
Chapter 5 
Contemporary Intertribal and Cross-Cultural Native American Music 

Text: Beverly Diamond 
Online Instructor’s Manual: J. Bryan Burton 

 
Map Skills 
 
On a map of the United States, locate Southern plains and Northern plains Nations 
discussed in this chapter. Refer to such resources as Atlas of the North American Indian by 
Carl Waldman (Checkmark Books, 2000) and web pages managed by specific Nations. 
 
On a map of Canada and the eastern United States, label home areas of singers, groups, and 
Nations discussed in this chapter. 
 
 
Powwows in Eastern North America (118-122) 

 
Powwows, a late arrival in the Northeast, have long served as gatherings to honor traditional 
values, and to establish and maintain intercommunity ties; they provide a window for outsiders to 
observe and participate in Native culture. Although frequently labeled as “pan-Indian” or 
“intertribal,” local differences continue to be evident in contemporary events. 
 
After reading pages 118-122, the following questions and activities may serve to stimulate class 
discussion. 
 
AA = 1-2, 4-5, 8-9   #S, C/U = 3, 6-7 
 

1. Discuss several stories explaining the origin of powwows? What is the original meaning 
of the word “powwow” and what is its tribal origin? 

2. Trace the movement of powwows from the Southern Plains to the Northeast. 
3. How might the removal of Eastern tribes and the resulting intertribal exchanges have 

influenced the move to the Northeast? Also, consider interactions between members of 
Eastern peoples removed to Indian Territory and those members remaining in the 
Northeast. 

4. Identify Northeast groups who were among earliest to bring the “big drum” tradition to 
the Northeast. Search these groups on the Internet and determine, if possible, when each 
began performing in the “big drum” powwow style. 

5. In which ways are contemporary powwows “intertribal” and how do they reflect local 
traditions? Give specific examples of local traditions which are part of Northeastern 
powwows, on Chart 5.1. 

 
 
 
 
 
 
 
 
 
 



Chart 5.1 Intertribal and Local Traditions 
 

Intertribal  Local Traditions 
 
 

 

 
 

 

 
 

 

 
 

 

 
 

 

 
6. From the late nineteenth century until the mid- and late- twentieth century, 

governmentally legislated bans on Indian music and dancing (among other cultural 
practices) restricted the types of venues at which such music and dance could be 
performed. Using both this text and Internet resources, identify some of these venues in 
which Native music and dance could be performed. Why do you think Native dancing 
was permitted at such venues? 

7. Advanced students may wish to explore the impact of these bans on Native culture and 
the means taken to bring about restoration of Native rights. What role did music play in 
this struggle? Compare the Native rights movement to civil rights movements of other 
minority ethnic cultures during the twentieth century. 

8. What role is played by “specials” in the contemporary powwow? Give specific examples. 
Contact Native Americans in or near your community and invite them to discuss how 
these specials are an integral part of the culture. 

9. How do powwows promote the honoring of traditional values, kinship, and 
intercommunity ties? Attend a powwow in or near your community and document 
examples. 

 
 
Powwow Fundamentals (122-133) 
 
After reading pages 122-129, use the following questions and activities to stimulate class 
discussion 
 
AA = 1-3, 5  #S, C/U = 4 
 

1. Describe the typical layout of powwow grounds.  Include placement of drums, families, 
elders, audience. 

2. What is the typical sequence of events in both Northern and Southern powwows? 
3. Using the Chart 5.2, identify style characteristics of powwow music. 

 
 
 
 
 
 
 



Chart 5.2  Powwow Music Style Characteristics 
 

 Northern Style Southern Style Northeastern Style 
Tempo    
Vocal 
timbre 

   

General 
Style 

   

Other  
 

  

  
 

  

 
4. List lifestyle expectations associated with the powwow. In addition to those identified in 

the text, search the Internet for expectations and protocols for several powwows.  
5. Discuss the role of the emcee at a powwow. What are two expectations in his or her 

demeanor? 
 

 
Using the Chart 5.3, students should compare dances typically performed in Northeastern 
powwows. Tempos may be determined by listening to powwow tracks on iMix. After completing 
the information for the primary dances, select several special dances or dances that might be 
performed by the host Nation and search for information on regalia, dance movements, origins, 
and special meanings behind these dances.  For examples of special dances, read the final 
paragraph on page 127. 
 
 

Chart 5.3 Selected Powwow Dances Typically Performed in the Northeast 
 

DANCE DESCRIPTION ORIGIN 
Grand Entry  

 
 

Men’s Traditional 
Dance 

Regalia: Either long belted shirt typical of 
Southern style or large eagle bustle to waist 
at back, ankle bells, porcupine hair roach, 
and apron. 
Steps: Basic “pat-step” with highly 
individual movements mimicking birds or 
animals or relating to stalking and hunting 
animals. 
 

Possibly from hunting or war 

Men’s Grass Dance  
 
 

 

Men’s Fancy Dance  
 

 

Women’s 
Traditional Dance 

 
 
 

 

Women’s Jingle 
Dance 

 
 
 

 



Women’s Fancy or 
Shawl Dance 

 
 
 

 

 
 
After reading pages 129-131, the following questions and activities may serve to stimulate class 
discussion. 
 
AA = 1-2, 5-7  S, C/U = 3 
 

1. Describe how a typical powwow song may begin. 
2. Using Chart 5.4, describe the vocal style including register, timbre, accents, and so on. 
3. Advanced students may wish to explore vocal techniques identified in Question 2, 

performing phrases using these techniques. 
4. What is “incomplete repetition form”? 
5. How many repetitions (“push-ups”) of the whole song are typically performed? Listen to 

iMix # 15 and note the start of each repetition by indicating time using digital tracking on 
your playback device. 

6. What are some ways in which a song form may be altered by contemporary performers? 
7. Why are vocables used for the texts of most powwow songs? 

 
 

Chart 5.4  Powwow Song Structure 
 

Form  
 

Vocal timbre  
 

Vocal register  
 

Other vocal techniques  
 

Texts  
 

Accompaniments  
 

Other  
 

 
After reading pages 132-133, the following questions and activities may serve to stimulate class 
discussion 
 
AA = 1, 2, 4, 6 
S, C/U = 1a, 3, 5, 7, 8 
 

1. Describe the large drum used in powwow music. Advanced students may wish to conduct 
online and in-library research on the origins of the drum and prepare a class presentation. 

2. How is the drum “turned” to change its meaning from war to peace? 
3. Discuss various drum metaphors, including practices for carrying the drum, decorating 

the drum. 
4. What meanings are ascribed to decorations? 



5. What are “honor beats” and how are they played? What other actions may also be 
performed during “honor beats”? 

6. What is the relation of the tempo of the drum to the beat of the powwow song? 
7. Why have women historically been excluded from sitting around the drum? Advanced 

students may conduct research about changes in this tradition, including the rise in the 
number of female drum groups, particularly in northern powwows. 

8. What other roles may women play in regard to the drum and powwow singing? In 
addition to examples given on page 133, examine groups such as the Nanticoke in the 
mid-Atlantic region of the eastern U.S. who consider the circle of women as symbolic of 
protecting the culture as well as holding the drum circle together. 

  
SPECIAL POWWOW PROJECTS 

 
1. Attend a powwow in or near your community. Prior to attending, review protocols and 

expectations for guests as posted on various websites. Takes notes on types of songs/dances 
performed, special activities, Nations represented, and so on, to prepare a class journal entry. 

2. Invite powwow singers and dancers to present an assembly performance at your school and/or 
present songs and dances in music classes. 

3. With the guidance of a culture bearer, plan a school powwow with performances of appropriate 
(and approved) songs and dances by students. 

4.    Alternatively, host a powwow by Native performers at your school. 
 
 
The Commodification of Powwow Music (133-134) 
 
After reading pages 133-134, the following questions and activities may serve to stimulate class 
discussion. 
 
S, C/U 
 

1. Describe the earliest commercial recordings of powwow music. How did the packaging 
promote an image of family and traditional values?  

2. Advanced students may wish to compare this production and distribution system used by 
locally popular and folk music groups outside of Native culture. 

3. After reviewing the first full paragraph on page 118, discuss how changes in technology 
and communications transmission led to greater availability of intertribal Native 
American and Inuit music. 

4. Advanced students may choose to research radio and television networks similar to “Rez 
radio” and the Aboriginal Peoples Television Network developed by members of other 
minority ethnic groups and how these media have promoted their cultures. 

5. List several Native-owned recording companies. What services do these companies 
provide contemporary Native musicians? How does the availability of production and 
distribution services impact regional popularity of groups? 

6. Early recordings of powwow music were often made live, using only a limited number of 
microphones suspended directly above the drum and heads of the singers. What modern 
studio techniques of contemporary popular music are now typically employed when 
recording powwow and other popular Native music? How does use of such techniques 
make Native music more accessible to people with “nontraditional ears”? 

 
 
 



Contemporary Popular Music and Theater (134-152) 
 
After reading pages 134-136, use the following questions and activities to stimulate class 
discussion. 
 
AA 
 

1. Briefly review information on Lucy Nicolar and Santu Toney in Chapter 3 before 
proceeding with discussion. 

2. Give several examples of how Native Americans have been involved in the production of 
all genres of North American popular music. Invite students to support or oppose Philip 
Deloria’s statement that music “proved a natural place for cross-cultural meetings.” 

3. Conduct an internet search to find more information on Native American musicians 
identified by Deloria (second paragraph, page 135). Students may wish to prepare class 
presentations on representative musicians listed here or discovered during their search. 

4. Some Native musicians choose not to sound identifiably Native American in their music. 
Play examples of music from the early careers of Robbie Robertson, Buffy Sainte-Marie, 
Rita Coolidge, and others. Are there identifiably Native elements in these works? How do 
these works compare to later efforts? Are there more, less, or about the same number of 
identifiably Native elements in these performers’ later works? 

5. Certain types of music become associated with different lifestyles and beliefs. How do 
genres such as hip-hop and rap, blues, or country, for example, relate to contemporary 
Native American lifestyles? How does such localization of styles enable the creation of 
new meanings and interpretations clearly related to Native American culture and belief? 

6. Why are recordings by many contemporary Native American musicians often difficult to 
locate in music stores? Why do store owners experience difficulties in properly 
identifying Native American popular musics? 

 
Listening: Lee Cremo—“The Mystery Stepdancer”, CD track 19 
 
AA 
 

1. List representative performers of the earliest generation of popular Native American 
performers as identified on page 137. Have students select one for a research project/class 
presentation. If available, download and play examples from these early artists. 

2. Who were the Cape Breton players who were role models and teachers for Cremo? 
3. Briefly discuss Cremo’s career including honors and awards. 
4. Which techniques used in Cremo’s playing are derived from prairie Metis origin? 
5. Using Chart 5.5a, make notes on genre, language, subject matter of lyrics (if applicable), 

musical style, and arrangement. 
6. What is the origin of the title of “The Mystery Stepdancer”? 
7. Using Chart 5.5b, note time of major events in the song and describe each section. 

Remember, the times on your playback device may differ from those given in the chart. 
 
 
 
 
 

Chart 5.5a “The Mystery Stepdancer”, CD track 19 
 
Genre  



 
Language(s)  

 
Subject matter  

 
Musical style  

 
Arrangement  

 
 

Chart 5.5b “The Mystery Stepdancer” 
 
Time Basic  Description/Discussion 
0:05 A: low melody, piano acc.  

 
0:23 B: high melody, solo  

 
0:34 B: high melody, piano acc.  

 
0:43 A: low melody  

 
0:55 B: high melody, solo  

 
1:05 B: High melody, piano acc.  

 
1:14 A: low melody, piano acc.  

 
1:30 B: high melody, solo  

 
1:39 B: high melody, piano acc.  

 
1:45 A: low melody, piano acc.  

 
1:50 Begins slightly speeding up  

 
2:02 Final chord  

 
 
 
Listening: Forever. “My Way, CD track 20 
 
AA = 1-4, 5-6  #S,C/U = 5 
 

1. From which Nation do members of Forever come? 
2. Identify elements in the music of Forever that do not exhibit Aboriginality. 
3. Identify elements in the music of Forever that may address racism or stereotypes of 

masculinity. 
4. Describe the formal structure of “My Way.” 
5. Organize a class debate examining the use of unison in “My Way.” Does the use of 

unison reflect Native American identity? Does the use of unison simply emphasize 
important lines of text? 

6. Using Chart 5.6a, make notes on genre, language, subject matter of lyrics, musical style 
and arrangement. 



7. Using Chart 5.6b, note time of major events in the song and describe each section. 
Remember, the times on your playback device may differ from those given in the chart. 

 
Chart 5.6a “My Way,” CD track 20 

 
Genre  

 
Language(s)  

 
Subject matter  

 
Musical style  

 
Arrangement  

 
 

Chart 5.6b “My Way” 
 
Time Basic Description/Discussion 
0:00 Introduction (Instrumental)  

 
0:16 Verse 1  

 
0:43 Break  

 
0:50 Chorus  

 
1:05 Verse 2  

 
1:30 Break  

 
1:37 Chorus  

 
1:50 Extended break  

 
2:18 Verse 3  

 
2:44 Break   

 
2:51 Chorus  

 
3:15 Brief coda  

 
 
 
 
 
 
Listening: Trurez Crew—“Why We Rhyme,” CD track 21 
 
S, C/U 
 



1. Identify and discuss earlier Native popular musicians who featured rhythmic spoken 
word in their music. Assign select students to prepare a class report or panel discussion 
on several musicians, based on online and print media research. Some students may wish 
to compare these artists to the Western folk singers who used similar techniques and 
“talking blues” as early as the 1930s, such as (Woody Guthrie, for example). 

2. Identify and discuss Native American hip-hop and rap artists from the 1990s and beyond. 
Assign select students to prepare a class report or panel discussion on several musicians, 
based on online and print media research. (Some students may wish to compare these 
artists to hip-hop and rap artists from African American and other ethnic groups.) 

3. Discuss the various dichotomies in the music and lyrics of Trurez Crew. What is the 
explanation offered by the group for these seeming contradictions? 

4. Listen to “Why We Rhyme”, focusing on vocal timbre. Describe differences among 
members of the group. 

5. Identify and discuss sampled accompaniments, techniques that appear to have been 
employed in production, altered vocal sounds (close-miked technique), and so on. 

6. Using Chart 5.7a, make notes on genre, language, subject matter of lyrics, musical style, 
and arrangement. 

7. Using Chart 5.7b, note time of major events in the song and describe each section. Pay 
particular attention to changes of vocal timbre for each soloist, repetition of text, and the 
like. Remember, the times on your playback device may differ from those given in the 
chart. 

 
Chart 5.7a “Why We Rhyme”, CD track 21 

 
Genre  

 
Language(s)  

 
Subject matter  

 
Musical style  

 
Arrangement  

 
 

Chart 5.7b “Why We Rhyme” 
 

Time Basic Description/Discussion 
0:00 Introduction (piano)  

 
0:18 Brief solo rap  

 
0:33 Refrain (“why we rhyme”)  

 
0:56 Solo rap  

 
1:38 Solo rap  

 
2:17 Refrain (“why we rhyme”)  

 
2:38 Solo rap  

 



3:21 Solo rap  
 

4:01 Refrain (“why we rhyme”)  
 
 
 

Listening: Charlie Panigoniak—“Sweet Tobacco,” CD track 22 
 
AA 
 

1. In which language does Charlie Panigoniak write his song? 
2. When and where does he claim to have learned his song-writing skills? 
3. What styles of music have influenced his music? 
4. Listen to “Sweet Tobacco” (CD track 22). 

a. Using Chart 5.8a,make notes on genre, language(s), subject matter of the lyrics, 
musical style, and arrangement. 

b. Using Chart 5.8b, note time of major events in the song. Remember, the times 
on your playback device may differ from those given in the chart. 

c. Identify the “extra beats” Panigoniak inserts between phrases. From which 
musical practice does he take this device? 

d. Focus on the use of vocal effects. How are these techniques similar to those 
used by Inuit storytellers? Identify some of the ways Panigoniak uses vocal 
timbres creatively. 

5. Advanced students may listen to Aglukark’s “Stand Up” (iMix # 17) and compare the 
song style and performance techniques of Aglukark and Panigoniak. 

 
Chart 5.8a  “Sweet Tobacco,” CD track 22 

 
Genre  

 
Language(s)  

 
Subject matter  

 
Musical style  

 
Arrangement  

 
 

Chart 5.8b “Sweet Tobacco” 
 

Time Basic Description/Discussion 
0:00 Introduction: guitar, adds 

keyboard 
 
 

0:12 A melody (repeats 0:24)  
 

0:33 B melody (repeats 0:44)  
 

0:53  Vocal effects (repeats 1:03)  
 

1:13 B melody (repeats 1:23)  
 



1:33 Vocal effects (1:41)  
 

1:51 B melody (repeats 2:01, 2:10, 
2:21) 

 

2:29 Coda—ending tag  
 
 

Listening: Kashtin—“Akua Tuta”, iMix # 18 
 
AA 
 

1. Conduct a web search to learn more about the career of the members of Kashtin. Trace 
their careers from their work as a group to their current roles as solo artists.  

2. Identify and discuss pioneer Innu artists who wrote contemporary popular songs in their 
own languages.  

3. What adaptations have Innu musicians made in use of instruments and melodic effects to 
accommodate traditional beliefs when performing popular-style music? For example, 
why did Kashtin eliminate whistling from their music? 

4. Discuss how relationships are explored in the songs of Kashtin. How does this way of 
writing contribute to a strong sense of community? 

5. Why was Kashtin particularly popular during the period of intense Quebec nationalism 
during the 1980s and 1990s?  

6. Discuss the parallel between the struggle to preserve Aboriginal languages and the 
struggle to maintain French as a primary language in Quebec. Are there endangered 
languages in your school or community? Have any languages gone extinct in your school 
or community? Conduct a research project on the issue of language loss, the social and 
political pressures that have contributed to language loss, and the role music may play in 
language preservation. 

7. Locate the lyrics for “Akua Tuta” and a translation of the lyrics through a web search. In 
what ways do the lyrics express traditional beliefs and practices? 

8. Using Chart 5.9a, make notes on genre, language(s), subject matter of lyrics, musical 
style, and arrangement. 

9. Listen to iMix # 18 and use Chart 5.b below to identify time of events in the recording, 
vocal timbre, accompanying instruments, differences in accompaniment for repeats of the 
verse and chorus styles of accompaniment, use of non-musical sounds, layering of 
sounds, and so on. Use your notes to complete the third column of the chart. Remember, 
the time indications may be slightly different on your playback device. 

10. Advanced students may wish to legally download the version of “Akua Tuta” from 
Robbie Robertson’s album For the Native Americans and compare this recording to iMix 
# 18. Pay particular attention to the accompaniment, use of harmony in the “hey, hey, 
hey, hey” refrain, instrumental solos. 

 
 

Chart 5.9a “Akua Tuta,” iMix #18 
 

Genre  
 

Language(s)  
 

Subject matter  
 

Musical style  



 
Arrangement  
 

Chart 5.9b “Akua Tuta” 
 
Time Basic Description/Discussion 
0:00 Loons over increasing 

percussion 
 

0:36 Traditional style voices—
vocables; descending vocal 
line at end 

 

0:45 Rock-style instrumental 
 

 

0:56  
Verse 

 

1:19  
Chorus 

 

1:33 Instrumental; descending 
vocal line at end 

 

1:45 Verse 
 

 

2:08 Chorus 
 

 

2:23 Verse variant—harmonized at 
end 

 

2:52 Instrumental solo 
 

 

3:19 Chorus 
 

 

3:45 Background voices/drums 
 

 

4:00 Spoken 
 

 

4:35 Fades 
 

 

4:44-4:52 Descending vocal line 
 

 

 
 
Listening: Murray Porter, “1492 Who Found Who?” CD track 23 
 
AA 
 

1. Why does the blues genre resonate so strongly in Native American communities? 
2. What were early sources for listening to the blues for Native Americans along the United 

States—Canada border? 
3. Murray Porter describes himself as a “red man who sings a black man’s blues in a white 

man’s world.” How is this statement supported by his musical performances? How many 
years has Porter been performing in the Six Nations community? 

4. What are the differences between the two versions of “1492 Who Found Who?” 
5. Download “Christopher Columbus” as performed by Tom Bee and XIT from iTunes 

(Relocation, SOAR, 1992). Compare and contrast the treatments of the “discovery” issue 



by these two groups. Include discussions of musical style, use of humor or protest, and so 
forth. 

6. Using Chart 5.10a, make notes on genre, language(s), subject matter of lyrics, musical 
style and arrangement. 

7. Listen to CD track 23 and use Chart 5.10b to identify time of events in the recording, 
vocal timbre, accompanying instruments, and differences in accompaniment for repeats 
of the verse and chorus. Use your notes to complete the third column of the chart. 
Remember, the time indications may be slightly different on your playback device. 

 
Chart 5.10a   “1492 Who Found Who?” CD track 23 

 
Genre  

 
Language(s)  

 
Subject matter  

 
Musical style  

 
Arrangement  

 
 

Chart 5.10b “1492 Who Found Who” 
 

Time Basic  Description/Discussion 
0:00 Big band style introduction 

 
 

0:10 Verse  
 

0:20 Verse  
 

1:00 Chorus: 1492 Who found 
who? 

 
 

1:12 Band riff based on 
introduction 

 
 

1:17 Verse  
 

1:42 Chorus  
 

1:52 Solo harmonica  
 

2:04 Solo trumpet  
 

2:14 Band riff based on 
introduction 

 
 

2:20 Verse  
 

2:44 Chorus  
 

3:12 Repeated tag  
 

3:22 Final chord  
 



 
 
 
 
Listening: Ulali—“Museum Cases”, CD track 24 
 
S, C/U 
 

1. Review CD track 18, featuring Ulali singing a collection of rattle songs. 
2. What is the origin of “Museum Cases”?  

2a. Research the Native American Graves Protection and Repatriation Act. Discuss 
specific cases where Native artifacts and human remains have been removed from 
“archeological” sites and displayed for public viewing.  

2b. What legal actions have been taken by Native Peoples to return remains and artifacts 
to Native custodianship? 

2c.  Discuss similar cases concerning artifacts and human remains in other cultures: for 
example, Egypt, Bog people in Europe, and others. 

2d. How would students react to discovering remains and goods of their ancestors on 
display in a museum exhibit? 
3. Using Chart 5.11a, make notes on genre, language(s), subject matter of lyrics, musical 

style and arrangement. 
4. Listen to CD track 24 and use Chart 5.11b to identify time of events in the recording, 

vocal timbre, use of sung and spoken text, and unison and harmonized singing. Use your 
notes to complete the third column of the chart. Remember, the time indications may be 
slightly different on your playback device. 

 
Chart 5.11a  “Museum Cases,” CD track 24 

 
Genre  

 
Language(s)  

 
Subject matter  

 
Musical style  

 
Arrangement  

 
 

Chart 5.11b “Museum Cases” 
 

Time Basic Description/Discussion 
0:00 Unison singing  

 
0:26 Spoken  

 
0:30 Singing  

 
1:02 Triad—vocables  

 
1:12 “Sterilized women”  

 



1:52 Slide-- “exploitation”  
 

 “Eenocide”  
 

 “No guilt, no shame”  
 
 
 

Listening: Joy Harjo and Poetic Justice, “A Postcolonial Tale,” CD track 25 
 
AA = 1, 5-6 S, C/U = 2-4 
 

1. Discuss Harjo’s ethnic background, life history, diverse artistic accomplishments in 
multiple fields, and musical influences to support the statement that “…she is a 
cosmopolitan whose life cannot be located in a single place.” 

2. How does Harjo view poetry, and how does this influence her music and performance? 
3. Read the paragraph in which Harjo describes the hybrid nature of her sound, then listen to 

“A Postcolonial Tale” noting sections that support her comments. 
4. Compare Harjo’s spoken performance technique and use of music to address social and 

political issues to singers who used similar approaches and “talking blues” as early as the 
1930s (Woody Guthrie, for example) and during the 1960s civil rights movement in  the 
United States (Bob Dylan, for example). 

5. Using Chart 5.12a, make notes on genre, language(s), subject matter of lyrics, musical 
style and arrangement. 

6. Listen to CD track 25 and use Chart 5.12b to identify time of events in the recording, 
vocal timbre, accompanying instruments, timbre of saxophone and what this may 
represent, and use of rhythms to underscore textual meanings. Use your notes to complete 
the third column of the chart. Remember, the time indications may be slightly different 
on your playback device. 

 
Chart 5.12a “A Postcolonial Tale,” CD track 25 

 
Genre  

 
Language(s)  

 
Subject matter  

 
Musical style  

 
Arrangement  

 
 

Chart 5.12b “A Postcolonial Tale” 
 
Time Basic  Description/Discussion 
0:00 Introduction: powwow drums 

and bells 
 

0:11 Traditional voices  
 

0:13 Spoken voice over traditional 
accompaniment 

 
 



0:32 Instrumental interlude 
(Western popular instruments) 

 
 

0:44 Soprano sax  
 

1:14 Spoken voice  
 

1:42 Spoken voice  
 

1:56 Spoken voice  
 

2:16 Spoken voice—similar text to 
1:42 

 
 

2:32 Spoken voice  
 

2:54 Instrumental interlude  
 

3:05 Spoken voice over soprano 
sax 

 
 

3:22 Soprano sax  
 

4:18 Powwow drums and bells  
 

4:26 Spoken voice over drums and 
bells 

 

 
 
Listening: BONES: An Aboriginal Dance Opera (produced and directed by Sadie Buck), 
CD track 26 
 
AA 
 

1. Discuss the origins of the dance opera BONES.  
1a. How is this work a redefinition of a European genre? 
1b. How does this work reinstate unity of song and dance? 
1c. Why did the codirectors of BONES create a new language to use for this work? How 
was the new language created? 

2. Describe the various elements used by the codirectors to create this syncretic work. 
3. What does the staging of the work represent? How does this relate to Native beliefs and 

traditions? 
4. Using keywords such as “New Zealand” and “Maori music and culture”, conduct an  

Internet search for a Maori hakka. Videos of hakka performance may also be found on 
YouTube. Listen to and/or view the hakka performance and compare it to the first excerpt 
in CD track 26. To what extent is this excerpt like or unlike the hakka. Consider musical 
arrangement, vocal timbre, and vocal performance style. 

5. Using Chart 5.13a, make notes on genre, language(s), subject matter of lyrics, musical 
style and arrangement. 

6. Listen to CD track 26 and use Chart 5.13b to identify time of events in the recording, 
musical genre, vocal timbre, accompanying instruments, and changes of “text,”  Use your 
notes to complete the third column of the chart. Remember, the time indications may be 
slightly different on your playback device. 

 
 



 
 
 
 

Chart 5.13a BONES, CD track 26 
 

Genre  
 

Language(s)  
 

Subject matter  
 

Musical style  
 

Arrangement  
 

 
Chart 5.13b BONES 

 
Time Basic Description/Discussion 
0:04 Intro (Begin “Bone Game”)  
0:09 Add instruments  
0:15 Chant  
0:22 “text”  
0:28 Chant  
0:34 “text”  
0:41 Chant  
0:43 Fades  
0:50 End “Bone Game”  
0:52 1 (Begin “chorale”)  
1:11 2 (Text change)  
1:31 3 (Text change)  
1:55 4 (Text change)  
2:09 End “chorale”  

 
 
 
 
Contemporary Native American Music and Identity 
 
After reading and reviewing the information on pages 151-152, complete Activity 5.14 (page 
150): 
 
Choose one of the following elements: language and accent, lyric themes, musical arrangement, 
production values (mixing techniques), cross-cultural citation, or collaboration. Listen again to 
the previous nine examples, focusing upon the element you have chosen, and noting what you 
hear. Write an essay about that element in relation to the previous nine examples of Native 
American popular music and theater. 
 


