolls in the Western Islands 
(Fanshawe 1995:12): 

A lady named Titilap died in the village of Eor. 
Her body was taken, as is the custom in Pattiw, 
to the canoe house called Lemelang ... Women 
throughout the night wailed Hang, as they rested 
beside the body. 

As might be expected this recording is emotionally 
charged; the listener hears a brief part of a funeral 
chant, but the wailing of the deceased's family prevails 
throughout and is the most audible part of the recording. 
In this example, the encounter that interests me docs not 
occur during the recording process, but listeners will 
question how Fanshawc himself encountered the event, 
why he made the recording, and why he chose to make it 
part of the commercial CD. Rather. I am interested in the 
experience of a listener from Houk who purchased the CD 
and then posted a review of the disc on Amazon.com: 

The only exception I would have to make [to 
this CD] is Track 21, which is the recording of a 
funeral that violated the sacredness of the death 
of a relative. It's haunting to listen to because it's 
so real. The artist went too far in including this 
particular track on the album. Disrespecting the 
dead is hardly anything that one can proudly share 
with the world (Raatior 1998). 

In this case, a person from Houk experienced or 
perhaps even relived the funeral of a person from his 
island through Fanshawe's CD. He experienced the 
moment as a consumer of the album, and then reviewed 
the encounter on a popular Internet site. Raatior questions 
the placement of this track on the C D and sees its 
inclusion as a violation of "sacredness". Raatior's review 
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is too long to include it here in entirety, but with the 
exception of Track 21, he evaluates Spirit of Micronesia 
as generally a "good album" that upholds the integrity of 
traditional Micronesian music (Raatior 1998). 

This situation expresses the postcolonial reality for 
sound recordings in terms of the present-day commercial 
flow of culture through technology, and the emotional 
possibilities for personal encounters experienced and/ 
or re-experienced through recorded music. For Track 
21, a funeral rooted on Houk is subsequently routed 
by digital media into commercial networks, back to a 
listener from the island (Clifford 2001). The example 
leaves listeners with unanswered questions concerning 
the making of the recording, such as: (1) did Fanshawe 
discuss recording the funeral and the possibility of its 
commercial release with Islanders and family members 
of the deceased? and (2) since the disc is a commercial 
production, docs the producer return profits from the 
CD's sales to Islanders.2' Unlike the other projects 
discussed above, Track 21 of Spirit of Micronesia 
specifically raises important issues of representation that 
ethnomusicology has been grappling with for some time 
(Feld 2000, Zemp 1996) and that continue to challenge 
us in the 21st century. The example exposes the postco
lonial landscape in which field recordings are made and 
have been made, and articulates the concerns and voices 
of local community listeners in personal encounters 
with music recordings. 

R e c o r d i n g E n c o u n t e r s , E n c o u n t e r i n g 
R e c o r d i n g s 

In the examples above, I have narrated how local 
histories and experiences are embedded in the making 
of music recordings. These moments of encounter and 
the experiences they reveal through recorded sound 
provide alternative routes for mapping local histories 
with the voices of Islanders themselves. Considering 
the Chuukese past through sound recordings reveals 
aural glimpses of history, windows of encounter into 
past landscapes of performance. As the recorded voices 
of Islanders, historical sound recordings also offer 
nuanced counter narratives to colonial histories that 
literally sing about ways Chuukese negotiated changes 
in their cultures. In exploring the political complexities 
and historical contexts involved in their making, we 
can understand recorded music in terms of its cultural 
meaning and its local significance today. 

Especially important 1 believe is locating the 
people behind the voices — the agency in the recorded 
music. Even with the intricate colonial processes 
that are interwoven with all of the recording projects 
described above, the music of each reveals Chuukese 
actively making histories through music. The people 
of Chuuk have always actively and continually shaped 
their cultures despite the multiple colonialisms that 
swept through their lands. Although most of the projects 
discussed here were initiated outside the culture and 

researchers from abroad often held the microphones, 
Chuukese were the performers, composers, arrangers, 
listeners and critics, who shaped each recording project. 
Locating agency in the recordings not only provides 
alternative historical narratives, but it shows that the 
encounters in recording projects were not simply one
sided relationships of power. In fact, many were much 
more complicated such as the voice of Mori Koben in 
1934 and the direction of Kintoky Joseph in 1979. In the 
Micronesia Music Project, Islanders made the recordings 
themselves in their home regions for dissemination on 
the local radio station. 

Contemporary Pacific Island studies justifiably 
perceives some media projects, such as the many 
extant films about Pacific peoples, as containing more 
information about the filmmakers than the island 
cultures portrayed.24 Although this is certainly true for 
some music recording projects, and especially marketed 
CDs, where careful editing processes and commercial 
packaging are involved 1 contend that in some projects, 
such as those of 1963 and 1979 in Chuuk, Island voices 
resonate clearly and loudly. While they are slightly 
muted in other projects, listeners can still hear these 
voices today. 

In their performing arts, Chuukese have always, 
and continue today, to actively seek out new forms of 
musical expression. At times, the Chuukese aesthetic 
for new musical ideas was at odds with the desires and 
expectations of those visiting to record performances 
and document cultures. George Thilenius, the originator 
of the Hamburg expedition, wrote in the introductory 
volume to the ethnographic series that the purpose of the 
expedition was "to observe and record the final phases of 
an old indigenous culture as long as it still had vitality 
and retained many remnants of old times that were 
little changed" (Thilenius 1927:12, translated in Berg 
1988:95). The Germans in fact recorded only traditional 
indigenous music — chants, dance chants, and nose 
flute melodies — even though Chuukese were actively 
singing Christian hymns at this time. Furthermore, 
Kramer (1932:284) criticised the outside influences that 
he witnessed from the mission and colonial government. 
Clearly, the music that the Germans recorded in the 
early part of the 20th century was filtered through their 
particular colonial lens of Chuukese culture. 

The notes to the 1978 release of Tanabe's recordings 
reiterates colonial views held by the German ethnogra
phers that "the islanders of Micronesia were still living 
in a natural state largely untouched by civilisation". 
Tanabe's recordings, however, demonstrate the emerging 
aesthetic in Chuuk toward love songs with melodies 
creatively adapted from colonial influences. The 1934 
recordings show that Chuukese were in fact innovating 
one of their most important and frequently performed 
genres to contemporary musical aesthetics. All of the 
recording projects, except those made by the Germans, 
show a musical aesthetic toward "new" influences, 
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popular at the time the recordings were made. In Smith's 
recordings, Chuukese singers demonstrate this through 
church singing, love songs accompanied with guitar and 
harmonica, and island group songs. The Micronesian 
Music Project demonstrates the value Chuukese held 
for guitar-accompanied love songs, group church songs, 
and dances performed to American popular music. In 
these historical recordings there is clear agency in what 
Chuukese chose to perform based on their cultural 
values and aesthetics. 

Examining the recording projects reveals that 
Chuukese also controlled what was recorded in terms 
of traditional genres and chants. Although all of the 
projects aimed at recording traditional music, the only 
recorded chants from the large body of roong 'specialised 
knowledge' are the breadfruit chants performed by Essep 
in the early 2()th century and a few examples from the 
Micronesian Music Project. Instead Islanders performed 
those genres most public and "safe" for recording such 
as love chants and hauling chants. Chuuk's historical 
recordings especially demonstrate the significance of 
the chant genre engi 'love chants', as men performed 
examples in 1907, 1934, 1963, and 1979 that show clear 
musical and aesthetic connections with each other and 
with present-day performances by elders.25 

An historical understanding of sound recording 
projects in Chuuk is also connected to a larger narrative of 
ethnomusicology. Fourcthnomusicologists, three of them 
significant and recognised scholars in the field worked 
with recorded Chuukese music. Herzog was the first, but 
his analyses (1932, 1936) were based solely on his own 
transcriptions of the music Kramer recorded in 1907; 
Hcrzog did not personally encounter Chuuk. By contrast, 
both Hisao Tanabe and Barbara Smith travelled to Chuuk 
to make recordings, which they later documented in their 
publications (Smith 1980, 1997, 2001, Tanabe 1968). 
The fourth ethnomusicologist, Kim Bailey, who was 
advisor to the Micronesian Music Project, was a rising 
scholar at the time, and her work concerning Micronesia 
is still well regarded. Furthermore, the sound recordings 
made in Chuuk also cover a range of historical technol
ogies including wax cylinders made with a phonograph 
(1907), acetate plates made with the phonograph (1934), 
recl-to-rccl tape (1963), and cassette tape (1979). Tanabe 
later released his recordings on an LP (1978), and 
David Fanshawe recorded on tape but later distributed 
his materials on CD. As discussed earlier, the Berlin 
Phonogramm-Archiv recently rc-mastered and released 
one of the 1907 wax cylinder recordings on C D in 2000 
(Music! 2000). These connections and relationships 
among the historical sound recordings of Chuuk are 
important in discussing their repatriation and archiving 
in the State today. 

The local history, people, and the places encountered 
and embedded in the recorded music, make it important 
and necessary for copies of these historical recordings 
to be archived in Chuuk. Currently, original copies of 

the recordings are scattered in various places around 
the world including Germany, Japan, Hawai'i, England 
and the United States mainland. In 2001, a collabo
rative effort between the College of Micronesia (COM) 
and myself resulted in the establishment of the Chuuk 
Musical Archive, at the Media Center of C O M , Chuuk 
Campus. The college now has selected copies of the 
1907 recordings and a complete set of the 1979 project, 
both of which I copied from the University of Hawai'i. 
The college also has a copy of the recordings Tanabe 
released on his 1978 LP and a copy of the CD Spirit 
of Micronesia. Finally, Barbara Smith and I recently 
completed a digitisation and repatriation project with 
her tapes that will make the 1963 recordings available 
to listeners in Chuuk. The archive at C O M , then, is 
currently the only institution in the State that holds 
copies of these historical recordings and the only one 
that has made an effort to bring together these important 
cultural materials. Today they remain as part of a larger 
cultural collection that includes video materials and 
many CDs of locally produced popular music. 

Because of contemporary cultural associations 
regarding certain types of music in Chuuk, and the current 
state of the traditional performing arts, a discussion of 
the present-day meaning of recordings inevitably raises 
issues about their reception in the State today. Many 
of the chants and dance chants recorded in the various 
projects are no longer perpetuated in the lagoon, although 
elders are most often knowledgeable about them.26 Today 
people often associate traditional practices such as chants 
with magic, spirits, and a general feeling of things outside 
Christianity. Because of these associations, some listeners 
are inherently hesitant toward the recordings, whereas 
young people may not realise that the recorded music is 
from Chuuk. Still other responses come from Islanders 
who associate traditional culture with the State's Western 
Islands, where many traditional arts are perpetuated 
and believe the recordings, on first hearing, originated 
only from these islands. Today, Islander association of 
"traditional" cultural sites, such as chants and dances, 
with the islands of Chuuk Lagoon is limited in light of 
the much more active role it takes in the western outer 
atolls. The recordings then arc particularly valuable from 
this perspective because of their identification of cultural 
heritage. Listeners almost always enjoy hearing the past 
recordings of the more immediately familiar love songs 
and church songs, however, either because they show 
repertory no longer sung, or repertoire performed in a 
soundscape no longer continued today, such as with the 
accompaniment of harmonica and guitar. Depending 
on the listener and the music played contemporary 
encounters with historical sound recordings from Chuuk 
may encompass a range of experiences. For most, those 
encounters that are most meaningful are those that 
include the voice of a relative or ancestor, the identifi
cation of music from a certain place, or those that simply 
recall something familiar from the cultural past. 
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In this article, 1 have attempted to locate and contex-
tualise music recordings from Chuuk as cultural sites 
significant with local meaning for the community today. 
Musical recordings are not simply historical documents: 
they can also impart deeper meanings and reveal 
connections on a personal and familiar level. Because of 
the special quality of musical recordings, and our ability to 
replay them as a live sonic event, they are also embedded 
with the possibility of multiple layers of encounter during 
replaying and listening. This nature of recordings as 
cultural sites rich with experience makes them important 
vehicles for culture, history, and identity in the world today. 
Through these relationships, wc can better understand the 
significance and implications involved in the making of, 
and listening to, sound recordings. 
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N o t e s 

1. I am grateful to an anonymous reviewer for reminding me 
that sound recordings also raise issues regarding variation in 
music repertory as they encapsulate performances in time. 

2. For specific case examples outside of music scholarship 
concerning colonialism and encounter, see Yamashita 
(2000) concerning tourist encounters in Patau, Bauer 
(2001) concerning encounters in historical South American 
indigenous literature, and Lattas (1993) examining sorcery 
in New Britain. 

3. Bohlman's comments above are written in consideration of 
music as used in colonisation and the powerfully negative 
ways of political regimes. 

4. Chuuk was formerly known as 'Truk', a German distortion 
of the word 'Chuuk' that was perpetuated through the U.S. 
colonial administration and used by Islanders and outsiders. 
In the early 1990s, Chuukese cultural leaders and the State 
government reverted to the indigenous name 'Chuuk', 
which people widely accept today. I have formatted 
all Chuukese words in this paper to the orthography of 
Goodenough and Sugita (1980,1990) for consistency with 
other published research. 

5. Recent postcolonial scholarship has identified research 
methodologies, purposes, and entire disciplines as in 
fact, rooted in the colonial environment. I acknowledge 
this view, which often stems from ongoing processes of 
decolonisation, as well as political and cultural struggle. 

My purpose in this paper, however, is not to examine sound 
recording projects as colonialist enterprises. It cannot be 
denied that research in Micronesia is intrinsically woven 
within colonial processes of history, but I believe these 
processes are enormously complex and multidimensional. 

6. The neeres season generally extended from January to May. 
7. Kramer's 1932 ethnography of Chuuk is a blending of 

ethnographic data collected from both his 1907 and 1909-
1910 visits. 

8. At the time of writing this paper, it is unclear exactly how 
many of these recordings exist (or existed) from Chuuk. This 
is partly because the published accounts of the expedition 
do not provide a detailed inventory, and no attempt has 
yet been made to assemble and reconstruct the entire 
collection. 1 acquired selections of the collection from the 
University of Hawai'i's ethnomusicology archives, which 
in turn acquired them from Indiana University Archives of 
Traditional Music. At the time of writing, these recordings 
await a future digitalisation and repatriation project that 
would make the entire collection available to Chuuk. 
Copies of the samples that I acquired from Indiana are now 
also located at the College of Micronesia, Chuuk Campus. 

9. Herzog's work is somewhat detached from Kramer's 
larger ethnography, and for some examples, it is difficult 
to match the recordings with the names of performers, 
places recorded, and even the texts, only some of which 
Kramer included and translated in his book, but did not 
always coordinate to the transcriptions or the recordings. 
In addition, Herzog's 56 transcriptions do not indicate 
the total number of Chuuk recordings, since there were 
multiple recorded examples of some genres that he did not 
transcribe. For example, Kramer transcribed and translated 
17 texts of engi (1932:377-83) compared with Herzog's 
four musical transcriptions of this genre (1932:401-2, 
1936:338). Herzog mentions three recorded chants for 
breadfruit ritual (1936:285). A total of 34 of Herzog's 
music transcriptions are from Chuuk Lagoon; another 16 
arc from the outer island of Polowat, and three are from the 
outer atoll of Murilo (Herzog 1936:327-35). Herzog's 1932 
analysis attempted a classification of the different genres 
from Chuuk Lagoon based on musical characteristics. His 
1936 publication was a comparative analysis of all the 
recordings made by the Hamburg Expedition throughout 
the Caroline Islands. 

10. For an in-depth description of the Hamburg Expedition's 
cultural and political encounters on another island in 
Micronesia, Tobi, see Buschmann (1996). Buschmann's 
article describes an encounter that took place with the 
expedition's phonograph in 1909 and is recorded in the 
contemporary oral history of Tobi. 

11. See Goodenough (2002) for detailed descriptions of several 
types of roong, including that of the sowuyotoomey. 

12. Kramer's 1910 visit also corresponded to this period. 
13. Tanabe was assisted on his voyage by Haruji Matsuc, a 

relative by marriage and director of the Nanyo Kohatsu 
Kaisha 'South Seas Development Company' (Tanabe 1978). 
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14. There is some discrepancy between the inventory of 
recordings published inTanabc's l%8 book and in the liner 
notes to the 1978 LP. Examining both, I have been able to 
identify at least 14 separate recordings, but Tanabe states in 
his LP notes that he recorded 18 examples in total. The LP 
was released after Hisao Tanabe's death and was planned 
and organised by his son Hideo (Barbara Smith, personal 
communication, June 2006). 

15. In his 1968 ethnography, Tanabe explained that Mori helped 
to organise three young men from Tolenson to secretly 
perform love songs for him since, because of the sexual 
content of the texts, the colonial government discouraged 
their performance (Kurokawa 2006:13). 

16. Kennedy's political and economic programmes for 
Micronesia, kept confidential at the time, were designed to 
move the region towards a permanent dependence on the 
U.S. through increased development. See Hanlon (1998) 
for an excellent critical history of this period. 

17. When Smith arrived in Chuuk on November 23, it was still 
November 22 in the U.S., the day of Kennedy's death, due 
to her crossing of the International Date Line. An American 
in Chuuk not affiliated with the Trust Territory heard the 
news on short wave radio and passed the information to 
those disembarking from the airplane (Barbara Smith, 
personal communication, June 2006). 

18.1 was recently made aware of reports that Latin singing is 
sometimes performed on Lukunoch Island, in the Mortlock 
Islands, on especially significant church occasions. 

19. The project took place in both Chuuk and Pohnpei, and 
Bailey hired and trained a total of 22 fieldworkers from the 
region. The Pohnpei materials are much better documented, 
in part because Bailey's M.A. research and thesis focused 
on Pohnpeian music (Bailey 1978). The Chuuk materials, 
which constitute a much larger corpus than those from 
Pohnpei, were left unorganised after the completion of 
the project. At the time of writing, I have completed a 
preliminary catalogue of these recordings. The names 
of the ten Chuukese collectors gathered from archival 
documents on the project were: Zorro Otto, Er-one Erwin, 
Esenien Simiron, George Hepen, Inos Alanso, Kintoki 
Joseph, James Naich, Raymond Zachary, Benjamin Sisira, 
Peter Soumwei. 

20. Copies of most of these compilations exist on audio 
cassettes at the University of Guam, Micronesia Area 
Research Center. I was able to locate these during a 
research visit in August 2004. 

21. Today in Chuuk it is not an exaggeration to say that almost 
every performance of music includes the accompaniment 
of the electronic keyboard. 

22. In addition to releasing CDs exhibiting the music of other 
worldwide locations, Fanshawe has since released CD 
compilations of his Pacific collections. The CD Music 
of the South Pacific includes two examples from Chuuk. 
Fanshawe's output also includes a large private collection of 

photos and journals, as well as commercially released video 
productions that include autobiographical information 
from his travels. The website www.fanshawe.com contains 
information about Fanshawe and his work. 

23.In the liner notes to Spirit of Micronesia Fanshawc (1995) 
writes, "A portion of royalties on this production is being 
donated to the World Music Foundation which supports 
musicians and Cultural Centers of Micronesia featured on 
this album." 

24. Sec Mellon (1994) for a critical discussion of films made 
about Micronesia. 

25.1 was able to record examples of engi in Chuuk Lagoon in 
2001 and recently in 2006. 

26. See Dicttrich (2002) for a detailed discussion of Chuukese 
performing arts, especially chants and dance chants. 
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Methodist Encounter with Fijian Culture: 

Indigenised Music and Christian Liturgy 

H E L E N B L A C K 

The first colonial encounter of any real impact on Fijian 
society began with the arrival of two missionaries -
William Cross and David Cargill and their families 
- from the Wesleyan Methodist Missionary Society in 
October 1835. Accompanied by a Fijian chief, Josua 
Mateinanui of Fulaga, they originally settled on the 
island of Lakeba in the eastern Lau Group (or Windward 
Islands). Coming from the Tongan mission then in its 
infancy, the missionaries gained entry to Fiji through the 
Tongan/Lauan dynastic connections. 

Given the complexity of Fijian society, the 
geographical scattering of some 520 islands and islets 
over 18,333 square kilometres and the small numbers 
of Western missionaries, it was apparent from the 
beginning of the mission that any success in introducing 
Christianity would have to be the responsibility of the 
Fijians themselves. Fijian Christian converts, with 
knowledge of their society, customs and traditions, were 
charged under the imprimatur of the Western mission
aries with the task of conversion. 

How then did these newly converted indigenous 
Christians convey the foreign concept of a Western 

religion to a well-established society of some 3,500 
years, a communal society with strong traditions? The 
answer is complex but lies partly in the evangelising 
work of the Fijian ministers (talatala) and lay-preachers 
or pastors (vakatawa) and also in the songs of the early 
Church: Christian songs based on the music and poetry 
of the meke, the generic name for indigenous Fijian vocal 
music with poetic text. This indigenous music, with its 
central role in Fijian culture, was a perfect vehicle for 
communication enshrining all past and present events. 
Fijian Christians utilising the music of their secular meke 
inserted Christian text in their particular poetic style, 
creating their own repertoire of religious music. Thus this 
music became not only part of the liturgy of the Fijian 
Methodist Church but also a vehicle for evangelisation. 

Ear ly M i s s i o n a r y E n c o u n t e r 

Fiji in the mid-19th century was a diverse and complex 
society. At the time of missionary contact, a collection 
of confederations, political unities known as matanitu 
under the control of paramount chiefs, ruled Fijian 
society. The most powerful of these hierarchical matanitu 
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Figure 1. The Fiji Islands. 
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were the coastal kingdoms of eastern Fiji, depending for 
their power on a network of "allegiance, alliance and 
subordination" (Thomas 1986:9). They were constantly 
at war and ruled by force through a warrior class (bati), 
maintaining their power through complex associa
tions of social organisations called vanua, yavusa and 
matagali.' Within each of these social organisations 
were local and regional social systems and distinctions 
of status from chief to commoner, each with expecta
tions of approbation, respect and reciprocity. Nephew 
rights (vasu), a complex system extending throughout 
the whole society involving special privileges between 
nephew and uncle (on the matrilineal side) over 
property, tributary and allegiance, had far-reaching 
social and political implications, particularly among the 
chiefly families of the matanitu. High priests (bete) also 
wielded considerable influence and enjoyed equal status 
with the chiefs at all levels of society. 

Before the arrival of the Methodist missionaries. 
Western impact on Fijian society was mostly confined 
to passing traders, beachcombers and others who, i f 
allowed to stay, did so only under the protection of a 
chief. Those seeking sandalwood and beche de mer for 
the China market traded these commodities for muskets 
and iron tools, thereby enhancing the power of the chiefs 
with whom they traded. On the whole, these Westerners 
had little significant impact on Fijian culture, though 
the threat to the authority and independence of some 
Fijian chiefs was beginning to be felt (Ravuvu 1991:3). 
The arrival of the early Methodists, however, had a 
considerable impact. Here were Westerners with skills 
as teachers, doctors, linguists, printers and builders, 
offering a different approach to spirituality and religious 
practice, an approach so radically different from Fijian 
spirituality that it would challenge the Fijian indigenous 
religion and ethos. 

In Tonga, waiting to come to Fiji, the missionaries 
William Cross and David Cargill learned something of 
Fijian customs, especially the importance of the turaga 
bale, the chiefly system underpinning Fijian society.2 

Their arrival in accordance with Fijian custom was 
possible through chiefly connections between the Lauan 
paramount chief Tui Nayau and his cousin Taufa'ahau of 
Tonga, a fact not lost on the Fijians.' 

The missionaries brought with them a translation 
of the first part of the Methodist catechism, the Lord's 
Prayer, the Ten Commandments and a prepared four-
page primer in the Lauan dialect4 (see Gunson 1978:263 
and Reid 1977:28-30). However, they were only a small 
group and, faced with the overwhelming difficulties 
of distance, constant warfare, diversity of political 
and social organisation, an oral culture and variety of 
discrete dialects, it was soon apparent that much of the 
work of evangelisation would of necessity, be Fijian-
based, lo this end with the help, in the first instance, of 
Tongan teachers and lay-preachers and Fijians converted 

in Tonga, schools were established and Fijians were 
introduced to Christianity, to the formalisation of their 
language, and to literacy.5 

I n d i g e n o u s C h u r c h m u s i c 

There had been a long history of cross-cultural exchange 
between Fiji, Tonga and Samoa, especially between the 
eastern Lau group and Tonga. Tongans, who came to Fiji 
to trade or build canoes, had already been introduced 
to Christianity through their own Methodist mission, 
then in its infancy. At the time of first missionary 
contact many Tongans lived in Lakeba, the largest of 
the Lau Islands. English and Tongan Wesleyan hymns 
were the first Christian music heard in Fiji and the first 
Christian converts came from the Tongan community. 
In June 1838, six chiefly Tongan lay-preachers led by 
Joeli Bulu were sent to Fiji at the request of Cargill to 
help him with the early mission in Lau. 6 The Tongan 
lay-preachers brought with them their hymnody based 
as elsewhere in the Pacific, on Western harmony, albeit 
with the addition of the minor instead of a major third.7 

William Woon, commenting on Tongan hymn-singing in 
his Journal of 1830, complained that "[s]everal of our 
excellent tunes are spoilt by the natives from singing 
them in a minor key; others are so completely metamor
phosed that we scarcely know sometimes what tunes 
they sing" (Moyle 1987:23). Tongan indigenous music 
was deemed unsuitable for Christian text, but Tongans 
were not alone in trying to cope with the strangeness of 
Western harmony; many other Pacific communities had 
similar difficulties, including Fijians. 

As the work of conversion progressed it became 
obvious to Cross and Cargill that the Lau Group was too 
far from the centre of power, and the Lauan dialect was not 
spoken in many other parts of Fiji. The mission needed 
to be nearer the powerful matanitu for any progress to 
be made. Paramount chiefs of a matanitu had absolute 
authority over lesser political groups and it was thought 
that without their acceptance of Christianity, the work of 
conversion could not really progress." Tippett (1954:3-
4) argues that there were many professed Christians 
before the conversion of their chiefs, although a chiefly 
conversion made it easier and safer for Christians to 
worship and continue the work of evangelisation 

Josua Mateinanui, who had been sent by Cross and 
Cargill to prepare for the possible reception of mission 
stations in other matanitu. arranged for Cross's reception 
in Bau (see Reid 1978:161 and Baleiwaqa 1996:23-
27). However, it was not deemed an opportune time 
and instead Cross went to the neighbouring matanitu 
of Rewa.'' This was two years after first arrival, and the 
work of conversion had begun in Lau among the Tongan 
community. Although there were converts among Fijian 
commoners, they were the minority until their chiefs 
acknowledged the Christian religion and it was safe to 
declare it openly. The southern island in the Lau Group 
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— Ono-i-Lau — was an example of a chiefly conversion 
that led to the whole island's conversion within eight 
years of first contact. And it was from this island that the 
first Fijian converts began their native mission as lay-
preachers and teachers. 

Although Fijian conversion was slow in the early 
years, the Western missionaries began their mission work 
once established within the centre of power: translating 
the Bible and an early hymnbook into Bauan and several 
other dialects, establishing schools and training insti
tutions for indigenous lay-preachers, catechists and 
teachers. The indigenous Christians began their own 
work of evangelisation and were received into villages 
in accordance with Fijian custom. There are many 
accounts of Christian worship in the diaries mission
aries kept, and in the various accounts of ships' captains 
and visitors to Fiji. From these accounts we know that 
the liturgy of the church from earliest times included 
Fijian indigenous music as part of the service. Calvert 
(1985:223-31) mentions the translations of Books of the 
Bible, the catechism and other small works as early as 
1839, and Erskine (a ship's captain visiting the islands in 
1848, 13 years after the landing of the first missionaries) 
describes a service he attended (Erskine 1987:200): 
1853 in Refs. Check/change. 

Even in performing the church service, part of it is 
chanted in the same manner as their old songs...a 
custom which not only makes the repetition of 
prayers easy and agreeable to Christians but attracts 
occasional heathen visitors, who are always pleased 
to listen to the music, if such it can be called. 

Erskine was possibly referring to the singing of 
the Te Deum, the Lord's Prayer and the catechism to 
the meke, the generic name for Fijian vocal music with 
poetic text (see Calvert 1985:257). We know that these 
set texts were sung to Fijian indigenous music and that 
the catechism, the Lord's Prayer, the Apostles' Creed 
and Te Deum were also prepared in the Fijian vei sau 
"antiphonal" manner - familiar as a Fijian poetic style.10 

After hearing the singing ("chanting") of the Te Deum and 
the Apostles' Creed Mrs C F . Gordon Cumming, while 
on a visit to Fiji in 1875, sagely observed (Cumming 
1881:86) that "the missionaries...wisely made use of 
native customs when practicable. The purely national 
tunes...had a certain attraction in their drone-like 
monotony; those borrowed from us [Westerners] are 
generally discordant". 

It is questionable whether it was the missionaries 
who "made use of native customs". Perhaps the reality 
was that it was not the missionaries but Fijians who 
were utilising the music with Christian text as their 
means of communication with God." It should be noted 
that, unlike Tongans, Fijians had had little exposure to 
Western music. Given Fiji's fearsome reputation at the 
time of missionary contact, most Westerners stayed away. 

preferring to trade with Tongans. The Fijians' first real 
experience of Western harmony was hearing the English 
and Tongan hymns of the early Methodist missionaries. 

Cumming's comment on the Fijians' difficulty 
with Western harmony is interesting because her obser
vations were made 46 years after first contact, and 
highlight the fact that the utilisation of the music of 
the meke was in every way a more suitable vehicle for 
Fijian religious expression. We cannot conclusively date 
the exact beginning of the indigenous Christian meke, 
Nevertheless, it may be assumed with some certainty 
that, as Fijian Christians moved among their people, 
they did what Fijians have always done when there is 
something important to convey: they composed and 
sang a meke about it. 

Meke 

Covering a wide range of themes and styles, meke are 
known and sung throughout Fiji in the dialects of the 
composers. Given the "continuous migration and reset
tlement" (France 1969:13) of pre-contact Fijian societies 
and the consequent importance of identity and vanua,'2 

meke poetic text necessarily recorded many facets of 
society, as the collective memory of a diverse Fijian 
culture. Commenting on this, Tuwcrc (2002:57-58) 
points to their unbroken tradition and argues that within 
the poetic text the memories of past events have "helped 
to support and reinforce the social system" (see also 
Ravuvu 1987). In recounting past and present history, 
recording daily life, the passing of seasons, momentous 
events and religious beliefs, the oral history of Fiji is 
preserved and remembered over generations." 

This indigenous music was a perfect vehicle for 
communication, already an oral tradition, central to 
Fijian society. Strict protocol in Fijian musical tradition 
governs the composing of a new meke. The composer 
(dau ni vucu) of the music (/' balebale) and the text (qaqa 
ni meke) is held in high regard by his clan (matagali). 
Any new meke is received with much ceremony. In 
Fijian tradition when a meke is requested the dau ni 
vucu is approached with full ceremony, including gifts 
of kava (yaqona), food and sometimes a whale's tooth 
(tabua). The request is made and if accepted the new 
meke is performed to those who requested it, sometime 
later on an appointed night. Various members of the 
assembled performance group are pre-assigned a stanza 
to memorise as the meke is performed only once by 
the dau ni vucu while in a trance. It is then taught and 
becomes the property of those requesting it. It is said 
the inspiration for the meke comes from the spirit world 
visited sometime whilst the dau ni vucu is asleep (see 
Saumaiwai 1980:83). A successful meke is judged on 
its text, for Fijians have a great love of metaphor and 
riddle, and the text is paramount. Williams (1985:116), 
commenting in the 19th century on meke text, wrote that 
Fijians' love of their poetry amounts to a passion, adding 
that their singing was "always in a major key".'4 

61 



OCEANIC MUSIC ENCOUNTERS: Essays in Honour of Mervyn McLean 

There is some confusion, however, over the 
precise definition of meke as there is no single English 
equivalent.15 Meke has many forms. The most complex 
are accompanied by dance, but this is only one form 
of meke. There are many non-dance meke of equal 
importance, and of these the best known are the vucu."' 
In his article linking meke and same, Goldsworthy 
(1995:23-33) correctly described meke as traditional 
chants and dances, but did not discuss the vucu meke 
from which the same itself evolved.17 In Fijian context, 
meke is all sung poetry.18 The genre can be divided into 
dance and narrative (vucu), which further subdivide into 
specific meke titles, denoting either the name of a dance 
(as in fan dance, meke iri) or the subject of the narrative 
(as in children's lullabies, meke ni veimei). Within the 
vucu of special interest to this discussion arc meke sung 
for occasions such as prayers, narratives, genealogies, 
epics, important past events, celebrations of birth, 
life, death, marrage, children's games and lullabies, 
work songs, educational songs, songs of celebration, 
seasonal events like the offering of "first fruits", and 
also oral records of laws and customs. However, the 
most important of all the non-dance meke is the solemn 
ceremony of meke ni yaqona or meke vakaturaga. In 
commenting on the antiquity of the meke ni yaqona 
text and observing the archaic lexis of the meke, France 
(1969:10) maintains that the words and the stories are the 
oldest still in use.19 Of all the meke, those for the yaqona 
ceremony are the oldest and most celebrated throughout 
Fiji — this genre of meke belongs to all Fijians.20 The 
musical structure of meke varies according to type, 
reason for composition and performance location. 
Common elements include the harmonic or polyphonic 
structure, the number and naming of vocal parts - laga. 
tagica and druku - textual construction, regional dialect, 
performance practice, accompaniment for dance meke, 
anil above all the paramountcy of rhythm. However the 
composing of the Christian meke - same, polotu and taro 
- although a direct outgrowth of secular meke, did not 
follow village tradition. Instead Christians fitted their 
poetic text to the music in the style of the secular meke 
ni yaqona, meke lele, or meke ni vucu. These meke are 
recorded in missionary writings and were part of pre-
Christian society. Although the religious meke were not 
composed in strict village tradition, Fijians understood 
their importance and received them accordingly. 

I n d i g e n i s e d C h r i s t i a n s o n g s 

Methodist Church ritual clearly suited Fijians and with 
obvious changes, mirrored some social gatherings. The 
outward appearances of Methodist practice, the plain and 
unadorned place of worship, a liturgy in which the whole 
congregation participated worship conducted in the 
vernacular, the organisational structure and the singing 
(comprising Methodist psalms, prayers of the sacraments 
and hymns) all fitted well into Fijian Christian society.21 

But it was the deeper structure of the indigenous music 

with Christian poetic text that went to the heart of the 
new worship. Following the musical tradition of their 
pre-contact spirituality. Christian Fijians drew on their 
meke for Christian sung narrative. Bible stories, particu
larly the narrative text of the Old Testament, appealed 
to their love of metaphor and riddle, but the books of 
the New Testament have a more lyrical style of poetry. 
Catechism and prayers with set text fitted into the music 
and were sung as part of the church services. Also there 
were poetic texts composed as sermons reflecting on 
theological principles, which together with the historical 
recordings of important church events produced a unique 
record of Church history.22 Fijian pre-contact musical 
tradition lent itself in every way to textual change, 
without losing its indigenous identity. 

Three distinct category of Christian songs, two 
(same and taro) having Fijian poetic text and one 
(polotu) with a set text (the Methodist catechism), are 
the religious vocal music that formed and continue 
to form, part of the liturgy of the church along with 
hymns (sere ni lotu) influenced by Wesleyan hymnody. 
Although all three Christian genres are distinct, they 
may also be paired; same and taro have similar musical 
structure but different textual composition and subject, 
while same and polotu have different musical structures 
but similar textual composition and subject. 

Taro 

Originating from the island of Vitilevu, taro was the 
first of the religious songs included in the Methodist 
liturgy. The singing of the taro was originally learned 
and performed from memory and would have been sung 
in the dialect of the congregation. Later, the text was 
included in the Ai Vola ni Sere ni Lotu Wesele e Viti (Fijian 
Methodist Hymn Book) and sung in Bauan. The music, 
as with all the indigenised Christian songs, is not notated 
but is taught orally. Taro 'ask a question' consists of the 
singing of the 14 Chapters of the Methodist catechism, 
and is sung before the So Kahu 'Sunday Service' by the 
women of the congregation (Figure 2). J 3 

At the first beating of the tali (paired Fijian slit-
drums), formerly used to call people to cannibal feasts 
but now announcing the Sunday Service, the women 
commence the singing of the taro, taking up from 
where they had ended the previous week. When all 14 
chapters have been completed the cycle is repeated. 
The position of the leading singers is sought after and 
is shared among the group. Leaders are chosen for 
their skill in fitting text to music. The text, reflecting 
Methodist principles, is arranged in the Fijian vei sau or 
antiphonal style, typical of meke performance practice. 
Although the text for the taro is also set, the use of two-
or three-part Fijian polyphony with some doubling at 
the octave is similar to the polyphonic composition of 
secular meke. The narrow intervallic range of seconds, 
thirds and fourths, the limited melodic movement and 
the paramountcy of rhythm are all reminiscent of older 
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Figure 2. The singing of the taro before the Sunday Service. Photograph: Helen Black, Matacawalevu, Yasawas, 2001. 

secular meke. The naming and positioning of parts 
remain the same; the lead singers (laga and tagica) begin 
each new line and are joined by the chorus (druku) parts. 
The text is syllabic and fitted to the music; extra vowels 
arc optionally added to complete a musical phrase, 
although it is not unknown for such a phrase to finish 
in the middle of a textual line. Apart from the subject of 
the text, the only departure from secular meke style is 
that the taro is not sung in the dialect of the performer. 
The question in the taro is spoken; the answer, if longer 
than a line, is sung. Every word in the text is sung, 
including all Bible references; for example, Isaiah 53.6 
is sung as Aisea Tsaiah', wase 'Chapter', limasagavalu 
'fifty', ka tola 'three', tikina 'subdivision', e ono 'six'. 
In some congregations, even the punctuation marks are 
sung, for example: cegu e na cegu 'breathe or stop at 
the full stop', cegu e na koma, 'breath at the comma', 
cegu e na koloni "breathe at the colon'. The inclusion 
of the punctuation marks in the text may well have been 
part of English lessons in the days of the mission and 
their inclusion in the taro is an echo of early missionary 
instruction. As the singing of taro is seamless, instruc
tions to take a breath are unnecessary, singers doing so 
as a matter of course. 

While the taro is being sung, the congregation 
gradually make its way to church, and the singing of the 
taro ends at the second beating of the lali, announcing 
the beginning of the service. 

Same 

The same is not, as its name might appear to suggest, 
a sung Psalm, and bears no musical resemblance to 
English psalmody, cither in text or in melodic structure. 
Originating in Viti Lcvu, the Fijian same is an indigenous 
composition and a 'psalm' in name only.24 Like that of the 
taro, the music for the same comes from secular meke. 
Indeed the music for taro and same share some features. 
Both are based on a Fijian polyphonic framework with 
a limited intervallic range and melodic movement, 
paramountcy of rhythm, and have a tonal centre or main 
melodic line in the middle of the composition known as 
gau-ni-meke. Both have the same named vocal parts -
laga, tagica and druku - and arc sung in Bauan, although 
the same text is Fijian poetry and includes some regional 
dialectic words and pronunciations. Same, however, have 
greater polyphonic freedom than taro, especially in the 
leading laga and tagica parts. In same, the laga 'lead' 
and tagica 'chime in' sing the first two or three lines of 
each stanza in a two-part polyphony of seconds, thirds 
and fourths, sometime converging in unison, before they 
arc joined by the druku 'choral line'. The laga has the 
responsibility of setting the pitch and the tempo of the 
composition.25 Same and taro arc sung throughout Fiji, 
and polotu and same represent oral compositions passed 
down through generations. 

The text of same is a lyrical style of poetry comprising 
stanzas of varying length. Both same and polotu have the 
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same textual subject divisions: biblical references from 
the Old and New Testament, lessons or sermons, and 
Church history.20 They are composed narratives using 
the poetic structure of secular meke with syllabic text, 
added vowels and tags inserted in the middle or at the 
end of words to support rhythm. The natural stress of 
spoken language is not reflected in the music as the notes 
fall equally on all vowels; all three forms utilise this 
patterning. Commenting on meke text in the late 1880s, 
Lorimer Fison noted (Fison 1885:196): "the words in 
their singing or rather chanting, are divided according 
to the tune, without reference to the sense - a pause not 
infrequently occurring in the middle of a word". He was 
of course referring to paramountcy of rhythm. 

Both same and polotu are sung during the Sunday 
Service before the sermon, often complementing the 
sermon and gospel reading of the day with simular 
themes. Same is the religious song most closely allied 
with meke ni yaqona (see Saumaiwai 1980:84), and is 
sung by the older women of the congregation who form 
a circle (mirroring that of secular meke) at the front of 
the church, with the two leading singers in the centre of 
the group (Figure 3).2 7 

Polotu 

Lauan Christians, like Christians from elsewhere in Fiji, 
utilised their own vocal music with its particular forms, 
rhythms and poetic devices for composing religious 
songs for inclusion in their liturgy. As mentioned earlier, 

the first Christian music heard in Fiji was in Lau where 
a large Tongan and Tongaviti community was resident 
at the time of first-contact.28 Western and Tongan 
hymns were sung in the early services until Fijians were 
evangelised and Christians began composing their own 
religious music. Referring to Lauan polotu, Tippett 
(1958:84-95) notes: 

One of the finest examples of the way in which 
a truly pre-Christian cultural element can remain 
and impress itself on a young Church, is the 
custom [Fijian] known as Polotu. Culturally (i.e. 
in form) it is thoroughly endemic; religiously it is 
thoroughly Christian and therefore new. Here is 
an example, not of a Christian imposition on an 
ancient culture, but an ancient culture's steadfast 
refusal to disintegrate, in spite of dramatic 
religious change....These are ancient lyrics, 
composed in the measures and with the techniques 
there were once used for the hero-stories of Fijian 
mythology. It was in these rhythms that islanders 
of generations of the pre-Christian era heard [their 
stories]...The technique...has been transferred to 
the new faith. 

Polotu is a generic term for some of the Christian 
music in Lauan Methodist liturgy.2" It refers variously to: 
the singing of Methodist theological principles, biblical 
stories and church history utilising their indigenous 

Figure 3. The singing of the same in a Church service. Photograph: Fdward Black, Nabubu, Vanualevu, 2001. 
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music; the singing of hymns10 from the first part of the 
Tongan hymnal with text from the Fijian Hymn Book; 
the singing of Methodist prayers; and — if not part of 
the Sunday service — to the congregational gathering 
in church where several choirs celebrate together with 
indigenised Christian songs and hymns. Of interest here 
arc the singing of the indigenised polotu encompassing 
Methodist theology in Fijian poetic text, which like 
same, is sung as part of the Sunday Service, comple
menting the biblical text and sermon of the day. 

The poetic text of Lauan polotu is wholly Fijian and 
composed by Lauans. Interestingly, although same and 
polotu have the same text divisions and are sung in the 
same dialect and in the same part of the worship, Lauans 
also include both same and taro as part of their worship. 
By contrast, only the same and the taro are an integral 
part of the worship in non-Lauan congregations, although 
polotu (while not being a regular part of the liturgy) is also 
known. The singing of polotu by the whole congregation 
is led by the tenor who keeps time to the accompaniment 
of a tiemi 'triangle'." Polotu is based on triadic Fijian 
polyphony of five or more parts with some doubling, 
the core vocal parts consisting of two women's and three 
men's parts. The tenor (the leader) is responsible for 
setting the pitch and the rhythm of the polotu and for 
the change of tempo throughout; this is done by beating 
the rhythm on the triangle at the beginning of the song 
and just before the change of each stanza. This change 
of rhythm is peculiar to polotu. Polotu are characterised 
by frequent melodic and rhythmic changes, and also a 
Fijian poetic device found in many secular meke known 
as kenai kau or dulena. These are stanzas not necessarily 
related to the subject of the text, but inserted as breaks to 
divide the main story line (Tippett 1980:32). Like same, 
the text of polotu may include vocables at the ends of 
words or stanza lines to accommodate rhythm, which is 
paramount in all Fijian indigenous singing. 

In the early years of the Mission, the inclusion 
of same, polotu and taro within Methodist liturgy in 
the Fijian church would presumably have seemed a 
natural progression for the early Christian converts. At 
the time of first contact, Fijians already had a musical 
framework within which Christian text could be placed 
a seamless bridge between two spiritualities, through 
which Methodist principles would be imparted. Western 
missionaries, sensitive to the complexity of Fijian 
society and the system underpinning it, understood 
the value of such music and its potential for Christian 
evangelisation. As Williams (1985:257) remarked in 
1844: "the most striking effect was produced by their 
chanting of the Confession and the Te Deum to one of 
their own wild strains". 

C o n c l u s i o n 

The impact of the colonial Christian encounter, 
especially during the first 50 years of the Wesleyan 
Mission, had a considerable influence on the Fijian 

nation. The mission played two important roles: religious 
and social. First, and most importantly, it introduced a 
Christian religion offering a loving God encompassing 
the whole society. Secondly, the mission served to 
influence the beginning of the unification of Fiji through 
the establishment of a lingua franca, a written language, 
education, Western medical practice, and an acknowl
edgment of the chiefly system of turaga bale. 

Indigenous Christian songs of the mid-19th century 
of have survived as Fijian Methodist church liturgy. Sung 
in the Bauan dialect, these Christian texts arc integral 
to the Fijian Methodist theological framework; most 
Fijians accepted and embraced the message brought 
by Western missionaries of their foreign "god" within 
a relatively short space of time. By the 1870s, Fijian 
missionaries were already in Melanesia. In contemporary 
Fiji, Methodism is well established as a central part of 
Fijian culture and rooted in the turaga bale system. The 
choice of indigenous Christians for evangelism and the 
patronage of the powerful eastern matanitu ensured 
that the Methodist encounter in the mid-19th century 
would not only succeed in its intentions, but also remain 
synonymous with the Fijian way of life. 

Hymns and anthems based on Western triadic 
harmony have been composed and sung in Fijian 
churches for at least 150 years, yet the same, polotu 
and taro, with their links to the musical past, are still an 
integral part of Methodist worship. The historical and 
musical significance of these Christian songs to Fijian 
lies in the context in which this music is composed and 
performed; despite religious change and widespread 
conversion to Christianity, continuity with tradition 
remains. Fijian Christians kept the musical composition 
and poetry of their indigenous music and Christianised 
it. Just as with their secular meke, the poetic texts of 
same and polotu are wholly Fijian in both style and 
structural complexity: semiotic compositions of 
Christian principles filled with metaphor, simile and 
riddle. In the Fijian Methodist Church the central role of 
the same, taro and polotu - whose song texts are based 
on prayers, catechism, biblical stories, lesson, and church 
history - was crucial in attracting worshippers and 
others by their performance. Indigenous missionaries, 
lay-preachers and teachers introduced their instruction 
in the Fijian way: in song, in dialect and in accordance 
with custom using a theological framework within a 
Fijian framework. Had the church musical repertoire 
consisted solely of Western-style hymns, doubtless the 
work of the Fijian Christians would have been slower 
and more difficult as Fijians struggled with Western 
harmony, and poetical image. 

Indigenous Christian songs are well known and 
understood in Fijian society, mirroring all Fijian poetry, 
whereas the text of Western-style hymns do not follow 
traditional poetic structure and have a more transparent 
and prosaic meaning. The indigenous liturgical songs go 
to the heart of Fijian culture and although we may not 
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be able to authoritatively predicate how far back these 
music styles were performed in a secular context, there 
is enough evidence in the structure of the text and the 
music to affirm that this indigenous music was most 
probably an integral part of Fijian society at the time 
of missionary contact. In contemporary Fijian society, 
where Western influence is so pervasive, it is testimony to 
the importance placed on these religious songs and their 
part in the Fijian Methodist liturgy that Fijian Christians 
elected to use this traditional means of communication 
for contcxtualising and expressing their faith. 

N o t e s 

1. Vanua, yavusa and matagali arc descent groups of varying 
sizes bound by ties of a common ancestor, kinship, place 
and political affiliation. 

2. An original ancestral language (Proto Oceanic), from 
which a chain of dialects evolved called Proto-Central 
Pacific, and were the dialects thought to have been spoken 
by the original Lapita settlers of Fiji. Over time, distance, 
place and movement of people, a series of dialectic chains 
evolved whose speakers spread out within and outside of 
the Fijian Group. A glance at the widespread geographic 
configuration of Fiji (sec Figure 1) indicates the reason for 
the number of different dialects spoken in Fiji at the time 
of missionary contact (See Geraghty 1983). 

3. Three Tahitian teachers from the London Missionary 
Society, brought to Lau under the protection of Takai, a 
Lauan chief from the island of Oneata, had preceded the 
Methodist missionaries by six years. However, in that time 
the Tahitians made no converts, never learned the language 
and were given no help from either their Society or the 
Paramount Chief of Lau (see Calvert 1985:9, also Schultz 
[ed.] 1977:59-60, Thornley 1996:91-114, Wood 1978:21). 

4. Josua Mateinanui, a chief from the island of Vulaga(Fulaga) 
in southern Lau who was in Tonga at that time to teach a 
Fijian meke dance, had already converted to Christianity; 
he worked with Cross and Cargill on the first Lauan trans
lations (sec Baleiwaqa 1996:20-30). 

5. Given the number of dialects it was impossible to translate 
the Bible into all dialects because of their sheer numbers. 
Bau was considered the most powerful confederation at the 
time of missionary arrival and the Bauan dialect the most 
spoken or understood throughout the group. Consequently, 
the Bauan dialect was selected by the Western missionaries 
as the lingua franca of Fiji. 

6. The other members of that first group were James Havea, 
Jeremiah Latu, Julius Naulivou (first cousin of Taufa'ahau, 
King George of Tonga), Silas Faone and Wesley Langi 
(Wood 1978:38). The six Tongan lay-preachers together 
with Josua Matcinaniu, were the pioneers of the early 
mission in Fiji. 

7. These hymns, known by the Tongan term hiva usu, are still 
sung by some Lauans using texts from Ai Vola ni Sere ni 
Lotu Wesele e Vili, the Fijian Methodist hymn book. 

8. Calvert [1985(I858):22] maintained that Tui Nayau urged 
the missionaries to go to Bau because he would not Lotu fa 
Tongan word for church/Christianity adopted by the Fijians, 
in this case meaning that he would not accept Christianity) 
without Cakobau, the Paramount Chief of Bau doing so first. 

9. Bau, a small island south east of the main island of Viti 
Levu, and Rewa, the neighbouring matanitu to Bau, 
situated to the east on the main island of Viti Levu (see 
Figure 1), together with Cakaudrove were the three most 
powerful matanitu at the time of first contact. Without 
their co-operation the work of the mission could not have 
proceeded. For a detailed discussion on chiefly authority 
and the Church, see Thornley 1979: Chapter 3. 

10. Tippctt (1967:7) notes this antiphonal form when discussing 
worship in pre-contact times: "Both chanting and praying 
were highly developed arts and diversified for numerous 
purposes... Litanies were used with the priest and people 
responding". 

11. The use of meke in pre-contact Fijian spirituality was as a 
communal medium whereby both priest [bete) and people 
sang with one voice to the many deities. In all other suppli
cations or thanksgiving the bete was the sole medium 
between the people and their gods. 

12. In this context, vanua means place, kinship or common 
ancestral ties. 

13. In his definitive work on the Hill Tribes (kai colo) of Viti 
Levu, Brewster (1922:72) claims that some meke ni vucu 
were remembered as far back as nine or ten generations. 

14. Fijian meke arc based around a tonal centre; that is, they 
are not sung in major or minor Western keys. 

15. In the Fijian Bible (New Testament; 326) meke is the generic 
term for singing and song as, for example, in Revelations 
14:3 "a ra sa meketaka na meke vou e na mata ni tikotiko 
vaka turaga..." "And they sung as it were a new song before 
the throne [of the chief]". 

16. There is some confusion about the description and 
terminology of the vucu but the consensus from my 
extensive fieldwork indicates that vucu is acknowledged in 
most Provinces as non-dance narrative meke with a variety 
of themes including meke ni yaqona and meke sung as 
prayers to the gods in pre-contact time. 

17. Same is one kind of Christian meke, and is discussed below. 
18. With the exception of meke ni yaqona, many contemporary 

urban Fijians associate the name meke with dance, which 
caused some problems in my early research as there is 
no consensus for the exact meaning of the word. Other 
forms of meke, such as those not composed for dance, are 
sung in villages as part of village life. Fijians not living in 
a village do not often get the opportunity to hear or take 
part in them. These non-dance meke are known by their 
individual names in each Province, hence the difficulty in 
precise definition. 

19. It is interesting to note that the meaning of some meke texts, 
particularly those of meke ni yaqona. is often unknown to 
the singers. However, the fact that the meaning of an archaic 
text may be long out of memory is of no concern to the 
performers, as I myself experienced with the texts of some 
of my field recordings of meke that arc untranslatable. 
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20. For a comprehensive discussion on Fijian meke, poetry and 
oral narratives, see Kaisau (1978). Kubuabola el ai. (1978) 
and Waqavonovono (1978). 

21. Worship in the early days of the mission was carried out 
in the vernacular of the congregation, mostly eastern Fiji. 
However, when the Bauan dialect was established as the 
Unga franca, all worship, including singing, was conducted 
in Bauan. The first mention in missionary correspondence 
of a service in Bauan is in a letter from William Cross to the 
Secretary of the Wesleyan Missionary Society on January 
21, 1839 (Mitchell Library, MOM 134, CY reel 765). 

22.1 have recorded several of these important chants, including 
Cube ni Lotu (the Coming of the Church to Fiji), Same nei 
Misi Peka (the Death of Rev. Thomas Baker), Same nei Misi 
Lagami (the Story of Rev. Langham and the Lovoni people 
of Ovalau), Same mai nui Talatala (the Story of Cross and 
Cargill coming to Fiji), and Same ni 2000 (the Story of the 
2000 Coup in Fiji). 

23. Most missionary diaries record that the whole congre
gation participated in the singing of the taro, led by the 
women, although current practice is for only the women of 
the congregation to sing it. 

24.1 suspect the name was "borrowed" from missionary 
psalmody to distinguish the music from a secular meke, 
and to the missionaries' ears, the music of the meke was 
acceptable for the liturgy. 

25. For a comprehensive discussion on same composition, see 
Goldsworthy (1995:23-33) and Thompson (1971:14-21). 

26. To these divisions I would add prayers. The divisions are 
based on my analysis of fieldwork collections and also 
recordings made during the Annual Choir Competitions, 
held during the Hose ko Viti (the annual Fijian Methodist 
Church Conference). 

27. The singing of same was originally performed by the whole 
congregation, but now very few men participate. The druku 
part is much enhanced when the men join in. 

28. Tongaviti people were Tongans who, over hundreds of 
years, settled in Fiji and married into the Fijian community 
at the highest level. This phenomenon happened in reverse 
in Tonga where descendants of a Fijian-Tongan alliance 
belong to the Fale Fisi (House of Fiji). Tongaviti people 
are found throughout Fiji. 

29. The name polotu is thought to have been borrowed from 
Tongan, but it is unclear how the name became synonymous 
with church music in Fiji. McLean (1999:114) notes a 1918 
report which refers to a 'bolotu' [po lotu] or 'church night' 
as being a competition among church choirs, and also refers 
(1999:397) to a mission-approved Tongan competition as a 
po lotu or 'night service'. 

30. This is a legacy from the earliest days of the mission. 
31.If a triangle is not available, the time is beaten on a book 

or, in the case of the Rotumans, a bicycle bell. Goldsworthy 
(1998:776) also notes that a beaten rod or a plate may 
substitute for a triangle. Whatever is used has to be loud 
enough for the congregation to hear the change in rhythm. 
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Laip Senis: Music and Encounter in a Papua New Guinean Community 

KIRSTY GILLESPIE 

none laip senis ngandu waiya keinia 
imane laip senis Uganda waiya keinia 

Ngate haka ipa mo waiya keinia 

boy's life change keeps coming 

girl's life change keeps coming 

God's talk is like water, it keeps coming 

I n t r o d u c t i o n 

1 open with a Christian song, popular in the Duna 
community of the Southern Highlands Province of 
Papua New Guinea. This song declares that laip senis, 
meaning 'life change' in Tok Pisin, one of the country's 
lingua francae, keeps coming for both boys and girls, as 
a result of God's word that comes down like rain, never 
drying up.1 Laip senis exists alongside such Tok Pisin 
terms as tanim hei 'turn the belly' (i.e., convert), used 
throughout the country by missions in their efforts to 
convert Papua New Guincans to a Christian way of life. 
Here, however, the term — and the song — takes on an 
even deeper resonance when one considers the dramatic 
life change experienced by the Duna people since the 
1930s. So, what has changed for the Duna? How are 
they expressing this life change musically? 

In this paper 1 endeavour to answer these questions 
first by examining the history of both the colonial and the 
missionary encounter in Duna country in and around Lake 
Kopiago, focusing on the kinds of musical influences of 
these encounters. The second section examines how the 
Duna have merged these introduced musical influences 
together in order to sing contemporary songs about their 
current life experience. I conclude with some brief notes 
locating this kind of musical syncretism, appropriation 
and indigenisation in the discourse of ethnomusicology. 

T h e C o l o n i a l E n c o u n t e r 

The Duna are an ethnic group living in the remote north
western corner of the Southern Highlands Province of 
Papua New Guinea. The name is also applied to their 
language.2 They do not live in villages but in homes 
dispersed across the area (cf. Haley 2002a: 14) and 
their livelihood is based on subsistence farming, with 
currently an average very low annual income of 20 
kina (approximately AUD9) (Hanson et ai 2001:93). 
Currently, the number of Duna speakers totals around 
25,000 (Haley 2002a: II). 

The Duna's first encounter with the West occurred 
in 1934 when an Australian patrol led by Tom and Jack 
Fox travelled through the area prospecting for gold. This 
patrol was the first into the densely populated Highlands 
region, which had never before been known to the rest 
of the world (nor was the rest of the world known to 

it). First contact was acrimonious: whilst the Foxes 
themselves did not document and even went so far as 
to deny causing any deaths or violence, the indigenous 
people of the Highlands report otherwise (Allen and 
Frankel 1991:97-99). A subsequent patrol in 1938-39 
was led by Jim Taylor and funded by the Australian 
government. Its aim was to map the area and to bring 
a "pax Australiana" to relations with indigenous 
communities ahead of the arrival of an anticipated 
high number of prospectors lured by gold (Gammage 
1998:11). On this second patrol chaos and conflict were 
reported to have occurred (possibly exacerbated by the 
Duna's memory of the Fox patrol), which led the Duna 
to believe that "the world was falling apart" (Gammage 
1998:136), a response typical of the region at this point 
of first contact (Schieffelin 1991:3). 

Photographic footage from the second patrol, 
however, illustrates mostly positive exchanges between 
the Highlanders and Taylor's men. In particular, one 
photograph shows a policeman's wife playing the 
mouth organ to an eager group of women in Wabag, 
a Highland community approximately 100 km cast 
of Duna country (reproduced in a plate in Gammage 
1998:172-73). According to Bill Gammage, Jim Taylor 
carried several mouth organs with him on patrol, and 
these, along with metal jews harps, were used for trade 
(Bill Gammage, pers. comm., 23 November 2005).' The 
popularity of the mouth organ may have resulted from 
the apparent similarity between it and traditional Duna 
musical instruments whose sound is also produced 
through the mouth, such as the kuluparapu 'bamboo 
panpipes' and luna 'jews harp', which are widespread 
across the Highlands (see Figures 1 and 2 for images of 
these instruments). Gammage also writes that the Siane 
and the Purari (people from other regions of Papua New 
Guinea) who were on this patrol played flutes at night, 
which no doubt would also have been heard by the people 
of the country through which they travelled (though it 
is unlikely they would have been traded as it appears 
they may have been associated with religion and sorcery 
by some of the members of the patrol) (Gammage 
1998:115, 138). These appear to be the first examples 
of the Duna's exposure to music of cultures outside of 
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their own region of the Highlands. It was not the first 
exposure to other musics than their own, however: the 
Duna were never a closed musical community by any 
means. They share similar musical elements such as 
musical instruments and certain styles of group and solo 
singing with neighbouring language groups, the Huli in 
particular (cf. Pugh-Kitingan 1998). 

Despite the eagerness of the second patrol to 
establish inroads into the Highlands, it was not until 
the late 1950s that the Australian Administration, then 
governing the area as part of the Territory of Papua and 
New Guinea, began to build a station at Lake Kopiago. 
This was to become a centre of activity for both the Duna 
and the government, with an airstrip and trade stores, 
council buildings and eventually a club for expatriates 
where the government officers played their chosen 
music on the radio for entertainment (Bill Gammage, 
pers. comm, 23 November 2005). 

The key musical influence in Papua New Guinea at 
this time was guitar and ukulele music, first introduced 
to the country on a large scale during the 1940s by 
servicemen from Hawaii and the Philippines (Webb 
and Niles 1987:54). These instruments, when played 
together and combined with a vocal line and sometimes 
also a separate bass line, form the basic elements of 
stringband music. By the 1960s stringband music had 
become popular in villages throughout the country 
(Crowdy 2001:135). It eventually reached Kopiago by 
radio, and perhaps also through musicians in the admin
istration. Several stringbands were later established in 

Figure I. Sane Noma holding three luna traditional bamboo 
jews harps. Photograph: Kirsty Gillespie, April 2005. 

the community, in particular to provide the club with live 
entertainment. It is also possible that films were shown 
at Kopiago during these heady colonial days: cowboy 
film music has been noted as a major influence on PNG 
guitar styles (Webb and Niles 1987:53). 

Under the Australian Administration, Duna men 
became particularly mobile; rivalry between indigenous 
groups in the past is one reason given for limited travel 
(Okole 2005:187). Men travelled as far as Port Moresby 
in pursuit of paid work with the Administration, and on 
plantations. In these locations far from home, exposure 
to other musical styles and instruments was inevitable. 
The metal jews harp, in addition to the mouth organ, had 
been an instrument of trade in Papua New Guinea since 
the early 1900s (Webb and Niles 1987:52) and eventually 
found its way to the Duna community on the men's return. 
The jews harp proved to be a very popular instrument, 
and its volume, tone and robustness continues to make 
it favoured by many men over the traditional bamboo 
luna (sec Figure 1). The instrument can also double as a 
fashion accessory/ hair clip (see Figure 2). 

Despite all this musical activity around the Kopiago 
station, Vida Chenoweth, the one ethnomusicologist of 
the time who was working with Duna songs (as collected 
by others) claimed that the Duna "have not been 
known to adopt any western [sic] songs" (Chenoweth 
1969:218). However, the scene had been set. In 1964, the 
Administration officially derestricted the Lake Kopiago 
area and the eager missions were finally allowed to enter 
(Haley 2()()2a:26).4 

Figure 2. Sane Noma with a metal jews harp in his hair, 
holding two kuluparapu pan-pipes. Photograph: 
Kirsty Gillespie, June 2004. 
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T h e M i s s i o n E n c o u n t e r 

The first missions to enter the Lake Kopiago area 
were the Lutheran Church, and the Christian Missions 
in Many Lands (CMML) . but by 1967 there were six 
different denominations between Kopiago and Aluni 
(Stiirzcnhofecker 1998:21). Nicole Haley writes that, as 
a consequence of increased colonial activity, the ritual 
activities of the Duna had gradually ceased over the 
previous decade, thus clearing the way for the activities 
of the missions. This meant that in a very short time 
"virtual wholesale conversion had been achieved" by 
the missions (Haley 2()()2a:26). 

Scholars have compared and contrasted the impact 
of the colonial encounter with that of the missions, 
albeit from different angles. Regarding the preservation 
of culture in reference to Highland Papua New Guinea 
generally, Andrew Strathern observes that: 

missions always deliberately set out to alter and 
replace the people's own culture, in both material 
and spiritual terms. By contrast, the Australian Ad
ministration officers maintained a more complex 
attitude towards local practices. In respect of social 
structure, they tended to be 'conservationists': this 
structure must not be broken down, they reasoned 
because if so, they would lose the reliable inter
mediaries between themselves and the mass of 
the people. ...If the Administration agreed with 
missions on any issue it was quite likely to be on 
different grounds from those used by the mission
aries.5 (Strathern 1984:32) 

In his comparison of the colonial impact versus that 
of the missions, Stewart Firth writes that: 

[m]ost colonial governments were skimpy, 
under-financed affairs.... people in much of 
Melanesia experienced colonial rule as intermit
tent and sometimes mysterious demands made on 
occasional visits by kiaps (patrol officers), native 
police and recruiters.... the outside world was 
embodied not in government but in the mission 
station with its plantations, workshops, schools 
and gardens, and with missionaries who came to 
stay, and learned the language of their congrega
tions. (Firth 1997:255, cf. Denoon 2005:14) 

Donald Denoon also contrasts the contact PNG 
people had with kiaps with this holistic approach as 
embodied by the missionaries, emphasising the role 
of language in encounter. "Kiaps", he writes (Denoon 
2005:16), "exercised control mainly by foot patrols. 
Their village visits were brief and they had to rely on 
Tok Pisin to communicate so they had limited insight 
into village affairs". These arguments on the whole 
suggest that the most influential life change came about 
through mission contact. 

At Lake Kopiago, early mission activity quashed 
what ritual activity remained after the establishment of 
the government station. Nicole Haley reports that, "the 
early missionaries smashed burnt and poured holy water 
over ancestral auwi [ancestral stone relics]" (Haley 
1996:285). In a recent interview, Pastor Hagini, a Duna 
man and leader of the Apostolic Church in the Duna 
parish of Hirane, described the banning of traditional 
forms of singing and ritual, such as yekia (courting 
songs and the practices therein). He explained that the 
missions taught his people that such songs could not be 
sung, as within them was the presence of Satan (Pastor 
Hagini, interview, 20 April 2005). This attitude to the 
people and cultures of pre-contact Papua New Guinea 
was not unusual; as Schieffelin observes (Schieffelin et 
ai 1991:265), "Traditional Papua New Guincan cultures 
with their body nakedness, exotic, 'primitive' customs, 
and frequent violence were the evangelist's very image 
of Satan's country." This negative attitude towards pre-
contact culture had a significant impact on traditional 
forms of Duna music, in particular the function of the 
music and the context for performance. Most of these 
early forms of music can still be heard today, but altered. 
For example, yekia are generally not now performed in the 
presence of women, and performances have been moved 
from courting houses to the men's house, but this change 
of context has allowed for men to create yekia verses of 
politics and other issues of social dissatisfaction. 

Missionaries on the whole preferred to introduce 
songs from their own churches and in particular, songs 
with simple melodies written for children, such as "Jesus 
Loves the Little Children" which was taught to the Duna 
of Kelabo by members of the C M M L (Ian Armitage, 
interview, 9 February 2005).'' There was also sharing 
of resource materials among missions, in particular the 
fundamentalist groups, and this served to facilitate the 
movement of particular songs across the region. 

The use of indigenous languages was a key clement 
in the conversion of the Duna to Christianity, as was 
the case with indigenous groups in other parts of Papua 
New Guinea, the Pacific, and indeed across the world. At 
Kelabo in the 1970s linguist Glenda Giles of the Summer 
Institute of Linguistics translated the Bible into Duna, and 
created the first and currently the only guide to the Duna 
language (Giles [n.d.]). Through Giles' extensive work, 
missionaries became aware of the subtleties of the Duna 
language and were able to use this information to serve 
their purpose of converting the people to Christianity. A 
linguist currently working on the Duna language, Lila 
San Roque, explains that "missionary translators use[d] 
the verb-endings of Duna to reinforce messages that the 
Christian god is 'true' and a certainty". She writes that: 

the verb endings in Duna can make reference to 
either a) the way the information expressed in the 
sentence has been received (e.g., through sound 
sight, personal experience, hearsay — this is the 
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grammatical category of 'evidentiality') and/or 
b) whether or not the speaker is certain about 
the information. Christian materials (unsurpris
ingly) tend to favour the 'certain' and 'personal 
experience' verb-endings. (Lila San Roque, email 
comm., 8 November 2005) 

Many Christian songs were, and still are, sung in 
English, Tok Pisin and Duna (usually at least two of 
these languages in the one performance). Some songs 
arc also sung by the Duna in the neighbouring languages 
of Hewa and Bogaya, as particular Christian songs were 
translated as they circulated the district, and acquired by 
Duna attending regional bible meetings. For the compre
hension of the Christian message it was important for 
the introduced Christian songs (as opposed to those later 
composed by the locals) to be translated for the congre
gation into tok pies (meaning the indigenous language 
of the place) (cf. Jones 2004:219). In the case of the 
Duna, this was carried out by the people themselves 
through Tok Pisin. The difficulty of singing in a new 
musical system was not considered as challenging as 
singing in other languages: once the translation into 
Duna had occurred the songs were apparently quite 
easily performed (Pastor Hagini, interview, 20 April 
2005), though the missionaries themselves might report 
otherwise (cf. McLean 1986:36) (Jones 2004: 36, 61). 

From the very beginning of missionisation, select 
local people were trained to lead their own communities 
in practising Christianity. These people were usually land 
agnates (people related through males, who hold ritual 
and land rights), such as Pastor Hagini, and thus already 
in a position of power and respect within their community 
in a traditional sense (Sturzenhofecker 1998:40). In 
the Kopiago area today, the Duna people alone run the 
churches. Mostly this is because they can, and do not 
appear to need the guidance of foreigners. However, 
another reason behind the absence of foreign mission
aries is the current debilitated state of Kopiago Station, 
illustrated in the content of the songs to be analysed 
below. The increasing violence associated with such lack 
of services also dissuades foreigners' long-term stay. 

The revivalist movement of the mid-1970s was 
another historical factor in the spread of Christian 
music across Papua New Guinea. Its origins have been 
traced to Christian movements in the Solomon Islands 
from where the revival spread across PNG westwards 
to the very edge of the country (cf. Robbins 2004:1-
2). Pugh-Kitingan writes that the Huli language group 
— neighbours to the Duna — adopted non-indigenous 
melodic structures during the revival, which swept into 
Huli country from the neighbouring Foe people, and 
that they used these structures to compose "thousands" 
of Christian songs in their indigenous languages. It 
is likely that these songs, and the inspiration for such 
composition, also passed through Duna country. Huli 
revivalist songs, Pugh-Kitingan writes (1984:109), share 

strong similarities with the popular music of the time, and 
"may have been unconsciously derived from pan-Pacific 
string band music heard on radios purchased from trade 
stores". The cross-fertilisation between Christian and 
stringband/secular musical forms is generally accepted 
to be the case in Papua New Guinea, and has been 
recognised elsewhere in the literature on Papua New 
Guinean music (for example, cf. Webb 1993). 

There is therefore, an historical relationship 
between the Christian song forms introduced by the 
missions and contemporary secular songs as introduced 
by the Administration. This is evident not only in the 
use of similar melodic and harmonic structures but also 
in instrumentation: both Christian and secular musics 
incorporate the use of the guitar. At Kopiago, boys 
who learn the guitar — and it is mostly young males 
— do so first of all in the church setting, accompanying 

the congregation. In church, boys can gain the easiest 
access to the instrument, as church members are signifi
cantly mobile members of the community with the most 
financial support, and so are able to travel and buy the 
instruments and the strings needed for them. The boys 
then take these skills in guitar playing out of the church 
and into the secular music arena. This trend has resulted 
in whole bands forming within the Christian music scene 
and then crossing over to popular music. For example, 
a band named after the Muller Range in Duna country 
released their debut album as a compilation of Christian 
songs. Following a name change to Ramula Bitz (named 
after band members' mixed heritage from Rabaul and 
Muller Range), their second release represented their 
debut into the popular music industry (Timon Kangupa, 
pers. comm., 13 May 2005).7 

The relationship between a particular Christian 
song style and contemporary secular music will now be 
considered through the examination and comparison of 
two Duna songs. Firstly the Christian song "Nane laip 
senis nganda waiya keinia " which opens this paper, and 
after which the paper is titled will be analysed. I will 
consider its harmonic, melodic and textual structure, and 
then compare it with a particular contemporary song that 
is currently popular around Kopiago and to which I have 
given the title of "Mcmba pi nakaya " (loosely translated 
as 'We don't have a Member [of government]').11 

T h e C o l l i s i o n o f t h e C o l o n i a l a n d t h e 
C h r i s t i a n in S o n g 

The Christian song "Nane laip senis nganda waiya 
keinia " is typical of Christian songs currently sung by 
the Duna around the Lake Kopiago area (Figure 3).' 

This song is here presented in two verses, each of 
seven bars length. However, the performers take as much 
or as little rest between verses (and between the repetition 
of verses) as they like (sometimes at least half a bar), so 
the overall length of seven bars is not a fixed measure, as 
will be seen in subsequent versions of this song.10 
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Ngo-te ha-ka-ka, Ngo-te ha-ka-ka. Ngo-te ha-ka-ka, Ngo-te ha-ka-ka. 

G D G 

Ngo-te ha-ka-ka i - pa mo wa-ye kei-niu. na - ne laip senis nga-nda 

G 

wa-ye kei-nia, i-ma-ne laip senis nga-nda wa-ye kei-nia, Ngo-te ha-ka 

D G 

pa mo wa - ye kei • nia. 

Ngote haka, Ngote haka 

Ngote haka, Ngote haka 

Ngote haka ipa mo waiya keinia 

nane laip senis nganda waiya keinia 

imane laip senis nganda waiya keinia 

Ngote haka ipa mo waiya keinia 

God's talk, God's talk 

God's talk, God's talk 

God's talk is like water, it keeps coming 

boy's life change keeps coming 

girl's life change keeps coming 

God's talk is like water, it keeps coming 

Figure 3. Nane laip senis nganda waiya keinia. 

Each verse contains the same simple harmonic 
structure: the first line of every verse is tonic (I), the second 
line moves to the subdominant (or IV), the third line 
moves from tonic (I) to dominant (V), and then back to the 
tonic (I) again." Not coincidentally, these three primary 
chords also form the backbone to stringband music. Some 
stringbands play in one key only (Webb 1998:138) and 
such an emphasis on the tonic key is also evident in this 
song, which focuses on the tonic triad and the steps in-
between. The chords provided in the transcription represent 
the chords as played by guitars in accompaniment. 

Mclodically each verse has the same general 
contour: the first phrase of four bars features an ascent 
from the tonic to the fifth over the first two bars and 
a descent from the fifth to the tonic over the next two 
bars (thus mirroring each other), and the second phrase 
of three bars features an ascent followed by a descent 
which centres on the third degree before firmly landing 
back on the tonic repeated. It is important to note that 
the actual melodies across songs of this kind arc loose in 
that they do not require an exact reproduction of pitches 
— no two performances articulate the exact same pitches 
— and there is much variation among singers when these 

songs are sung in unison. However, all versions follow 
the same basic melodic contour as described above. The 
transcriptions of the melodies provided in this paper 
are based on particular recording events, and when the 
transcriptions are compared they can show the kind of 
melodic variation that occurs (comparison also shows 
the kind of variation in phrase length). Following both 
the choral church tradition and secular traditions such 
as stringband music, an attempt at singing in harmony 
is usually made when these songs are sung as a group 
although, as it is quite erratic, that aspect of Duna 
singing will not be examined here. 

The textual structure of Christian songs has an 
unwavering repetitiveness tied in with the repctitiousness 
of form in harmony and melody. The first phrase consists 
of the same statement repeated ("Ngote haka") or two 
statements of a similar meaning ("Nane laip senis nganda 
wave kenial imane laip senis nganda wave kenia") which 
mirror each other. The final line of text introduces material 
that varies from these first two lines. However, between 
verses, this final line is often the same, as in this present 
example. Many Christian songs, including this one, use a 
combination of Duna and Tok Pisin languages to present 
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their message, in order to employ those Tok Pisin terms 
seen by the missions as so important to conversion, such 
as laip senis and tanim hei. 

These harmonic, melodic and textual features arc 
also evident in the secular song "Memba pi nakaya". 

which was reportedly composed for the government 
elections of 1997 (Richard Alo, pers. comm., 19 June 
2004). It promotes one of the Duna candidates for the 
Koroba-Kopiago open electorate, Mr Benias (Ben) Peri, 
and encourages people to vote for him: 

G C 

ya - ka ya-ka ru-wa - no. ya-ka ru-wa-no na-ne Ben Pe - ri 

ya-ka ru-wa-no. hai - wc pi na - ra - ya. me-mba pi na - ra - ya. 

G D G 

r ^ 
ya-ka ru-wa-no na - ne Ben Pe ri ya-ka ru - wa • no. 

raka raka rtiwano name, say the name 

yaka ruwano nane Ben Peri \ aka ruwano say the name of boy Ben Peri say the name 

haiwc pi naraya there is not a highway either 

memba pi naraya there is not a Member cither 

raka ruwano nane Ben Peri yaka ruwano say the name of boy Ben Peri say the name 

Figure 4. Memba pi nakaya (campaign song). 

It is significant that this song complains of a lack of 
services (in particular, a highway) in the Duna community: 
the Papua New Guinean local government Member is, 
across the nation-state, recognised as the provider of 
all sorts of things to the people, such as roads, schools, 
business opportunities and capital. In this way, the 
relationship between voter and the Member is reciprocal: 
they vote, the Member provides the desired goods. This 
system has been labelled by one Papua New Guinean 
scholar as a "cargo-cult delivery system", where the M.P. 
is "merely a conduit to pass on to the people what they 
desired", and has evolved from a history of dependence 
established during colonial times (Okole 2005:193). 

As with "Nane laip senis nganda wave kenia ", 
this song is made up of two verses, employing the same 
sequence of primary chords and conforming to the 
melodic patterns of ascent and descent as described in 
the analysis of "Nane laip senis nganda wave keinia" 
above. Textually too, there are the same features of 
repetition present. One particular variation to note is in 
the beginning of the first verse. Here, the first phrase has 
been condensed into two bars instead of the usual four. 
The result is that this first verse becomes a kind of intro
duction to the second verse, speeding the song along to 
where the body of the message is contained. 

A crucial aspect of the composition of "Memba 
pi nakaya", modelled on the Christian song form as 
utilised in "Nane laip senis nganda waye keinia", is 
that its form is very open to textual change. To date, the 
campaign version of "Memba pi nakaya" has been used 
as a launching pad for at least three different versions. 
In this way, the song is being used as a creative site, with 
its text changed and manipulated to suit the topics that 
its performers — Duna men, women and/or children 
— wish to portray. This is an aspect of Duna creativity 

typical of some song genres of the pre-contact period 
such as the yekia courting songs. In these group songs, 
a set melody exists (as also occurs for the series of 
songs discussed above) and the leading singer creates 
a new line of text each time a verse is sung. As the 
lines are repeated others can join in on the repetitions. 
The difference here is that, although the composition 
of yekia verses and subsequent group performance 
is spontaneous, new texts for existing contemporary 
songs are planned before a performance. Inventiveness 
is prized in these traditional forms, as in their contem
porary counterparts, which can be seen in these three 
different versions of "Memba pi nakaya". The following 
section of this paper explores these different versions 
and shows how this song is being used to express (and 
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ultimately to affect the change of) the Duna's current 
experience of political and social instability. 

Some particular characteristics of this song are 
worth noting at this point. At times, "Memba pi nakaya" 
'we do not have a Member, either' is sung as "Memba 
pi naraya" 'there is not a Member, either', usually when 
sung by children, as some of these examples are, but 
this is grammatically incorrect. In these cases, I have 
provided these versions with the grammatically correct 
title but stayed faithful to the text as it is sung. Another 
feature worth noting in the performance of both Christian 
and popular songs is that the first and second lines are 
often interchanged more as a result of uncertainty by the 
performers of which should come first (due to the similarity 
of the lines), than a conscious decision to alternate lines. 
This interchangcability will become apparent in the 
comparison of the examples presented here. 

Creat iv i ty a n d C o n t e m p o r a r y Soc ia l I s s u e s 

The Southern Highlands Province is marked by 
political unrest, and parts of the province, including 
Duna country, remain very poor, despite oil and gas 
operations in the province (Hanson et ai. 2001:91, 93). 
Elections in and around Kopiago have become increas
ingly violent, and at the time of writing this paper the 
people of the Koroba-Kopiago electorate still did not 
have a Member of government to represent them and 
to help work towards a change of circumstance (the 

results of the 2002 elections were declared void due 
to voting irregularities, and as a result, the winner was 
required to step down and a by-election to determine 
a replacement has not yet taken place). The line of the 
song, "Memba pi nakaya" 'we do not have a Member, 
cither', is a literal description of the current state for 
the Duna people. So is the pairing statement "haiwe 
pi naraya" 'there is not a highway, either'. Although 
on most current maps the Highlands Highway is seen 
to end at Kopiago (some of the more accurate maps at 
least show the road as unsealed), the current reality is 
far from that. The road has been left un-maintaincd for 
at least a decade, and now it is rare to see a vehicle make 
the journey to Kopiago Station. Roads are sought-after 
throughout Papua New Guinea (cf. Hughes 2000), but 
in a place with as few services as Kopiago, the lack of a 
road becomes symbolic of an abandoned community, a 
"last Kopiago" which is truly at the edge of civilisation 
as the following versions of this song reveal. 

The election song "Memba pi nakaya" as presented 
above was soon turned by disgruntled voters into a song 
criticising Ben Peri, who ultimately lost the election 
(cf. Haley 2002b: 126). Thus, a song composed for his 
campaign was ultimately turned against him. In the song 
(Figure 5), Peri is accused of not providing the desired 
services, and not spending time with his own people, but 
rather, travelling between the town centres of Mendi and 
Tari in the Southern Highlands, living the good life. 

me - mba pi ka - ya. hai - wc pi na - ra - ya, e- ke ko-ne-ra 

las Ko-pia-go e-ke ko-ne-ra. me - mba pi na - ka - ya. hai - we pi 

na - ra - ya, na-ne Ben Pe Me - ndi Ta - ri pa - ndia he - ka ya - ko - mbe. 

memba pi nakaya wc do not have a Member, either 

haiwe naraya there is not a highway, either 

eke konera las Kopiago eke konera truly the edge, last Kopiago, truly the edge 

memba pi naraya there is not a Member, either 

haiwe /;;' naraya there is not a highway, either 

nane Ben Peri Mendi Turi pasinda heka yakombe the boy Ben Peri passes Mendi and Tari like the yakombe bird 

Figure 5. Memba pi nakaya (anti Ben Peri) 
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Once again, the melodic and harmonic structures 
follow the convention of the Christian song style as revealed 
in the analysis of "Nane laip senis nganda wave keinia". 
This version of the original "Memba pi nakaya" has been 
taken up as a campaign song against Ben Peri, and here the 
notion of Kopiago as 'truly the edge' ('eke konera') and 
the "last" place is introduced (cf. Haley 2005). 

Another even more recent version of this song 
praises a Duna man named Peter Pex who, until mid-
2004, held the coveted position of Kopiago Community 

Relations Officer for the Porgera Joint Venture (PJV), 
the community administrative section of the Porgera 
mine which is located in another province and language 
area. Interestingly, this version was said to have been 
heard for the first time in October 2004, several months 
after Pex had been sacked from his position for a so-
called conflict of interest. This version of "Memba pi 
nakaya" seems to have been written to clear Peter's 
name and reputation. He may well have composed the 
lyrics himself: 

hai - wc pi na - ra - ya. me - mba na - ra - ya. e - ke ko-ne-ra 

las Ko-pia-go e-ke ko-ne-ra. ho-me-ni pu-ka 

na-ne Pi - Ia Pex ya Pi - ta pi ka-mpa-ni ne ha-ka na-rua. 

C G D G 

r ' i i - r J r 
ha-ka -ya - Ia ha - ka-ya-Ia pa-re hu-nia a-yu pe-ya-na. 

haiwe pi naraya there is not a highway, cither 

memba pi naraya there is not a Member, either 

eke konera las Kopiago eke konera truly the edge, last Kopiago, truly the edge 

home ni puka like that 

nane Pita Pex ya. Pita pi kampani ne haka namu the boy Peter Pex goes and talks to the company 

hakuyatu talk is done 

hukuyuta. pare Hunia ayu peyanu talk is done, now we can play 

Figure 6. Memba pi nakaya (Peter Pex) 

In other words, Kopiago does not have a highway 
or a government Member - it is really the last place that 
receives any kind of development. But then Peter Pex 
goes and talks to the company, and now that is done the 
people of Kopiago can play, as he has obtained good 
things from the company for them. These good things 
are many and varied: the PJV provides not only compen
sation in monetary terms for the use of the Strickland 
River to deposit tailings from the mine, but also medical 
supplies and assistance amongst other services. This 
song reveals the importance of the kampani to the 
Duna and to Papua New Guinea at large, a phenomenon 
which Gabricle Sturzenhofecker (1998:32) points out 

is "the epitome of desired change, development, and 
modernity". The kampani is particularly important in a 
society experiencing failed government representation. 

Musically, we have again the same melodic, harmonic 
and textual structures as discussed in the preceding songs. 
The second and third verses feature the kind of condensing 
of lines as the original campaigning version of "Memba pi 
nakaya" presented in this paper, in its line of "yaka yaka 
ruwano" — four bars have become two — and the effect of 
speeding the text to its more crucial line is also the same. 

The final version of this song that I will discuss 
here was adapted to have a Christian message so that it 
could be performed in church: 
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A - pa Ngo - te ko nga i - nu pe - ti a - ru kei - nia. 

memba pi nakaya we do not have a Member, either 

haiwe pi naraya there is not a highway, either 

eke konera las Kopiago eke konera truly the edge, last Kopiago, truly the edge 

home pokua like that 

Apa Ngote ko nga inu peli aru keinia Papa God he looks after us well and is here 

Figure 7. Memba pi nakaya (Apa Ngote) 

Rather than looking to the politician or to the 
company for support in a community with no highway 
and no government Member, this version of "Memba 
pi nakaya" looks to God to take care of the Duna. 
Musically, it maintains all the hallmarks of previous 
versions regarding melodic shape, harmonic sequences 
and textual structure. In addition, as a song of God it 
seems that this secular song, inspired by the Christian 
song style, has come full circle. 

S y n c r e t i s m , A p p r o p r i a t i o n 
a n d I n d i g e n i s a t i o n 

I have shown how a form of Christian song, introduced 
initially by missionary contact but taking as a major 
influence the popular music of the 197()s in the shape of 
stringband music, has become a musical framework for 
the Duna to create their own songs of social protest. This 
Christian/popular song form is an example of syncretism 
at work. The Oxford English Dictionary (1989) definition 
of syncretism as the "attempted union or reconciliation 
of diverse or opposite tenets or practices" is very useful 
when considering this song. Its form fuses the Christian 
song format and popular music forms, both seemingly 
opposing tenets representing different social values, to 
the point where the two influences are indistinguishable 
from each other in the resulting musical style. 

Considering the situation surrounding the Duna's 
initial encounter with introduced musics, in particular the 
seemingly forced adoption of Christian songs, the term 
"appropriation" is not accurate to describe the process in 
which the Duna first began to sing songs from elsewhere. 

Appropriation is an exercise of power on the part of the 
appropriators — "[t]o examine musical borrowing and 
appropriation is necessarily to consider the relations 
between culture, power, ethnicity, and class" (Born and 
Hesmondhalgh 2000:3) — and the Duna seem to have 
held little power in the initial acquisition of Christian 
musical traditions. That position changed however, and 
the popularity of the Christian revival movement that 
swept through the Highlands in the 1970s and the songs 
composed in response to this movement, assisted in 
popularity by the musical influences of stringband music, 
and revealed a community with the power to appropriate 
and eventually manipulate these introduced styles. 

Alongside discussions of the appropriation of 
Western styles of music is the complementary discussion 
of the "indigenisation" of this introduced music. The 
song "Memba pi nakaya" and its various forms as 
presented in this paper arc examples of indigenisation at 
work in text and content. Writing on the kaneka music 
of New Caledonia, Goldsworthy (1998:45) defines 
indigenisation as a "conscious process of infusing a 
tradition with indigenous elements in order to make 
it more regionally specific and representative". In this 
Duna example, indigenisation has occurred primarily 
through the use of Duna as the language of the song text 
and the singing of themes specific to the experience of 
the Duna. This use of text and social content is a common 
way of indigenising music around the world (cf. Bilby 
1999:278-79). Another example of indigenisation at 
work is the actual constant reworking of the "Memba pi 
nakaya" text: as I mentioned earlier, creativity with song 
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texts on a set melody is a central clement of traditional 
indigenous Duna musical invention, and this is exactly 
what is creative in the Duna's engagement with the set 
melodies of the introduced material presented here. 

Music is increasingly understood to be not simply a 
reflection of the status quo but an active form of expression 
that can directly impact upon experience, identity and 
political processes (cf. Goldsworthy 1998:58). As I have 
shown, "Memba pi nakaya" has been adapted several 
times to express the varied experiences of the Duna, and 
each version is an attempt to bring about changes in their 
lives through the articulation of their concerns amongst 
themselves and to visitors in their community. 

C o n c l u s i o n 

The vibrant and continually transforming Duna song 
"Memba pi nakaya", and other Duna songs of its kind 
represent the legacy of the colonial and the mission 
encounters united in sound. Modelled on a style of 
Christian song popular in Kopiago today, which is 
typified in this paper's opening song "Nane laip senis 
nganda waiya keinia". the appropriated and subsequently 
indigenised song "Memba pi nakaya" is a creative site 
that is open to change and manipulation to suit the intent 
of its performers. This case study sits with others in the 
ethnomusicological canon to show the powerful and 
innovative way in which non-Western (and particularly 
post-colonial) societies manage their present and their 
future through music. 
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N o t e s 

1. In the text of this paper, both Tok Pisin and Duna terms are in 
italics. In song texts and titles, I have differentiated between 
Tok Pisin and Duna In un-italicising the Tok Pisin. 

2. The Duna originally called themselves 'Yuna'. The term 
'Duna', used by the neighbouring Huli people, was adopted 
in official documents and has now become the common 
term used by both Duna and non-Duna alike. 

3. Michael Webb and Don Niles (1987:52) report that the 
mouth organ, or harmonica, was already circulating in 
Papua New Guinea by the late 1800s or early 1900s, having 
been introduced by Australian gold miners. 

4. The Administration established the Restricted Areas 
Ordinance in 1934 chiefly to protect missionaries and other 
visitors to certain regions of Papua New Guinea from the 
possibility of violent encounter with indigenous peoples 
(Bill Gammage, pcrs. comm., 22 December 2005). 

5. It is important to note, though, that there is and has been 
great variation between denominations on their approach 
to indigenous culture (this degree of variation also applies 
when considering Firth's general comment on missionaries' 
role in communities). 

6. According to Michael Webb (1993:106), this particular 
song was made popular in Papua New Guinea in the 1970's 
by Ray Steven's song "Everything is Beautijuī\ 

7. It is not uncommon for PNG bands to name themselves 
after their home landscape—the Giluwe Rebels are 
another example. Giluwe being a mountain in the Southern 
Highlands Province (Webb 1993:86). 

8. Many popular songs around Kopiago are not known by one 
particular title so, when discussing songs, I usually refer to 
them by the first line of text, or the first line of the most identi
fiable verse if there is more than one. Christian style songs 
in Duna usually have one verse of single short statements 
repeated and one verse with more variation in text, which I 
regard as more identifiable, as the nature of variation makes 
it more distinguishable from other Christian songs. 

9. The melody of this song has been transcribed into the key 
of G to allow for clearer presentation, as this key places the 
melody in the centre of the stave (cf. Fcld 1990:21). Also, 
as it happens, G is the only key in which Christian songs 
of the Apostolic church at Hirane are played and it is with 
members of this church that I have conducted much of my 
research. Transcriptions of following songs in this paper 
are also in G for comparative purposes. (The leading note 
F-sharp does not appear at any point in the melody, thus I 
have not included it in the key signature. It docs however 
appear in the D chord of the accompaniment). 

10. When more than one performer sings the song, it is the 
strongest singer who takes a leading role, determining the 
length of a break, and the number of repetitions. 

1 I.Here I denote a line based primarily on the repetition and 
parallelism of text, while also taking into account the 
interaction between the harmonic, melodic and textual 
features. The harmonic structure of this song is marked by 
the use of primary chords on the guitar, and it is on those 
grounds that I use this system in the analysis here. 

78 



LAIP SENIS 

R e f e r e n c e s 

Allen, Bryant and Stephen Frankcl, 1991. Across the Tari 
Furoro. In E.L. Schieffelin and R. Crittenden (eds). 
Like People You See in a Dream: First Contact in Six 
Papuan Societies. Stanford: Stanford University Press, 
pp.88-124. 

Bilby, Kenneth, 1999. "Roots explosion": Indigenization and 
cosmopolitanism in contemporary Surinamese popular 
music. Ethnomusicology. 43(2):256-96 

Born, Georgina and David Hcsmondhalgh (eds), 2000. 
Introduction: On difference, representation and appro
priation in music. In G. Born and D. Hcsmondhalgh 
(eds). Western Music and its Others: Difference. 
Representation, and Appropriation in Music. Berkeley: 
University of California Press, pp. I-58. 

Chenoweth, Vida, 1969. An investigation of the singing styles 
of the Dunas. Oceania. 39(3):218-30. 

Crowdy, Denis, 2001. The guitar cultures of Papua New 
Guinea: Regional, social and stylistic diversity. In 
A.Bennett and K. Dawe (eds). Guitar Cultures. Oxford: 
New York: Berg, pp. 135-55. 

Denoon. Donald, 2005. A Trial Separation: Australia and 
the Decolonisation of Papua New Guinea. Canberra: 
Pandanus Books. 

Feld, Steven, 1990. Sound and Sentiment: Birds. Weeping, 
Poetics and Song in Kaluli Expression. 2nd edition. 
Philadelphia: University of Pennsylvania Press. 

Firth, Stewart, 1997. Colonial administration and the invention 
of the native. In D. Denoon (ed.). The Cambridge 
History of the Pacific Islanders. Cambridge and New 
York: Cambridge University Press, pp.253-88. 

Gammage, Bill, 1998. The Sky Travellers: Journeys in 
New Guinea 1938-1939. Carlton, Vic: Melbourne 
University Press 

Giles, Glenda, [n.d.]. A Guide to the Pronunciation of Duna. 
Unpublished manuscript. 

Goldsworthy, David, 1998. Indigenization and socio-political 
identity in the kaneka music of New Caledonia. In P. 
Hayward (ed.), Sound Alliances: Indigenous Peoples. 
Cultural Politics and Popular Music in the Pacific. 
London; New York: Casscll, pp.45-61. 

Haley, Nicole, 1996. Rcvisioning the past, remembering the 
future: Duna accounts of the world's end. Oceania. 
66(4):278-85. 
2002a. lpakana Yakaiya: Mapping Landscapes, 
Mapping Lives. Unpublished Ph.D. thesis, Australian 
National University. 
2002b. Election fraud on a grand scale: The case of 
the Koroba-Kopiago open electorate. In R.J. May and 
R. Anere (eds), Maintaining Democracy: The 1997 
Elections in Papua New Guinea. Boroko: University 
of Papua New Guinea, pp. 123-39. 

—2005. When There's no Accessing Basic Health Care: 
The Effects of Service Delivery Failure on Local 
Politics and Experiences of the HIV/AIDS Epidemic. 
Unpublished manuscript. 

Hanson, L.W., B.J. Allen, R.M. Bourke and T.J. McCarthy, 
2001. Papua New Guinea Rural Development 
Handbook. Canberra: Australian National University. 

Hughes. Philip, 2000. Issues of Governance in Papua New 
Guinea: Building Roads and Bridges. State, Society 
and Governance in Melanesia Discussion Paper Scries. 
Canberra: Research School of Pacific and Asian 
Studies. Australian National University. 

Jones, Jennifer J., 2004. The Theory and Practice of the 
Music in the Seventh-Day Adventist Church in Papita 
New Guinea. Boroko: Institute of Papua New Guinea 
Studies and Pacific Adventist University. 

McLean, Mervyn, 1986. Towards a typology of musical 
change: Missionaries and adjustive response in 
Oceania. The World of Music, 28(l):29-42. 

Okolc, Henry, 2005, Papua New Guinea's brand of Westminster: 
Democratic traditions overlaying Melanesian cultures. 
In H. Patapan, J. Wanna and P. Weller (eds), Westminster 
Legacies: Democracy and Responsible Government in 
Asia and the Pacific. Sydney: University of New South 
Wales Press, pp. 186-205. 

The Oxford English Dictionary. 1989. Oxford: Oxford 
University Press. 

Pugh-Kitingan, Jacqueline, 1984. Speech-tone realisation 
in Huli music. In J.C. Kassler and J. Stubington 
(eds), Problems and Solutions: Occasional Essays 
in Musicology Presented to Alice M. Moyle. Sydney: 
Hale & Iremonger, pp.94-120. 
1998. Peoples of Oceania and their music: Highland 
region of Papua New Guinea—Southern Highlands 
Province. In Adrienne Kaeppler and Jacob Love (eds), 
The Garland Encyclopaedia of World Music. Australia 
and the Pacific Islands. Volume 9. New York: Garland 
Publishing, pp.536-44. 

Robbins, Joel, 2004. Becoming Sinner: Christianity and Moral 
Torment in a Papua New Guinean Society. Berkeley: 
University of California Press. 

Schieffelin, Edward L., 1991. Introduction. In E.L. Schieffelin 
and R. Crittenden (eds). Like People You See in 
a Dream: First Contact in Six Papuan Societies. 
Stanford: Stanford University Press, pp. 1-11. 

Schieffelin, Edward L., Robert Crittenden, Bryant Allen, 
Stephen Frankcl, Paul Sillitoe, Liscttc Josephides and 
Marc Schiltz, 1991. The historical impact: Southern 
Highlands epilogue. In E.L. Schieffelin and R. 
Crittenden (eds), Like People You See in a Dream: First 
Contact in Six Papuan Societies. Stanford: Stanford 
University Press, pp.257-300. 

79 



OCEANIC MUSIC ENCOUNTERS: Essays in Honour of Mervyn McLean 

Strathern, Andrew, 1984. A Line of Power. London; New York: 
Tavistock Publications. 

Sturzcnhofecker, Gabriele, 1998. Times Enmeshed: Gender. 
Space, and History Among the Duna of Papua New 
Guinea. Stanford: Stanford University Press. 

Webb, Michael, 1998. Popular music: Papua New Guinea. 
In Adrienne Kaeppler and Jacob Love (eds), The 
Garland Encyclopaedia of World Music. Australia 
and the Pacific Islands. Volume 9. New York: Garland 
Publishing, pp. 137-39. 
1993. Local Musik: Lingua Francae Song and Identity 
in Papua New Guinea. Boroko: Institute of Papua New 
Guinea Studies. 

Webb, Michael and Don Niles, 1987. Periods in Papua New 
Guinea music history. Bikmaus: A Journal of Papua 
New Guinea Affairs. Ideas and lite Arts 7( I ):50-62. 

80 



Untying The Knots in The 'Aha Tau, The Sacred Cord of Time 

J A N E F R E E M A N M O U L I N 

Woven of five strands, 'ahu tau is the symbolic cord 
that ties French Polynesians to their past, binds the five 
archipelagos of the territory together as one undivided 
entity in the present, and stretches across the centuries 
as a firm, empowering link connecting contemporary 
life to the past and the future. Such was the underlying 
message of the French Polynesian artistic presentation 
for the 8th Festival of Pacific Arts in Noumea (2000), for 
which the delegation prepared a 67-minutc performance 
billed as a multi-media "Tahitian spectacle" and entitled 
Maui e te vehera'a ō te tau (translated in the Tahitian 
media as 'Maui and the evolution of time'). 

The two components of 'aha tau — the idea of 
connections (among people and eras) and the passage of 
time (particularly the evolution or changes in island life 
over time) — are of fundamental importance to Pacific 
Islanders. This is particularly so in an era in which music 
and dance revivals of the late 1970s to early 1990s co
exist with more recent efforts to combine tradition 
with modernity and where islanders in a contem
porary world endeavour to join the temporal spaces of 
ancient and modern in meaningful and unique ways.' 
Discussions of linkages and time are also not new to 
scholarly discourse about the Pacific, especially since 
they inevitably encompass the closely related ideas of 
history and tradition as "time" elements and the notion 
of cultural authenticity as a "connecting" clement. A 
review of the literature regarding tradition (Handler and 
Linnekin 1984, Hanson 1989, Hobsbawm and Ranger 
1983, Keesing 1989, Keesing and Tonkinson 1982), 
cultural identity (Hanson and Hanson 1990, Hereniko 
and Wilson 1999, Linnekin and Poyer 1990, Stevenson 
1992, Tonkinson 1982), and authenticity (Dutton 1994, 
Jolly 1992) confirms the sacredness these 'cords of 
time' have held over the decades for scholars of the 
region.* The literature also documents the academy's 
early struggle to accept change as inevitable as well as 
its initial reluctance (e.g., the "reinvention of tradition" 
debate) to validate the meaning of new traditions for 
islanders living in a much-changed world. 

Festivals have a way of generating reflections 
concerning time and connection, and the 8th Festival of 
Pacific Arts was no exception. Contemporary music and 
modern forms of presentation were conspicuous parts of 
the official programme, notably several theatrical works 
and modern dance performances offered by a number 
of island delegations. This was not an unprecedented 
practice; some earlier festivals also included contem
porary arts, prompting contemplation over the years on the 

initial goals of the festival (Carell 1992, Kaeppler 1987, 
1988, Moulin 1996:147-48, Stevenson 1999) and the 
ways in which islanders have redefined those goals over 
time. What was different in Noumea, however, was that 
contemporary music and dance seemed to dominate the 
programme on several occasions — both in programme 
content for individual delegations and in terms of overall 
festival programming.' No longer relegated to special 
alternative venues, the contemporary arts were right there 
on 'main stage' and presented as equal to their traditional 
counterparts, reflecting both the festival theme — "Words 
of Yesterday, Words of Today, Words of Tomorrow" and 
the views of festival director Octave Togna: 

I think that traditional cultures have no future if 
they are not capable of embracing their [own] 
time. It is a mirror that reflects our image, not 
of yesterday but of today. If we consider only an 
image of yesterday, we risk taking a path that will 
cause a fatal rupture with our youth... 
Our challenge is to know how, based on our 
traditional life, we can try to best direct the 
elements of modernity... [and] give our children 
the necessary tools to best construct their own 
vision of things. When 1 presented the theme of 
the Festival to the Committee of Pacific Arts, 
people had trouble accepting it. I used in order 
to explain my point, this phrase of Jean-Marie 
Tjibaou, "Identity is in front of us." Certain people 
were shocked considering this phrase the negation 
of their research on the past. When we research 
the past, we find an imprint. The real question is 
to know, taking from this imprint, how you are 
going to reconstruct your identity—that of today 
in which you live. It is an essential question for 
us." (Les Nouvelles Hebdo, 2 November 2000:17-
18; translation4) 

Although Togna's proposed theme initially may have 
been controversial for the committee, the enthusiasm 
with which the artistic delegations embraced this 
expanded view of Pacific cultures was evident. As the 
festival officially recognised the reality of contemporary 
Pacific life — rather than insisting on a past-oriented 
tradition-bound preservationist view of it — Pacific 
peoples responded with confidence and pride in what 
they had to offer. The comments of Australian Minister 
of Culture Peter McGauran summed up the spirit with 
which many delegations came to New Caledonia: 
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We are going to celebrate both traditional and con
temporary art. Today art is principally that of the 
young basing itself on tradition so as to evolve and 
cast an eye towards the future. This is the reflection 
of modern-day Australia. (Les Nouvelles Cale-
doniennes, 27 October 2000:14; translation) 

In some arts, particularly the visual arts, modernity 
and composite traditions are widely accepted and 
admired. The Bicnnalc exhibition opening at the 
Tjibaou Cultural Center during the Noumea festival, for 
example, was an important statement by Pacific artists 
who blended and transposed Pacific ideas into the media 
of Western art. Other fine objects — many in traditional 
forms and others embracing fused or innovative ideas — 
were displayed at the buildings housing the Secretariat 
of the Pacific Community (SPC). 5 At no point did these 
exhibits prompt public discussion of inappropriateness 
or a lack of fidelity to Pacific ways of being. Rather, the 
efforts of these artists were appreciated and celebrated 
as creative works in their own right. 

In music and dance, however, continuing questions 
about authenticity seem to linger in the minds and 
words of many observers as Islanders forge ahead in 
new and creative directions and scholars scramble to 
understand transformed definitions of the performing 
arts. Indeed efforts to blend Pacific and global ideas 
(whether in reggae or modern dance) seem to prompt 
complex personal reactions, even among those whose 
philosophical/theoretical stance embraces change in 
general — thereby marking an aesthetic line between 
the abstraction of modernity and its reality. 

Yet, even with an overall festival emphasis on 
modernity, French Polynesia's presentation of the 
spectacle Maui prompted harsh criticism on the part of 
several scholars attending the festival. As I attempted 
to understand the strong reproaches levelled at the 
production and the apparent disjuncture between the 
intentions of the performers and the reception by the 
academy, I realised that tradition, authenticity, and 
modernity are far from resolved issues for observers 
of Pacific Island music and dance. The academy is, 
apparently, still struggling — to find consensus, to 
understand the myriad ways in which these ideas can 
and do intersect, and to envision what the future of the 
arts may be. 

My intention here is to document and explain Maui 
as a performance event, to explore the artistic intersec
tions evident in the presentation, and to create a bridge 
of understanding between performer aims and audience 
perceptions — in this case, with a specific focus on 
the academy as audience. I first describe the French 
Polynesian show as an artistic artefact and outline the 
various challenges faced by the delegation's leadership. 
I then explore questions arising from the performance, 
review the particular concerns and reactions of scholars 
who attended it,6 and discuss the issues of money. 

privilege, spectacle, and politics that surfaced regarding 
this particular work. Finally, I endeavour to untie the 
various knots of misunderstanding that entangled 
the presentation and speculate on the role of Pacific 
researchers in a continually expanding view of the 
performing arts. 

In examining Maui and the responses to it, I 
draw upon press materials distributed by the Festival 
Organising Committee, the French Polynesia delega
tion's press packet and published programme, newspaper 
articles, interviews with the delegation members and 
their artistic director (Jean-Paul Lande), a meeting 
with Dr Louise Pcltzer (Minister of Culture for French 
Polynesia),7 discussions with festival attendees, my 
own observations of the performance, and statements 
made at the Noumea meeting of the Study Group on the 
Musics of Oceania. Because my goal is a reflexive look 
at the role scholars in general assume in analysing and 
interpreting Pacific performing events rather than the 
reactions of particular individuals, I do not identify the 
specific source of comments made at that meeting. The 
intention here is to underscore the fact that many of the 
issues raised by this study arc not individualistic. Rather, 
they arc indicative of broader concerns articulated in 
other years, at other festivals, and by a wider range of 
people involved with the study and presentation of the 
performing arts. 

T h e A r t i s t i c A r t e f a c t 

The Kami-Yo venue at Jean-Marie Tjibaou Cultural Center 
provided a magnificent outdoor setting for the three Maui 
performances, held on the evenings of 27 and 28 October, 
2000 with a late afternoon performance on 29 October." 
The stunning architecture of the new cultural centre,'' 
standing off lo the side and outlined ;il night by well-
designed landscape lighting, offered a visual reminder 
that this festival intended to highlight Pacific cultures 
as ones that skillfully fuse modernity and tradition in 
unique ways. The audience stretched up the hill, with 
people sitting on the grass in the tree-lined bowl-shaped 
space; the naturalness of the site provided a striking 
contrast to the elaborate system of sound lighting, and 
visual technology assembled on stage. Pre-performance 
music set the appropriate atmosphere with the continuous 
sounds of Tahitian 'ūtē (entertainment songs) and hīmene 
tarava (large group choral songs), the former eliciting an 
occasional spontaneous dance from passers-by. People 
arrived early to enjoy picnic dinners on the lawn, and the 
general atmosphere was one of anticipation and relaxed 
fun. The choice of the venue was excellent, especially 
since Tahitian dance performances suffer greatly when 
transposed to enclosed environments. 

The presentation stood out from other festival events 
in important ways that potentially could have impacted 
attendance. Unlike events held at the festival village, the 
SPC, or the Place des Cocotiers in town, Maui had an 
entry fee of 2000 CFP (approximately US$16.()()).10 In 
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addition, the venue was removed from most of the other 
festival events and was located a 10-15 minute drive 
from the main festival site at Anse Vata. Nevertheless, 
the production managed to draw over 2000 spectators per 
performance. This audience included international festival 
attendees as well as people from the larger Noumea area, 
which is notable for its sizeable Tahitian community and 
a multi-ethnic population that is both generally familiar 
with Tahitian music and dance and greatly fascinated by 
it. The official festival guide touted the performance as 
"a great Polynesian spectacle that will bring together not 
less than 130 dancers.. .and a giant screen for more than 
one hour of contemporary creation" (Festival des Arts 
du Pacifique, 2000a:6; translation). Evidently, the draw 
of what was clearly billed in the official programme as a 
Tahitian "multi-media spectacular" (Festival des Arts du 
Pacifique 2000b: 13) was powerful enough to overcome 
the deterrents of added cost and transportation hassles and 
to attract some of the largest crowds of the entire festival. 
This strong market for something new, different, and non-
traditional reveals that not all people attended the festival 
to witness solely the ancient traditions of the past. 

Indeed Maui was forward thinking in its very 
conception. In an effort to create a multi-media 
presentation that would open up new dimensions of 
performance, the programme and its story were designed 
to unfold simultaneously on two linked planes. High 
quality film would present the reality of a modern Tahiti, 
whereas tradition would be conveyed through on-stage 
performances of music, dance, and oratory. 

The inspiration behind the programme was the 
delegation's artistic director, Jean-Paul Landc. Educated 
in France and a history teacher at the college on the 
island of Hiva 'Oa, Landc claims Tahitian, Marquesan, 
and French heritage as well as years of music and dance 
experience with international touring groups such as 
Giles Hollande's Ia Ora Tahiti. For him, the performance 
and its format offered a chance to reflect on contem
porary society, to show a rich and diverse patrimony, and 
to demonstrate the ability of today's artists to innovate 
without betraying their culture — to "stay Polynesian 
and in control of your future" (Les Nouvelles de Tahiti, 
21 Octobre 2000:6-7; translation). 

In addition to Lande, the programme involved 
the creative input of several well-known and highly-
admired individuals in Tahitian performing arts who 
assumed responsibility for very specific contribu
tions, such as song text and musical composition, 
musical arrangement, choreography, and costuming." 
In contrast, the selection of the performers privileged a 
group of older teenagers and young adults drawn from 
several professional troupes and the advanced dance 
classes at the Conservatoire Artistique Territorial (CAT) 
in Pape'ete.12 In a departure from usual practice, Lande 
also insisted on featuring young, emerging musicians, 
thereby increasing the opportunities for youth to 
participate and breaking the stranglehold that older 

Tahitian musicians exert on the performance of dance 
music (Landc, pers. comm., 1 November 2000).13 

In this festival spectacle, Maui — a popular hero 
of Tahitian mythology and pan-Polynesian figure with 
broad regional appeal and recognition — appears in the 
world of today as a young man searching for cultural 
identity in a constantly evolving, modern civilisation. 
On stage, music and dance relate the story of an ancient 
world in which the legendary Maui travels through time, 
lights the fire of knowledge, uses his fishhook to pull up 
the various islands of French Polynesia in a discovery of 
cultural diversity, and becomes the master of his future 
by capturing the sun. On the screen located behind the 
performers, larger-than-life film images provide what 
Lande considers the "clues" to the presentation. In a 
visual counterpoint to the live actions on stage, the film 
tells the story of a modern-day Maui and shows aspects of 
Tahitian life and culture that, unlike music or costumes, 
cannot be transported to the festival. The film offers the 
audience a window on a French Polynesia where ancient 
archaeological sites and scenes of incredible natural 
beauty underline the harsh contrast with the contem
porary world of Tahiti's supermarkets and freeways. The 
film also delivers in Tahitian, with French sub-titles, 
the dialogue between the contemporary Maui and his 
grandfather — dialogue that conveys Maui's lack of 
connection to his cultural past and his grandfather's 
insistence that he must "light his own fire".The audience 
sees some of the profound social changes that engender 
this search for cultural identity through images that both 
document cultural loss and serve as a ta 'i/tangi 'lament' 
for an older era. Although the film is the young Maui's 
reality, the action on stage represents both his cultural 
heritage and according to the spectacle programme, his 
interior world of dreams and sentiments (Delegation 
de Ia Polynesie francaise 2000a). The stage is also the 
place where stories of old find meaningful metaphors in 
the present and where performing traditions of the past 
intersect with the artists (dancers, musicians, costumers, 
composers, arrangers, and choreographers) of today. 

The show unfolds over four acts. In a break from 
Tahitian practice, the French Polynesians printed a 
visually elaborate programme in French to explain the 
music, dance, and oratory presented on stage. This 
was available for sale at the entrance to the venue. The 
following synopsis indicates the general content of what 
was presented on stage:14 

Act 1. 77ie voyage in time. 
Through instrumental music (nose flute and 
drum), dance, oratory and song, the performers 
draw on traditional performance genres such as 
pehe,pāta 'uta 'u, tarava raromata 'i, 'ate 'a, and 
htmene ru 'au to create a setting of the pre-contact 
past. A grand priest foretells great changes in 
store for the society as crazed mourners fight 
against the death of the old times. The music 
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evokes melancholy and nostalgia for the past, 
and the people resign themselves to the fact 
that the time of the ancestors is over. The high 
priest announces the anger of the gods, and the 
act closes with a small number of mourners 
revolting against the misunderstood changes 
and the loss of cultural reference points. 

Act 2. Maui lights the fire. 
This act presents dances and songs that use fire 
as a metaphor for knowledge and its transmis
sion. One dance encourages children to light the 
fire, the fire of their identity as a guiding light 
for the generations to come; another invokes the 
Polynesian attachment to place. A final song 
presents a dialogue between two girls who have 
different views of ancient culture and its role in 
a modern world. These messages are conveyed 
through traditional dance and music genres such 
as: 'ate 'a 'amui, hivinau, 'aparima and 'ūtē. 

Act 3. Maui s fish hook, or the discovery of the other. 
The scene shifts to the Marquesas Islands, whose 
people are known for their strength and resolve 
in retaining their culture. Traditional welcoming 
chants and invocations (hahi and ha 'anaunau), 
men's dances {haka and putu), and recreational 
chants (rari and tape'a) relate the story of the 
man-god figure Tana'oa and his travel by canoe 
to the island of Fatu Uku. 

Act 4. Capturing the sun, or mastering the future. 
Maui, representing the sun, meets Hina, the 
moon, in a couple dance symbolising the com
plementarity of man and woman. Traditional 
dances from the Tuamotu Islands - including 
haka Pa'umotu, teki, and kapa - take the 
audience to the atolls, where songs about 
diving for pearl shells remind spectators of the 
black pearl industry's vital role as an economic 
resource. A tarava tahiti, a genre of polyphonic 
song, signals both the return to Tahiti and Maui's 
reappearance on stage. An 'ate 'a dance in the 
old style brings backs rhythms and sonorities of 
the early 20th century and pays homage to those 
who, over the years, have made Tahitian dance 
famous throughout the world. 

Apparent from this summary is the use of the 
live performance to reinforce the prominent theme 

- Maui and the evolution of time — and to situate it 
within a backdrop of French Polynesian history and 
artistic traditions. Through music and dance, the live 
performance also elaborates the crucial underlying 
themes of cultural change, ethnic plurality, retention of 
traditions, and control of the future. 

Stage and screen emerge as different, but connected 
symbolic worlds — the stage presenting the uniqueness 
of French Polynesian performing traditions, whereas the 
film lays out the identity issues of concern to many young 
Pacific Islanders today. Specifically, the film prescribes a 
course of possible action for youth grappling with cultural 
dislocation by showing how Maui seeks information about 
the past, talks to his tupuna (grandfather), participates in 
activities that reinforce a link to tradition, persists even 
when friends do not understand the quest, and faithfully 
cultivates the "fire" within himself. The film's intended 
message, underscored by the simultaneous presentation 
of thematically-linked ideas on stage, is that a burning for 
knowledge and an understanding of the past will allow 
Islanders to be masters of their own destinies. The issue 
of power/control is an important one for many French 
Polynesians, who are governed by France but demanding 
a stronger voice in matters that concern their islands. 
By broadening the message to address issues of Pacific 
importance (generational detachment, modernity and 
subsequent feelings of cultural loss, etc.), however. Maui 
makes a poignant statement while effectively sidestepping 
the overt appearance of being aggressively political. 

T h e C h a l l e n g e s 

Every festival experience creates its own philosophical, 
artistic, and practical hurdles for the artistic leaders 
involved and the Noumea event was no different. Lande, 
like his counterparts, struggled with the problems 
of inclusion, representation, budget constraints, and 
obstinate personalities. There were, however, some 
exceptional pressures and expectations that moulded the 
creation of Maui and ultimately shaped its presentation. 
For example, the Minister of Culture, Dr Louise Peltzer, 
established criteria that she expected the delegation 
leader to follow in developing the festival programme 
and included these central elements in the delegation's 
printed materials (Delegation de Ia Polynesie francaise 
2000a, 2000b; translation): 

• The delegation will be a national troupe of artists and 
creators coming from different cultural disciplines. 

• The delegation will offer presentations especially 
conceived and prepared for this festival. 

• The approach aims to end the separation of the arts 
and to present a complete and coherent spectacle. 

• The integration of new technologies of commu
nication will be an key part of the delegation's 
spectacle. 

Although these criteria represent the philosophical 
underpinning of French Polynesia's spectacle, Peltzer 
(pers. comm., 10 August 2000) also established other 
unpublished guidelines that coloured the details of the 
spectacle's preparation and implementation on a very 
practical level: 
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• There must be one single delegation to represent a 
united French Polynesia. 

• The delegation's performance must encompass 
different cultural traditions of French Polynesia. 

• The delegation will be limited to 150 people. 
• Rehearsals will take place in Pape'ete. 

These additional specifications reflect govern
mental priorities and concerns. The reaffirmation of 
political unity, for example, relates directly to govern
mental posturing during the annual Heiva celebration in 
June-July, 2000.13 Heiva 2000 followed on the heels of 
a disastrous 1999 Heiva dance competition that finished 
with public challenges to the judges' vote and an eventual 
lawsuit by a displeased group director. Peltzer, weary of 
the acrimony and wanting "to calm the air", ordered that 
Heiva 2000 music and dance performances would be 
non-competitive. In a further effort to diffuse the heated 
situation among Tahiti's professional dance troupes, 
she proposed that the Heiva feature dance teams from 
French Polynesia's five archipelagos, many of which 
seldom or never appear in Pape'ete.16 

The response was phenomenal; the Tahitian public 
delighted in unusual and varied programmes that 
provided a striking change from the normal Tahiti-
dominant fare, and people were openly moved by the 
extraordinary performance of a pe'i from Mangareva. 
President Gaston Flosse, however, carefully enveloped 
this diversity in a cloak of political unity, repeatedly 
invoking the simile that the five archipelagos of French 
Polynesia were "like the five fingers of one hand". 

During this same period initial plans for the 
Noumea festival were beginning to gel. The established 
pattern was to choose the first-place winners of the 
Heiva as the troupe to represent Tahiti at the Festival of 
Pacific Arts; several of the Heiva dance teams clung to 
the hope that their strong Heiva performances merited 
selection for this trip. Confirming both the President's 
clear political stance of unity and the need to reduce 
competitive in-fighting however, Peltzer decided there 
would be one, specially-formed delegation rather than 
an individual, pre-existing troupe. 

As much as the minister wanted to demonstrate 
political unity, she also wanted to highlight French 
Polynesia's cultural richness and respond to the 
mounting internal need for inclusivity. The stunning 
beauty of the dances and songs presented for the 2000 
Heiva effectively rattled the chains of Tahitian cultural 
hegemony as people began to question why they had 
never seen these performances before. In addition, 
shifting internal politics were giving new emphasis to 
the language and cultural traditions of archipelagos 
previously ignored and even denigrated by Tahitians.17 

The Noumea festival provided an outstanding inter
national venue to present the less well-known and more 
traditional cultures of French Polynesia. On one level 

this foregrounding of "tradition" is especially important 
for Tahitians, who arc frequently criticised for what 
some outsiders perceive as an over-commercialisation 
of their arts. The tension between modernity/profes
sionalism and tradition/"arts of the people" is also a 
persistent concern for many Tahitian choreographers, 
especially in the wake of new ideas incorporated by 
innovative troupes such as O Tahiti E or Les Grands 
Ballets de Tahiti. In these troupes, a completely uniform 
look, emphasis on professionalism, specially prepared 
and named "shows" with eventual C D and video spin-off 
sales, and an openness to non-Tahitian models of presen
tation have conjured up comparisons to Las Vegas style 
entertainment.18 In contrast, dances from the Marquesas 
and Tuamotu Islands draw on ideas transmitted as part 
of an older Polynesian heritage. Including them in the 
Festival was a way both to highlight cultural richness 
and to link Tahiti to the more traditional practices of 
these remote archipelagos. 

The final two points in the minister's guidelines — 
delegation size and rehearsal locus — relate directly to 
the budget voted by the Territorial Assembly, a budget 10 
percent less than that allocated for the previous festival 
in Samoa in 1996. Because of financial restrictions, 
the Minister stipulated that participants must provide 
multiple artistic contributions in order to contain the 
delegation size (e.g., carvers should be able to dance and 
visual artists should lend their voices to the singing). The 
decision to hold rehearsals on Tahiti reflected the need for 
frequent practice but the lack of funds for transporting 
large groups of outer islanders. This rationale, however, 
effectively precluded the large-scale participation of the 
other archipelagos, meaning that Tahitians themselves 
would convey the overall theme of cultural variety and 
retention of tradition.'1* Ultimately, the delegation would 
function as a sort of national dance company — complete 
with all the responsibilities and problems of represen
tation associated with such groups. 

Budget issues further complicated the prepara
tions when access to funds became a major difficulty. 
As late as one month before departure, the Association 
'Aha Tau (the administrative entity for the delegation) 
still had no funds in hand from the Territorial Assembly. 
The delay meant that organisers were unable to arrange 
sub-contracts with suppliers; work on major aspects 
of the spectacle — including costumes, filming and 
editing the video, subtitling, and shipping the screen 
from Australia — could not commence until the weeks 
immediately before departure. The last-minute video 
editing, especially considering the tight synchroni
sation of video and live performance built into the Maui 
spectacle, in turn necessitated modifications to the 
carefully rehearsed timing for the songs and dances a 
mere five days before the final dress rehearsal. 

It was clear from the Minister's public and private 
statements that she expected the delegation not only to 
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integrate technology with their presentation, but also to 
intentionally foreground it. This directive moulded both 
the creative approach to the spectacle and the choice of 
an artistic director who felt comfortable exploring new 
relationships between technology and dance. According 
to Lande, Peltzer initially wanted to emphasise 
modernity but work primarily with slide images. It was 
Lande's idea to tic together the past and present in order 
to question the future and to use video as a medium to 
accomplish this. His challenge was to find a linking 
thread that would "preserve the charm of each separate 
tradition" he presented (Landc, pcrs. comm. 1 November 
2000). After being approached by Peltzer, he spent 
three days contemplating the established parameters 
before deciding on the story of Maui as his "thread" and 
agreeing to undertake the task. 

Lande brought certain qualifications to the job. 
During his years of study in France he worked closely 
with promoters who presented Tahitian dance troupes 
in major European venues, often performing with the 
troupes as well. Equally important was the fact that 
he was not currently affiliated with a particular dance 
organisation on Tahiti; he had experience but was free 
of the attachments and obligations that might make it 
difficult to manoeuvre in the sometimes-contentious 
world of Tahiti's professional dancers and musicians. 
Landc admitted some initial scepticism in the dance 
community surrounding his selection as a young 
newcomer to directing but felt he had the public support 
of the major dance directors, who eventually were 
content with the decision — "although not as happy as 
if it had been one of them!" (pers. comm. 1 November 
2000). In addition to his neutral position, Lande 
embodied Pcltzcr's search for multi-talented people. 
During non-performance times in Noumea, he could be 
found playing drums for a dance workshop or spending 
time in the artisans' village, where he worked skillfully 
on carving a drum (La Depeche de Nouvelle-Caledonie 
31 October 2000:50). Young, intelligent, articulate, well 
educated polyvalent, creative, and comfortable with 
technology, he represents a generation of young Tahitians 
that looks positively to the future and feels confident in 
selectively embracing those aspects of modernity that 
serve Islander purposes. 

K n o t s in t h e C o r d 

Maui's "sacred cord of time" appeared on three successive 
days. Most of the non-Pacific Islander scholars attending 
the festival saw either the Friday or Saturday evening 
performance, and by Sunday their reactions began to 
surface in shared conversations. Some of the responses 
were positive; people remarked for example, that the 
archival footage interspersed in the film was interesting 
and that they appreciated the level of technical organi
sation required by the performance. "Well-organised", 
"spectacular setting," "excellent dancing," "interesting," 
and "strong message" were some of the comments heard. 

Responses appeared cautious and tentative, however, 
with some people obviously searching for words that 
would allow them to maintain screens of scholarly 
objectivity. Others dropped their screens completely 
— "over stimulation," "under rehearsed" "story didn't 

work," "corny story," "visually confusing," "film and 
stage were unrelated" "okay for the public, but kind 
of boring for the scholar," "couldn't read the [French] 
captions," "too skilled and organised" "performers 
were accustomed to [performing in] shows," and "it was 
entertainment [as opposed to cultural presentation]" 
were the criticisms of this group. I realised however, 
that something was seriously wrong when one observer 
described a colleague as "writhing on the ground in 
revulsion" and summed up the Tahitian effort as a thinly 
disguised commercial ploy. Clearly there were major 
issues — and major misunderstandings - at play. 

Negative comments touching on the notion of profes-
sionalism are nothing new for Tahitian festival perform
ances. At the 1988 festival in Australia, one American 
reporter tossed off the Tahitian performance with the 
statement that it was too "commercial". When pressed 
for specifics, he added that "the girls were too pretty and 
they smiled too much!" Criticisms of "too skilled and 
organised" "performers were accustomed to shows," and 
"it was entertainment" seem only one step removed from 
the misguided reporter. Refusing to believe that scholars 
prefer performances that are unskilled unprepared and 
boring, I am disturbed by the underlying notion that a 
polished smooth "show" is antithetical to Polynesian 
dance performance today. It is, moreover, strange that 
the attributes of physical and artistic beauty, enjoyment, 
good organisation, and well-rehearsed presentation 

- qualities so valued in French Polynesia — should 
somehow make scholars feel deceived and defrauded 
especially when the music and dance presented in Maui 
were very true to what is currently practised and admired 
on Tahiti by Tahitians.-" Lande emphasised that Maui 
was not unrestrained modernity, "This is not Les Grands 
Ballets.-1 but a reaction to it!" (pers. comm., 1 November 
2000). Indeed some sections of Maui, such as the 
outstanding dances in Act III, offered spectators a rare 
treat of some of the oldest and most "authentic" songs 
and dances from the Marquesas Islands.22 Similarly, 
the dances from the atolls of the Tuamotus represented 
traditions unique to that archipelago. Commercial? Non-
traditional? Only show and entertainment? Certainly not 
for French Polynesians. 

The truly searing condemnations of Maui, however, 
emerged during group discussion: 

• Why was the venue not avai lable to other groups? This 
was the only venue where the audience could see. 

• Tahiti enjoyed favoured status at this festival because 
of the French connection. 

• This was a Paris spectacle that had nothing to do 
with the Pacific. 

st, 
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• The whole idea of a spectacle is a French approach 
to presenting the arts. It is a structural dilemma that 
is built into the festival. 

• It was overkill. 
• This ostentatious display of mechanistic, techno

logical showmanship will set a very bad precedent 
for the festival. 

• French Polynesia is distancing itself from the rest of 
the Pacific. 

Unlike the artistic criticisms — some of which are 
arguably justified — these issue-oriented statements 
carried an uncharacteristically heavy emotional content. 
The performance was obviously problematic for certain 
scholars, with overt barriers to appreciation centring 
around thorny issues of economic privilege and political 
favouritism, ideas of commercialism and spectacle, and 
cultural positioning — all of which merit discussion as 
complex, metaphorical knots in Mauru sacred cord. 

Pr iv i lege a n d F a v o u r i t i s m 

Criticism surrounding ideas of economic privilege and 
political favouritism, particularly in relation to venue, 
posited that Tahitians received special consideration 
because of the demanding technical requirements 
for their show, their access to financial resources not 
available to other delegations, or their ability to draw 
on established political connections between the French 
colonies. Although Tahitians have been accused of being 
too "commercial" in previous festival performances, 
questions of economic privilege generally have not 
been part of that debate and represent a new twist on an 
established tendency to compare Tahitians unfavourably 
with their Pacific neighbours (Stevenson 1999:33). 

The Kami Yo performance space at the cultural 
centre was indeed a magnificent location. Besides the 
natural beauty of the setting, its grassy hillside provided 
one of the few venues where spectators could sit and 
enjoy clear sight lines. A l l other venues were on flat 
ground; a reported shortage of materials and the wish to 
maintain a "village" atmosphere led festival organisers 
to exclude bleachers at the primary venues (the festival 
village, the SPC, and the town square). For audiences, 
this meant cither standing for hours or sitting in the 
dirt, neither of which provided optimum comfort nor 
viewing. Large crowds and poor lighting at evening 
performances in the village made it difficult for people 
to see the delegations that performed in the cleared area 
at the foot of the stage, but festival organisers did little 
to ameliorate the situation.21 Thus, Kami Yo stood out as 
a conspicuous improvement over the other venues. 

Kami Yo, designed to host regular performances 
throughout the year, has both an established infra
structure for technology and trained personnel who 
are experienced in presenting artistic events there. At 
other venues, technicians struggled to cope with ad hoc 
lighting and inadequate staging areas. Some scholars, 

however, sought to problematise the selection of venue 
and what they felt was an unfair advantage to the Tahitian 
performance. In the words of one observer, "If you have 
the money, you get the lights." It is worthwhile therefore 
to explore these criticisms of funding and access. 

The Territorial Assembly, French Polynesia's 
governing body, appropriated the sum of 36,5()(),()()() 
CFP (approximately US$292,000) to cover the entire 
festival participation. The challenge — especially in view 
of the Minister's mandate to feature technology — was 
to accomplish significantly more than earlier festival 
delegations, but with only 90 percent of the previous 
budget. As Lande put it, "We had less money but we chose 
very carefully where to allocate our resources." The total 
cost of the Matu production was 8,000,000 CFP (about 
US$64,000) and less than one quarter of the overall 
delegation budget (Lande, pers. comm. 1 November 
2000). Tahitians' monetary commitment to the festival 
has never been a subject of discussion at previous events, 
and the reality is that Tahiti's resources in 2000 were out 
of line with neither its earlier festival participation nor 
the budgetary commitments of comparable delegations. 
Nevertheless, the use of technology apparently created 
an unfounded impression of an overriding monetary 
advantage. 

In Tahitian performing traditions, there is a 
further interplay between economics and performance 
aesthetics, particularly as these impact on delegation 
size. Tahiti has consistently brought large groups to the 
festival; for example, the delegation to the Rarotonga 
festival (1992) was over 300 members. Although this 
reflects available financial resources to a degree, it 
is also a statement of Tahitian aesthetic priorities that 
favour — and even demand — large group partici
pation. In Tahiti, for example, it is not uncommon to sec 
very large dance teams at the yearly Heiva festivities; 
in fact, rules stipulate a minimum of 80 participants in 
order to enter the competition (Heiva Nui 2006:5), and 
one dance troupe in 2000 featured over 100 dancers en 
scene. For Tahiti, the cultural imperative to present a 
large performing delegation, thus, had to be balanced by 
the actualities of a reduced budget and a technologically 
intensive presentation.24 

Some observers cited political advantage as 
another factor prompting Tahiti's placement at the Kami 
Yo venue. It is an accepted and anticipated fact that the 
South Pacific Festival of Arts offers an opportunity for 
the host country to highlight its own cultural traditions. 
For example, the festival on Tahiti in 1986 featured 
performances from several islands of French Polynesia, 
theTownsville festival highlighted Australian Aboriginal 
groups, and the Apia festival invited performing groups 
from throughout Samoa. Given the shared position 
of French Polynesia and New Caledonia as overseas 
territories of France, some festival observers apparently 
presumed that the French connection afforded Tahiti 
both special billing and treatment in a kind of joint 
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highlighted status.25In reviewing the festival programme, 
however, it is clear that Tahiti received no preferential 
billing in official publications. Although the spectacle 
was mentioned in a special daily "close-up" box in 
the programme, it was only one of nine such special 
listings.2'' Posters for the Tahitian performance appeared 
in some hotels, but these were privately placed rather 
than the result of official festival action.27 

Landc stated firmly that the Tahitians' use of Kami 
Yo was not political and traced the path that brought Maui 
to the Tjibaou Cultural Centre. Once he and Peltzer had 
agreed on the general programme content and format. 
Lande wrote to festival officials in New Caledonia asking 
them for descriptions of the planned venues. His intent 
was to work with what was available in Noumea, and he 
relayed to organisers his desire to tailor the programme to 
their available sites. Lande views this type of interaction 
as normal research and planning for performance and 
wondered out loud why others did not take the initiative 
to request Kami Yo. "Perhaps they were worried that it 
was too far away from the festival village," he mused 
(Landc, pers. comm. 1 November 2000). 

In view of the printed evidence, budget limitations, 
and Lande's statements describing the assignment 
of Maui to the specific venue, it is hard to ascribe 
charges of privilege and favouritism to this particular 
performance. Nevertheless, the rather quick response 
of observers to assume such processes implies other 
layers of complication. 

C o m m e r c i a l i s a t i o n a n d S p e c t a c l e 

It was perhaps inevitable that the programming of a 
"grand spectacle" would lead to charges of commercial
isation, echoing accusations directed at Tahiti in earlier 
festivals. Presentations at the festivals in 1976 and 1988. 
in particular, prompted open rebukes accusing Tahitians 
of adopting a touristic approach to presentation that 
strayed from the basic objectives of the festival.28 Maui, 
as a highly-publicised event promising a large cast and 
a full array of technology, not only carried historical 
baggage but also aligned strongly in people's minds 
with the practices of modern, global, music-consumer 
culture. Some observers, erroneously presuming that 
all Maui gate receipts went to the Tahitian delegation, 
questioned why the public was required to purchase 
tickets for this event when all of the other dance perform
ances were free. There were, however, two categories of 
performance at this festival — theatrical performances, 
which were paid and ticketed events, and music/dance 
performances, most of which were free. The decision to 
charge an entrance fee for Maui, as well as the deter
mination of the exact amount of that fee, was a festival 
committee decision — one that involved a schematic 
shift placing Maui in the category of theatrical, rather 
than music and dance, presentation. In response to the 
criticism that the delegation surely must have viewed 
its spectacle as a money-making opportunity, Lande 

reported that all ticket revenue went directly to the 
festival organisers. None of the major expenses (e.g., 
screen rental, film costs, and audio/visual technicians) 
incurred in preparing and presenting this special 
show for the festival was reimbursed and the Tahitian 
delegation received none of the gate receipts. 

Modes of presentation and notions of what 
performance entails vary greatly among the different 
festival delegations. A representative from Vanuatu, for 
example, remarked how difficult it was for his delegation 
to participate in a festival when the songs and dances they 
brought with them were intimately attached to specific 
ceremonies and not intended for display as entertainment 
(Kapere. pers. comm., 21 October 2000). Because music 
and dance are an integral part of ritual and observers are 
normally involved participants, the delegation presented 
portions of actual ceremonies with few concessions 
to such ideas as staging, theatricality or audience-
as-cultural-consumer. In contrast, Tahiti has a long 
tradition of performance for the diversion and enjoyment 
of spectators. In ancient Tahiti, special houses were 
constructed for music and dance performances intended 
as entertainment, the presentational nature of the dance 
being affirmed in the architectural lay-out of the building 
and the frontal orientation of the performances. 

The expansion of festival entertainment to embrace 
the notion of a "spectacle", however, was a stumbling 
block for several scholar-observers. In some ways, the 
choice of the French term was unfortunate as it carries 
definite undercurrents of negative connotation for 
most English speakers. The Oxford English Dictionary 
Online (2005) describes it as "a piece of stage-display 
or pageantry, as contrasted with real drama." Manning 
(1992:291), in his publication on "Spectacle", defines it 
as "a large-scale, extravagant cultural production that is 
replete with striking visual imagery and dramatic action 
and that is watched by a mass audience". As such, its 
primary value lies in grandiose and extravagant display 
rathcrthan artistic value. In contrast, although there exists 
also exists a pejorative possibility in French, the everyday 
use of the term is more neutral and translates as "sight, 
show, performance, pageant, gig" (WordRcference 2005) 
and "something seen" (Collins Online French Dictionary 
2006). In the theatre, spectacle refers simply to a play.2'1 

Some scholars at the Noumea festival viewed the 
whole idea of spectacle as a colonial overlay — not only 
on Tahiti's performance but also on the entire event. The 
anti-French positioning in many of these responses was 
only thinly veiled. Others considered the presentation 
inappropriate for an international event that aims to 
draw together Pacific cultures and feared that Tahiti was 
distancing itself from other island nations. Still others 
viewed the technological "overkill" as indicative of 
boastful display and downright poor taste. Underscoring 
the disparate positions in all of this, Lande stated that, 
from a Tahitian perspective, spectacle is a worthwhile 
and satisfactory aesthetic goal."1 
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Aside from the terminology employed the notion of 
a grandiose presentation clearly seems to be a stumbling 
block for scholar observers. For their own reasons 
however, some Tahitians are exploring new dimensions 
of performance that align with concepts and practices 
that are apparently uncomfortable for the academy. 
The snag centres on an academic-Tahitian culture clash 
involving definitions of "islandness". 

C u l t u r a l P o s i t i o n i n g 

Certainly, performances such as Maui force the academy 
to confront the problem of describing presentational style 
and defining those qualities that are "island-like". The 
festival assumes, on the most general level, a shared pan-
Pacific identity, and participants frequently invoke this 
constructed identity throughout the course of the event. 
Within that shared space, however, there is a wide range 
of historical and contemporary experience and hence 
contested views of what is tradition and what is modern. 

Additionally, the focus of the festival has gradually 
changed since its inception, from ideas of preserving 
island cultures to exploring new modes of islander artistic 
expression. This redefinition of the festival experience 
frequently emerges as a source of comment and concern 
in the remarks of outsider observers, many of whom 
come to the festival with an expectation of finding 
"tradition" and "authenticity" (Moulin 1996:147-48). 
Although scholars intellectually recognise and accept 
the ambiguities and fundamental problems surrounding 
these concepts, there is still a very deep-seated residual 
valuing of those expressions that are "most island-like" 
and specifically, the "least Westernised". Reading Maui 
as a "Paris spectacle" is emblematic of this thinking, as 
is the fear that Tahitians may be distancing themselves 
from other Pacific Islanders. 

One of the early goals of the festival was to highlight, 
nurture, and preserve Pacific traditions.1' How is it, then, 
that attendees at the Noumea event were confronted with 
hour after hour of the synthesised sound of electronic 
keyboards and nagging but unvoiced questions about 
the role of reggae as a traditional Pacific expression? 
Moreover, multiple video and media teams at work arc 
a regular part of the festival ambiance, and commercial 
by-products of the festival (books, audio recordings and 
videos) are an anticipated follow-up to the event. Today, 
Western technology is intimately bound to this festival, 
and all of the changes that accompany this unmistakable 
infiltration were established well before Maui appeared 
to take these technologies a step further. Nevertheless, 
Maui did symbolise a radical departure from the early 
festival insistence on "no shows". But was it Lande's 
intention to redefine the festival? 

The festival web page opened with the title " K / / / 
Festival des Arts - Paroles d 'flier, paroles d 'aujourd 'hui, 
paroles de demain ('Words of yesterday, words of 
today, words of tomorrow): Pacific cultures on the 
move together" (Festival des Arts du Pacifique 2()()()c). 

A following page explained the focus of the event and 
included the following opening paragraph: 

Ever since the first Festival, which was held in Fiji 
in 1972, each host country has selected a specific 
theme to explore and reveal the immensely rich 
Pacific cultures. The New Caledonia Festival 
marks a passage to a new era. After hundreds of 
years of living with external cultural influence, 
will the traditional and folk cultures that have 
developed over the past thousand years remain the 
cultural foundation stones of tomorrow's Pacific 
peoples? This is the question that lies behind the 
Festival themes in this symbolic year (Festival of 
Pacific Arts 2000d). 

This same section closed with the words of Jean-
Marie Tjibaou: 

To return to tradition is a myth. No People has ever 
done so. In the quest for identity, we must look 
forwards, never backwards. Our struggle now is to 
build as much of our past and culture as possible 
into the future community. Our identity lies ahead 
of us (Festival of Pacific Arts 2000d). 

For those critical of Tahiti's conspicuous use of 
technology, Lande offered a valuable viewpoint that 
potentially restores some sense of balance. Yes, this 
performance was innovative, and this was because 
no previous festival specifically called for islanders 
to include the dimension of the future and the artistic 
expressions of today's youth. Although many perform
ances addressed the traditions of yesterday and the arts 
of today, French Polynesia's delegation was the only one 
that endeavoured to reach i nto a new and i nnovativc realm 
that conceivably might offer a possibility for tomorrow 
(Landc, pers. comm., I November 2000). It was not that 
Tahitians decided on a mode of presentation and imposed 
it on the festival structure; rather, their creation evolved 
from the stated guidelines of the event. 

Certainly, the early festival notions of tradition, preser
vation, and "no shows" will not allow a true understanding 
of Maui as a contemporary work of today. Furthermore, 
forcing a future-oriented creation into present-day ideas 
of "Pacific-ness" is both futile and divisive in terms of 
academy-artist interactions. Untying the knots of misun
derstanding, however, may help in finding alternative 
ways of viewing and evaluating this performance. 

U n t y i n g t h e K n o t s 

Like Maui's journey through time, knots of misinterpre
tation surrounding Maui as an artistic work also display 
a temporal element; some areas of disagreement appear 
as lingering vestiges of the past, others as concerns of 
the present, and still others as questions about the future 
of Pacific arts. Reactions to the notions of show and 
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spectacle, for instance, demonstrate how the academy 
still invokes its own traditions of the past (e.g., the authen
ticity debate) and outline the need to identify the specific 
locus of innovative processes and practices at work. 

In the Maui performance, criticisms on the level of 
programme content seem misdirected. Given the breadth 
of traditions represented and the display of cultural 
cachet exhibited in Maui, artistic content clearly fell 
within the acceptable cultural norms and aesthetic values 
of contemporary Tahitian performance and in fact, was 
highly representative of presentations by Tahitians for 
Tahitians on Tahiti — in other words, it was authentic. 
The delegation also performed major segments of its 
"spectacle" at the festival village, and these village 
performances included selections from the same songs 
and dances presented at Kami Yo. Interestingly, the 
village performance elicited little negative response or 
comment, thereby rei nforcing the notion that the problem
atics of Maui reside outside of the realm of programme 
content, specific repertoire, costumes, musical accompa
niment, instrumentation, or music and dance technique 
— all prominent categories for determining fidelity to a 

tradition. Rather, definitions of authenticity broke down 
at the point where visual technology was included and 
highlighted and essentially, where Maui moved outside 
of the established conceptual models scholars use for 
appreciating and evaluating Pacific performance. 

Bringing to mind Kasfir's reminder that authenticity 
is properly seated in the minds of those who make art, 
and not those who collect or study it (Kasfir 1992:53), 
Lande spelled out what he himself considered the most 
significant departure from tradition in Maui and one 
that created the biggest difficulty for his performers 

specifically, the need to conform to a fixed tightly-
timed sequence demanded by the accompanying moving 
images. Tahitian musicians often modify the accom
paniment by repeating or curtailing sections and even 
adding or deleting entire compositions in response to the 
moment of presentation.12 The confines of video simul
taneity however, altered that entire approach by restruc
turing and transferring performance power and control 
from musicians to the artistic director/video editor and 
in the process, imposing a lack of spontaneity on the 
performance. For the Tahitian delegation, this rigidity 
attacked a fundamental core of "Polynesian-ness" much 
more so than the elaborate lighting, the theatricality of 
Maui or inclusion of updated versions of traditional 
genres. As Lande recounted "It [exact timing] is very 
difficult, given that one of the characteristics of all 
traditional dances and songs is exactly not to have time 
constraints [italics mine]. Our hfmene tarava, on the 
contrary, was exactly one minute and thirty-four seconds" 
(Les- Nouveltes de Tahiti 21 October 2000, p. 8). 

Knots of misinterpretation also converge around 
three domains of the present: a lack of familiarity with 
the current artistic trends in the homeland, a cloaked but 
discernible tendency to engage in cultural distancing; and 

the need to reassess long-held ideals regarding Pacific 
performance. For example, familiarity with Tahitian 
modes of presentation at home and the contemporary 
artistic practices favoured by French Polynesians would 
inform a critique of Maui that might result in a very 
different aesthetic response on the part of observers. An 
analysis of the two types of presentation, at Kami Yo 
and in the village, reveals that the prominent difference 
between them was the reduced content of the village 
performances. In the village setting, the broad range 
of musical traditions presented at Kami Yo was limited 
to primarily 'ate 'a and 'aparima, the bare essentials of 
Tahitian performance. Tuamotuan dances were retained, 
but all of Act 3 (the Marqucsan songs and dances) was 
omitted from the abbreviated programme, as were the 
oration and Tahitian song traditions ('ūtē, himene tarava, 
andhtmene ru 'au). Theatrical elements were also absent 
in the village setting; there was no overarching story line, 
oratory, dramatic lighting or, even, obvious theme to the 
presentation. Instead innovative uses of technology and 
linked artistic arenas gave way to a bare-bones dance 
performance with few threads to tie the various compo
sitions together in a cohesive whole. 

The development of a programme theme is one of 
the highest artistic priorities of Tahitian choreographers 
at the beginning of the 21 st century. The central role of 
the theme, already apparent decades ago but becoming 
a stated requisite in recent years,11 is so thoroughly 
entrenched in current Tahitian artistic thought and 
practice that I would argue a lack thereof moves the 
performance outside of currently established Tahitian 
ideals of large-scale presentation, thereby potentially 
rendering it "inauthentic", at least in one major aspect. 
Ironically, this type of reduced presentation is not unlike 
that offered in tourist hotels in French Polynesia, raising 
the complex issue of venue and its effect on audience 
interpretation of an event.14 Although it is unlikely the 
general audience noted the truncated non-diversified 
nature of the village presentations, it is apparent that the 
reduced performance — without the dramatic elements 
of film, stage lighting, and overall story line — was non-
threatening to scholar's definitions and expectations and 
in fact, preferred by many of them. In contrast, knowl
edgeable Tahitians would view the village performance 
as derivative in nature. Although they might enjoy and 
admire it for the beauty and technical execution of the 
music and dance, it would not qualify as the "complete" 
presentation normally expected for important public 
performances. The fact that the group started with the 
larger production and extracted items from it to perform 
in the village setting, provides an essential clue to how the 
performers, choreographers, director, and the indigenous 
audience view these two types of performances. Reading 
the clue properly, however, requires cultural familiarity. 

A real challenge also remains in trying to reconcile 
the apparent outsider need for cultural distancing and 
a sense of "otherness" with islander perceptions of the 
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self (Moulin 1996:139-40, 147-48). Maui troubled some 
scholars because of what they perceived as a radical 
push toward modernity — in the process, turning Pacific 
Art into a "Paris spectacle" — whereas Lande specifi
cally considered Maui a reaction against some of the 
recent trends and rampant innovations presently taking 
place on Tahiti. This decalage of perceptions — outsider 
criticisms of widespread modernisation in what Tahitians 
view as a process of stabilising or reclaiming traditions 

- reveals both misinterpretation of the art form and 
misunderstanding of the artistic socio-contextual 
dynamics of the country and the people involved. It also 
raises the possibility that outsider aesthetic decisions 
may be reliant upon an outdated ideal and highlights a 
broader pattern wherein some lay and academic observers 
tend to evaluate the Tahitians by applying modes of 
evaluation more appropriate to other parts of the Pacific. 
Stevenson, for example, remarks (1999:33) on a general 
"disdain for the metropolitan islands (Tahiti, Hawai'i, 
New Zealand), scholars dismissing their traditions as 
economic responses to tourism". Elsewhere (Moulin 
1996:148), I have pointed out the strong hints of cultural 
colonialism pervasive in this thinking. 

Conflicting aesthetics create additional knots. 
Although admirable for the breadth and interesting 
content of the traditions represented the fidelity of the 
Marquesan performance, beautiful costumes and high 
performer energy, a technically advanced production 
with excellent film quality and projection, and its honest 
representation of Tahiti today, the spectacle nevertheless 
engendered criticism due to disjuncture at the level of 
audience communication and artistic worth. 

It was difficult for many observers to follow the 
story, much less to appreciate the subtleties of it. The 
lack of English subtitles, due to a shortage of funds, left 
little for the non-French, non-Tahitian speaker to grab 
onto — leaving the actual theme of the story vaguely 
conveyed as a non-original rehashing of "seek out your 
roots" rather than the more subtle story outlined in the 
Maui programme. The problem was intensified by the 
last-minute action of communications personnel, who 
decided without Landc's knowledge to charge 500 CFP 
(US$4.00) for the printed multi-coloured programme. 
Many English speakers — turned off by the extra fee, 
the programme's all-French explanation, and what some 
described as the "Tarzan" look of the poster on the 
reverse side — opted to take the performance at face 
value. Thus, the important informational and educational 
intent of the programme was lost in an ill-advised effort 
to recoup costs. Without the programme, the action on 
stage had little meaning to those unfamiliar with Tahitian 
language, history, and dance practice. 

A miscalculation on the part of Tahitians in 
translating the video images for an international audience 
also marred the performance for some. Although scenes 
of islanders bathing their horses or a shot of the inter-

island cargo ship Aranui are immediate, symbolic 
triggers that transport French Polynesians to the 
Marquesas Islands and make logical sense as a backdrop 
to Marquesan dance, few in the audience had the insider 
knowledge to recognise the links that provided meaning 
to the selected footage. "What did bathing horses have 
to do with the dance?" was one comment overheard. 

Observers also legitimately complained about the 
built-in visual confusion created as projected images 
fought for attention with the dances presented live on 
stage. This was, in fact, a problem for the audience at 
the pre-departure performance in Pape'ete as much as 
it was for Noumea spectators. Even more important 
for many scholar observers, however, was the uncom
fortable feeling that dance was relegated to second 
place in that fight for attention. Not only were the 
commanding video images larger-than-life, but dancers 
were wrapped in semi-darkness since clear projection 
demanded a dimly lit stage. In short, the trappings of the 
performance — and particularly, the technology of it 
— overrode the content, blinding people to the message 

of the programme as well as the beauty of the songs and 
dances the performers offered. 

C o n c l u s i o n 

As a former professional dancer in Tahiti and a scholar 
who has been following Tahitian music and dance for 
over three decades, I realise my views of Maui are very 
different from those of many of my colleagues. Far 
from being "repulsed" by the programme, I saw it as 
an attempt to leap forward in technology while striking 
a middle ground between artificial preservation and 
undirected innovation on the level of cultural content 
— and, frankly, I enjoyed it greatly. The progamme, to 

my eyes, reflected hard work, excellent co-ordination, 
fine music and dance, and a healthy — if not totally 
successful — attempt to explore the reach of video 
and its possible integration with the performing arts. 
Moreover, Maui also provided an interesting and honest 
picture of music and dance in Tahiti today. The audience 
was invited to see the real Tahiti and to consider the 
issues young Tahitians encounter regarding the role of 
tradition on a small island that interacts with a global 
community. Many in the audience joined me in being 
transported to a vibrant and unique world very different 
from that offered by any other festival delegation. 

Issues related to technology and the arts are not going 
to go away, and the comments of Manouchc Lchartcl'5 are 
as valid today as they were over a decade and a half ago. 

Scholars tend to exhibit a restrictive, conservative 
view of the performing arts and sometimes ignore 
contemporary practices. Individual creativity 
must be acknowledged placed within the dynamic 
traditions of a culture. (Lehartel 1989:2) 
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Rather than bemoaning the jump forward into new 
realms of expression, I would suggest that the academy 
tackle the underlying questions raised by Maui. Why do 
some imported forms, such as reggae, remain unchal
lenged additions to the festival whereas others, such as 
'spectacle' and 'show', are viewed as suspect? In some 
Pacific cultures these concepts are now an accepted 
approach to presentation. Why are lines drawn between 
what scholars feel is acceptable technology for music 
and dance (e.g., PA systems, electronic instruments, 
night lighting, new costume materials, film as a separate 
art) and those forms and uses of it deemed unacceptable 
or ostentatious (theatrical effects or large-scale video 
production)? Considering the inevitable place of 
technology in the future of Pacific arts, it seems as though 
scholars should reflect on their role in encouraging and 
supporting the development of new modes of expression 
that will utilise this technology rather than merely 
dismissing fledgling efforts to explore it. Finally, why do 
the performing arts struggle with notions of innovation 
whereas the visual arts seem to embrace it so easily? 

Certainly the presentation of Maui underscores the 
fact that there are very different aesthetic ideals at play. 
One person equated the "overkill" of Maui to a woman 
who thinks she has to wear all of her jewellery at one 
time, not realising that one sole piece may be more 
elegant and effective. Although elegance, simplicity, and 
palpable ties to the past may be the desired attributes of 
some Pacific artists or festival attendees, young Tahitians 
are choosing to define their arts on their own terms. 
Lande, for example, stated "1 am tired of people telling 
us how we should be or what we are" (pers. comm.. 1 
November 2000). 

There is little doubt that the Pacific will increasingly 
see more attempts to cross artistic boundaries and to guide 
the interweaving of the arts, technology and new modes 
of communication in creative directions. Performances 
such as The Boiling Ocean''' or the 2001 ho'ike for the 
Kamehameha Schools Song Contest (March 2001)" or 
Holo Mai Pele31 are harbingers of the future as examples 
of works in which Pacific Islanders have approached 
Pacific performance in original and exploratory ways. 
Just as the academy struggled in an earlier decade to deal 
with the concepts of "authentic" and "tradition", in an 
increasingly interactive world wc must also re-evaluate 
categories such as "island" and "Pacific". 

The Maui(s) of tomorrow will continue to call upon 
varied resources for artistic expression as they draw 
strength from the past but confidently cast the sacred 
cord of performance toward the future. Determining 
where the cord will land and how it will attach meaning 
arc the challenges for young artists. The task for scholars 
is to avoid creating knots that might disfigure the cord's 
intended shape as performers, choreographers, and their 
arts strive to evolve over time — ever "looking forward", 
in Tjibaou's words, but forever linked through the 'aha 
tau to yesterday, today, and tomorrow. 
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N o t e s 

1. The 2005 conference 'Culture Moves' (Wellington, 
November 2005) underscored the notion that Pacific arts 
do not have to be tied to traditional forms. Rather, "there 
are also new ideas that are incorporated every day keeping 
culture strong flexible, and most importantly, moving". 
(http://www.hawaii.edu/cpis/dance/program.pdf). 

2. The conservative leanings of Pacific ethnomusicology, in 
particular, have been criticised vocally by islander scholar 
Katerina Teaiwa (2004 Ethnomusicology Forum presen
tation. University of Hawai'i, 25 October]), who believes 
the real focus of contemporary islander youth lies in 
hip-hop and bemoans the academy's lack of attention to 
contemporary music and dance forms. 

3. For example, the artistic programme for Australia included 
three different music groups - a rock group Coloured 
Stone, rapper Ebony Williams, and Still Gins, a contem
porary vocal trio. Three different dance groups presented 
the traditions of the Ngarigo-Yuin people, dances from the 
eastern islands of the Torres Strait, and contemporary dance 
(Australian Delegation 2000). The New Zealand delegation 
included artists representing 15 categories, seven of which 
clearly were contemporary art forms (painting, claywork, 
fashion, filmmaking, contemporary Maori theatre, contem
porary Maori writing, and contemporary Maori music) 
(Arts Council of New Zealand 2000). 

4. All translations are those of the author. 
5. Formerly known as the South Pacific Commission. 
6. Comments are drawn from the informal meeting in Noumea 

of the Study Group on the Musics of Oceania on October 29. 
2000, a meeting that brought together a group of about a 
dozen ethnomusicologists and others involved with the arts 
to discuss their reactions to various aspects of the festival. 

7. Pcltzer's full title was Ministre de Ia Culture et de 
I'Enseignement superieur, charge de Ia Promotion des 
Langues polynesiennes. 

8. A fourth performance, originally scheduled for October 
26, was cancelled due to the festival organisers' need to 
reschedule the opening ceremony on that date. 
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9. The Jean-Marie Tjibaou Cultural Center was designed by 
Rcnzo Piano and officially opened on 16 June 1998 (Kiwa 
Vii 2000:7). 

10. In contrast, performances at the festival village were free, 
while theatrical works presented in various venues cost 
1000 CFP (about US$8.00). 

11. A complete list of the artistic responsibilities includes: 
author, director, composer, Jean-Paul Lando; author of texts 
and Tahitian songs, Patrick Amaru, Raphael Tehiva, Jean-
Paul Lando; author of songs and oratorical texts, Raphael 
Tehiva; author of Marquesan chants, Patrice Kaimuko; 
percussion music, Jean-Paul Lande, Hans Faatauira; 
musical arrangements of traditional songs. Penina Itactctaa 
Tcikiotiu; choreography, Louise Kimitete, Pauline Carillo 
Dexter, Vanina Ehu, Jean-Paul Landc; featured actor and 
dancer, Eugene Kavera; costumes, Pauline Carillo Dexter, 
Vanina Ehu, Erena Uura. Turere (Les Nouvelles de Tahiti 
21 October 2000:7; translation). 

12. Lande estimates that about half of the dancers were from 
CAT, a connection facilitated by the artistic involvement of 
Kimitete and Ehu, both of whom arc dance teachers at CAT. 
Other performers were members of professional troupes 
such as lleikura Nui, O Tahiti E, Ahu Toru, and Tiki Village. 
There were no dancers from Les Grands Ballets, since 
performers with Les Grands Ballets are under contracts that 
prohibit them from appearing with other troupes (Lande, 
pers. comm., I November 2000). Defining loyalty by legal 
contract signals a unique and previously unknown approach 
to Tahitian performance and dance group organisation 
and underscores the growing tendency of young Tahitians 
to display more individualism and less group loyalty than 
previous generations (see Moulin 2001). 

13.See Moulin 2004 for a discussion of age and authority in 
Tahitian dance music. 

14.Sec Moulin 2003 for an annotated translation of the 
programme and more detailed discussion on the ways in 
which the Maui spectacle embodied diversity in repre
sentation, efforts to document and educate, and the use of 
technology. 

15. The Heiva i Tahiti is an extended annual event that includes 
arts and crafts displays, music and dance competitions, 
contests in traditional sports, and an agricultural fair. 

16. The celebration featured performances from Mangareva. 
Hao. the southern Marquesas, the northern Marquesas, 
Rurutu, Tupu'ai, Maupiti, Bora Bora, Ra'iatca, Huahine, 
and Mo'ore'a as well as dance teams from several districts 
on the island of Tahiti. 

17. Minister of Culture Dr. Louise Peltzer, a trained linguist who 
holds a faculty position at the university in Tahiti, has been 
an active proponent of nurturing the indigenous languages 
of French Polynesia. Activities during the summer of 2000 
included recognition of an official academy for the study 
and perpetuation of Marquesan language and the official 
release of the first publication of the recently-formed 
Mangarevan language academy (Uebe-Carlson 2000). 

18. Uniformity of physical appearance extends even to a 
requirement that all female dancers dye their long hair the 
same colour. In another departure from typical Tahitian 
practice, all costumes are made exactly alike — down to 
minute details — thereby leaving no room for individual 
creativity or the slightest non-conformity in colour, style, 
length, materials used, or skill of execution. The divergence 
of O Tahiti E from established visual and movement norms 
at the 1997 Heiva was so great that organisers in 1998 were 
compelled to establish a separate category of competition 
entitled "Free Creation". 

19. Tahiti's affinity for the new and its resultant loosening of 
bonds to the past are both recognised by French Polynesians 
and documented in the literature (Moulin 1996). The irony 
of this outcome was not lost on performers from the other 
islands. In fact, a separate group organised by Marquesans 
from the island of Nuku Hiva presented its own perform
ances at Mont Dore although these were not part of the 
official festival. 

20. This artistic integrity was apparent on the levels of chore
ography, song composition, musical instruments, costumes, 
and dance style. 

21 .This dance troupe, formed on 24 November 1998 by Tumata 
Robinson, Teiki Villant, and Lorenzo Schmidt, is known 
for highly polished performances that continually push 
established norms of what is "Tahitian" — in everything 
from costumes to repertoire, dance movements, programme 
organisation, and style of presentation. 

22.In fact, primarily due to the participation of Isidor 
Kaimuko, the Atuona man in charge of this portion of the 
programme, the Marquesan representation in Maui was 
much truer to older repertoire and performance norms than 
the many performances I documented on a return trip to 
the six inhabited Marquesan islands in June 2000. Even 
when pressured to make modifications to accommodate 
the Maui performance, Kaimuko firmly refused to permit 
any changes that would undermine the fidelity of the 
Marquesan dances passed on to him (Kaimuko, pers. 
comm., 27 October 2000). He brought family members to 
Tahiti to teach the dances to the Tahitians and had them 
serve as front line dancers in performance. 

23.Two small seating areas each accommodating about ten 
people appeared at the SPC during the second week of 
the event; one slightly larger set of portable bleachers 
that accommodated perhaps 50 people was set up at the 
festival village, even though hundreds gathered to see the 
performances. The small stage at the festival village was 
loaded with drum sets and sound equipment, forcing many 
delegations into the dirt area immediately in front of the 
stage. While culturally-appropriate for the Kanak groups 
who perform only directly on the ground or the Vanuatu 
enactment of a ritual not intended as staged entertainment, 
this position placed the audience immediately next to the 
dancers, blocking sight lines even further and frequently 
sending clouds of dust onto the spectators. 
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24. The political upset in Tahiti in 2004 and the failure of the new 
government to budget for the festival meant that the total 
Tahitian delegation (visual/performing artists, photographer, 
poet) to the festival in Palau (2004) numbered fewer than a 
dozen. Revealingly, rather than presenting Tahitian dance 
with such limited numbers of performers, the delegation 
featured only dances from the Marquesas Islands. 

25. Intriguingly, Wallis and Futuna, which are also under 
French governance, were never mentioned in regards to a 
supposed shared or favoured status. 

26.Other listings included the Biennale arts exhibit, a contem
porary dance performance "Wassin", the Australian play 
"The Rain Dancers", a clothing exhibition, the New 
Zealand play "Ochre and Dust", and performances by 
various delegations at Mont Dore. 

27. The poster, printed on the back of the French Polynesian 
spectacle programme to reduce group expenses, was 
posted in private establishments around town. As a service 
to guests, one hotel also posted a Tahitian newspaper article 
about the performance. 

28. Tahiti's inclusion of the Danse du tapa at the second festival 
Rotorua (1976) and its programme for the Townsville 
festival (1988), which featured a heavily tattooed dancer 
named loteve Tehupaia, engendered the most vocal 
disapproval. Tahitians, however, do not understand why 
they are singled out for criticism. 
The "Dance of the Tapa" was popular in the mid-1970s 
on Tahiti, where Tahitians saw it as a modern revival of an 
ancient practice in which uri';' 'chiefs' were received with a 
ritual offering of native bark cloth wound around girls and 
young women. "Following the presentation to the queen, 
and some music, the men would seize the ends of the cloths 
wrapped around the women and make them turn like tops 
until they were completely naked. And, in this state, they 
would continue the performance" (O'Reilly [n.d.]:3). In 
the 20th century version, a young female dancer wearing 
only a pareu cloth wrapped around her hips was wrapped 
in yards of cotton fabric. As she offered her 'ori tahiti 
(Tahitian-stylc dance), she turned, slowly unrolling the 
length of fabric until it dropped on the ground and finished 
her dance topless. Tahitians did not reinvent this dance to 
accommodate commercial or touristic demands, but as an 
attempt to revive the past. The fact that festival organisers 
had encouraged Islanders to bring their most traditional 
arts and that the dance had enjoyed success in Tahiti were 
the main reasons the delegation decided to include it in 
their festival presentation. The delegation's artistic leader, 
the esteemed Madeleine Mou'a, viewed the dance as a 
"return to tradition" and was mystified by the negative 
response to it. "Why is it," she asked, "when other groups 
revive old dances or practices, they arc praised but when 
Tahitians try to present their past, they are attacked?" 
(Mou'a, pers. comm. December 1976). Similarly, 
spotlighting a dancer with a full body tattoo at the 1988 
festival generated disparaging remarks about inauthenticity 
at a time when Tahitians were just beginning to value tattoo 
as an acceptable and valued art closely linked to ideas of 

cultural identity and the contemporary cultural movement, 
Ia culture rua 'ahi (Stevenson 1999: 33-34). 

29. The use of "spectacle" is not new in Tahitian practice. In 
programmes from the 1970s and 1980s, evening perform
ances for the annual traditional dance competitions appear as 
"spectacles Jblkloriques", even though these performances 
were simple outdoor presentations of the type most scholars 
today would view as traditional in conception and delivery. 

30. It is worth noting also that the performing arts arc known in 
French as "les arts du spectacle" (WordRefcrence 2005). 

31 .The printed brochure for the first festival states: 
"The culture of the South Pacific is a living culture. It shows 
itself in dance and music, artifacts and handicrafts, in the 
architecture of their buildings, in their games and in their 
languages.... But even in the Pacific change is inevitable, 
and positive efforts are needed to prevent the age old arts 
from succumbing to the pervading sense of sameness 
that exists in much of our society, or being swamped by 
commercialism, or cheapened to provide facile enter
tainment for tourists. 
We hope that this Festival will not only encourage the 
preservation of the best in Pacific island culture, but that 
it will also serve to re-establish much that is in danger of 
being lost.... Perhaps it may also enable a recapturing of 
some of the old chants and dances as they were when they 
were originally created and in the form they were enjoyed 
by the peoples of the Pacific long ago." (South Pacific 
Festival of Arts 1972:4). 

32. Sec Moulin 2004 for details of this elasticity in 
performance. 

33. The development and execution of a stated theme has been 
a criterion for evaluating dance group performances for 
many years (Office pour le Developpement du Tourismc 
1975:1-3). Late-19th century reports provide evidence that 
Tahitians enacted dramatic stories comprised of several 
music and dance compositions, implying that the idea may 
derive from indigenous approaches to performance rather 
than only imported ones. The growing importance of the 
theme as an artistic device extended thematic development 
to solo dances during the 1990s. Official score sheets for 
the 1994 Heiva, for example, reveal that points given for 
the creation, beauty, originality and clarity of the theme 
equalled 22 percent of the total score for solo dancers 
(Office Territorial d'Action Culturelle, 1994, photocopy). 

34.In an earlier article, Kaeppler (1977) relegated hotel 
performances to the realm of cheapened "airport art", 
overlooking both the role of venue in artistic interpretation 
and the important artistic and social influences at work in 
the confluence of tourism and performance in Tahiti. 

35. Manouche Lehartel. a former Tahitian dancer and dance 
troupe director, has served in museum and arts leadership 
positions for many years on Tahiti. 

36. An evening of poetry, modern dance, recorded music, and 
still images presented as part of the Pacific Islands Studies 
Conference (Honolulu, November 2000). 

37. This performance enacted the Biblical story of Abraham 
through a combination of huia, pre-recorded dialog. 
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dramatic lighting, and Broadway-inspired music. The 
performance was broadcast on television throughout the 
state of Hawaii. 

38.Co-produced by International Cultural Programming 
at Thirteen/WNET New York and Pacific Islanders in 
Communications,(200T ), broadcast on national educational 
television, and described as "recreating the legend [of Pele] 
for modern audiences, translating it to the contemporary 
stage by combining the traditions of Hawaiian chant and 
huia with innovative elements of Western theatre. 
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"Doing The Torres Strait Huia": The Adaptat ion and 

Perseverance of "Huia" in an Australian Performance Culture 

LYN C O S T I G A N a n d K A R L N E U E N F E L D T 

I'd stand in front of the mirror and practise there 
how to do the huia... [I] liked the way they danced 
[in the movies] (Informant Two). 

Doing the Torres Strait Huia, each one a story to 
tell, the beauty of music in motion and that sweet, 
sweet ffangipani smell (excerpt from The Torres 
Strait Huia 2002). 

What does Hawaiian-derived "huia" dancing have to 
do with the Torres Strait region of tropical northeastern 
Australia? What stories does it tell about the people, the 
place and the things that are considered culturally, socially 
and historically important? How was or is its performance 
culture transmitted by women across generations? 
What kind of music does the Torres Strait "huia" use 
to complement exoticised and romanticised images of 
scented flowers, sandy beaches and smiling sensuality? 

These are some of the questions we explore here 
via description, analysis and speculation informed by 
detailed ethnographic data from women who either 
performed or still perform Torres Strait "huia". "Huia" 
is used with inverted quotation marks because in the 
Torres Strait region connections to huia as practised 
historically by women in Hawaii (Stillman 2003, 1996a, 

1995), Polynesia (Moulin 19%) and elsewhere nowadays 
(Stillman 1999,1996b) arc tenuous and difficult to trace 
with any certainty. We describe its cultural production, 
analyse it as a socio-cultural and historical text and 
speculate on the intentions of its performers, the impact 
on its audiences and the role of music. 

Although huia in its traditional forms in Hawaii 
combines music, dance and texts (Stillman 2003), 
our primary focus is on dance, more specifically on 
its sociality, transmission and performance culture. 
Kaeppler (1987:13) provides a useful definition of dance 
as a: "cultural form that results from the creative use of 
human bodies in time and space that formalizes human 
movement into structured systems in much the same way 
that poetry formalizes language. These cultural forms, 
though transient, have structured content, are often 
visual manifestations of social relations, and may be 
part of an elaborate aesthetic system." Torres Strait huia 
can be appreciated as a cultural form that is structured 
albeit informally, and has its own aesthetic system, 
albeit often ill defined or individualised. Although it 
lacks a formalised pedagogy, a set repertoire and clearly 
defined performance contexts, nevertheless it has been a 
popular activity for several generations of Torres Strait 
women (see Figure 1). 

Figure 1. Huia Dancers c. late 1930s, Thursday Island, Queensland. Standing [1-r]: Jenap Bindol (nēe Jia); Jumila 
Dubbins (nêe Ah Mat); Dahlia Bin Hoosen (nēe Malay) Kneeling [1-r]: Kathleen Taylor (nēe Jia); Dahlia Seden 
(nēe Drummond). Sitting [1-r]: Edna Mohamad (nee Anno); Patty Hodges (nēe Dewis); Dulla Solomon (nēe 
Jia); Doseena Bin Garape (nēe Jia); Jane Thompson (nee Adams). Bottom [1-r]: Jessie Moyden; Gladys Hondo 
(nêe Anno). Photograph courtesy of Dan and Clare McGrath and family. 
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Huia as an Indigenised and localised dance form 
has occupied a particular niche within Torres Strait 
performance culture, one that to the present day 
provides an outlet primarily for women (and children) 
and immigrants to express themselves artistically. Why 
they dance and for whom they dance are two main 
aspects of unravelling how "doing the Torres Strait 
huia" constructs and affirms a particular type of identity 
for women, a particular way of being a Torres Strait 
Islander or a resident of the Torres Strait region that is 
publicly displayed via dance. 

In this chapter wc argue Torres Strait huia is 
best appreciated as a version of the "Hollywood" 
huia (Tavares 2003: 58-59), a cogent example of 
"glocalised" entertainment (Robertson 1994); that is, 
a global form localised. Wc speculate that at the time 
of its importation it was based primarily on stereotyped 
images of Polynesia that had circulated internationally 
for centuries (Desmond 1999, Kirsten 2000, Wcndt 
1976). As Edmond (1997:7) observes: "western repre
sentations of the Pacific were to form important chapters 
in the history of the Enlightenment and Romanticism, 
of nineteenth-century Christianity, science and social 
theory, of modern painting, anthropology and popular 
culture." At a more mundane level, the Torres Strait huia 
is but one of many examples of sometimes problematic 
cultural borrowings across the Pacific region (Moulin 
1996). As well, it is one of the multifaceted imaginings 
of the Pacific (and Oceania) arising in and through 
popular culture, which Desmond (1999:172) suggests 
has resulted in it becoming "a dream territory for 
western fantasies". In Australia and elsewhere in the 2()th 
century such imaginings and concomitant images were 
reiterated in film (Man 1991), but also via sheet music 
and print media (Scott Maxwell 1997). In the Torres 
Strait context it developed its own aesthetic as it was 
refracted through the unique prisms of an Indigenous 
and multi-cultural population living in a remote region 
centred on the tiny, newly established administrative 
centre of Thursday Island (1877). It may have been far 
from the metropoles of Australia such as Sydney and 
Melbourne but it was connected to globalised forms 
of popular culture because of its location on a major 
shipping route. 

Huia in Torres Strait 
The term "Torres Strait" is used here in its geographical 
sense. The Indigenous peoples of the many islands that 
lie between northeastern Australia and New Guinea 
are related both to Melanesian cultures to the north 
and Aboriginal cultures to the south. The present day 
Indigenous languages in the region reflect those links: 
Kala Lagaw Ya in the Western group of islands to 
Aboriginal languages and Meriam Mir in the Eastern 
group of islands to Papuan languages, although 
Torres Strait Creole is increasingly the regional 
lingua franca. Due to the development of large-scale 

maritime industries (beclie de mer, pearl and trochus) 
in the late 19th century, immigrants arrived in large 
numbers from Polynesia, Melanesia, southeastern and 
northern Asia, Europe and elsewhere (Singe 1979). 
The Indigenous peoples and cultures thus had to deal 
not only with political and economic controls but also 
cultural influences, that they in turn adapted to their own 
uses such as imitations of European dances and other 
imported entertainments (Haddon 1901). However, the 
society — and performance culture — that evolved 
particularly on Thursday Island was decidedly multicul
tural. Although Anglo-Australian culture predominated 
for the elite, non-European immigrants also presented 
their cultures via public performances, some quite 
elaborate (Neuenfeldt 2004). 

As the archival and photographic records attest, 
huia has been a part of Torres Strait performance culture 
for at least seven decades (Mullins and Neuenfeldt 2005) 
(sec Figure 2). 

Figure 2. Dulla Solomon (nēe Jia) c.mid-1930s, Thursday 
Island, Queensland. Photograph courtesy of Gladys 
Bingarape, Seriba Shibasaki and Tatipata families. 
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In an Australian context, it formed part of the 
wide range of entertainment forms (music, dance, film, 
minstrelsy, vaudeville, etc) available to Colonial and 
Federation Eras societies (Waterhouse 1990). In the 
20th century, huia and huia music were "Australianised" 
(Bambrick and Miller 1994, Coyle and Coyle 1995, 
Whiteoak 1995) as a particular form of antipodean 
exotica (Scott Maxwell 1997). If one reason for 
encouraging entertainment in the European dominated 
society of Thursday Island was to promote among its 
own quarrelsome European population the "saving grace 
of social culture" (Mullins and Neuenfeldt 2001), then 
the huia — like blackface in the early decades of the 
20th century — may have served in its own way to safely 
domesticate and thereby "tame" the more exotic and 
thus frightening world right next door in New Guinea 

- or Aboriginal or Torres Strait Islander Australia 
for that matter. Given the prejudices of the times and 
the multicultural composition of the population, it is 
doubtful anyone would have thought to adopt and adapt 
nearby Indigenous dances and music. Although huia was 
technically an "Indigenous" dance form from Polynesia, it 
was several crucial connections removed from its source, 
and feminised and exoticiscd through popular culture. 
Consequently, it carried with it a raft of connotations that 
could be readily transported and transposed into non-
Polynesian locales such as Torres Strait that arguably 
shared certain superficial attributes such as a tropical 
climate, an island environment and ecology. Importantly 
it also had an ethnically, culturally and racially diverse 

population and a need to meld such diversity into some 
kind of collaborative, hybrid performance culture. 
Arguably, "doing the Torres Strait huia" provided just 
such an outlet for women and the ethnographic data that 
follow support this speculation (see Figure 3). 

T h e E t h n o g r a p h i c D a t a 

We conducted interviews with Torres Strait women of 
different generations to gain insights on their experiences 
of huia both as individuals and as members of larger 
groups. Most live currently in the Torres Strait region. 
In the context of public performance, huia was usually 
a group activity although there may have been a "lead" 
dancer. Archival photographs show groups of approxi
mately ten people or more, predominantly made up of 
women. The following excerpts from edited interviews 
with Informants address some of the personal reasons 
why women did or still perform huia dancing and its 
role in their social and cultural life. The excerpts arc not 
intended to suggest all female huia dancers have had 
the same experiences; they were chosen to give a broad 
overview of what it meant or means to perform huia in 
the Torres Strait. 

For some of the Informants, huia was self-taught in 
the sense that an established and codified pedagogy was 
absent, similar to other forms of Torres Strait Islander 
dance today (Costigan and Neuenfeldt 2002). What role 
models there were tended to be based on the ephemeral 
images from popular culture epitomised by "Hollywood" 
huia; that is, images of the "South Seas" caricatured and 

Figure 3. Huia Dancers, date unknown, Thursday Island, Queensland. Photograph courtesy of Dan and Clare 
McGrath and family. 
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simplified in Hollywood movies (Tavares 2003: 58-59). 
Informant One's use of huia exemplifies "Hollywood" 
huia: "When you see the other ladies doing the huia and 
you see them in the movies... then I used to try it. I'd 
stand in front of the mirror and practise there how to do 
the huia, by myself... I taught myself." When questioned 
about hula's attraction she stated she "liked the way they 
danced [in the movies]". 

During World War Two, she was evacuated south 
to the Mainland to Cairns in northern Queensland. In 
Cairns huia became important socially and culturally for 
Informant One and other Torres Strait evacuees wrenched 
from their homeland and transported on very short notice 
to an alien environment (Osborne 1997). Parties were 
popular as were floor-shows at places like Regal Hall, 
where they danced the huia and other dances such as 
the Jitterbug, Pride of Erin and Foxtrot to live bands or 
records. The women and girls would practise every week, 
another important social activity (sec Figure 4). 

At age 14 she was invited to join a dance group to 
entertain the Australian troops stationed in the Cairns 
area, dancing the huia and the jitterbug: "It was nice 
to be there entertaining the troops and they seemed to 
like us and enjoy our dancing." The dancers were not 
paid but this was not expected: "You never think about 
money in those days... We did it because we just loved 
dancing... [The troops] all seemed to love it and enjoy 
themselves... Whatever made everybody happy made 
us happy" (see Figure 5). 

Now in her 70s, Informant One still dances the huia, 
most recently as a featured dancer at the House Party 
Huia Concert in Cairns (Petran 2006), featuring the 
live music of Henry (Seaman) Dan, John Nicol, Cindy 
Drummond and Jerry l.ewin and recordings of old anil 
new huia songs. The concert celebrated the music and 
dance of communal house parties held within the evacuee 
community, centred on the no longer existing "Malay 
Town" district of Cairns (Rayner 2006). She describes 
her huia style as "Torres Strait huia". It differs from 
Cook Islander huia, which has been brought recently to 
the Torres Strait and the Australian Mainland by Cook 
Islander immigrants. Torres Strait huia, she argues, is 
"natural" and "wc do our own thing". However, she is 
proud of her granddaughter who has been taught Cook 
Islander huia and has won a dance championship. 

Like Informant One, Informants Two and Three 
were evacuated to Cairns during World War Two and 
they agree that huia played a crucial social role. They 
also have fond memories of dancing at house parties, 
floor-shows at the social club at Regal Hall and for 
Australian troops. On performing for the troops 
Informant Three, who started dancing huia at age 15 in 
Cairns, comments: 

They came and took us in barges. There were 
about eight or nine of us and they would tell us 
to be quiet as we were going up the river [to the 
military camp]... We used to do the huia there for 

Figure 4. Huia Group, c. 1946/47, May Day Celebrations, Cairns, Queensland. Standing [1-r]: Lucy Maza (nee Pitt); 
Pauline Mills (nēe Savage); May Oui (nēe Addo); Elsie Smith (nêe Williams); Daphne Noble; Mary Bowie 
(nêe Galora). Sitting [1-r]: Betty Bin Juda (nēe Ah Mat); Gloria Guivarra (nêe Bootha); Sarina Ah Mat (nêe 
Adams); Flo Ludwig; Clare Filewood (nêe Chin Soon); Lala Nicols (nêe Walters). Front: Florence Kennedy 
(nēe Savage). Photograph courtesy of Pauline Mills and family. 
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Figure 5. Huia Dancers, c.1946 Cairns, Queensland [1r] Clare Mcgrath (nêe Dubbins); Sarina Ah Mat (nêe Adams); 
Betty Bin Juda (nêe Ah Mat); Lala Nicols (nēe Walters); Mary Bowie (nēe Galora). Photograph courtesy of Dan 
and Clare McGrath and family. 

them. They were all quite pleased and we used to 
have fun... it was just fun for us... we'd look at the 
boys there and make eyes at them but our mums 
were there  we had escorts. 

Huia was not explicitly sexual but implicitly 
sensual, which in the social and cultural context of the 
time was acceptable in public performance. It was the 
Torres Strait women who danced huia and both women 
speak of male members of an audience liking to watch. 
Men would also sometimes provide live musical accom

paniment or the women would dance to records. 
Informant Two has been dancing huia since age 

five. She recalls the impact of seeing and doing huia 
dancing at a church opening at St. Paul's Community on 
Mua Island in Torres Strait when she was a young girl: 

I got up and danced. I had to get the sway of it 
all and start dancing and they said "Hey, that little 
girl knows how to do the huia". They encouraged 
me... here was this little girl trying to do the huia 
and they were really happy with me. The next day 
when we left St. Paul's [Community] to come back 
all the villagers they brought gifts for me, big bags 
of coconut, mangoes, sugar cane. A big pile of 
stuff for me for doing the huia. It was my gift. 

She danced at school, parties and weddings: "If they 
knew I was there they'd ask me to get up and dance." 

On Thursday Island where they returned after 
World War Two, both women played basketball as a 

social activity and each team would organise a weekly 
floorshow. Floorshows were also organised for sailors 
from visiting ships, such as from France and Norway. 
During floorshows, audience members would throw 
money to the dancers. One performance that Informant 
Two remembers expressly is the Hawaiian War Chant: 
"It was one of the most beautiful dances I've ever been 
in" (see Figure 6). 

The song Hawaiian War Chant was popularised in 
Ship Ahoy, a 1942 US film featuring Eleanor Powell, 
Red Skelton and the Tommy Dorscy Band. Informant 
2 also recalls doing what was called a "Samoan dance", 
a style of dance also noted in a mid1930s playbill for 
a community performance on Thursday Island (Mullins 
and Neuenfeldt 2005): 

I went to an engagement party once... and they 
were doing a Samoan dance and I was just sitting 
down watching 'cause I didn't know how to do 
it. And [well regarded huia dancer and instructor 
Florence Kennedy] said "Get up... if you think 
you can do it", and I said "I think so". 1 said "I've 
never done it before". When I got up and did it with 
the other ladies she said "You were better than the 
lot of them. You knew more about it. You've got 
rhythm in your body, girl" (see Figure 7). 

Dancing huia is certainly about dancing and 
sociality but it is also about how women enjoy huia as 
artistic expression. Both women still like to dance to 
Hawaiian music and some of Seaman Dan's huia songs. 
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Figure 6. Huia Dancers, "The Hawaiian War Chant", c. 1955, Victoria Memorial Hall, Thursday Island, Queensland. Top 
Row [1-r]: Lily Shibasaki (nēe Bowie); Ellie Gaffhey (nêe Loban); Ceah Seden (nēe Takai); Enid Matters (nêe 
Abednego); Nonya Shinjo (nêe Shibasaki). Bottom Row [1-r]: Gertie Levi (nēe Abednego); Margie Dewis (nêe 
Berola); Mariam Irelandes (nêe Barba); Betty Foster (nēe Ahboo); Carmen Nunan (nêe Drummond). Photograph 
courtesy of Hismile Shibasaki. 

According to Informant Two: 

You feel good, you feel happy, you just let yourself 
go, you know. You just get into the music, the music 
seems to get into you and then you go with the 
music... It is in our blood, we just sort of get up 
and sway like the coconut trees. You see how they 
sway? Well, you sway like that. It's so simple yet 
some people are so stiff... it's in your body. You just 
go with it. It's a beautiful dance if you know how 
to do it. 

Huia is also, more mundanely, exercise: "It's good 
exercise - the movements in it. It's very good for you." 

For Informants Four and Five, who are aged in their 
late 70s, dancing huia is primarily for entertainment at 
parties. From a young age they have danced traditional 
Torres Strait dances at feasts, weddings, Tombstone 
Unveilings (the final mortuary rite) and parties. 
Traditional Torres Strait dance, unlike huia, is "culture" 
to them. When they were younger, with huia, they were 
fascinated by the "graceful movement of the hands... 
and we'd think, 'Wc can do that'". Music is an integral 
part of dancing huia (sec Figure 8). 

When the musicians played the songs on their steel 
guitars, it would encourage people to get up and dance 
the huia: "[The] music sets you off. [It is] good music 
and you want to get up and dance." Sizeable audiences 
would be attracted to huia dancing at the floor-shows 

on Thursday Island; however, "nobody knew what they 
were dancing about". At the time they did not realise that 
the "meaning's in the hands". As they admit: "Wc liked 
the movements and the swaying... and [we'd] think. 'We 
can do it'." They explain further: 

Any song that gets you in the mood [is good]. When 
you know that the music is nice for huia dance you 
just do your own actions... no meaning to it... I 
mean, if you dance today the huia with no meanings 
the "real" people would say, "I wouldn't know what 
they are dancing about", you know, but it didn't 
matter to us in those days... we just got up. 

Today, in light of this awareness they do not dance 
huia "in front of people that know how to do it [such 
as Cook Islander immigrants]... it's embarrassing 
dancing in front of people that know how to do it... the 
real thing... [but] when there's no-one around we'll do 
it". The huia they dance today they describe as "Torres 
Strait huia": 

It's quite nice to dance with the actions of the words 
that you sing... those dances are more like us, not 
like the Pacific Islanders... The Pacific Islanders 
have their language... the actions to the words they 
know but we don't know... We have our own words, 
our own songs, our movements. If we do somebody 
else's dance and song, they would not understand it 
and would say to us, "That's not our culture". 
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Figure 7. Florence Kennedy (nêe Savage) c. 1943/44, Member of United States Special Services Office Concert Party 
Troupe, Burketl Studios, Cairns, Queensland. Photograph courtesy of Pauline Mills and family. 

Although both Informants still dance, they lament 
the dearth of dancing now on Thursday Island in contrast 
to the 1980s when there were "lots of balls and people 
would get up and do a floor-show" (see Figure 9). 

When they were younger and living in the Outer 
Islands away from Thursday Island people from "the 
youngest to the oldest would get up and dance", but 
people today are loath to dance; they arc "too shy". 

For Informant Six. who is aged in her 4()s, huia is 
a celebration and point of connection to her Polynesian 
heritage. Her maternal grandfather was Tongan Rotuman 
from the far northern Fijian island of Rotuma. She dances 
primarily to recordings from a range of mainly Polynesian 
musical styles. In contrast to other Informants she is both 
a choreographer and a performer, a distinction noted for 
elsewhere by Kaeppler (1987:21). She was encouraged 
by her father to do Torres Strait and Polynesian dances 
to celebrate both her Torres Strait and Polynesian 
cultural heritages. Her father "kept reiterating that it was 
important for me to perform Polynesian dancing as well 
as Torres Strait dancing. Pass it down to my children 
and their children". Other women of Polynesian heritage 
"kept emphasising that it was important for us to keep 
that culture strong in the Torres Strait and to recognise 
our Polynesian ancestry and be proud of it". She 
recalls dancing huia at age five, before she knew of her 
Polynesian heritage. Her older sister taught her to dance 
and also to play ukulele and guitar. Huia, she believes, 
"is a way of expressing yourself. It's different to [Torres 
Strait] 'Island Dancing'. 'Island Dancing' is more of an 

aggressive dance. Huia is graceful. It's feeling beautiful 
about yourself and about dancing". 

She explains the difference between Torres Strait 
and Polynesian huia and the style she dances: 

Torres Strait huia is completely different to 
Polynesian huia. When I started dancing it was 
Torres Strait huia. Torres Strait huia is similar to 
PNG huia. The hand movements are different. My 
huia today is more Polynesian... Torres Strait huia 
then was slow, rhythmic huia but mine, I'm doing 
a lot to drum dances - fast ones. 

Although she likes the Tahitian style of dancing, 
she also dances the slow Torres Strait style of huia 
but uses different hand expressions. Her costumes are 
reflective of her style of dancing and her heritage. She 
wears sarongs, short grass skirts, singlets and T-shirts 
as Rotuman women "don't expose their body like other 
Polynesian women". 

When questioned about the longevity and popularity 
of huia she observes: 

By modernising Torres Strait huia I notice that 
we attract audiences from every age group — like 
older people as well as the young ones. If I perform 
to an older group of audience I change my style of 
dancing. I do a lot of slow ones to Taibobo [from 
Rotuma] music and slow dancing. When I have a 
lot of young people I do the fast drum dances. 
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She argues that it is easier to modernise huia as it 
is a "universal dance" but it is not so easy to modernise 
"traditional" Torres Strait dance as many Torres Strait 
Islanders are adamant about "keeping the culture". 

Informant Six dances huia with pride but is 
perplexed by historical photographs of Thursday Island 
women of Malay, Chinese and Japanese background 
performing huia: "It makes me wonder why they are 
doing that? What pride does it give them to do that? 
The thing that puzzles me... is why weren't they doing 
Japanese dancing or Malay [dancing]?" 

One possible reason for hula's longevity and popularity 
is its portability. As Informant Six suggests: "You can do 
huia dancing at any time, at parties, anywhere. It's different 
[with Torres Strait dance as] you have to look for singers 
and drums, whatever, but with huia dancing you can go 
with your CDs." She dances at cultural festivals, parties 
and other events in the Torres Strait and also teaches huia 
and Torres Strait dances. Dancing huia is not popular with 
Torres Strait men but she agrees with the other Informants: 
that "the men like to watch the women". 

Aside from artistic considerations, she also 
mentioned hula's health benefits: 

I want to encourage other Torres Strait women to 
do huia because it's a form of exercise. It's like 
doing yoga. Because of the high rate of diabetes 
here, heart disease, I've tried to encourage my 
people to do huia as part of that exercise to keep 
yourself healthy because a lot of our people die in 
their 50s, 60s. [When you become a dancer] you 
watch what you eat. Dancing keeps you young. 

Informant Seven, who is in her mid-20s, was born 
in the Cook Islands. Her family immigrated to Australia 
in 1996 and they settled eventually in the Torres Strait in 
1999. She was immersed in huia from an early age in the 
Cook Islands: "It was always around us. Mum and Dad 
were into dancing as they were growing up... they both 
joined dance competitions in the Cook Islands. They 
went overseas and competed against other overseas 
competitors." Huia was encouraged in schools, as was 
making costumes, singing and playing instruments. 

Informant Seven first danced huia in the Torres 
Strait in 1999 when she was invited to perform at an 
International Women's Day function on Horn Island. 
The Torres Strait had been introduced to Cook Islands 
huia at a cultural festival in the early 1990s, performed 
by men and women in contrast to how Torres Strait 
huia was usually performed solely by women. As noted 
above, however, men were involved as musical accom
panists. Similar to Informant Six she dances mainly 
to Polynesian recordings. In 2004 she formed a dance 
group and found the members very keen to dance and 
practise: "They love the culture and 1 think it's the hip 
movement. I think that's what attracts them... and how 
you can do the huia without your shoulders moving... 
you just concentrate on your hips and shake. I think they 
thought of it as exercising." 

She is adamant that huia should be performed 
correctly: 

I like to see people dancing huia the correct way. 
I am very critical if you do the huia and you do 
something wrong or it's not supposed to be done 

Figures. "Hula-Hula Dancing Party". Postcard, c. 1930s, Thursday Island, Queensland. Top Row [1-r]: Sol Tolasik; 
Dulla Solomon (nêe Jia); ?; Jenap Bin Dol (nêe Jia); Roy Williams. Middle Row [1-r]: ?; Kathleen Jia. Bottom 
Row [1-r]: Tidja Adams; Seri Jia; ? Reclining: Sam Savage. Photograph courtesy of Pauline Mills and family. 
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Figure 9. Mills Sisters [1-r]: Rita Fell-Tyrell, Ina Titasey, 
Cessa Nakata, c. early 1980s, Thursday Island 
(Federal Hotel), Queensland. Photograph courtesy 
of Cessa Nakata and Ina Titasey. 

like that. I tend to be the person who stands up and 
says, "That's not done right". That's why 1 like to 
teach it so it can be done right. 

Furthermore, huia must have a message. The following 
is her initial reaction to watching Torres Strait huia: 

I was very surprised to see them dancing... and 
then I was interested in knowing who taught them 
because I'd like to see them and sort of get to know 
their message of what they're trying to put across 
with the dancing. Because with dancing, you have 
to put across some sort of message. Not just hand 
movements or hip movements. There is a message 
there that you have to get across to the people who 
are watching. Because when the dancing was done 
I couldn't see any message through that. Dancing is 
communication and I couldn't see any communica
tion there. I didn't understand what was going on. 

However, she found a performance she watched in 
2003 by a Torres Strait group taught by Cook Islanders 
interesting and enjoyable: "It had Torres Strait and Cook 
Islands actions woven together through the whole song. 
You could sec some Torres Strait signs and you could 
see some Cook Islands signs as well. So there were a 
lot of messages in there - both Torres Strait and Cook 
Islands messages." 

Although she desires huia to be danced correctly, 
there have been changes. The use of CDs rather than 
singers and musicians has meant her huia style has 
changed from when she danced in the Cook Islands. 
She "picked up on the beat" as she had to "catch up 
with the speed of the music that was on the C D " . Hand 
movements have also changed; they are more relaxed. In 

the past huia dancers had to watch their hands but now 
"we'd rather look at the people out in the audience rather 
than watch our hands". She is unable to wear traditional 
Cook Islander costumes, as the materials arc not readily 
available in the Torres Strait. 

Performance contexts have also changed. Huia 
in the Cook Islands was performed at Constitution 
Celebrations, cultural festivals and in competitions. 
Unlike Torres Strait, there was no dancing at events such 
as weddings or birthday parties, just feasting. In contrast 
to the Cook Islands, she perceives huia in the Torres 
Strait as entertainment: ". . . because it's done at parties, 
birthdays, weddings. Tombstone Unveilings even. Wc 
don't even do that. It's considered taboo for us but I was 
surprised to sec that [dancing at Tombstone Unveilings] 
here." Although she would prefer a more cultural and 
traditional use of huia, being in a Torres Strait context 
and dancing with Torres Strait Islanders means her huia 
is of necessity more entertainment. 

A n a l y s i s o f t h e E t h n o g r a p h i c D a t a 

The preceding edited excerpts provide personalised 
insights into what it meant or means for some women to 
perform huia as well as the role of music in performance. 
Before addressing issues that arose in the personalised 
accounts, it is useful to analyse some of the broader 
historical, social and cultural contexts that inform them. 

There arc clear links between huia in Torres 
Strait and elsewhere that can be identified. One aspect 
of "Hollywood" huia that is obvious in films is its 
association with tropicality (Man 1991, Tavares 2003). 
From a resource point of view some of the accoutrements 
of "Hollywood" huia — flowers, grass skirts, coconut 
shells, etc.— were either easily available in Torres Strait 
or local substitutes readily found. Another aspect that 
might have had particular resonance with some women 
in Torres Strait who were of mixed heritage was that of 
"Hollywood" hula's inexplicit but implied connections 
with racialised — and often romanticised — notions of 
hybridity. The actresses in "huia" movies that circulated 
were usually not Polynesian although they were costumed 
in the cliches of Oriental and Oceanic exotica similar to 
sheet music covers and other popular culture representa
tions circulating in Australia (Scott Maxwell 1997). 

In Hawaii itself the racialised category of khapa-
haole' ('half Caucasian, half Hawaiian') was used 
although it has now become a problematic term as some 
people of different heritage combinations (e.g., Asian 
and Hawaiian) are accused of usurping it (Realhapas 
2006). The hapa-haole category also gave its name 
to a genre of music that combined instrumentation 
(e.g., ukulele and steel guitar) and images associated 
with Hawaii and the tropics along with Tin Pan Alley 
songwriting and marketing techniques (Bcloff 1997). 
Although it was bogus on many levels, it nonetheless 
constructed a powerful albeit ersatz musical authen-
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ticity for consumers of popular culture in places such 
as Torres Strait. Photographs of some Torres Strait huia 
groups document the use of musical instrumentation 
such as ukulele and steel guitar. 

Racialised categorisation was also familiar to people 
in Torres Strait as many people were of mixed heritage 
(i.e., "T.I./Thursday Island half-castes", Beckett 1987:59). 
It needs to be noted that in Torres Strait being categorised 
as Indigenous meant a person came under the strictures 
of the Queensland Aborigines Protection Act (1897) that 
regulated personal control over freedom of movement 
and finances, etc. Identity however was not necessarily 
fixed but somewhat negotiable. For example, in some 
situations one could self-identify as Torres Strait Islander 
and in others as "Coloured", South Sea Islander, Malay or 
Filipi no (Gantcr2()()4). Al l carried different social, cultural 
and political baggage, and over several generations, 
maintaining clear connections to the culture of a person's 
migrant and Indigenous ancestors could become difficult. 
Although there were certainly social hierarchies based 
on race on Thursday Island and elsewhere (Mullins and 
Neuenfeldt 2001), the fact many people were of mixed 
descent meant a hybrid culture could be fashioned. Huia 
with its attendant images — reinforced by movies and 
music circulating in Australia — provided just such a site 
not only for artistic expression but also a generalised and 
not particularised notion of being "exotic" without being 
Indigenous. It may also have functioned in Torres Strait 
society as a way to set apart those with some ancestral 
connections to Oceania from others without such 
connections — given there could be perceived social and 
economic benefits to such status. 

There are also some noteworthy themes that can 
be analysed from the Informants' personal recollections 
and observations. For Informant One huia became a key 
part of her experience of being an evacuee. Like many 
women of her generation she was cut off from social and 
cultural practices that had fashioned and regulated life 
on Thursday Island. The fact she still dances huia at 76 
years of age points to her deep connection both to the 
dance and to its significance for the sizeable Torres Strait 
population that never returned to Torres Strait after World 
War Two but rather made new lives on the Mainland. 

For Informants Two and Three the experience of 
evacuation was also a pivotal life event. For Informant 
Two, huia was already part of her love of dance and 
music and when evacuated she carried that interest with 
her. Although she spent most of the war years isolated 
from other people from Torres Strait, her interest in huia 
helped her reconnect with her community and generation 
once she returned to Torres Strait. For Informant Three, 
huia was one way to not only keep connections with 
other Torres Strait evacuees but also to integrate with 
others of her generation. Huia was a permissible way 
for young Torres Strait men and woman to socialise, 
suitably chaperoned by adults. For both Informants Two 
and Three, huia took on added significance once they 

returned to Torres Strait and Thursday Island. It was a 
way to reunite and reinvigorate a community that had 
been forcibly broken up for five years or more and 
had returned to ruined homes, dispersed families and 
dormant businesses. Currently, for both Informants huia 
is an activity that elderly women can enjoy doing. It may 
be nostalgic but it is also something that is physically 
possible, and arguably also a permissible sensuality for 
senior women to display in public. 

For Informants Four and Five, huia had a different 
importance in part because they spent the war years 
confined to a small island in Torres Strait. Their main 
concern was survival so cultural activities were not 
primary concerns. Because they later performed 
professionally at international festivals and casually at 
numerous community events, they are now perhaps more 
aware of the issue of appropriating dances from other 
cultures. Nonetheless they still huia on occasion and as 
senior women in the community they have inspired and 
taught several generations of dancers and entertainers. 
However, they lament that dancing in general is no 
longer a thing almost everyone did but something more 
restricted to rehearsed performers and performances. 

For Informant Six, huia has taken on a special 
significance. It is not only a means to connect with her 
Polynesian heritage (although few Polynesian women 
migrated to Torres Strait); it is also a means to promote 
physical activity and self-confidence. It is of interest that 
archival photos showing women of previous generations 
doing the huia but not performing other dances from 
their various cultural heritages perplex her. Perhaps this 
is because she comes from a family that emphasised 
traditional Torres Strait Islander dance as a normal 
and celebratory facet of "ailan custom", a cultural 
practice outside the life experience of some of the 
other Informants. Archival records do show that what 
were billed as Malay, Filipino or Samoan dances were 
performed on Thursday Island as part of floor-shows in 
the mid 1930s, but not necessarily by performers who 
actually could claim such heritage. 

For Informant Seven, huia in Torres Strait is viewed 
differently because she grew up in a culture where huia 
was integral to identity. Such issues as the absence of 
a major component of some Polynesian styles of huia 
— the narrative expressed through hand movements 
— mean she can view Torres Strait huia with a critical 

appraisal of how it is fundamentally different from huhi 
in her Polynesian home, something that Informants 
Four and Five also commented on. She also appreciates 
that in a new location and socio-cultural context huia 
can provide entertainment that is not necessarily 
"authentic" in a Cook Islander sense but nonetheless 
much appreciated within the Torres Strait community. 
Consequently she has adjusted her performance practice 
to incorporate more dynamic styles and consciously 
reached out to teach interested people in Torres Strait 
some of the more culturally specific aspects of huia. 
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C o n c l u s i o n 

To return to the questions posed at the outset, although 
huia dancing originated in Hawaii, over the last century 
it has migrated and evolved into many localised versions. 
Each of them tells something about the people, places 
and things that are considered culturally, socially and 
historically important in diverse contexts such as Torres 
Strait. Musically, huia in Torres Strait has changed from 
live performances accompanied by musicians to the use 
of recordings. It is also mainly women who perform, 
teach and perpetuate huia, although recently more men 
are dancing huia. 

"Doing the Torres Strait huia" is certainly about 
dancing, but it is also about how women learnt, 
experienced and enjoyed huia as artistic expression, 
sociality and the invention of a multi-cultural tradition 
that continues into the present. A l l of these contexts 
— along with the life experiences noted in the ethno

graphic interviews — have impacted on how huia was 
and is used and understood — and most importantly 
enjoyed — by several generations of women in Torres 
Strait. They may have been unconsciously doing what is 
arguably a version of the "Hollywood" huia, but to them 
it was and remains "the Torres Strait huia", unique to the 
region and to their generations. 
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Sonic Structure in Tom Yaya Kange: 

Ku Waru Sung Narratives From Papua New Guinea 

D O N NILES 

There are many aspects of Mervyn McLean's work in 
relation to my own which 1 could attempt to celebrate 
here, such as his invaluable bibliographic compilations, 
concerns with archiving, the value of collaboration with 
other scholars, his attempts to consider whole regions, 
rather than just individual groups, etc. However, I have 
chosen to explore the contribution of musical analysis to 
other academic disciplines by considering sung narratives 
and other forms more readily identified as "song" in one 
area of the Papua New Guinea Highlands. 

I have been particularly struck by Mervyn's contri
bution to what has become known as the Rule of Eight 
for Maori waiata (e.g., McLean 1981, 1982, 1996:258-
63). Here, musical analysis has helped reveal a lower-
level structure not previously appreciated in waiata 
and has enabled the resolution of questions regarding 
vowel length in Maori words. As Mervyn has noted, 
similar rules also appear to be operating in some songs 
from Samoa and Pukapuka (McLean 1999:170, 413). 
Although it is only in a preliminary stage of exploration, 
I hope my essay here contributes to discussions about 
the value of transcription. 

But this contribution must also serve as a partial 
excuse to Mervyn. As I write, a recent email from him 
enquires about further examples of Papua New Guinea 
music to supplement the few hundred he has already 
tackled in his thirst for knowledge. 

The five million people of Papua New Guinea 
speak over 800 languages. Many of these languages are 
spoken by quite small numbers of people. However, I 
will focus here on an area of the Highlands, found in 
the densely populated, mountainous central part of the 
country, contacted by the administration only in the last 
seventy years. Here, some languages are spoken by well 
over 100,000 people. 

In parts of Western Highlands, Enga, and the 
Southern Highlands provinces, there arc extraordinary 
poetic creations, sometimes referred to as "ballads", 
"chanted tales", or "sung stories". Performed solo by a 
seated man or woman, unaccompanied by instruments, 
without dance, and usually indoors and at night, 
these sung stories encapsulate many types of local 
knowledge: history, people, environment, customs, and 
sonic structure. This form of entertainment may last 
from a few minutes to many hours, depending upon the 
performer and the region concerned. For the past few 
years I have been involved with other ethnomusicolo-
gists, anthropologists, and linguists from Papua New 
Guinea and Australia in a project highlighting such 

performances. We have been assisted by funding from 
the Australian Research Council 1 and Cultura Senza 
Frontiere of Italy.2 

One of the larger languages in this region consists 
of a dialect continuum of about 200,000 speakers' 
focused around the town of Mount Hagcn, the capital 
of Western Highlands province. Just to the southwest of 
Mount Hagen are people who identify themselves as Ku 
Waru, after the steep limestone cliffs prominent there. 
Around Mount Hagen and to the north are the Melpa, 
who speak a related language or dialect. Although my 
focus here is on Ku Waru, Melpa terms are also given 
where appropriate. 

Tom yaya kange is the Ku Waru designation for 
such sung stories, which are called kang rom in Melpa. 
Kange (Melpa kang or kanga) refers to one type of story, 
most often told in a style similar to everyday speaking. 
In contrast to stories known as temani (Melpa teman) 
in which the narrated world is presented as continuous 
with that of the narrator and audience, in kange the 
narrated world is presented as quite a different one, yet 
the performer invites the audience to imagine themselves 
into it, through what Merlan (1995) calls "techniques 
of verisimilitude" (see also Rumsey 2005:44). Types 
of kange may be sub-divided according to the main 
character or a distinctive feature of the plot. Or, in the 
case of torn yaya kange. according to the performance 
style which distinguishes them from ordinary speech 
or storytelling. The prototypical plot of many torn yaya 
kange concerns a young man who leaves home to court 
a young woman in a distant land. Although the journey 
is difficult, he reaches her home and successfully 
courts her. However, the return to his home to marry 
her is fraught with many obstacles. In some stories, he 
succeeds, but in others he does not.4 

Tom (Melpa rom) in the phrase torn yaya kange 
appears to be associated with ideas of 'praise', 'loud', 
or 'singling out', i.e., something which praises or raises 
someone or something above others. 

Stewart and Strathern (2002:122) translate Melpa 
kang rom as 'loud stories' or 'stories of praise'. They 
note two other uses of the word wmi in: 

ka rom 'a loud crying or wailing': cf. Vicedom 
and Tischner (1943-48 [1]:41, 252, 1983:47, 
285) where ka rom eti is described as 'emotional 
eruptions of grief or 'to cry loudly', in contrast to 
ka eti 'to cry softly' 
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rom rondopa ni 'to sing a song that marks someone 
out' 

Examples of the latter usage are: 

wa ti rom rondopa kenan nitim 
man a/one praise hit-Caus-NF-3sg song say-RP-3sg6 

'praised a man in a song' 

nuim Jesu rom rondopa ni 
big/Lord Jesus praise hit-Caus-NF-3sg say 
(used in Christian worship to remind people to praise Jesus in 
songs, words, and deeds) 

rom rapa onom 
loud hit-NF-3sg come-Pres-3sg 
(describes the roaring sound of a waterfall or flood water 
rushing through a gorge) 

Further discussion of the Ku Waru and Melpa 
verbs meaning 'hit', as used in the above examples, is 
presented below. 

Perhaps it can be said that the performance style 
itself of torn yaya kange or kang rom contributes to 
this description, that is, an intensified telling of a story. 
Indeed composer-performers of this genre strive to 
"overwhelm the audience with a continuous flow of 
sound" (Rumsey 2005:53). 

Finally, the word yaya, only used in the Ku Waru 
designation for this genre, is less unclear in meaning, 
but it too seems to be associated with ideas of praise, 
hailing, or intensification. Significantly, the word yaya 
itself is also sung in a number of Ku Waru perform
ances, perhaps akin to the use of vocables, about which 
I will have more to say below. Strauss ([1965?]:3) notes 
that Melpa yaya means 'praise'. In this language, the 
phrase rom yaya kenan is used in a Christian context for 
'songs of praise and worship'.7 

Features that distinguish the performance style 
of torn yaya kange" from spoken stories include the 
following.1' Firstly, there is a clear division of the text into 
distinct isometric lines. That is, each line has a "highly 
regular internal rhythm, realized by a combination 
of stress and syllable-length, which tend to co-vary" 
(Rumsey 2005:50-51), producing a number of strong, 
evenly spaced beats. The number of these beats remains 
constant in every line for many performers. Each line is 
terminated by an a or e, realised by adding one of these 
vocables to the end of a line or, if the preceding syllabic 
ends in the same vowel, by lengthening it. Therefore, 
these vocables also serve to delimit the line itself. In 
example I (discussed below), lines are 6 beats long; 
in the second example, lines are 8 beats long. In other 
performances I have analysed performers use lines 
of 5 or 7 beats. While all lorn yaya kange performers 
make use of a line-terminating vowel, some performers 
also regularly add a similar vocable midway through a 

line, as will be discussed for example 2. None of these 
vocables has any other lexical or grammatical meaning. 
However, such vocables arc essential in delimiting a line 
and are one feature which distinguishes such perform
ances from spoken stories. 

A second distinguishing feature of torn yaya kange is 
the abundant use of repeated textual phrases or formulas, 
to use the terminology of Milman Parry and Albert B. 
Lord (1960, 2000). These may be repeated unchanged 
throughout the performance or with substitutions of 
particular words in examples of textual parallelism. This, 
and many other features of the presentation of the text 
and plots have been examined by Rumsey (2001, 2005), 
Stewart and Strathern (2002:122-35). and Strathern and 
Stewart (2005a). 

Thirdly, the lines of a torn yaya kange are set to a 
repeating melody, containing an even number of lines 
of text. The melody itself is divisible into halves. The 
melodic contour of the first half parallels that of the 
second with most, but not all, of the pitches tonally, 
rather than chromatically, transposed. Thus, this could 
be considered an example of melodic parallelism. To 
date, 1 have been unable to find a Ku Waru or Melpa 
description of this phenomenon, although it is certainly 
recognised as existing. An adequate descriptive term in 
English is also not so easy to construct, but here I will 
use 'binary melody', without any intended analogy to 
such things as 'binary form' in Western music analysis. 
By 'binary melody' then, I mean a melody which can 
be divided into equal parts, with each half equivalent to 
the other in terms of metric length and melodic contour, 
as will be illustrated below. Although a focus of further 
exploration, each torn yaya kange performer appears to 
have their own individual melody or melodies,"1 but all 
conforming to this method of binary organisation. 

Al l kange stories, including torn yaya kange, 
are primarily regarded as entertainment. Kange are 
usually performed indoors, after the evening meal, 
as people relax around the fire, perhaps smoking and 
otherwise conversing. While the telling of a spoken 
kange may involve brief comments or questions from 
the audience, when performing a lorn yaya kange, such 
interjections are absent as the audience focuses on the 
sung narrative (Rumsey 2001:202). At the conclusion 
of such a performance, payment is expected to be 
made to the performer, in compensation for the "state 
of feverish exhaustion and loss of breath that a really 
good performance is said to reduce them to" (Rumsey 
2001:221, n. II). 

To illustrate the features I have outlined here, my 
first example is of a torn yaya kange recorded in 1997 by 
Alan Rumsey, a linguist and anthropologist with whom I 
am collaborating on a project concerning these perform
ances. He has written the most detailed textual studies 
of this genre (especially, Rumsey 2001). The performer 
here is Kopia Noma, in his late 70s or early 80s at the 
time. Noma was a senior leader of the area and an 
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Example 1. 

J. 
Tom yaya kange, performed by Kopia Noma (IPNGS x04-038, It. 5) 

182 
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kum-bu-gla yam-bu tom-bu min-di nyi-[rim] ka - nga mai pup ya - ka nyi - rim 

Translation of text: 
1. though the tiniest slip of a lad e 
2. that boy strode from perch to perch e 
3. that boy strode from mountain to mountain e 
4. he wanted^tojday theJJkume 
5. he wanted to slay the Kobulka 
6. though the tiniest slip of a lad e 
7. who'd been ignored since the day he was born e 
8. and who's ever heard such a tale? e 
9. and who's ever seen such a thing? e 

10. that boy strode from perch to perch 

(text and translation adapted from Rumsey 2001:205-6) 
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acknowledged expert performer of such stories, as well 
as a composer and singer of songs. He died in 2000. 

In example 1," I have transcribed only the first 
statement of the melody. Each line of text marked 
by a terminating vocable consists of 6 beats, and is 
equivalent in the transcription to a measure. Vocables 
(in italics) here account for one beat of each six beat 
line. The melody requires 10 lines of text or measures, 
and is divisible into two halves of 5 measures each. 
Note particularly how the melodic contour of measures 
1-5 compares to that in measures 6-10. Much of the 
first half of the melody is transposed one step higher 
in the second half, but the transposition is tonal, rather 
than chromatic. For example, the contour A - G - A - F in 
measure 3 corresponds to the tonal transposition B-flat-
A-B-flat-G in measure 8, rather than a chromatic one of 
B-flat-A-flat-B-flat-G-flat (if a minor second were the 
interval of chromatic transposition) or B - A - B - G (if a 
major second were used). However, the entire melody is 
not transposed in this manner. In particular, the pitch D 
here seems to act as a sort of pivot in that it is common to 
both the beginning and ending of each half of the melody, 
rather than being transposed: compare measures 1 and 
6, and measures 5 and 10. When the performer sings this 
D, the melody can proceed in one form or another, i.e., as 
in the original melodic statement or in its transposition. 
Hence, the first two and a half beats of measures 1 and 6 
begin with exactly the same pitches: D - D - C . However, 
the subsequent D - C movement in measure 1 is replaced 
by E-flat-D in measure 6, commencing the upwards 
melodic transposition in this half of the melody. 

It should also be noted that just as the contour of 
the first half of the melody is not exactly reproduced in 
the second half, there are also variations of the melody 
in its repetition. These variations will also be explored 
in the future. 

At the bottom of the example is a translation of 
the opening text. A solid underline indicates that the 
line is repeated precisely in that form elsewhere in the 
performance; dashed underlines indicate a repetition of 
the line, but with changes to some of the words. The 
common repetition of a line with the changing of only 
one word is indicated with brackets for lines 4-5 and 8-
9. Noma's performance continues for a total of 358 lines 
of text, or almost 36 repetitions of the melody, over 12 
1/2 minutes. 

To provide a contrast, example 2 is another 
outstanding performance from 1997, but by a woman 
named Wilya. Here the binary melody employing much 
smaller intervals is sung to eight lines of 8 beats each. Like 
all performers, Wilya's lines arc terminated by vocables 
but, in contrast to Noma in example 1, are sustained here 
over two beats instead of one. Furthermore, her lines arc-
also punctuated with mid-line vocables on beats 4 and 
5. The time signature is written as 5 + 3, rather than 
simply 8, to reflect this division. 1 2 In contrast to Noma's 
performance where one beat of each six-beat line is a 

vocable, in Wilya's performance four beats are vocables 
in each eight-beat line. 

As in Noma's performance, the first half of Wilya's 
melody (measures 1-4) is generally tonally transposed 
upwards by a step in the second half (measures 5-8). This 
can more easily be seen by considering the sustained 
pitches sung on the vocables, as extracted at the bottom 
of example 2. However, in other recordings of torn yaya 
kange performances, the second half of the melody 
may be transposed downwards by a step, so this might 
be the result of personal preference. This performance 
continues for 733 lines, involving over 90 repetitions of 
the melody in 29 minutes, near the upper length of such 
performances in this area. 

As can be seen in the metronomic markings for 
these two examples (182 beats or crotchets per minute 
for Noma, 223 for Wilya), the pace of these performances 
is quite fast, and the composer-performer must excel at 
being able to present their story within a regular, repeating 
melodic and metric framework that 1 am calling a binary 
melody. The use of textual repetition and parallelism 
is of assistance, as is the use of detailed description, 
the result being a text coupled to a repeating isometric 
melodic structure that moves very quickly, while the 
plot itself proceeds much more slowly. Performers who 
sing long stretches with infrequent breaths are particu
larly admired. When breaths are taken, they often occur 
on what would be sustained notes, enabling the singer to 
avoid interrupting the isometric flow of music and text. 
This seemingly endless, repetitive flow of sound from 
the performer is said to enable listeners to focus on the 
story itself, allowing them to see and hear it happening 
in their own minds (Rumsey 2001:215). 

Genres more readily identified as "song" also 
use a binary melody. However, while torn yaya kange 
performances are solo and employ a rapidly changing 
text, songs are usually performed by a group, singing 
a much shorter, strictly repeated text, which must be 
known to all the performers. Rather than the expansive 
narratives of torn yaya kange, song texts are more like 
snapshots of a particular moment or emotion." Both 
torn yaya kange and songs combine text, vocables, and 
melody, but in different ways. 

Example 3 is a transcription of an example of one 
genre of Ku Waru courting song {ah kunana 'woman 
song'), called paia keripa kunana ('fence-post sharp-
point song'). The significance of the gloss as 'sharpened 
fence post' is not totally clear, but may refer to the 
association of this genre with the more cultivated 
grasslands area,14 whereas the other genre of courting 
song, is associated with more heavily-forested areas, 
and is called uj ka kunana 'tree vine song'.'5 The Ku 
Waru area lies between these two regions and shares 
both sub-genres of courting song. 

Like torn yaya kange, courting songs of both types 
arc also usually performed indoors at night, but here the 
similarity ends. Visiting young men go to a women's 
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Example 2. 

J-
Tom yaya kange, performed by Ab Wilya (IPNGS x04-038, It. 6) 

223 
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S 3 
wi wa-nim su-ku e mo-lu-rum e su-ba- l i ku-kuiyl e-ked e lyi-rim e 

Sustained pitches: 
l 

Translation of text: 
1. the lad named Tagla from Kupu 
2. the lad named Tagla from Wanim 
3. he was staying up at Kupu. 
4. he was staying up at Wanim. 
5. in my mind's eye the story unfolds. 
6. that bad bad boy from Kupu 
7. in one hand he held a flute 
8. in the other he held a Jew's harp. 

(text and translation from Alan Rumsey) 
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Example 3. 

J = 169 kunana: paia keripa kunana (IPNGS 04-052, It. 87) 
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10 

ta - pa 

3 A 1 
- 4 L — 

• — i 6 —m — & — - 0 1 m  • n ē t i 
, m „ 

kcgl ta - pa ta - pa 

• — & - 0 o 

kegl ta - pa 

J2_ 

ta - pa 

3 

r- 0 
CS 13, / O 

-JF — — - — _ 
rm « — 1 

i— 
•— 1 1 K K • 1 © 1 

• ° — 

ang te - k in to - kun ung - ma ang te - kin to - kun ung-ma 

0 o 

14 
^ 1 • n * 

na - nyi o 

0 0 o 

na - nyi o 
_L5_ 

L 
yi ku -ku 

• « — o 

payl ka - nu - ma 

0 6» 

yi ku -ku 
16, 

payl ka - nu - ma 

0 O 2 o 

kail-ge mai t au -wa sip o a ta na kail - ge mai tau - wa sip o a ta na 

Summary of text: 
I sleep in the men's house at Walyu, o a ta na 
and the small men's house is cold [it is empty], o a tana 
you, brother, who've left this house, you've left us and we're sad, o a tana 
a bachelor died and we put his body back into Kailge land, o a ta na 
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house where it is known that there are girls who want 
to court or dance by 'turning heads'."' A senior woman 
supervises the occasion, ensuring that the fire remains 
lit. The boys sit on one side of the fire and begin to sing 
songs to encourage the girls to come out of the sleeping 
compartments at the back of the house. Eventually a girl 
appears and kneels on the other side of the fire, where 
she is joined by a boy who sits cross-legged by her side. 
Other girls may also appear, to be joined by other boys, 
each forming a girl-boy pair. To the continued singing 
of the group of males who have not paired with dancing 
partners, the dancers begin to sway their heads back and 
forth. Then the faces of the dancing pair meet, touching 
their noses and foreheads, which they rub together. 
Finally, looking forwards, with their cheeks touching, 
they bob down to the floor twice,1 7 after which their 
heads separate and the dance begins again." 

The paia keripa kunana in example 3 again consists 
of a binary melody, with the second half almost an exact 
tonal transposition of the first. The deviation from such a 
transposition is in the first two lines of both halves of the 
melody (measures 1-2 and 9-10 in my transcription). 
Here, the pitch D again acts as a pivot. If the melody 
descends from D to C (as in m. 2), the tonal centre of the 
half-melody will be G. If, however, the melody remains 
on D (as in m. 10), the following half-melody will be 
tonally transposed up by a step, with A as a tonal centre. 
The circled areas in example 3 show this crucial part of 
the melody, which determines the subsequent pitch level 
of the following half-melody. 

This tonal structure, with a D as pivot and tonal 
centres of G and A in each half-melody, is very common 
in this genre of Ku Waru courting songs and in Melpa 
courting songs as well. Again, there appears to be no 
preference as to whether the half-melody with a lower 
or higher tonal centre is sung first. Whichever is sung 
first, it must be followed by the transposed half-melody. 

Vocables appear at the end of lines (here shown 
at the end of even numbered lines). A n d instead of a 
constantly changing text as in torn yaya kange, the 
whole text requires only one-half of the entire melody: 
the text is exactly repeated during the second half. Other 
songs examined have a different ratio of text to melody, 
requiring 1, 1 1/2, 2, or 2 1/2 statements of the entire 
melody for completion.'9 

In contrast to these examples of torn yaya kange 
and a courting song, which combine text and vocables 
in varying degrees, there are also examples of both 
extremes, i.e., melodies sung only to vocables or 
only to text. Most often, however, vocables are found 
in combination with text, filling out a line of text or 
regularly punctuating a phrase. Hence, vocables here 
are only "nonsense" syllables in the strict meaning of 
the term since they lack any propositional, referential, or 
denotative meaning. However, they arc just as much an 
essential part of the performance as the translatable text 

and the melody, and definitely contribute to the more 
general "meaning" of the performance, which includes 
poetic effect. 

As noted earlier, the other type of Ku Waru ab 
kunana courting song is called uj ka kunana. Some uj 
ka kunana exhibit binary melodies similar to those I 
have illustrated above. In example 4, melodic movement 
involves smaller intervals, as is also found in Wilya's 
torn yaya kange (example 2). There is again an upwards 
melodic transposition in the second half-mclody, with a 
corresponding shift of the tonal centre from G to A-flat. 

Standardised vocables arc often associated with 
different genres of song, being used to fill out the melody 
where the text is of insufficient length. This is well 
displayed in example 4. In example 3. the complete text 
fit a half-melody, while in example 4, the text requires 
one complete melodic statement, i.e., both halves. 

Other uj ka kunana, however, do not employ binary 
melodies. In example 5, the structure of the melody in 
combination with the text could be represented as: A A 
B I A C B—clearly divisible into two halves, but without 
any melodic transposition. Hence it is not a binary 
melody in the sense I am using this term here. Extensive 
vocables, similar to those used in example 4, are used to 
fill-out the final line of each half-melody. 

Uj ka kunana are said to be shared with the Tambul 
area (Kaugel valley) to the west of the Ku Waru, and this 
is also evidenced in the song texts which make frequent 
use of lexical borrowings and phonology from that 
closely-related language or dialect. Also note the final 
pitches of each phrase. A l l phrases end on G, but after 
sustaining this pitch, some singers then descend a minor 
third to E, creating an occasional harmonic interval 
at the end of phrases 1-2 and 4-5. While not found in 
all uj ka kunana, nor done consistently in perform
ances of the same song, this terminal descent and the 
resultant harmonic interval are unique to this sub-genre 
of courting songs. These features never occur in paia 
keripa courting songs or any other genre of Ku Waru or 
Melpa song. 

In both the torn yaya kange and the courting songs 
transcribed here, there is predominantly a syllabic setting 
of the text, with occasional occurrences of two different 
pitches being sung to one syllable of text. However, 
there are also significant contrasts between torn yaya 
kange and these courting songs in how vocables are 
used and phrases delimited. In the former, vocables are 
only of one syllable and always mark the end of a textual 
phrase. While in some performances vocables may be 
sustained for more than one beat, this does not impede 
the ongoing, regular isometric structure. 

In contrast, vocables in the courting songs examined 
are more than one syllable long and may even take up 
much of a melodic phrase, as in example 5. Furthermore, 
the ends of phrases in these courting songs are charac
terised by terminal pitches sustained for an indefinite 
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Example 4. 

Ab kunana: uj ka kunana (IPNGS 04-052, It. 191) 
ws 

a-de wa-lyo o - Ia moly-mo ra - ki kol - ti lya-nye e\rorlt de wai ya 

TONAL CENTRE 

mW, U *m m% - 1 L 
0- >ê k —0 0 o 

a-dekail-ge ma-nya moly-mo ra - ki kol - ti lya-nye e writ erorlt depatya wai ya we 

a -ya -monaya ko-lama te-pu wa-ru pe-kim erorlt erorlt depaiyawai ya we 

Summary of text: 
up there ai Walyo there is love magic, e writ de way a 
down at Kailge, there is love magic, e writ e writ de pai ya wai ya we 
sister, you' l l go from mountain to mountain, looking for men, e writ de wa ya 
sister, I cry and tears fall down, e writ e writ de pai ya wai ya we 

length (example 3), terminal silence of indefinite length 
(example 4), or a combination of the two (example 5) — 
i.e., not by the simple presence of a vocable. The variable 
nature of the temporal space at the end of phrases is 
the main reason I have refrained from assigning time 
signatures to these examples. While there is no question 
that there is an underlying beat to the beginning of the 
phrases, terminal sustained notes and silences are not all 
of the same length. Thus, the strictly isometric nature 
of torn yaya kange propels such performances along in 
quite a different way in comparison to these examples 
of courting songs. 

In summary, in the material examined to date, 
melodies which are not binary as understood here are 
only found in genres associated with areas to the west 

or south of the of the Ku Waru. In contrast, genres 
associated with regions to the cast or north of the Ku 
Waru all use binary melodies. Table 1 compares Ku 
Waru and Melpa names for these genres employing 
binary melodies:20 

As noted in Table 1, some Lutheran and Catholic 
hymns employ traditional melodies and some, if not 
all, of these arc certainly binary. This is reflected in the 
most recent Lutheran hymnal in Tok Pisin (New Guinea 
Pidgin), Amamas Wantaim na Lotu long God (Luteran 
Sios 2003), intended for use throughout the country. 
Lutherans have had a long tradition of setting Christian 
texts in local vernaculars to traditional melodies. This 
hymnal brings together hymns from many different parts 
of Papua New Guinea, the majority of which are based 
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Table I. 

Ku Waru Melpa type 

ab kunana amb kenan courting songs (for Ku Waru, all paia keripa kunana of this genre have 
binary melodies; but uj ka kunana employ melodies which are both 
binary and those which are not) 

marlti morl men's dance at makayl (Melpa moka) ceremonial exchange 
uj bo kunana nde mbo kenan men's dance at makayl (moka) 
werlta wert women's dance at makayl (moka) 
malye molya, yap young men's and/or women's dance at makayl (moka) 
koia kunana ka mourning songs 
miti kunana miti kenan Lutheran hymns, some based on traditional melodies 
man kunana môn kenan Catholic hymns, some based on traditional melodies21 

on local melodic forms, but with texts in Tok Pisin so that 
they can be sung widely, not just in the areas from which 
the melodies derive. However, only for hymns from Mt 
Hagen docs the following note precede the texts: "Dispela 
song i gat tupela hap nek i narakain narakain liklik. OI 
ves i save senis i go i kum name! long tupela nek" [This 
song has two half-melodies which differ a bit from each 
other. Verses alternate back and forth between the two 
melodies] (Luteran Sios 2003:378, no. 314). This suggests 
the distinctiveness of binary melodies in this region. 

In addition to some uj ka kunana, as far as 1 am 
aware, the only other Ku Waru genre that lacks binary 
melodies is a women's song/dance called damuro, said 
to come from the area bordering the Southern Highlands 
province, i.e., to the south and west of the Ku Waru. 
Like the uj ka kunana type of courting songs, it is also 
said to be performed at Tambul, where it is danced by 
men at ceremonial exchanges. In the Ku Waru area, 
damuro is clearly regarded as an import, is always a 
dance for females, and is never performed at ceremonial 
exchanges. As they sing, women and girls hold sticks 
vertically, and rhythmically poke the ground with 
them, an element certainly common to other dances in 
Southern Highlands.22 

In all their song performances, Ku Waru people 
distinguish between the words of the song (kunana mong, 
meaning the song's 'eye', 'centre', or 'seed'; Melpa kenan 
mong23 'song seed')24 and the melody (nuim ka 'throat'; 
Melpa nuim kan). Both the Ku Waru and Melpa terms for 
melody consist of two parts: nuim and ka/kan. Ka or kan 
generally means 'rope, connection, road' (Mcrlan and 
Rumsey 1991:368), while nuim here can be translated as 
'neck', so that in combination they become the 'road of 
the neck' or 'throat'. However, nuim is also used in Ku 
Waru yi nuim or Melpa wo nuim,1- both literally meaning 
'man neck', common terms for men of big-man status in 
each of these areas. The reason for this association is not 
entirely clear, except that one of the things big-men do to 
attain their status is talk (Strathern and Stewart, personal 
communication 12 October 2005). 

The words of the song determine the song genre; 
that is, there are similar or the same melodies shared 
between different genres. Ku Waru people further 
distinguish between the meaningful words and vocables. 
The former are ung mong 'word seed' (Melpa ik mong), 
while terms for vocables include the word we 'empty, 
nothing': we mong 'empty seed' or we ung 'empty word' 
(Melpa we ik or ik we). As noted above, vocables arc 
said to be added to the meaningful words to fill out the 
melody if the text is otherwise too short, and different 
vocables are often distinctive of different genres. Hence, 
the melodies are a vehicle for presenting the text, 
whether the text is a short, repetitive one, as in the case 
of courting songs, or a constantly changing, elaborate 
one, as with torn yaya kange. 

If we consider the verb used in reference to their 
performance, however, Ku Waru torn yaya kange arc 
still regarded as stories, rather than songs. While the 
verb for singing a song is 'say' (nyi-): 

na kunana nyid 
I song say-Perf-1 sg 
T sang a song' 

that for telling any kind of story is 'hit/strike' (to-) 
(Rumsey 2001:216): 

na kange tud 
1 story hit-Perf-lsg 
T told a story' 

na torn yaya kange tud 
I torn yaya kange hit-Perf-1 sg 
T performed a torn yaya kange' 

In Melpa as well, songs arc also 'said' and all stories 
'hit' or 'struck': 

na kenan nint 
I song say-Perf-1 sg 
T sang a song' 
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Example 5. 

J 
Ab kunana: uj ka kunana (IPNGS 04-052, It. 89o) 

i r r LT 0 © 0—& 

ke-pa-nga ke-pa-nga lim-du mong - gu kui - ja 

m u r LT 0 & 

ma - ya - nga ma - ya - nga wa - ndu gla - mbo 

0 0 0 0 0 0 e* 

kui - ja re rorlt de writ pai ya wai ya 

CJ* r u • 0 & 

a-kup lip u-ku-glu bu-ku-na mo - nja-mbo 

ka - ndi ki - mi - lya - ne su ka - gu - pa 

0 0 0 0 0 0 & 

li - piyl o re writ de writ pai ya wai ya 

Summary of text: 
your eyes are like those of a kepa marsupial 
your ribs stick out like a maya marsupial 
re wit de rorlt pai ya wai ya 
I'll remove you and dump you in the Ukulu river 
your brother can get you, put you near the fire and make you better 
re wit de writpaiya waiya 
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na kang runt 
I story hit-Perf-lsg 
T told a story' 

na kang rom runt 
I kang rom hit-Perf-lsg 
T performed a kang rom' 

As can be seen, Melpa kang rom are also described 
as being 'struck, hit' (Strathern and Stewart 2000:76). 
Interestingly, the Melpa word rom is also the third person 
perfective form of the verb 'strike, hit': 

e kang rom 
he/she story hit-Perf-3sg 
'He/she told a story' 

e kang rom rom 
he/she kang rom hit-Perf-3sg 
'He/she performed a kang rom' 

This meaning of rom lead Strathern and Stewart 
(2000:76) to offer one possible translation of the Melpa 
kang rom as 'struck stories' (cf. Stewart and Strathern 
2002:122). Although Melpa Iri frequently corresponds 
to Iti in Ku Waru,2'' accounting for the differences 
between rom and torn in kang rom and torn yaya kange, 
the third person perfective form of 'hit' in Ku Waru is 
not a homonym of torn: 

yu torn yaya kange turn 
he/she lorn yaya kange hit-Perf-3sg 
'He/she performed a torn yaya kange' 

While I have expressed my uncase over the use of 
the term "binary melody" to describe Ku Waru melodic 
structures above, the term does emphasise that the whole 
is made up of a particular kind of pair, indeed the whole 
requires the two parts. In the Hagen area and some other 
parts of the Highlands, pairing is an important method 
of organisation (e.g., Lancy and Strathern 1981, Merlan 
and Rumsey 1991:113-16, Rumsey 1995, 2002:273-
80). For example, origin myths for groups usually refer 
to a pair of brothers, rather than a single ancestor, pigs 
and pearl shells at ceremonial exchanges are counted 
in pairs (cf. Strauss and Tischner 1990:229); and the 
textual parallelism found in torn yaya kange or kang rom 
and songs is usually a pairing of lines with the change 
of one word (e.g., Rumsey 2001:207, Strathern and 
Stewart 2()05a:209). 

Hermann Strauss, an early Lutheran missionary 
in the region, noted among the neighbouring Melpa or 
Mbowamb people (Strauss and Tischner 1990:11): 

Something by itself cannot really be counted it is 
not complete, but like a half. ... The Mbowamb 
cannot help but see anything that stands alone 
as having "another half" somewhere, which it 

needs to complement it and make it whole. Not 
until something that stands alone receives this 
complement is it fully valid. This concept of 
complementation can be traced throughout their 
language and thus throughout their perception of 
reality. In my opinion, this is ... a vital experience of 
the need for complementation, of the way in which 
all things, living and dead require something else, 
a complement of fulfillment, without which the 
individual being is "out of its place" or "out of line," 
is removed from the center of things and unfulfilled. 
Only the "other half" gives it full validity. 

To test whether this concept of the necessity of 
pairing was also applicable to the binary melodies I 
have described 1 conducted an experiment. From a 
previously recorded Ku Waru courting song, I created 
a new version, leaving the text in its proper order, but 
rearranging the melodic sections. Instead of the first 
half of the melody being followed by its correct, tonally 
transposed second half, I substituted the same melody as 
the first half, i.e., not transposed. In line with the obser
vations noted by Strauss, the performance was felt to 
be incomplete and listeners immediately sang the words 
with the correct half-melody transposed. The necessary 
pairing of melodies to form a whole resonates perfectly 
with other aspects of Hagen thought. 

In various Ku Waru performance arts, sound — 
through the combination of melody, text, and vocables — 
is manipulated in distinctive ways, helping to distinguish 
between genres. In torn yaya kange. these features 
are used to present epic narratives in a metrically and 
mclodically highly regular and predictable framework. 
In this, I see principles somewhat akin to the Rule of 
Eight operating in Maori waiata. Such regularity and 
predictability in the presentation of torn yaya kange 
enables listeners to focus on the constantly-changing 
poetry of the text, so they can sec and hear it happening 
in their own minds, and become part of the narrated 
world presented by master poets. 
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for Traditional Music in Sheffield, United Kingdom, in 
2005. For enabling me to participate in this conference, 
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N o t e s 

1. A research project based at the Australian National 
University in Canberra entitled "Chanted Tales from 
Highland New Guinea: A Comparative Study of Oral 
Performance Traditions and Their Role in Contemporary 
Land Politics", of which I am a Partner Investigator. 

2. A project based at the University of Goroka entitled the 
"Papua New Guinea Chanted Talcs Heritage Project". 
These funds also enabled a workshop on this subject to be 
held in Goroka, 14-15 February 2004. 

3. A total based on population figures in Grimes (2000) for 
languages in the Hagen grouping, i.e., Melpa (130,000), 
Imbongu (16,000), Mbo-Ung (23,000; which includes Ku 
Waru), and Umbu-Ungu (31,000). 

4. Also compare plot outlines and themes in the related Melpa 
genre, kang rom, in Strathern and Stewart (2000:78-83) 
and Stewart and Strathern (2002:123-25). 

5. Stewart and Strathern (2002:90, n. I) also suggest that 
rom may be cognate with rome, a type of Kewa courting 
song whispered by a young man into a girl's ear (see, e.g., 
Josephides 1982:43). 

6. Abbreviations used for morphemic analysis are: Caus 
(causative); NF (non-final verb); RP (remote past verb 
form); Prcs (present verb form); Perf (perfective verb 
form); sg (singular). 

7. It is not known if the Ku Waru equivalent, lorn yaya kunana, 
is used with a similar meaning. 

8. Much of the discussion of torn yaya kange is also applicable 
to the Melpa kang rom. 

9. These features are expanded on from those presented by 
Rumsey (2005:53, 2006:56). 

10. Except in the case where a performer has intentionally 
adopted the melody of another performer, as in the case of 
Konts (or Koj) who employs one of the melodies used by a 
Melpa man named Paul Pcpa. Taped performances of Pepa 
were widely played on the local radio station in the 1980s 
and it is from these that Konts learned this style (Rumsey 
in press: 330). Sadly, Pcpa died in 2005. 

1 Lin the headings of my transcriptions, "IPNGS" refers to 
the cataloguing number of the recording in the Institute 
of Papua New Guinea Studies Music Archive. Examples 
labelled "IPNGS x()4-038" were recorded by Alan Rumsey 
in 1997. Those labelled "IPNGS 04-052" were recorded by 
Balthazar Moriguba and myself in 2004. 

12. To additionally reflect the contrast of text and vocables, 
the time signature could be written as 3 + 2 + 1 +2. with 
the italicised numbers representing mid and terminating 
vocables. Similarly, the time signature of example I could be 
written as 5 + /. However, for my present purposes, it is more 
important to emphasise how vocables demarcate the line. 

13. For example, see the discussions of Melpa song texts by 
Stewart and Strathern (2002:47-69) and Strathern and 
Stewart (2005a). 

14. That is, of the Nebilyer River valley floor to the cast and 
the Melpa region immediately to the north. Musically this 
form is very similar or identical to Melpa courting songs 
(amb kenan). 

15. This genre is shared with theTambul area (Kaugel valley) to 
the west, but not the Melpa region (cf. Rumsey in press: 343, 
n. 48). Some examples of uj ka kunana do not employ binary 
melodies (see music example 5 and discussion below). 

16. A literal translation of the Tok Pisin term lanim hei. by 
which such courting activities are frequently known in this 
part of the Highlands. 

17. Dancers now sometimes bob down to the floor seven or 
eight times, a movement described using the Tok Pisin 
expression dabol seven 'double seven'. However, this 
practice seems to have started only within the past few 
decades. Previously, bobbing twice was the norm, although 
the earliest published descriptions of this dance make 
no mention of bobbing at all (e.g., Chinnery 1934:121, 
Leahy and Grain 1937:190, photo opp. 192, Vicedom 
1937:191-93 Vicedom and Tischner 1943-48 [l]:247). 
Further discussion of Hagen courting and in comparison 
with nearby areas will be presented elsewhere. 

18. Sec the more detailed description for the Melpa in Stewart 
and Strathern (2002:47-48). 

19. Although this example was definitely identified as a courting 
song (ab kunana), the text concerns a man who has died. 
Such themes are frequently in the category of koia kunana 
'crying/mourning song'. However, sentiments of sorrow 
and sympathy are a common, powerful feature cutting 
across many genres of expressive arts in Hagen and other 
parts of Papua New Guinea (e.g., Stewart and Strathern 
2002; Strathern and Stewart 2005a, 2005b:5-IO). 

20. The orthography for Ku Waru used here (as presented in 
Mcrlan and Rumsey 1991:323-34) is generally a phonemic 
one, where the pre-nasalisation of voiced stops is not 
written; the orthography for Melpa (generally as used 
in the writings of Strathern) is more phonetic and prc-
nasalisations arc written. Hence, Ku Waru ah is actually 
pronounced in the same way as Melpa amb, i.e., [amp]. 

21. As they employ tunes from Western sources, hymns of 
the Papua New Guinea Bible Church (lotu kunana) and of 
Scvcnth-day Advcntists (sevende kunana) in the Ku Waru 
area do not have binary melodies. 
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22. For example, this resembles dancing by Kewa girls 
called mata (LeRoy 1978:67) or wena yaisia (Joscphides 
1982:43-44). 

23. In Melpa, there is a distinction between the pronunciation 
of mông 'eye' and mong 'seed', with the latter o being more 
open than the 6. but this difference is seldom distinguished 
orthographically (for a rare exception, sec Strauss and 
Tischner 1990:244, n. 6). It is uncertain if a similar contrast 
is found in Ku Waru. 

24.In the related Wahgi language to the east, O'Hanlon 
(1989:94) notes that mongom. 'lit. fruit, core, i.e. the 
content of the song' contrasts with standardised vocables 
in festive display songs. 

25. Written as wua nyim in Strathern (1971:188). Strauss and 
Tischner (1990:87, 138) give a detailed discussion of the 
word nuim, but nowhere do they mention the meaning of 
'throat'. 

26. Cf. Vicedom and Tischner (1943-48 [1]:78; 1983:88), 
where Ndemoka (orTemboka) is the Melpa term for people 
in the Nebilyer region, in which the Ku Waru are also found 
(Strathern 1971:6). Also, see Rumsey (in press:327, n.23). 
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Taking Five — Quintuple Metre In Taku Tuki Songs 

RICHARD M O Y L E 

The two most recent broad surveys of Pacific music 
(Kaeppler and Love 1998, McLean 1999) discuss 
the presence of metre in the music of specific island 
groups, although both publications use the term "metre" 
without first defining it or indeed demonstrating the 
existence of the phenomenon. In a parallel manner, 
NettTs earlier discussions of emphases and directions 
in the discipline of ethnomusicology itself (Nettl 
1983) touch briefly on examples of metre but not the 
phenomenon itself. Arriving at a working definition is 
not a simple matter. When transcribing from recorded 
examples, for example, the distinction between pulse 
and duple metre may be difficult to establish, as is the 
distinction between duple and quadruple metre. In the 
absence of statements of indigenous perception or other 
regularly recurring associated phenomena which might 
offer clarification, the choice on the transcriber's part 
seems to be subjective or extrapolated from the melodic 
rhythm. Metre, it would appear, lies in the universal car. 
But metre is only one of several means of distinguishing 
individual points in musical time and of assigning 
prominence to them by means of their grouping or their 
accent (Benjamin 1984). Metre differs from others 
means of musical emphasis by the presence of accents 
occurring at boundary points of regularly articulated 
equal segments of time (Schachter 1987); such accents 
create a contrast with what precedes and follows them 
in such dimensions as note duration, pitch and dynamics 
(assuming stability of sound source). 

Globally, songs in quintuple metre appear to be 
relatively rare, and within Polynesia, even individual 
songs in quintuple metre arc reported from only a 
few locations. For New Zealand Maori, McLean notes 
(1996:250-54) that, although some categories of song 
either tend toward or are invariably in, duple metre, 
there are occasional "regular time changes" (p.250) 
which produce, for example, a waiata chant in 7/8 metre 
and an oriori genealogy in 5/4 time. Similarly, although 
many of the Uvean and Futunan songs notated by 
Burrows (1945) appear as metred with duple the most 
common, two are transcribed in quintuple metre (pp. 17, 
87).' And a transcription of a single tungaunu song from 
Anuta in 5/8 metre appears without detailed comment in 
Fcinbcrg(1998).2 

This essay examines a discrete category of songs 
in quintuple metre from Taku (Mortlock Island),-1 a 
Polynesian Outlier4 lying some 200 kilometres off the cast 
coast of Bougainville in Papua New Guinea's political 
territory. Taku's sole community has a population 
varying between 400 and 500 under the authority of one 

spiritual leader, the Ariki . In my 20 months on the island 
between 1994 and 2007, more than a thousand different 
songs were performed in public, some many times but 
others only once. Most common among all these songs 
are tuki, a genre whose function is summarised as ki ahu 
te tautai 'to praise the fishing leader'. The community's 
repertoire of tuki is normally sung by segregated groups 
in secular contexts, but performed by mixed choirs when 
on the ritual arena, the marae, under the direct authority 
of the Ariki . 

New tuki are routinely composed in response to 
the death of a family member, and their poetic topic 
frequently focuses on a recent and outstanding exploit 
by a family member in the realm of either canoe-building 
or an expedition for one of the three types of prestige 
pelagic fish — shark, tuna and oil fish. Even though 
these categories of labour lie within the male domain, 
songs commemorating the death of a female or child also 
incorporate such people in the poetic narrative as having 
a legitimate role in fishing-related activities. Typically, 
women and children are represented as having sent forth 
a large school of tuna from the spirit realm to the precise 
part of the ocean where the family canoe happened to be, 
ready to catch them. Within Taku's 35 named categories 
of song, quintuple metre occurs only in tuki. 

Within the metagenre, specific tuki may be differ
entiated by the community in any of three ways: by the 
presence or absence of dancing, by the poetic focus 
or by the means of accompaniment. Each of the three 
classifications accommodates some 80 percent of the 
active repertoire for these songs: 

1. By specifying the choice of means of expression, 
whether for singing alone (tuki hua) or for dancing 
(tuki anu). This choice is essentially one of the 
composer's personal preference, and cannot 
be deduced purely from the poetic properties. 
By contrast, the association of certain melodic 
stereotypes with non-danced tuki enables immediate 
identification. The distinction is rendered visible on 
first public performance, since all newly composed 
items not danced are sung in a cluster after which a 
parallel cluster of new danced songs is performed. 

2. By specifying the general subject matter of the 
song poetry, for example, tuki si 'tuna-catching 
songs'5, tuki hakasoro 'night-fishing songs', tuki 
paku 'shark-catching songs'6, tuki tihuna 'canoe-
building songs', or tuki horau 'ocean travel songs'. 
Within each of these categories, individual songs 
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are distinguished either by reference to the family 
canoe (each of which carries a unique name) or (in 
a few instances) by naming the deceased's principal 
mythological ancestor. 

3. By identifying the means of percussive accompa
niment to the singing, where such accompaniment 
is designated as cither tuki poka 'clapped songs' or 
tuki ppā 'slapped songs'6. 

Since the three categories are inclusive, each 
individual tuki can theoretically be identified by a 
combination of specifications from each although, in 
practice, context normally requires identification in 
terms of only one. There is additional versatility among 
tuki in quintuple metre in that they may be danced or 
merely sung, they may recount events in any of the 
fishing-related activities, or relate to an unusual recent 
event, but without exception they are all 'slapped songs' 
and total some 23 percent of the more than 200 individual 
tuki publicly performed between 1994 and 2000. 

Within the overall repertoire of tuki, slapped songs 
are distinguished aurally not only by their relative 
slowness, means of accompaniment and melodic 
outlines but also by the presence of quintuple metre. 
Their nomenclatural focus on the means of accom
paniment contrasts with tuki poko songs, in which 
all singers who clap do so in a unison pulse. In tuki 
ppā songs, individual singers may slap only once per 
metric unit whereas others prefer to slap several times, 
sometimes varying their rhythmic pattern in the course 
of the song performance — the choice is always a matter 
of personal preference. Such layering of accompaniment 
is, however, complementary rather than conflicting, and 
a single primary metre is maintained throughout the 
singing. Not all singers confine their percussive accom
paniment to regular slapping of one thigh. Older male 
singers tend to use both hands and both thighs, and 
create multiple beats within each bar (see Figure 1 for 
four singers' methods of slapping). 

Each pattern may be varied periodically by the 
addition or removal of one or more slaps. For most men, 
such variations appear to occur spontaneously although 
one man, Nūnua Posongat,7 has formalised his actions 
by alternating between one bar each of what he terms 
"fast" and "slow" slapping; the former is represented in 
the notation above, and the latter strike on beats 1 and 
5 only. By contrast, when women perform these same 
songs, their accompaniment is normally confined to 
single strikes on the "first" beat of a bar. Although singers 
may accompany other types of tuki and other named 
categories of song with hand clapping, only the tuki ppā 
incorporate such varied and often complex rhythms. 

The decision to compose a new tukippā as opposed 
to any other kind of tuki appears to be one of aesthetic 
preference, although individual composers could not 

R 

7 7 7 7 

7 7 P 

R L 
7 7 7 P 

R L R 

Ē/P 7 M P 
Figure L A representative sample of four slapped rhythms 

used to accompany the singing of tuki ppii songs, 
and identifying right and left hands. 

Figure 2.NQnua Posongat performing the double-handed 
slapping movement as he sings to accompany a tuki 
ppā song. His right hand descends as his left hand 
rises from an earlier beat. 
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define that preference beyond declaring that it was tonu 
"correct'. Certainly, however, at daily teaching sessions 
the decision to present a new tuki ppā to a meeting of 
the extended family of a recently deceased resident is 
not challenged in any way. Confirmation of the new 
composition as a tukippū is usually immediate as family 
members listen to the composer sing the opening lines 
at the first rehearsal, based on prior familiarity with the 
melodic templates and typical melodic rhythms. As one 
man remarked Na tuki ra e tuki ppā, e hua hakapā - e 
reo hakapā. 'Those tuki songs which are slapped are 
sung identically; that is, they have the same melody.' 

T h e P r e s e n c e o f M e t r e 

Since the concept of metre implies a "first beat", I turn 
to the evidence for such a phenomenon in tuki ppā. 
The rate of slapping in quintuple metre is based on 
the melodic note of shortest duration; in the transcrip
tions here, this duration is represented by a quaver, and 
a common means of self-accompaniment for younger 
singers is to slap their thigh at the same time and at the 
rate of once every five quavers, i.e., every five beats. 
When teaching or learning a new tuki, informed singers 
will instruct newcomers by the vocabulary of example 
rather than education; "Do it like this". Thus, in the 
apparent absence of specific terminology relating to 
metre, identification of a "first beat" is deduced from 
the coincidence of four elements8: 

• The moment of striking a single hand on the thigh 
while singing, for persons beating once per bar. 

• The inclusion of a slap on this beat in each bar in 
whatever more complex slapping patterns singers 
may choose to use (and which may vary in other 
ways from bar to bar). 
The first syllable of a word in the song poetry. 

• The moment when a dancer's body weight comes 
down squarely on both feet (see below). 
No other regularly recurring point in time 

contains similar coincidences of visible, audible, tactile 
and kinesic gestures, which suggests a conceptual 
prominence not incompatible with that of the start of 
a metric unit: in the transcriptions below, barlincs have 
been placed accordingly. When barlincs arc allocated in 
a notation, it is clear that the metre in most bars of each 
song is divided into 1+2 + 2. Most often this division is 
in the form ^ J J but variations occur, e.g., 

p r u nrr r H P U r IIP r r i 

The rhythmic configuration is essentially textual 
rather than melodic, since the final crotchet frequently 
consists of two quaver notes sung to the same syllable. 
Associated with this minimal melisma is a further 
distinguishing feature of tuki songs generally, namely, 
the phenomenon of syllable splitting. Syllabic splitting 
by means of staccato singing is a structural clement in 

some songs, and appears in two forms. In the one, a 
single syllable is spread over two notes of the same pitch 
(Figure 3), and in the other, the successive notes are at 
descending pitches (Figure 4): 

y ,UQ\ n 
te ka - u - ma - ta. 

Figure 3. 

ku a - so 

Figure 4. 

Splitting does not occur at all incidences of melisma, 
but at falls in the melodic phrase. The operational 
procedures seem clear: cither all falls or only some 
falls of a particular interval (e.g.. Major 2nd minor 3rd 
Perfect 4th) are sung in this manner, but the practice 
is constant throughout the song. The occurrences are 
observable in the transcriptions below. 

S o n g P o e t r y 

Examination of the correspondence between long and 
short vowels in speech and long and short notes in a 
melody reveals patterned contrasts. On the one hand all 
long vowels are sung to long notes (i.e., of a crotchet 
duration or more in the notations), but a parallel corre
spondence does not apply to short vowels, a situation 
which has the effect of providing composers with 
flexibility of linguistic expression within the confines of 
the isorhythmic framework J*1 J J In addition to 
the actual choice of words, such flexibility allows the 
three-note isorhythm alternatively to be sung to two 
syllables (Figure 5 [a, b]) or even one (Figure 5[c]) i f 
the composer opts for few words in one or more poetic 
lines, since the creators of new tuki usually combine in 
themselves the roles of poet and composer. 

[a] Ib| [ c ] 

e te ki no o 

Figure 5. Variation in the number of syllables within a bar. 

The melodies of tuki forms clusters of stereotypes, 
of which fewer than ten arc in frequent use. Tuki ppā 
songs use only two such stereotypes; an example of each 
is given in the transcriptions below. The essence of any 
stereotype is its adaptability which in musical terms, 
refers to its capacity to accommodate varying numbers 
of syllables within each melodic phrase without compro
mising the maintenance of a metric or isorhythmic 
pattern. Thus, within any individual composition. 
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flexibility of referencing is accomplished in either or 
both of the domains of poetry and melody. 

In the poetry of most categories of Taku song, 
including tuki. verses (puku) are divided into two parts 
having parallel textual content and identical grammatical 
construction. Generic references in the first part are 
replaced by specific references in the second typically 
names of people, canoes or geographic locations. 
Normally, the replacement is accomplished using the 
same number of syllables, so that the melodic rhythm 
of each half is identical. This process can be seen most 
clearly when relationship terms are replaced by proper 
names. Most Taku terms for personal or relationship 
status consist of four syllables, e.g., se tanata 'a man', se 
hahine 'a woman', te tamana 'the father', te tinana 'the 
mother', taku tama 'my child', aku tama 'my children', 
te tipuna 'the grandparent'. In the second vcrsc-half, 
such a term is usually replaced by a four-syllable 
construction incorporating a proper noun and carrying 
the same rhythmic and melodic sequence as the first. In 
Table 1, the generic and specific terms are underlined: 
the four-syllabic phrase taku vaka 'my canoe' is replaced 
by the four-syllable canoe name 'Haivelo': 

It will be obvious that an exact substitute of syllables 
permits each verse-half to retain identical melody 
and rhythm. However, the personal names of canoes, 
adults and children currently resident on the island 
contain from two to seven syllables, so adjustments are 
sometimes needed to achieve a rhythmic fit. From an 
examination of the poetry in the recorded collection, it 

is apparent that patterning occurs. Devices used include 
poetic lengthening of short syllables and elision of the 
definite article for names having two or three syllables, 
double-speed singing of two syllables in five-syllable 
names, and complete phrases changing to proper names 
having more than five syllables. 

However, a poet may choose to depart from the 
practice of constructing phrases of balanced length, 
resulting in the need to accommodate more syllables in 
one vcrsc-half than in the other; in the recorded sample 
the difference in syllable count ranges from one to eight. 
One common means of accommodation is accomplished 
without change to the melodic contour of the verse-half 
by the simple expedient of adding one or more bars to 
the section of the melody where movement is level. 
Table 2/Figure 6 shows an extreme case in which the 
second verse-half has 13 more syllables than the first. 

In this particular instance the composer additionally 
extends the melodic sequence g-ah-c-g-ab from four 
times in the first verse-half to six in the second. 

This occurrence of half-verses of unequal length is 
most common where the first vcrsc-half refers to a pair 
of people standing in a particular relationship rather than 
to one individual. Paired relationship terms include those 
for mother-child father-child grandparent-grandchild and 
same-sex sibs. Indeed given that the poet must include two 
proper names in the second verse-half, it is almost inevitable 
that a longer poetic phrase will ensue, as illustrated in 
Figure 7 where the word haitinana 'mothcr-and-child pair' 
is replaced by the proper names Temara and Tcsimata." 

Table 1. 

first verse-half 

Taku noho i aku tamana e aro ē i taku 

vaka. taku aso nei e takoto mai; 

second verse-half 

Ko taku noho i aku tamana e aro ē i 

Haivelo. taku aso nei e takoto nei ē. 

first verse-half 

It was my [dead] fathers' actions as they 

paddled mv canoe, mv dav is still here: 

second verse-huff 

It was my [dead] fathers' actions as they 

paddled Haivelo. mv dav is still here. 

Table 2. 

first verse-half 

Ki kavea tuku vaka e te tahetuhe ni 

kuranu ko nun ki taku tumu ki tukua se 

tau ruki se tui. 

first verse-half 

My canoe was moving with the current as 

I called to my father to create a strong 

west wind on the sea 

second verse-half 

Ki kuveu tuku vaka e te tahetuhe ni 

kurunu ko Hou kiu Takuu ki tukua ko te 

hekemu ra ki suitiu te uru tuhu. 

second verse-half 

My canoe was moving with the current as 

Ahou called to Takua to create a wave 

pattern in that part of the current. 
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ka - ra ko - Ho-u 

ki - a Ta ku tu • ku ko te he ke - ma 

In. 

Figure 6. First and second half-verses having different numbers of syllables. 

first verse-half 

Ê ui • i-ē, se - pu a - ke te ha - i - t inana (etc) 

senmd verse-half 

E ua • i-e, se pu a ke Te - ma • ra ma Te-si - ma-ta i letcl 

Figure 7. Inequality of half-line length caused by the expansion 
of a paired relationship term. 

D a n c e m o v e m e n t s 

For all songs of the tuki metagcnre that are danced, it is 
the upper body which provides movements (āuna) linked 
directly to the song poetry. In particular, these movements 

give visual expression to verbs in the poetry and arc timed 
to coincide with the singing of those verbs. A common 
wording for the practice is e tuutari na tatara 'imitating 
the lyrics'. In contrast to the singing, these movements 
are not taught, either formally or informally. The near-

synchrony with which they are executed in performance, 
even at the first public performance, derives from a shared 
familiarity with the poetry, a shared understanding of the 
link between verb and action, and a shared knowledge 
of the relatively limited repertoire of movements which 
express those verbs. 

The following tables are indicative of dance movements 
which mime specific real-life actions familiar to most 
adults, and which feature frequently in contemporary tuki. 

Table 3. (a) physical movements 

word meaning associated movement 

sura, 
tere 

appear, emerge 
set off, sail away 

one hand (either L or R), index finger points, held up, 
arm straight ahead then move 90° to one side, other hand 
may be across chest, also with index finger pointing in 
same final direction 

huti pull in [of a fishing line] both hands move across the body, fingers closed as 
if holding a cord 

aro paddle paddling action using both arms, one side only, one 
action only 

sau iho return one hand at waist on side, one hand at waist front, 
both move up and across the body 

tuku iho deposit, lay down both hands 30 cms apart place an imaginary 'canoe' 
in front of the body at waist level 

hora spread out, display both arms at front, together then move apart 

toko pole a canoe both arms mime a single poling action 

noho stay, remain both hands with palms up drop to waist level with 
arms bent, wrists flicking to that position from a 
palms-down starting position 
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Table 4. (b) emotional states 

word meaning associated movement 

hiahia 

kata ki taku manava 

rejoice, be happy 

T inwardly laugh' 

one or two hand claps with hands at waist level 

one hand stretches out at waist level then returns to the chest. 

• m voro ^ 

tmkamau hu;v-~- _ _ Km Km _ 

Ko tô-ku ha-no mô tô-ku ta • mô • nô, nl ka-ke I - ho o I na - u ne - i. 

E ua i e, ni va-si-ri na-u ki U - rl-ma - lu - a"Te • ne - i kona-u e no-ho i-ho i le ti - mu a te Ia - ki." 

E ua i e, ta - ka i -ho te ha i - I - Ia - mo-tu i a-tu he - nu-a. to - ka - i - a i-ho na va-e - Ia - nl ne-

E ua I e, ta - ka i - ho He-lo-pe ma Te Si - ma-ta i a-tu he - nu-a, to - ka -1 - a i-ho le la-ni ka - to 

E ua i e, se - pu a - ke te ha - i - ti - na - na i ta - i - he - nu - a ki o 

E ua i e. se - pu a-ke Te-ma-ra ma Te Si - ma-ta i ta - i - Si - a-ra ki o i-ho a - i na 

hi - ti no m a - t a - ma-ta i ta - ku Si - ma - ta. 

final hati ends thus 

' P "'V I 
I e. 

Figure H.Atukippā. 
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Opener1" The uncle's boat came towards me, and I went on board with them. 

Refrain The Huris came with Apulu, it came towards me. 

verse Ia As I went, I grieved for my children 

Singing stabiliser I went with my father, then returned. 

verse Ib When Pūtahu went, I grieved for my children. 

verse 2a I asked Urumatua why I was staying at the door of the west wind; 

verse 2a I asked Urumatua why I, Rati, was staying at the door of the west wind. 

verse ia The man accompanied his uncle ['s spirit] and looked down from the sky; 

verse ia llclope accompanied Tesimata, and looked down from all the heavens. 

verse 4a The mother and daughter arrived back home, everybody came to look at my child; 

verse 4a Temara and Simata arrived at Siara, all the Melanesians came to look at my [daughter] Simata. 

C a s e S t u d i e s 

Figures 8 and 9 present notations of complete tuki ppā. 
Figure 8 was composed jointly by Pūtahu Sionc and his 
nephew Āpē Sio in 1997. Pūtahu broke his dentures 
and had to leave the island to get a replacement set. He 
departed on the Huris with one of his grandsons among 
its crew and in the company of his family's ancestor 
spirits, Urimatua and Ārapi (Rati). Two female relatives, 
Temara and Simata, also went along and paid a visit to 
Siara village near Kaveing where the local inhabitants 
came out in numbers to admire the young girl Simata 
who was travelling with them. In spirit form, Āpē himself 
also went and watched over the safety of the travellers. 

This tuki commemorates the death of Te Loma 
by praising the exploits of his canoe Taravao. Marena 
made the death neckband for his father, Te Loma. While 
safely residing in the Aftcrworld Te Loma's spirit sent an 
enormous school of tuna back to the canoe to be caught 
by his son. The entire village, and indeed the very ocean, 
was humbled by the size of the catch. 

Taku's composers continue to create tuki ppā in 
quintuple metre, and the island's adults will no doubt 
continue to sing and dance them, as there are no signs 
over the past decade of any decline in the rate of 
composition or performance. Most adults sing and/or 
dance items from a mix of performance categories at the 
informal drinking and dancing parties which occur at 
least once a week, each lasting several hours. This mix 
represents something of a group preference since singers 
can, and sometimes do, decline to join in any song they 
consider inappropriate for whatever reason. By their 
musical and kinesic distinctiveness, the tukippā provide 
a point of stylistic contrast with other songs and dances 
in the community's active repertoire. Although they arc 
not the only songs in the repertoire which are performed 
slowly, they are typically included in most informal 
gatherings. Their poetry typically shares the themes of 
other types of tuki, their movement repertoire is that 
of danced tuki of other types, and they are composed 
at the same time and for the same reason as other tuki. 

This blend of shared and unique features thus provides 
performers and audience alike with the security of the 
familiar and the heightened focus of the novel which lies 
at the heart of any living performance tradition. 

Two clouds on Taku's horizon may influence the 
future of not just the tuki ppā but also the community's 
musical life. The first is that, after some 40 years of a local 
ban on missionaries and churches, the growing number of 
Christian converts is beginning to affect adult attendance 
at ritual events based on indigenous religious beliefs, 
including the singing of songs expressing those beliefs. 
And the second is that the atoll appears to be sinking at 
an alarming rate, which, if it continues, will bring about 
its total submergence within a decade and enforced reset
tlement of the community elsewhere in the Bougainville 
Province. Ironically, the same ocean which is the source 
of both physical and religious sustenance, as well as 
of greatest pride and self-identity, may — directly or 
indirectly — also be the instrument of Taku's demise. 
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N o t e s 

I. In his transcriptions of Tuamotu songs where a rhythmic 

motif is immediately repeated. Burrows tends to resolutely 

apply barlines to the entire song, including pauses for 

breath, resulting in occasional bars of quintuple metre 

(e.g., 1933:26, 45, 61). Such bars, however, appear more 

the product of a rigid transcription methodology than a 

reflection of an audible reality. 
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Ni ta ra-ta - ra te ha • i - ta • ma na ki pe na te va • ka te ha no • ta 

A ki ta ra - tara Te La-u - i - ka ma Te Ma-re-na ki pe na te va ka 

te Hui a tu. He lo - no i • a te ta-ma - na ne-i. 

Ko Po lo li ne-i ma na - ta - u - ra i-ho ko Ma-r e - n a ne l ae lo - no 

K a ki u - ru a tu ko na - u ki lo - to mo - u - ku ne-i, ni 

ka-ra - na ko lo - ku ki ta - ku a - i • tu ne-i lunclearl ne-

A ki u ru po Ma-re-na ki lo - to te vu - si ne-i ni ka-ra - na ko na • u 

ki Pi - ri ko tu ra ne - i pi - ki - ti a i a no ku ha - u a tu 

in im in ;i u- In uia na ne • i. 

A ki H U - ra i - ho na-u ma - ta - kuha - u ne-i, to ko-i • a na-u te kau ta 

Figure 9. A tukippā commemorating the death of Te Loma by praising the exploits of his canoe Turavao. 

Opener'" The lather and son talked about building a canoe for fishing; Te Lauika and Te Marcna 

talked about building a canoe for tuna fishing. It was something I heard from the lather: 

Refrain Potoli thought about Marena; he heard of it from Tuilani. 

verse Ia I entered the gardens, calling my spirit to bring my neck band; 
verse Ib Marena entered the garden in the early morning, I called to Murihotunani to bring my neckband. 

verse 2a 1 then came with my neckband and men stared at me because that was an embarrassing time [for them]; 

verse 2a Marena then came with his tuna-catching neckband and women stared at me because it was an embarrassing time [for them], 

verse ia I came with my canoe; the ocean itself stared at me and my father entered the Afterworld; 

verse ia Marena came with Tearavau and was the object of attention of the ocean, as Te Loma arrived at the slippery slope. 

verse 4a My canoe gave shouts of success at the beach, while my darling smiled; 

verse 4a Marena gave shouts of success on arrival at the beach of Nukuloa, as Livana approached, smiling. 
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2. The existence of a discrete corpus of songs in quintuple 
metre is not unique to the Polynesian Outlier atoll of Taku, 
the subject of this discussion. Such songs are also found 
in a category of song from another Outlier, Tikopia, where 
McLean (1991:116) reports quintuple metre in /ua ta nga 
dirges, but the circumstances of reporting arc somewhat 
unusual and cannot now be verified. 

3. Taku is a part-foraging, part-farming community, 
dependent in the first instance on the reliable availability 
and abundance of fish, and in a secondary sense on garden 
produce. A summary of music styles (Moyle 1995), and 
an anthology of oral tradition (Moyle 2003) have been 
published. A music ethnography and bilingual dictionary 
are in preparation. 

4. The Polynesian Outliers arc a loose string of individual 
islands lying in an approximate northwest-southeast line to 
the west of Polynesia itself. These islands, most of which 
are atolls, lie within the political territories of Vanuatu, 
Solomon Islands, Papua New Guinea and the Federated 
States of Micronesia. The languages spoken on these 
islands are Polynesian. 

5. Taku's language employs both short and long consonants; 
the latter are produced by prolonging the articulation of 
the respective short consonants and arc indicated here as 
double consonants. Similarly, vowel length is morphemic; 
I indicate long vowels by the use of a macron. 

6. The genre is identified in normal speech cither as na tuki 
e ppā 'songs that are slapped' or as na tuki ppā 'slapped 
songs'; the latter phrase is more commonly used. 

7. Nūnua (c. 1932-2002) was the one man Taku's residents 
deferred to on matters of song and dance performance 
over the past eight years. Although the institution of purotu 
performance specialist ceased in 1994 with the sudden 
and unexpected death of the last titleholder and could not 
be reinstated for genealogical reasons, Nūnua effectively 
assumed such a role, and for both researcher and residents 
was a valued source of information until his death. 

8. Consistent with the concept of metre is that of a metric 
unit, which for convenience I define here as a 'bar'. 

9. Identification of individuals named in song poetry is not 
always straightforward. As a general rule, the poetry refers 
to both the living and the recent dead by their birth names 
rather than their familiar names. However, parents do not 
automatically tell their children what their birth names 
are, even when they attain adulthood and even though 
other family members may known them. Additionally, 
since there is frequent duplication of birth names in the 
community, even knowledgeable Taku may have to resort 
to rapid deduction to identify the correct referent. 

10. The worn 'opener' is sung at the start of the song, and 
repeated after each second verse-half, following the 
hakamauhua. The liakaniauhua 'singing stabiliser' is 
normally sung after each verse-half. For reasons of economy 
of space, repeated occurrences of the kati and hakamauhua 
are not included in the transcriptions. 
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