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From Kapa Haka to Hip Hop:

The Performing Arts and Music of the Maori of New Zealand.


The Maori are a Polynesian people indigenous to New Zealand. They are closely related to Native Hawaiians, Tongans, Tahitians, and Samoans, although they are linguistically and culturally distinct. The Maori are traditionally a “tribal” people, whose cultural groupings consist of iwi
 (literally “bones,” often translated as tribe), hapu (literally “pregnancy,” the sub-tribe or clan) and whanau (the extended family) (Barlow). Whakapapa
 or ancestry is of prime importance to the Maori, who can often recite their genealogies going back several generations (Lewis). Though colonized by the British and today comprising only fifteen percent of the population of New Zealand, the Maori people have maintained their cultural identity, in large part due to their language and their performing arts, especially their music. In many modern books and movies about the Maori, such as Once Were Warriors or Whale Rider, a character’s introduction to arts and song are often used to symbolize a rediscovery of their cultural identity.


In order to understand Maori music today, it is useful to give a very brief history of the Maori people themselves. Scientists believe that the Maori came to New Zealand as part of a great Polynesian nautical migration, estimating their arrival in New Zealand between 750 and 1000 CE; this theory corresponds to the Maori tradition that their ancestors navigated waka (huge oceangoing canoes) from the mystical homeland of Hawaiki (Lewis). Before contact with Europeans, the Maori subsisted on fishing, hunting, and gathering, supplementing by horticulture. British captain James Cook first came ashore in 1769 and British, American, and Australian settlers, hunters, and missionaries began arriving in the 1790's. Many Maori iwi traded with the Europeans (whom they called “Pakeha”), but the Maori resisted fiercely when it became clear that the Pakeha wanted their land and not just their crops. The Treaty of Waitangi was signed in 1840 and officially made New Zealand a British colony. Unfortunately, it also meant that the Maori lost much of their land, and a good deal of control over their lives, when many of the promises of the Treaty were unfulfilled by the British (MacPherson). In the early twentieth century, Maori activists fought for increased land rights. Many Maori men became active during World War II in a highly successful Maori Battalion. Post-WWII saw a massive move of Maori people from rural to urban areas in search of jobs, which proved a strain on Maori culture as traditional families broke up, but also encouraged formation of pan-tribal identity. The 1960s and 70s were a time of great political upheaval with the proliferation of groups such as Nga Tamatoa (“the young warriors”) and the Polynesian Panthers protested racism against Maori and advocated Maori self-determination (Te Ahu). Maori culture has experienced resurgence in recent years, in large part due to interest in music, but the struggle for tino rangatiratanga -- one of the disputed terms in the Maori version of the Treaty of Waitangi, which roughly translates as “sovereignty” -- continues.

It is also useful to take a brief look at the Maori belief system. While today most Maori are Christian, elements of their traditional beliefs continue to permeate almost all aspects of life. Tapu is a cognate of the Tongan tabu, from which the English “taboo” has its roots; it has commonly been translated as “sacred” or “restricted” (Barlow). The opposite of tapu is noa. In Maori belief, ostensibly conflicting notions such as tapu and noa are not seen as opposing forces, but rather as necessary parts of a single harmonious creation (Lewis). Thus it is important not to equate tapu with “good” and noa with “bad,” or vice versa. An object, animal, or person is considered tapu when it has a large amount of mana. Mana can roughly be translated as spiritual power, prestige, and authority, or charisma (Weber). A breach of tapu in many instances was thought to bring bad luck or even death. Men traditionally are considered to have a higher degree of tapu and mana than women, although this was a general tendency and not necessarily a rule (Lewis). Also, the general noa status of women gives them some special privileges. Women are involved in rituals such as lifting tapu from a completed special project (such as a carved meeting house or a new canoe), welcoming guests to the sacred space known as the marae, and mitigating tapu associated with certain foods, sickness, and death (Lewis).


Unlike other Polynesian cultures, the Maori people did not traditionally use drums. They sometimes used whale bones as clappers, as well as the pahu which can roughly be described as a crude gong and was used to sound alarm when enemies would approach a village (Best). Their primary percussion “instruments” however were their own bodies: slapping their chests, clapping hands together, or stamping their feet in rhythm (Best). The majority of Maori instruments were aerophones. Various flutes including long putorino, koauau, and ngutu which is sometimes referred to as a “nose flute” but likely was also a mouth-blown flute, as well as the trumpet-like pukaea and putara, both of which, like the pahu, were used for signaling rather than for music (Best; Te Ara). Most instruments were not made of wood, but rather of stone, shell, ivory, or bone -- the aforementioned whale bones, for example, or albatross bones, or perhaps even the thigh bone of an enemy (Best). In the post-colonial era, the imported ukulele and guitar are frequently heard, particularly in somewhat less traditional folk songs. However, many traditional Maori songs were and still are performed without musical accompaniment. 

Mervyn Evan McLean, considered the foremost authority on Maori performing arts, notes that traditional Maori music is largely monophonic (1968). The types of vocal “music” performed by the Maori can usually be categorized as karakia (sacred chants or prayers), patere (other rhythmic chants), karanga (welcoming calls), or waiata (true songs). Waiata performed by the Maori generally fall into the category of lullabies (oriori), songs of lamentation (waiata tangi), love songs (waiata aroha), songs to recite genealogy or tribal history (waiata whakapapa), haka (action songs), and waiata poi (songs sung while performing poi, explained below). Other than certain karakia and karanga, most Maori songs were group performances. Whakaeke or “rhythmic unison” is a governing principle “used primarily for the practice governing the maintenance of strict tempo and accurate rhythm in performance” (McLean 1961, 60). Many songs also use cueing, either subtle inflections inherent in the structure of the song text, or explicit vocal interjections (McLean 1968). Where the latter are concerned, just before a new verse begins, a song leader will interject with the first few words of the next verse to notify other singers what comes next. However, not all vocal interjections are necessarily cues; many are simply vocables or interpolations. “Aue!” and “E!” for example are both roughly equivalent to the English “hey!” and many haka songs employ loud grunts.

Because the Maori had a primarily oral tradition, one of the more effective ways of passing on information between generations was through song (Best). Many traditional songs performed by the Maori today are hundreds of years old, which may remain largely unchanged. Great care is taken to avoid gradual changes happening over a long period of time. Traditionally, song leaders are expected to have a good memories and senses of rhythm, but particularly for karakia or waiata whakapapa, the precise conveyance of words is considered far more important than adherence to tune (McLean 1961). In the case of some karakia it was believed that incorrect recitation was a breach of tapu so severe that it could even result in tragedy or death (McLean 1977). However, despite the general rule of strict adherence to tradition, some less-sacred songs are subject to small deliberate changes. McLean notes that appropriate waiata must be sung for specific occasions and if no song fits an occasion exactly, either a new song will be composed or an existing song adapted to the situation (1965). Such adaptation was not considered plagiarism: “Reworking was simply a means of composition. Once produced, a reworked song would be treated in all respects as if it were an original composition and the customary constraints would equally apply to it” (McLean 1977, 30).


McLean notes that the effectiveness of the special karakia “is thought to depend not only on correct recitation and method of delivery but upon the psychic power [mana] of the person performing it” (1965, 298). Some karakia are the sole prerogative of the tohunga (priests) while others are only to be sung by women, particularly kuia or female elders (Lewis). Like many indigenous peoples, the Maori have a profound respect for the environment; in Te Reo Maori (the Maori language), the word for land, whenua, is the same as their word for placenta, demonstrating their understanding that they depend on the land for their very lives. Proper thanks are always given to the appropriate god or goddess when taking human, animal or plant life; for example, warriors would praise and thank Tu, the god of war, before engaging in ritual cannibalism of an enemy, and a tohunga would recite karakia to invoke Tane, the god of the forests, before a tree would be felled (Lewis).

The political and cultural center of a Maori village is the marae. A marae consists of an elaborately carved meeting house (wharenui), a dining hall (wharekai), and marae atea, the sacred open space in front of the wharenui (Lewis). An elaborate welcoming ceremony called powhiri is performed for special visitors to the marae, for funerals, feasts, weddings, and on occasions of a hui which is the meeting of members of different hapu or iwi. Because the Maori believe that only the female (noa) voice can mitigate the tapu of the marae atea and clear a spiritual pathway between the hosts and guests, only a kuia or female elder from the host side can perform a special karanga. Then and only then may the visitors cross the sacred marae atea and be greeted warmly by their hosts. The visitors perform the hongi, a traditional greeting where two parties press noses together, with their hosts. The kaumatua or male elders perform formal speeches, and then a waiata suited to the purpose of the meeting is then performed, sometimes by individuals, other times by the group as a whole. On the occasion of a funeral (tangihanga), waiata tangi or songs of lamentation will be sung, usually by the women but sometimes by men as well (Lewis). The 1999 film Once Were Warriors features a tangihanga, as does the somewhat less popular film Utu. However, lamentation songs are not limited to the loss of a loved one. Waiata tangi have also been composed by individual iwi who have lost their land to the colonizing British; some of these more recent waiata tangi, probably due to European influence, almost sound like Gregorian chant.

Haka is generally translated as “action song,” but occasionally as “posture dancing.” There are two types of haka proper: haka peruperu and haka taparahi. Before battle, Maori warriors would traditionally perform the haka peruperu. Haka peruperu consisted primarily of stamping their feet on the ground, brandishing their weapons, and slapping their chests while chanting. They proclaimed their strength and fighting prowess in the accompanying songs, and often verbally abuse the opposing party (Youngerman). Warriors would also stick out their tongues at their foes: mouth wide open, angling tongues down against the chin rather than directly at the opponent. This is a gesture of defiance which implies, “I will eat you” (Lewis). In pre-colonial times this was not an idle threat, although human sacrifice and ritual cannibalism were significantly less prevalent in New Zealand than in most other Polynesian societies (Lewis). Haka taparahi is a special kind of haka which is never used for war, and can express different emotions depending on the occasion (Archer). Haka are often “copyrighted” by particular iwi, and they are meant to connect the Maori with their ancestors (Youngerman). Men performers in particular often sound more like they are shouting than singing, while women’s singing voices are considered more harmonious to Western ears (Best). The New Zealand rugby team the All Backs still performs a very special haka prior to their matches. 


Kapa haka encompasses a wide variety of men’s and women’s performing arts, including the aforementioned haka as well as various other types of waiata or what outsiders would clearly recognize as songs. Kapa literally means “rank” or “line,” and refers to the fact that most kapa haka performances involve at least two rows of performers: e.g. a line of males and a line of females, a line of singers and a line of poi performers, et cetera (Youngerman). Timing (beat and speed) as well as footwork, stance, and hand motions (called wiri) are all of vital importance in most forms of kapa haka (Archer). As in Hawaiian hula, many forms of kapa haka entail almost a sort of sign language. If a performer puts his or her hand near their ear during a song, for example, the lyrics in that particular instance may indicate a need to hear or to listen (“whakarongo”). Today Maori performing arts contests are held throughout New Zealand, including regional, sectional, and national championships. 


Waiata poi is a kind of song used for the performance of poi, small balls attached to strings. Before the arrival of Europeans, Maori men often performed poi toa (“warrior poi”), a game of sorts where they would swing balls attached to flat cords, learning coordination and other skills necessary for combat (Lewis). The women’s version of poi, a relatively more recent development in Maori culture, is derived from poi toa and is considered an art form. Poi balls and strings are traditionally made of flax, although today they are often made of plastic or yarn. Women manipulate the poi by swinging them to making intricate patterns, usually in unison with other poi performers. To make matters even more complicated, the women also sing while performing poi, and up to four poi at a time might be manipulated by each individual performer. Many modern poi songs were originally “lusty men’s songs,” which were later adapted into songs performed by women (Archer). For example, one of the verses in “He Puru Taitama,” a song with scarcely hidden sexual innuendo, became the women’s poi song “Ara! Ka Titiro” which, while “cleaner,” still contains an element of flirtation. It is likely that minor variations in the lyrics are due to differences in regional dialects. 


The Maori have also become heavily involved in other nontraditional music styles. The song “Pokarekare Ana” is probably the most famous Maori folk song. Its origins are foggy, but most agree that the lyrics themselves probably originated in the north of New Zealand around 1912, and later set to a European-sounding tune. It is clear that the song became popular around the time of the First World War at the Narrowneck Army Camp, where many Maori soldiers from different areas of New Zealand swapped songs (Archer). That the song is relatively new (that is, compared with the traditional waiata which are often hundreds of years old) is confirmed by the presence in the lyrics of borrowed words from English, e.g. reta (letter) and pene (pen). Dame Kiri Te Kanawa is a famed Maori opera soprano, and has also produced an album of Maori songs which included hymns, folk songs, as well as adaptations of more traditional chants (Te Ara). Modern Maori music artists such as Te Koah and Wai 100% have set traditional songs to modern rhythms in an effort to appeal to a wider audience.

MacPherson notes that urbanized Maori youth “were separated from their language and traditions and, under pressure to assimilate, became progressively less proficient in these areas” (227). The joint effort of linguist Ngoi Pewhairangi and musician Dalvanius Prime to create a song encouraging Maori youth to embrace their culture and language, a song called “Poi E,” became a cultural phenomenon in the mid 1980’s in New Zealand for Maori and Pakeha alike. Prime had suggested that music was a perfect medium to reach youth because it was a popular one to which even the most urbanized youth could easily relate (Archer). In Pewhairangi’s translation of the lyrics, poi means not only the poi balls described earlier, but also a person’s feelings and even culture. Pewhairangi had said that she “likened the poi, which is like the fantail that flies through the forest, to Maori youth trying to find their way in the concrete jungle of the Pakeha. Just like the fantail which has to flit between trees and leaves, Maori youth have to flit between skyscrapers, both concrete and cultural, and still search for identity” (Archer). The catchy song performed by Patea Maori Club rose to the top of the New Zealand music charts in 1984, staying at the number one spot for four consecutive weeks.
The urban Maori of the past few decades have also been particularly involved in reggae and rap. As previously stated, most Maori today are Christian, but the Rastafari religion (closely tied with reggae) also appeals to many Maori, particularly because Rastafari tends to appeal to the oppressed, including indigenous peoples (Savishinsky). Rastas often refer to their oppressors as “Babylon.” Unity Pacific, a Rastafarian whose real name is Tigilau Ness, is considered one of the most influential artists in New Zealand reggae, but UHP or Upper Hutt Posse is perhaps the most important of all. Upper Hutt Posse, fronted by Dean Hapeta, was one of the first Maori reggae bands to break into the R&B scene. Kerry Buchanan noted that “before these ‘warriors’ stormed the stage, Maori music was generally marginalised like an exotic trinket of the past used in the ‘ritual’ of entertaining tourists. By rapping in their language and incorporating the sounds, values and history of their people, Hapeta and like-minded artists shatter stereotypes of what it means to be Maori.” Dean Hapeta, the group’s lead singer, has described their music as “hip hop haka... a challenge to young Maori to stand up for their communal rights and fight exploitation, whether by capitalists or drug dealers” (Archer). UHP sings in both Maori and in English.

The 1988 rap single “E Tu” is a perfect example of UHP’s and Hapeta’s philosophy. “E Tu,” which literally means “stand up,” is sung primarily in English to appeal to urban youth, who tend to be less fluent in Maori. However, Hapeta cleverly tosses in key Maori phrases thrown in for good measure, e.g. mana, kia kaha (literally “be strong”), and kia mau ki to Maori (hold true to the Maori). Like a haka, it employs vocalizations such as those used by the Maori warriors of old. And like a waiata whakapapa, the song chronicles past Maori warriors from the Musket Wars to World War II, comparing those battles with modern Maori struggle for tino rangatiratanga or sovereignty. UHP tries to show the Maori youth that their “Maoriness” (Maoritanga) is something to be proud of, not ashamed. Journalist Stephen Zepke proclaimed that “Upper Hutt Posse aren't a symptom of the recent rise in Maori activism, they're a cause.” 


Alan Armstrong noted that “to a very large number of Maoris [sic], the most real and immediate manifestation of their culture and the most tangible expression, apart from skin color, of racial identity are their songs, games, and dances” (qtd in Youngerman, 75). The Maori are a paradox because, although in many respects they have resisted acculturation to a certain degree, they have simultaneously adapted their culture to current circumstances while still preserving their roots. Whether it is kapa haka or hip-hop, the Maori continue to express themselves through the medium of music, preserving a way of life and a unique worldview while keeping up with the pace of an ever-changing world.
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CD tracks

1. Kia Rite




Maori Songs of New Zealand



2. Hokihoki Tonu Mai 


Turakina Matou



3. Karakia to Tane



Smithsonian Folkways Recording


4. Waiata Tangi; Kura and Henare 

Utu, Motion Picture Soundtrack


5. E Pa To Hau



Ngati Apakura




6. Haka




Te Runga Rawa




7. Ka Mate




Te Runga Rawa



8. Motumotu Rikiriki


Te Matarae I Orehu




9. Haere Mai/He Puru Taitama

Rangatira Maori Group



10. Ara! Ka Titiro



Kiri Te Kanawa



11. Pokarekare Ana



Whakatongo




12. Akoako o Te Rangi


Kiri Te Kanawa
13. Hine e Hine



Kiri Te Kanawa



14. Tarakihi 




Kiri Te Kanawa




15. Ko te rerenga wairua


Wai 100%





16. Poi E




Patea Maori Club




17. Street to Sky



Unity Pacific





18. Ma Te Wa




Upper Hutt Posse




19. E Tu/Stand Proud



Upper Hutt Posse



20. To Aroha




Whakatongo




Lyrics and translation of select songs

E Pa To Tau - Ngati Apakura
E pa to hau he wini raro, 



The wind from the north touches me, 

He homai aroha 




Bringing loving memories 

Kia tangi atu au i konei; 



So that I mourn 

He aroha ki te iwi 




In sorrow for my kin 
Ka momotu ki tawhiti ki Paerau 


Lost to me in the world of spirits.

Ko wai e kite atu? 




Where are they now? 

Kei whea aku hoa i mua ra, 



Where are those friends of former days 

I te tonuitanga? 




Who once lived in prosperity? 

Ka haramai tenei ka tauwehe, 


The time of separation has come, 

Ka raungaiti au, e.




Leaving me desolate, eh.

Pokarekare Ana - Whakatongo
Pokarekare ana 



They are agitated

nga wai o Rotorua* 



The waters of Rotorua*

Whiti atu koe hine 



(When you) cross over, girl

marino ana e.




They will be calm

(Chorus)

E hine e 




Oh girl

hoki mai ra. 




Return (to me)

Ka mate ahau 




I could die

I te aroha e.




of love (for you).

Tuhituhi taku reta 



I have written my letter

tuku atu taku rïngi, 



I have sent my ring

Kia kite to iwi 




So that your people can see

raru raru ana e.



(That I am) so troubled

(chorus)




(chorus)

E kore te aroha 



(My) love will never





e maroke i te ra, 



Be dried by the sun

Makuku tonu i 



It will be forever moistened

aku roimata e.




By my tears

(chorus)




(chorus)

Whati whati taku pene 


My pen is shattered

ka pau aku pepa, 



I have no more paper

Ko taku aroha 




(But) my love

mau tonu ana e.



Is still steadfast

(chorus)




(chorus)

* “Waiapu” is substituted for Rotorua in some versions of the song.
Tarakihi – Kiri Te Kanawa
E pakia kia rite 




Clap in unison, 

E ko te rite kia rite 




In unison, in unison. 

E takahia kia ngäwari 




Tread carefully 

E torona kei waho hoki mai 



(Hands) outstretched then back. 

E whakarongo mai au 




I listen 

Ki te tangi mai 




to the cry 

A te manu nei 





of this flying creature 

A te Tarakihi, 





of the Tarakihi (locust)
I te weheruatanga o te po 



in the middle of the night. 

Ara ra taki taki ta 




Ara ra taki taki ta 

Ara ra taki taki ta 




Ara ra taki taki ta 

Wiri o papa, toene, toene 



Your being quivers, down, down 

Wiri o papa, toene, toene 



Your being quivers, down, down

Hope whai ake 




hips swaying 

Turi whatia 





knees bent 

Hei! hei! hei! ha!




Hei! hei! hei! ha 

               

Poi E – Patea Maori Club (translation provided by Ngoi Pewhairangi)

E rere ra e taku poi porotiti 



Swing out rhythmically, my feelings 

Titahataha ra, whakararuraru e 


Lean out beside me, so deceptively. 

Poro takataka ra, poro hurihuri mai 


Swing round and down, spin towards me 

Rite tonu ki te tiwaiwaka e 



just like a tiwaiwaka [fantail, a type of bird]
Ka parepare ra, pioioi a 



Swing to the side: swing to and fro 

Whakahekeheke, e kia korikori e 


zoom down, wriggle, 

Piki whakarunga ra, ma muinga mai a 

climb up above, swarm around me 

Taku poi porotiti, taku poi e! 



my whirling emotions, my poi, Yeah! 

Poi E, whakatata mai 




Oh my feelings, draw near, 

Poi E, kaua he rereke




Oh my poi, don't go astray 

Poi E, kia piri mai ki au 



Oh my affections, stick to me 

Poi E, e awhi mai ra 




Oh my instincts, take care of me 

Poi E, tapekatia mai. 




Oh my emotions, be entwined around me. 

Poi E, o taua aroha - 




Oh poi, our love... 

Poi E - paiheretia ra. 




Oh poi ...binds. 

Poi, taku poi e!




Poi.... my poi, yeah!

     

E Tu/Stand Proud – Upper Hutt Posse
(The lyrics on the group’s website do not provide translation of any Maori words in the song or explanation of the people mentioned, but I will do my best to provide this information from my own knowledge and from Te Ara Encyclopedia.)
Karanga, rangatahi
, whakarongo, whakarongo
 
We're nga tamatoa, so we must light te ahi

Don't get led astray by Babylon
, kia mau ki to Maori

There's a lot of people who think they're tough today 

But chiefs like Te Rauparaha
 woulda blown dem away, cher
Hone Heke
 he expressed his disgust by 

cutting down the flagpole, huh 

Yo, Pakeha killed Maori inna Matawhero 
So Te Kooti
 exacted it in a slaughter.

Yes, the Maori battalion inna World War Two 

Staunch on the battlefield they had many clues 

Like Moana Ngarimu
 on hill 209,

Victoria Cross so true so strong 

Yes the Maori was a fierce warrior 

Strike fear in the hearts of Babylon soldier 

Yeah its true, yeah its true, that's why I'm talking to you

Kia kaha, kia kaha
, two one two two 
(Chorus)

E Tu, Stand Proud 

Kia Kaha, Say It Loud

E Tu, Stand Proud 

Kia Kaha, Say It Loud

Yes the man who tried to kill him was Von Tempsky 

But he became a victim of his own folly

Cause Titokowaru
 was too smart you see, 

Guerilla warfare, huh, Maori 
The British tried to take a Pa
 they thought it'd be a victory
But Kawiti
 had fooled the enemy 

The British raided the Pa yeah but they got shot down 

Cause Kawiti had a plan and it was sound.

(Chorus)

Te Rangihaeata
 believes in holding land 

Against the foe, yo, the British man 

To him land's essential to the mana of the chief 

And in the Hutt there were some hardcore feats

In 1846 in the Hutt Valley I said 

Fighting broke out between the British and the Maori 

And more than one settler on disputed land 

Was killed when the Maori fought the British Plan

Cause white rule and injustice go hand in hand 

So against that is where we stand 

Yo, don't forget those who've fought before 

Our struggle continues more and more 

Yeah it's a struggle, it's a struggle 

The system's got us in a muddle 

So strive to get outta this puddle.

(Chorus)

Say it loud

Well I always put my mind to the rhyme 

Don't wear no gold chains ‘cause we ain't that kind
 

Don't neva rap and say I think I'm cool 

We’ll speak the truth with us that's a rule 

Yeah, rising inflation to me is a crime 

And sport is politics so don't mess with my mind 

They falsely own our land so they really don't 

We've been ripped off man so shut up I won't

(Chorus)

You gotta learn the history to know where ya truly are 

You gotta learn it somehow this ignorance has gone too far 

Have self determination in what ya gonna do 

Kia kaha, kia mau ki to Maori  

Don't let no-one stand on you.

(Chorus)

Key terms
· Aroha – Usually means “love,” but can also translate as strong feelings, pity, or compassion. A cognate of the familiar Hawaiian “aloha.”
· Aue - An interjection, somewhat like “hey!” or “wow!”

· “Babylon” - Not a Maori language word, but used by Rastas to refer to their oppressors.

· Haka - A Maori action song, always accompanying a dance.
· Haka peruperu - A haka performed with weapons before battle

· Haka taparahi - A haka performed for purposes other than battle
· Hapu – Literally “pregnancy,” the clan or sub-tribe
· Iwi - Literally “bones,” often translated as tribe, but can also mean “kin.”
· Kapa haka - Maori performing arts in general, especially group performances

· Karakia - Incantations or prayers

· Karanga - A welcoming call

· Kaumatua - Male elders

· Kia kaha - Literally “be strong”

· Kia mau – “Hold firm” or “hold fast”
· Kia rite – “All together” or “in unison”
· Kuia - Female elders

· Mana - Spiritual power, authority, or charisma; sometimes translated as “pride”
· Marae - The communal space in a Maori village

· Noa - Not sacred, not restricted; the opposite of tapu
· Pa - Fortified settlement from pre-colonial times

· Pakeha - Non-Maori, especially whites

· Poi - Balls attached to strings.

· Powhiri - Protocol followed to welcome visitors to a marae

· Tangi - Lamentation

· Tapu - Full of mana; sacred or restricted. A cognate of Tongan tabu, from whence the English “taboo” has its roots.
· Tino rangatiratanga - Self-governance or sovereignty

· Tohunga - An expert in any field, especially a priest

· Waiata - Generic term for a song

· Waka - Literally "vehicle," usually refers to oceangoing canoes

· Whakapapa - Ancestry or genealogy, which is extremely important to the Maori
· Whanau - Extended family, the basis of Maori society.

· Whakaeke - Rhythmic unison

· Whakapapa- Ancestry or genealogy
· Wharekai – The dining hall on the marae. Cooked food is considered extremely noa and offensive to tapu, so eating is not allowed inside the wharenui.
· Wharenui - Literally “big house,” the large carved meetinghouse on the marae.

· Whenua - Maori word for both “land” and “placenta”

�  The Maori change the article preceding a noun rather than the noun itself to express the plural, e.g. te iwi, nga iwi. I follow the convention of keeping Maori plural words intact rather than anglicizing them by adding an “s”.


� It should be noted for purposes of pronunciation that the wh diagraph in written Maori represents a consonant pronounced somewhere between the English f and w, closer to the former.


� Karanga rangatahi to the best of my knowledge is a calling out to the rangatahi (youth)


�  Whakarongo means “listen”


�  Nga tamatoa literally means “young warriors”; this could also be a reference to the political group Nga Tamatoa. Te ahi means “the fire.”


�  Adherents of Rastafari generally refer to their oppressors as “Babylon.”


�  Kia mau ki to Maori means “hold true to the Maori”


�  Te Rauparaha was a chief of Ngati Toa (1768-1859), often called “The Napoleon of the South.” He was one of the chiefs to sign the Treaty of Waitangi – as well as one of the chiefs to enforce its terms.


�  Hone Heke was a chief of Ngapuhi (d. 1850) who distinguished himself in many battles in the early 1800s. One of his noted methods of protest was repeatedly cutting down flagstaffs that displayed the British flag.


�  Rikirangi Te Turuki Te Kooti (1830-1893), a guerilla leader of Ngati Porou who founded the Ringatu church


�  (1919-1943). Commander of the C company of the Maori Battalion in WWII, winner of the Victoria Cross


�  Kia kaha literally means “be strong”


�  Chief of Ngati Ruahine (d 1888), skilled in guerilla warfare


�  Pa were fortified villages, the Maori version of a fort. The particular pa referred to here is Te Ngutu o te Manu, where Titokowaru’s War took place.


�  Another famed Maori guerilla (1774-1854)


�  A chief of Ngati Toa (1780-1855) who participated in the Hutt Valley dispute


�  This is a reference to the New Zealand Land Wars


�  Hapeta criticized many black hip hop artists for buying into the capitalist dream (“gold chains”), as well as their tendency to denigrate women and put down their own race through inappropriate terms, e.g. the “n” word.





