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Ka Mate Kainga Tahi Ka Ora Kainga Rua

Kia ora koutou e nga rangatira

E karanga nei ia a tatou kia huihui mai
Ki te whakanui i te kaupapa
Whakapakari i to tatou Maoritanga
Me whakamoemiti ki te kaihanga

Me tangi kau noa ki nga aitua

Me mihi atu ki te whakaminenga

Tena ra koutou nga whanaunga-hoa.

Kia kaha kia maia kia u
Korerotia te reo rangatira
Pupuritia a tatou tikanga
Whakaaturia nga mahi ngahau
Kia kite kiarongo ai te ao

Ko tatou tenei te iwi Maori e.

Aue nga ope paerangi koutou o te hau kainga
Anei ra matou te kahui manene

Kei te kimi oranga i tewhenua nui nei
Hapainga mai awhinatia mai matou.

Ka uia au te take i haramai ai

Maku e ki atu “Anei nga kupu

Tuku iho a nga matua - tipuna
Ka mate kainga tahi ka ora kainga rua”.

Kia kaha kia maia kia u

Korerotia te reo rangatira

Pupuritia a tatou tikanga

Whakaaturia nga mahi ngahau

Kia kite kiarongo ai te ao

Ko tatou tenei te iwi Maori e

Ka mate kainga tahi ka ora kainga rua.

Greetings to all you Elders
Calling to unite us all

To endorse the purpose

Of retaining our Maoritanga.

Let us praise our creator

Let us weep [for] our departed
Let us embrace the living
Greetings to all our friends and
family.

Be strong be brave be firm
Speak! Our noble language
Retain! Our customs
Display! Our cultural beauty
That we, the Maori people
Can be seen and heard by the
world.

To the visitors who have come from
Our distant homeland

Here we are the lost souls

Seeking sustenance in this vast land
Uplift and embrace us.

This moteatea was composed in Melboumne. It expresses the hopes of the M3ori who
live here. The title of this thesis, ‘Lost Souls 1n a Vast Land’ paraphrases the final

VErse.
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Abstract

Kapa haka (literally, ‘row dance’) is the Maor term for ‘performing arts’, an
apt description as kapa haka combines many genres of haka or ‘dance’, and waiata
or ‘song’ within the performance. In recent years, the development of a series of
formal competitions, or cultural festivals as they are better known, in which teams of
Maori performers, ropii, compete against each other, has provided a mechanism not
only for the preservation of traditional Maori kapa haka, but also for the creation of
new dances and the perpetuation of the tradition both in Australia and m New
Zealand. Kapa haka 1s mmmediately recognisable as a distinctively Ma3aori
performance genre, and is regarded by the Maori themselves as a significant part of
their culture and identity. For Maori who have migrated to Australia participating in
the performance of kapa haka reinforces this sense of identity, of being Maori. The
responsibility for the maintenance and creation of kapa haka lies with the tutors,
men and women with either the knowledge or the passion to teach this aspect of
Maori culture, aided by their kaumatua, ‘elders’. In the process of teaching and
creating kapa haka in Australia the tutors are recontextualising the performance,
catering to the needs a non-Maori audience, may possess a limited knowledge of
Maori traditions, and the needs of the performers whose own knowledge may be as
limited as the audience. This recontextualisation in turn leads to the reinvention of
the perception of ‘home’, a pervasive notion used by all migrant Maori to describe
New Zealand, and the invention of a new home, one that is inhabited by the new
generation of Australian-born Maori. This study will examine the performance and
creation of kapa haka in Melbourne as a dynamic and changing phenomenon, rooted
in the past but adapting to the socio-cultural community removed from its ancestral
home, and to document the place of kapa haka in the Maori community of
Melbourne and its importance as a mechanism for the creation of a Maori identity

whereby the Maori can retain their link with their past and with New Zealand.
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Notes on Pronunciation

The Maori Alphabet

Te reo Maori (‘the Maori language’) contains the same number of vowels
but fewer consonants than English. The Maori alphabet 1s as follows:

AEH LK, M,N,Ng,O,P,R, T, U, W, Wh.

Where there 1s no equivalent sound in M3ori, words will be adapted to sound
Maori, for example Robert becomes Ropata, Victoria becomes Wikitoria, and guitar
becomes kita.
‘Wh’ 1s sounded as a breathy ‘f”, for example whakaeke is ‘fakaeke’.

“Ng’ sounds like the ng at the end of ‘song’.

Macrons

In Maori, vowels may be elongated or short in sound. A macron is used to
identify an elongated vowel. Vowels elongated with macrons are 3, 1, 6 and u. For
example a sounds like ‘aah’. Vowels without macrons are short in sound, for

example patu.



Glossary of Terms
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All Maori words in this thesis are italicised. The English eqivalent of each
Maori word in the text will be given once. Thereafter all words in te reo Maori will

stand alone.

A
Aotearoa

Aotearoa Festival

H

Haere mai ra
Haka

Haka ngeri
Haka peruperu
Haka poi
Haka taparahi
Hangi

Hapu
Hope
Hui
Hurihuri

I
Iwi

K

Kaea

Kaea tane
Kaea wahine
Kai

Kakahu
Kapa haka
Karakia
Karanga
Katoa
Kaumatua
Kia ora
Kawanatanga
Kéhanga reo

Korero
Korero Maori
Koéauau

Kupe

‘Land of the Long White Cloud’, New
Zealand

the Aotearoa Traditional Maori Performing
Arts Festival, held bienmally in New
Zealand

a greeting, welcome

dance

men’s dance

men’s war dance performed with weapons
women’s dance performed with poi

men’s posture dance

underground oven, feast of food cooked in a
hangi

sub-tribe or conceived in the womb

hands on hips

a gathering

to turn around

tribe

leader

male soloist

female soloist

food

uniforms

lit. ‘row dance’, performing arts

prayer

welcome

all, many

Elder

hello, a greeting

governor, a transliteration from English
language nest, a children’s culture class
including language and kapa haka

to speak, news, language

to speak (the Maori language)
aerophone

belly, abdomen



M
Marae
Mahi
Mata
Moana
Moko
Moateatea

0]
Oriori

NG
Nga hei
Nguru

P
Pahi

Patu
Pakihiwi
Piupiu
Poi
Pounamou
Porutu
Powhiri
Puha
Pitkaea
Pitkana
Patarara
Piatorino

R
Ropii

T

Takahia
Taiaha
Tamariki
Tane
Taniwha
Taonga

Tapu
Taringa

Tau

Téna koutou katoa
Te reo Maori
Tikanga
Titiro

Toa

Totara

XiX

tribal home

work, employment

prophetic songs, ancient recited chants
sea

tattoos

lament, recited musical poetry

lullaby

omament worn around neck
a type of flute

a slit gong made from stone or wood, used
as a signalling device

short club

shoulders

flax kilt

soft ball attached to a length of rope
greenstone

a type of flute

a meeting

thistle, eaten as a vegetable

a wooden trumpet

stare wildly, distort the countenance
shell trumpet

a type of flute

‘team’ [of dancers]

raising and lowering right foot in the dance
long spear-shaped club

children, children’s #opu

man

sea monster

treasure, prize, trophy

taboo

ear

recited incantations, ancient mateatea
greetings to you all

the Maori language

protocol

look

warrior

a tree native to New Zealand



U
Upoku

w

Waewae
Waiata

Waiata karakia
Waiata tangi
Whakaeke
Wahine

Waiata
Waiata-a-ringa
Waiata-a-poi

Wh
Wananga

Whaikorero
Whakarongo
Whakawatea
Whaikorero
Whanau
Whare
Whetero*
Wiri

XX

head

legs

song

ritualistic songs

laments for the dead

entry part of a performance
woman

traditional chant

choral song

poi song

lit. ‘lore of the wise’, a weekend retreat of
intensive kapa haka practice

oratory

listen

exit part of a performance

speech

family, also used to describe clubs

home, house

protrude (poke out the tongue)

shaking of hands during dance

* Also means to pass wind in some dialects.



Preface

I first encountered the Maori culture club Ngd Hapu Katoa in October 1994
when 1 was planning my wedding. My (now) former husband was from Auckland
and had planned for us to spend our honeymoon n New Zealand. 1 decided to
surprise him with a M#orn performance as we arrived for the wedding reception and
called a Maori acquaintance of his. He referred me to Wahine Brown; a woman he
knew was involved with a dance group. I spoke with Wahine and she gave me the
telephone number of Maadi Te Kaahu, the president of the Nga Hapu Katoa culture
club. 1 explained what I wanted to Maadi, and I booked the group. As the reception
was to be held on a boat on the Yarra River, we arranged for the club to perform on
the dock as the guests arrived and Maadi quoted me a fee for the fifteen-minute
performance. January 14™ 1995 arrived and at 6:15 the guests arrived at the dock.
When Terry and I arrived we were informed that there had been a change of plan as
the dock was made of concrete. When we entered the main cabin of the boat we were
greeted with a piercing karanga ‘welcome’ followed by fifteen minutes of spine
tingling song and dance that was the topic of conversation for the rest of the night.
Many guests commented that they thought the Maor1 would sink the boat with their
vigorous stamping. Unfortunately, 1 remember very little of that evening, except
relief that the day was over. But | remember the awe I felt as I watched Nga Hapu
Katoa perform.

Terry and 1 left the next day for New Zealand and visited all the usual places
— the boiling mud pools at Rotorua, the Coromandel Peninsula, the glow-worm caves
at Te Kuiti, and the Bay of Islands. 1 visited the Treaty House at Waitangi and
learned about the Treaty of Waitangi, the Maori Wars and Hone Heke and the
flagpole. 1 learned how the piupin ‘flax kilts” used in dancing were made. 1 saw the
home of the Maori Queen as we drove across the Waikato River in Ngaruawahia. I
drove through the suburb of Otara where the movie Once Were Warriors was filmed.
But the whole time I never expected that I would engage in a study of Maori culture.
I had just applied for Ph.D. candidature at the University of New England, and had

been planning to continue with my research in Micronesia. But I now faced a
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financial dilemma. I had spent the last term of 1994 working as a replacement Drama
and Music teacher at Santa Maria College and the position was not renewed at the
end of the year. It was February. I had no job, no money and a new husband, and I
now had to face the prospect of finding a different research topic. My supervisor, Dr.
David Goldsworthy, suggested I consider working with one of the migrant
communities in Melboume. He had students in Armidale working with the Cook
Islander community, and in Melbourne 1 had a much wider choice. He knew of no
one currently working with either the Melanesian or Polynesian communities. I
thought about the difficulties in establishing contact with communities and the work
I would have to do tracking down a people, then I realised that I had already
established a link with members of one community. I called Maadi Te Kaahu and put
my proposal to him. He recommended I approach the club’s committee of
management in writing, and I duly received an invitation to address their March
1995 meeting. Many of them had performed at my wedding reception, and they
joked about how they had tried to sink the boat. When asked how long I thought my
study would take, I responded that I expected to have completed my work by the end
of that year. At the time I was expecting to do a comparative study of four to five
Polynesian communities in Melbourne. By the time I had to begin writing up my
results, three years later, the entire topic was about the Maori community, I was a
member of the Nga Hapu Katoa committee, I had attended language classes,
performed with the club on a number of occasions, my son, born at the end of 1995,
was a member of the ‘babies’ group and had been on stage since he was six months
old, and my ‘twelve month’ project had become a running joke in the club.

At all times we were welcomed into the whanau, ‘famly’, that 1s Nga Hapu
Katoa, and it was with much regret that I left Melbourne in April 2000 to take up a
teaching position following the breakdown of my marriage. At the time 1 left, Nga
Hapu Katoa had gone into recess. When I completed writing up my thesis in early
2002 the club was still in recess and did not compete in the Regional Festival at the
end of October in 2000, nor again in November 2001 (Smith, B. Pers. comm. 11
February 2002). This was the cause of much sadness among the older club members,
as the club had never missed a Festival since its formation in the early 1980s. Other
problems have added to the club’s woes since then. Nga@ Hapu Katoa has survived
many changes, and although members still meet socially and the catering group is

still working, it is still unclear whether it will become active again in the near future,
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and the longer the club remains mnactive, the more difficult it will be to re-form.
Members are optimistic that this will happen, but have got on with their lives, filling
the void with family and work commitments. Some have joined other clubs and still
participate in ‘culture’, and others are enjoying the break (Graham, T. Pers. comm.
14 February 2002), but Nga Hapu Katoa continues to exist in the hearts of those who
stood 1n line and performed, and they live in hope that one day they will again don
their te kakahu and moko and retake the stage.

Ngd Hapu Katoa e karanga kite iwi e

Kua eke mai nei, ki runga te marae e.

Nga Hapu Katoa 1s calling the people

Who have arrived at the marae.



