THE PERFORMING
ARTS NARRATIVE

Written by Puamiria Parata-Goodall

Kia atawhai ki te iwi – Care for the people
Pita Te Hori, Upoko – Ngāi Tūāhuriri Rūnanga, 1861
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Me he manawa tītī, me tōna hiringa, kia hoki anō i te hū o moho ki ngā moka katoa o
Te Waipounamu.
Like the courageous heart of the tītī, in all its glory, let the sound of the moho return to all
the corners of Te Waipounamu.
Ngāi Tahu Publications Limited, 2005

INTRODUCTION
The day Rūaumoko decided to haka is the day the people of Christchurch started a new journey.
Each and every day since has brought a new leap of faith, a new challenge to each of us. The
phrase ‘manawa tītī’ refers to the extraordinary flight prowess of the muttonbird; in this context,
it refers to the staying power of man, the ability for us to rebuild not only the city but also the
heart of our people.
The origins of Māori performing arts can be traced back to early mythology. There are numerous
stories about the creation of the world, the separation of Rangi and Papa, stories of the unborn
child Rūaumoko who is credited with causing earthquakes. All of these stories provide a
plethora of artistic fodder, a foundation for explaining movements and practices in Māori
performing arts.
Ngāi Tūāhuriri and Ngāi Tahu have a long performing arts history, be it in Māori performing arts
or arts in general. Defining what constitutes Māori performing arts is an interesting question.
Often it is defined as kapa haka. For the purposes of this chapter, Māori performing arts is taken
in its broadest form. It includes the pōwhiri (the traditional rituals of encounter), taonga pūoro
(wind and percussion instruments), the wero (the challenge), mau rākau (weaponry), whaikōrero
(speeches), karanga (call) and waiata (songs). There is also a dance component that includes
kopikopi (the flirtatious movements of the women) and kapa haka.
Western performing arts is usually broken into three main categories: music, theatre and dance.
Ngāi Tūāhuriri and Ngāi Tahu have a rich history of broadcasters, opera singers, musicians
and composers. Added to this, today we can also include internationally recognised dancers,
choreographers, poets and actors.
Performing arts have always played a key role in demonstrating and reinforcing tribal traditions,
practices and values. The pōwhiri is a classic example of performance. From the Rātana band
playing as it marches down the road towards the marae, to the sounding of the karanga,
from the poetry of the whaikōrero to the beauty of the haunting melodies sung following the
whaikōrero. All are pure performance. All tell a story. All remind the participant of a unique set
of traditions.
Performing arts are a marketable commodity. During the war years, performance was used to raise
funds for the war effort. Kapa haka began to charge for their performances, to travel nationally and
internationally and to develop shows that appealed to a wider audience. This raised profile brought
a new economy and way of life. Pipiwharauroa (also known as Te Rōpū Tamariki o Tuahiwi) and
the Methodist Waitaha Māori Choirs are examples shared in this chapter.
Performing arts provide an opportunity for communities to gather and build. In 2007, a
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new kapa haka festival, Te Atakura, debuted. The purpose of the festival was to build Ngāi
Tahu community expertise and cohesion using kapa haka as the vehicle. In the first year
approximately 120 performers participated. The level of confidence and competence of the
performers that year left a lot to be desired. In 2012, the number of teams increased: 250
performers entertained over 1,000 people. The quality of the performance, confidence and
competence of the performers had taken a significant step up.
This chapter describes various performing arts as they pertain to Ngāi Tahu. It identifies some
of the greatest Ngāi Tahu performers – some who have passed on, some who are currently at
the top of their game. It shares compositions that identify Ngāi Tahu values and beliefs. In its
totality, this chapter gives a snapshot view into a Ngāi Tahu worldview on performing arts and
their importance. To say that performing arts for Ngāi Tūāhuriri are purely about entertainment
is untrue. Performing arts are about identity, connection to place and people, the opportunity to
maintain a shared history and the platform to build a cohesive community.

TAONGA PUORO – FLUTES AND
TRUMPETS
A Kaiapoi Māori said he had seen a porutu [large flute] which was made of tuturākau. It
had four holes but he never heard anyone play it. Flax pūkaea (trumpets) were blown as a
game – they made a noise like a foghorn. They might last a day or two with care but were
only temporary.1
It is widely acknowledged that early Māori musical instruments are rarely recovered from
archaeological sites.2 Early trumpets were usually made of organic material. They were made
quickly and with the understanding that they only had a short life span.

Trumpets — a, flax; b, shell; c, shell with long
mouthpiece; d, wood; e, double mouth; a, c-e, after
Andersen (2); b, after Best (18) (Hiroa, 1949)

Rare examples of the early southern trumpets exist at Canterbury Museum. These examples
were retrieved from archaeological materials collected at Te Mata Hapuka, on the Banks
Peninsula and Moa Bone Point Cave in Christchurch. They are significant finds.
The discovery of these trumpets and the anecdotal evidence collected by early researchers tell
us that these instruments were used in rituals, to signal and gather people, and in games. Those
more skilled with the playing of the instruments would be called upon to play during rituals
because they could evoke haunting ethereal melodies.
It should be noted that the term ‘pūkaea’ is often translated as a wooden trumpet. In the research
carried out by Herries Beattie in 1920, participants always referred to the pūkaea as a flax trumpet,
not a wooden trumpet. It seems that this is a uniquely southern use of the term, pūkaea.

1.

Flutes were another common musical instrument. Herries Beattie recorded the following from a
source in Southland:
I never heard of a wooden drum being used by Southern Māoris but there was a koauau or
flute which was made of bone. I think it was made of the wing bone of a toroa (albatross)
and I hear it is played at Waikouaiti. It has three holes at the bottom and one at the top and
was a little bigger than your thumb. It was probably called a koauau because it could be
made of koauau kelp. It was also made of wood. The sound was much the same from each
kind and it could be blown with the nose if one wished. The porutu is a bigger flute and has
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J. H. Beattie and A. Anderson (Eds) Traditional Lifeways of
the Southern Māori, University of Otago Press, Dunedin,
1994, p 259.

2.

R. Fyfe, Rediscovering Two Tētere Flax Trumpets in
Canterbury Museum. Ngā Kete a Rehua, Inaugural Māori
Research Symposium 2008, Symposium Proceedings, 2008,
pp 326–331.

3.

Beattie and Anderson, Traditional Lifeways of the Southern
Māori, pp 77–79.

six holes and it could accompany singing...I never heard of shells being used as horns…”3
There are numerous examples of early flutes held in collections throughout New Zealand. The art
form of making and playing flutes and trumpets is in revival mode today. Distinguished musicians
like the late Hirini Melbourne and Richard Nunns spent years researching and then teaching
the art form. Today Ngāi Tahu has a growing number of musicians who utilise these traditional
instruments – artists like Ariana Tikao, Mahina-Ina Kaui and Tony Smith, to name a few.

DESIGN INTERPRETATION

This tumutumu kōiwi upokohue is a pilot whale’s
lower jawbone with a rata striker that was at
Mason Bay. (Wellington City Libraries, 2012)

Traditional Māori musical instruments were a normal part of the entertainment and pastimes
of early southern Māori. Examples still exist in Canterbury Museum. Drums do not seem to
be a part of the southern percussion instruments. How can these early flutes and trumpets be
represented in city design? How do we draw people together? How does sound feature in the
new design?

TAONGA PUORO – TUMUTUMU
Very little can be found about the origins of the tumutumu or percussion instruments. However,
the references all seem to agree that the instrument is uniquely southern. The pictured example
was found at Mason Bay, Stewart Island.
Tumutumu are percussion instruments made out of stone, bone or wood. The ‘voice’ and tone
of the instrument can be altered depending on what part of the instrument is played and the
density of the striker material.4 The rhythmic patterns of these percussion instruments come
from the notion that they are the pulse, the heartbeat and the breath. Played well the tumutumu
have a tempo that is in sync with the player but not necessary in sync with contemporary
uniformed rhythms.5
Richard Nunns is recognised as a leading expert in taonga puoro. Audio recordings of him
playing tumutumu can be found online at www.richardnunns.net.nz.

DESIGN INTERPRETATION
Percussion instruments like tumutumu were part of the early musical instruments found in the
South Island. They have a distinctive sound and rhythm. How can those sounds and rhythms be
echoed in the city?
4.

Wellington City Libraries, News Blog, 2012. Retrieved from
www.wcl.govt.nz/blog/index.php/2012/01/30/instrumentsfrom-rakiura-wild-creations-tumutumu/

5.

P. Beatson, (2003). Richard Nunns: The Renaissance of
Traditional Māori Music, 2003. Retrieved November 2014,
from www.massey.ac.nz/massey/fms/Colleges/College%20
of%20Humanities%20and%20Social%20Sciences/
PEP/PDF_documents/Sociology/Beatson/Richard%20

PŌWHIRI
The act of performing pōwhiri is the domain of the mana whenua, in this instance, Ngāi
Tūāhuriri. Without delving into the intricacies of the process too much here, the purpose of
this section is to highlight that pōwhiri, aside from being ceremonial rituals of encounter, are
performances. They are formulaic. There is a natural rhythm to them. There are specific roles
for men and women. There is a high level of showmanship involved and a significant degree
of expertise in language and poetry, knowledge of genealogy and an understanding of how to
capture and hold an audience.

Nunns%20The%20Renaissance.pdf
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Each marae, hapū and iwi have different variations of how they perform their pōwhiri. However,
there is a general order of proceedings that most follow:
1.

karanga – calls of welcome, exchanged by the women

2. whaikōrero – speeches of welcome made by the men
3.

waiata – the song that follows each speech. The songs embellish the speech

4. hongi – the pressing of noses. This acknowledges the sharing of life and knowledge
5. hākari – the sharing of food
6. poroporoaki – thanks and farewell to the host.
When important guests are formally welcomed, there is a generally accepted order of
proceedings. First there is the wero (challenge), then the calls of welcome and a rousing haka
performed by a kapa haka, followed by speeches, singing, hongi, meal and farewells. For Ngāi
Tūāhuriri, wero has not featured prominently in their proceedings. The reason for this is
unclear; however, if one was to hazard a guess, it might have something to do with the strong
faith and religious belief of Rātana – discussed later in this chapter. Therefore, although wero
was noted as an element in the introduction, it will not be addressed in any detail; neither will
mau rākau (weaponry).

WHAIKŌRERO (SPEECHES)
Over the years Ngāi Tūāhuriri has been blessed with a number of eloquent and knowledgeable
speakers. Their clever use of poetry, in-depth knowledge of genealogy and their ability to
perform have kept people enthralled.
Te Aritaua Pitama (1906–1958) stands out as one of the great orators of his time. A first-language
Māori speaker, Te Aritaua was identified at a young age as an up-and-coming tribal leader.
Accordingly he was trained in traditional Māori practices, at the same time as he was being
taught the appropriate etiquette to become an upstanding member of the settler society. This
early training set him up to become an accomplished broadcaster, the perfect English gentleman,
and a speaker of note for his people. His mastery of the spoken word, in Māori and English,
his charisma and his ability to entertain set him apart from the crowd. One has only to listen
to audio recordings of his broadcasts to get a true sense of the man. Recordings can be found
online at www.teara.govt.nz/en/biographies/5p29/pitama-te-aritaua/media
At the age of 19, Joe Karetai had his leg amputated. He was sent to the Ureweras to recover.
There he lived in the bush, lived off the land, and learnt the local knowledge. From there he
went to live in Waikato. After a time, he returned to Christchurch and started to take his place as
a speaker on the paepae (speakers’ platform).
Joe had a beautiful command of Māori. One of his great passions was to study European
speechmakers and to weave their quotes into his speeches. He was the ultimate showman,
delivering his speeches with gusto and passion, all the while pacing up and down and flourishing
his tokotoko (walking stick) when he wanted to emphasise a point.
Recognised for his expertise, Joe was invited in 1963 to participate in the welcome to Her Majesty
the Queen and the Duke of Edinburgh, Prince Philip when they visited Waitangi. He went on to
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Te Aritaua Pitama

represent Ngāi Tahu on numerous occasions, including the royal visit in 1986.

DESIGN INTERPRETATION
Speech making is an important part of the traditional process of welcome. Great speechmakers
will entice the audience, keep them enthralled, and entertain them. In the new design, where is
our speakers’ platform (both figuratively and literally), how will they be heard, and what devices
will enhance their ability to draw in people?

KARANGA (THE WOMEN’S CALL)
I was in my thirties when the pōua and tāua at Tuahiwi asked me to karanga for a tangi.
I nearly died. I was in the kitchen making a trifle and my heart started pounding and my
knees were knocking. I got through that, but performing karanga never gets any easier.
Maruhaeremuri Stirling6
There is a pattern and rhythm to pōwhiri. Much like a well-tuned orchestra in full performance,
everyone knows their part, the point at which they enter and the point at which they depart. All
players understand the fine balance of power, when they need to lead and when they need to
follow, when to build to the climax and when to ebb. Karanga is an integral part of this process.
It is the opportunity for the women to speak.
Karanga is defined as the first cry of welcome to guests, the opening of the spiritual pathway to
the spirit world, the exchange of calls that form part of the welcome ceremony. As for their male
counterparts, there is a certain level of confidence and competence required of the women who
perform this role. A great caller is able to welcome the guests with beautiful words of poetry;
the cadence of her voice will carry clearly upon the wind and her whole being will be engaged
in connecting physically, vocally and spiritually with the guests. It is the ultimate performance
piece for these women.
Karanga perform several functions. The role of the caller is not only to welcome the guests; the
caller is also responsible for confirming the reason for the visit, announcing who is arriving,
identifying if there is trouble coming and, last but not least, she is responsible for protecting
the front door to the house – allowing in only those who come in good faith. All of this is done
through the exchange of calls.
Maruhaeremuri Stirling (1932–2012) was in her 30s when she first started to karanga. As she
was blessed with a sharp wit and intellect, and a native speaker of Māori, karanga should have
come easy to her. However, it did not. The responsibility was too big and Maruhaeremuri opted
instead to stay in the kitchen as long as she could. A descendant of the famous East Coast
chieftainess, Mihi Kotukutuku, it is not surprising that once Maruhaeremuri did step up she was
a force to be reckoned with. The following excerpt is taken from Mihi Kotukutuku’s biography:

6.

A. Rewi, ‘Karanga - A Call from the Heart’, Te Karaka,
2012, p 54.

As a descendant of Muriwai, the woman who, according to one account, saved the
Mataatua canoe from being swept onto rocks at Whakatane, Mihi Kotukutuku was among
the few women of her generation who had the right to speak on the marae, at least within
her own district. Mihi’s elder sister Keita had been prepared for this role by training in
whakapapa and tribal tradition, and after her death Mihi took her place. Often she did
not speak herself, but organised the women to sing waiata in support of other women
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speakers. She knew innumerable
waiata and sometimes composed
her own. But there were occasions
at important hui when, as the senior
representative of her tribe, Mihi felt
obliged to rise and speak.
Other tribal leaders challenged the
right of women to take what was
usually the role of male elders, and
Mihi’s position posed problems for
them. Te Pairi Tuterangi of Tuhoe
challenged her right to speak at
Waimana, and Mita Taupopoki of Te
Arawa did the same at a tangihanga
at Ohinemutu in 1917. In an exchange
that became famous among Māori, he
told her to sit down and forbade her
from trampling on the protocol of his
marae. Mihi responded by giving her
whakapapa, which established her own
senior descent from Tama-te-kapua
of Te Arawa canoe, and declared that
Mita was junior to her. She then turned
and exposed herself in the derisive act
known as whakapohane, saying that
he should not derogate women, since a
woman had given him birth.”7
As you may well imagine, being a descendant
of Mihi Kotukutuku, Maruhaeremuri was
a determined soul. During her lifetime she
made significant contributions to those less
fortunate than herself, dedicating a lot of her
time and energy working within the health
and social services sector. Her staunch
stand on te reo Māori often meant she was
also at the forefront of language initiatives.
She carried the role of kaikaranga until her
death in July 2012. She represented the tribal
collective on numerous occasions, always
delivering calls that sent chills down the
spine. She used imagery without restraint,
drawing a picture with her words.
Erihapeti Rehu Murchie (1923–1997) was
born at Arowhenua, Temuka. Although she
trained as a teacher, Erihapeti was to turn her
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Mihi Kotukutuku Stirling

Maruhaeremuri with two other senior Ngāi Tahu
kaikaranga, Ruahine Crofts and the Honourable
Whetu Tirikatene-Sullivan, Te Papa Tongarewa,
2006.

7.

A. Ballara, ‘Story: Stirling, Mihi Kotukutuku’, in Dictionary
of New Zealand Biography, Te Ara, The Encyclopedia of
New Zealand (Vol. 3) 1996.

hand to several careers, moving from teacher to actress to broadcaster to health and social justice.
Her skills as a writer and composer coupled with her rich alto voice also made sure that when she
did the karanga, her karanga resonated deep into the soul of the people fortunate enough to hear
her perform.
Following is a sample of Erihapeti’s published poetry.

Awarua (Te Hura Kohatu)
I have a passion here
For quiet waters brooding deep
In the curve and sweep of a narrow trough meandering
Through willowed banks
And languid in its flow
The white dressed cress is haunt
To the waters crabs and speckled trout
That taunt the dragon flies
Skimming the stream
And slim black eels within,

Portrait of Dr Erihapeti Rehu Murchie, Stuart
Ramson, 29 October 1984, The Dominion Post
collection, Alexander Turnball Library, REF:
EF/1984/5125 – F.

Aloft in trembling flight
The flick flack tiwaiwaka
Pirouetting its delicate haka
And the Little White Bridge
Triumphant stands still
To spring floods,
But life is ever changing
With voices stilled and the richness
That the tidal flow is witness to
Has ebbed - and Awarua
No more chatters
Free from the bridge below.8

DESIGN INTERPRETATION
Karanga is the women’s realm. To be able to karanga well, the caller needs more than the
ability to project their voice. They require a proficiency in te reo Māori, an understanding of
history and genealogy, and a knowledge of who people are and how they connect. Karanga is an
important part of the pōwhiri. Quite often it sets the stage for what is to follow. A karanga can
inform or excite, or alert the menfolk to danger.

8.

E. Murchie, Awarua (Te Hura Kohatu), Broadsheet, New
New Zealand Poetry, 2013, p 11.
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How does the design team provide a tangible recognition of this significant role? A recognition
of the female essence, the mother, the nurturer, the leader? If the woman caller is the protector
of the front door, where is the front door?

KOPIKOPI (FLIRTATIOUS DANCE OF
THE WOMEN)
This type of dance form is more often than not associated with the women of Waikato.
However, if anecdotal information is correct, this dance was performed with some regularity at
Rāpaki two generations ago. The kopikopi is an impromptu, often humorous dance performed
to entice suitors and to generally entertain. The pelvic movements are playfully sexual and the
women flirt outrageously.
Nowadays this type of demonstration might be viewed as rude, obscene and possibly bordering
on sexual harassment. That being said, the kopikopi is still performed in Waikato at major
events. Most often it is the elderly women who lead the charge. Everyone takes the dance in the
spirit in which it is intended, in good humour.

Puamiria Parata-Goodall and Koka Hauwai Te
Aowera – the swing of the piupiu (flax skirt).

DESIGN INTERPRETATION
The kopikopi is a provocative dance done by the women. It used to be done at Rāpaki. It is still
part of the living memory of some elderly people currently living at Rāpaki.
How is movement incorporated in the city design, the movement of people through the spaces,
the movement of the human form? What about the movements of the traditional Māori
performing costumes like the piupiu or flax skirts?

KAPA HAKA
Tama-nui-te-ra, the Sun God, had two wives, Hine-raumati, the Summer Maid, and Hinetakurua, the Winter Maid. The child born to him and Hine-raumati was Tāne-rore, who is
credited with the origin of the dance [haka]. Tāne-rore is the trembling of the air as seen
on the hot days of summer, and represented by the quivering of the hands in the dance.9
The term ‘kapa haka’ literally means a haka group or a group of people lined up in rows. It also
refers to the performance of the Māori art forms of waiata (songs), haka, poi and waiata-ā-ringa
(action songs). Kapa haka is a powerful channel of self-pride and identity for Māori.10
In Timoti Kāretu’s book Haka! The Dance of a Noble People, he provides several myths and tribal
histories as reference points to haka. He also supports the notion of Tanerore being the origin
of haka.
In the following pages are examples of the various disciplines that make up kapa haka.
Compositions are listed in each section along with brief explanations about the composition
and composer.

9.

T. Kāretu, Haka! The Dance of a Noble People, Reed
Publishing (NZ) Ltd, Auckland, 1993.

10.

Auckland Council. Te Ao Māori, 2014. Retrieved from
Auckland Libraries: http://www.aucklandlibraries.govt.nz/
EN/maori/teaomaori/kapahaka/Pages/kapahaka.aspx
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POI
Today poi is recognised as a ball on the
end of a string. In 1920 when Herries
Beattie was carrying out his research for his
book, Traditional Lifeways of the Southern
Māori, he recorded that often the poi was
a ball without a string. The poi was passed
backwards and forwards between players. In
other accounts, the ball did have a string and
so the poi was swung and hit.
Originally poi were made out of bulrushes,
flax and any other available plant materials.
The strings were usually made of out of flax.
The poi could be used with a long or short
string. In her book, The Rhythm and Life of
Poi, Ngamoni Huata credits the invention of
the double long poi movements to the South
Island, in particular to Tuahiwi:
This what Tāpara Hatu said about the
double poi:
Te Pao a Tahu performing at the Waitahi Cultural Competition, 2014.

11.

N. Huata, The Rhythm and Life of Poi, HarperCollins
Publishers (New Zealand) Limited, Auckland, 2000.

Forty-five years ago, Wiki Heretaunga
(Shipgood), Mere Tamihana, Mere
Patu, Maggie Mihaka and myself left
Rotorua to work at Motueka. We
moved to Christchurch and became
acquainted with Te Ari Pitama, the
radio announcer at that time, and as
a result of our association he taught
us the double long poi. Through his
tutoring of the double long poi and
our knowledge of other items, we
became known as ‘The Melodies of
Māoriland Concert Party’… After a
lengthy stay we returned to Rotorua
and introduced this unique poi to
Guide Rangi’s concert party. So the
double long poi filtered through
to the other concert parties in the
Whakarewarewa Village.
Every performer I interviewed in the
village endorsed the information…
In 1961 Del travelled…to the South
Island and during a pōwhiri by George
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Brennan’s group she caught sight of a man performing with four poi. It was so simple she
wondered why she never did it! Eventually she incorporated the quadruple poi into her
own performances…11
This is a significant acknowledgement to Ngāi Tūāhuriri, something that should be celebrated.
The kapa haka groups from Rotorua are well known for their expert skills in poi, particularly
the long poi. Ngamoni Huata and her family still teach poi and still tell people where the double
long poi came from.

DESIGN INTERPRETATION
One of the most recognised exponents of poi credits Te Aritaua Pitama and Ngāi Tūāhuriri as
the first to do the double long and four long poi. This should be celebrated. How do we celebrate
this in the new design?

WAIATA WHAKAPAPA
The transmission of genealogy is vital to retaining and maintaining a tribal identity. Some
people are naturally wired to be able to recite lines and lines of genealogy. Others are able to
retain this information through stories. For a fair portion of the population, the addition of
music to lines of genealogy and stories ensures that they are remembered.
In traditional Māori society this information would have been embedded into dirge-like chants.
Usually the rise and fall of the pitch and the introduction of percussive instruments helped to
remind the singer how far they had got through the recitation. For speakers, their tokotoko
(walking sticks) became mnemonic devices. Discreetly carved notches in the walking stick aided
speakers to remember their place in the lines of genealogy.
Whakapapa (genealogy) books were held by particular members of each family. Understandably
they were treasured heirlooms that were treated with reverence. To unlock those books, some
families gave permission for sections of genealogy to be revealed and for them to be put to
music. ‘E Tuku Ana’, the following composition is an example of this.
Hutika Manawatu, who inherited this waiata, arranged it for the next generation. It was
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Ngawini Crofts Temepara performing the singly
long poi at the Waitaha Cultural Competitions
2014.

performed by Ngāi Tūāhuriri in the early
1970s. As te reo Māori had become a second
language by this time in Tuahiwi and urban
drift had taken firm hold of the community,
the traditional practice of putting a dirge-like
chant to these words was put aside in favour
of a modern tune. The tune proved to be
popular and the song is still remembered and
sung over 40 years later.
E Tuku Ana
E tuku ana
E tuku ana koe
I a Raki e tū nei e
E whā kemi ana koe
Te uri a Haeremaitua
A iti atu koe e Hounuku
Ko Houraki, ko Houatea
Ko Houmea i a Uenuku
A ai atu ki a Paikea
Nāna ko Whatiua Te Ramarama
Ko Porouraki
Ko Tawhiri ki te raki
Ko Raki papa ki a Tāne
Ko Rakitāne
Ko Hine Matioro e tū mai rā
I tūraki e tō Ariki tapu
I Ngāi Tahu e!

I give to thee
The Heavens that stand above
Within you are gathered the
The descent lines of Haeremaitua
Who descended into the earth
To our ancestors Hounuku
Houraki, Houatea, Houmea
And Uenuku, who lived in Hawaiki
And begat Paikea, who rode the whale to
The shores of Aotearoa
And bore Whatiua Te Ramarama
Who bore Porouraki of the Ngāti Porou
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Whose son was Tawhiri ki te raki
Who begat Raki papa ki a Tāne
Who began Rakitāne who coupled with
The great chieftainess Hine Matioro
From whom comes Hinekaitaki
The weeping daughter
From whom comes the supreme head
Of the Ngāi Tahu people!

TAHU PŌTIKI
‘Tahupōtiki’ is a waiata written by Ruahine Crofts for Ngāi Tūāhuriri kapa haka in the early
1980s. At the time, Ruahine was working with Christchurch youth at risk. She could see that
they needed guidance back into the Māori world, a world where they could connect with their
culture and identity. A natural teacher, tutor of kapa haka, composer, weaver and kaikaranga,
Ruahine was well placed to provide the kind of help needed.
The composition identifies the singers as descendants of Tahu Pōtiki (the ancestor from whom
the tribe of Ngāi Tahu descend). It acknowledges the link with the sacred mountain, Aoraki, and
refers to the ancestral canoe, Takitimu, which conveyed the forebears of Ngāi Tahu to Aotearoa.
Tahupōtiki
Tahupōtiki tāku tupuna
Hoki wairua mai arohaina e
Ki ō uri e karanga ake rā
Aratakina tō iwi auē
Aoraki te maunga ariki
Hei whakamaru te iwi kei raro
Takitimu waka whakairo
Hoea hoea rā te moana
Auē e koro e
Hei whakamahana
Kore rawa koe e warewaretia
Huakina mai rā ki ō tamariki
Ngā tikanga o ngā mātua tīpuna
Ngāi Tahu te iwi ki Te Waipounamu
Maranga mai
I acknowledge you my tupuna Tahu Pōtiki
May your spirit descend lovingly upon we
Your present generation, we call for your
Guidance as we seek the ancestral path to our heritage
We acknowledge our sacred mountain Aoraki
Whose stately presence provides a sheltering haven for us below

14
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Takitimu our sacred waka may you continue
Your voyage upon the sea of life
E koro, you give us tribal warmth and pride
You will never be forgotten, you are our identity
Show us your children the teachings of our ancestors
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To all Ngāi Tahu descendants of Te
Waipounamu
Rise up and stand tall.

DESIGN
INTERPRETATION
We are bound together by genealogy.
Genealogy grounds our identity. Being able
to weave a strong connection between the
people, the designs, the buildings and the
landscape is essential. None can operate in
isolation; they need to be bound together.
The story from the beginning to the end
needs to make sense.

HAKA
Haka run the whole gamut of human
experience and those topics that one
culture might find offensive or lewd
are not so in another.12
Tīmoti Karetu
Commonly known as a war dance, a posture
dance or a fierce rhythmical dance, the haka
is the quintessential icon of New Zealand
and Māori performing arts. In traditional
Māori society it was acceptable for both men
and women to haka. In fact, in the version
of the Tinirau and Kae story retold by
Timoti Karetu, it states “the first kapa haka
(haka troupe) of Māoridom is said to be the
women of Tinirau…”13 There is evidence that
Ngāi Tahu used haka to convey challenges,
to hype up the warriors, to express emotion
and to entertain.14
When the news was received that the
one who has been sent out had been
killed, Rītoka mourned the death of
Kaweriri…When Ngāi Tūāhuriri got
to Taumutu, Rītoka came out of the
house wailing. She climbed to the top
of the pā, bare-skinned, naked but for
a garment wrapped around her waist.

16
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12.

Kāretu, Haka! THe Dance of a Noble People.

13.

Ibid

14.

Beattie and Anderson, Traditional Lifeways of the
Southern Māori.

15.

T. M. Anderson, (Ed.). (2008). Ngāi Tahu: A Migration
History. Bridget Williams Books in association with
Te Rūnanga o Ngāi Tahu, Wellington, 2008.

Te Ahikōmau kapa haka, Waitaha Cultural
Council Competitions 2012, Parata-Goodall private
collection.
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She came to the top of the hill, her taiaha [fighting staff] in her hand. She laid the weapon
down between the elders, and then she herself lay down, tossing about on the ground.
The people realized that this was a challenge laid down by Rītoka for them.15
Although not the usual expression of haka that we might be used to today, Rītoka’s actions and
intent are very clear. She was performing her own version of the haka.
There are several different kinds of haka. Most New Zealanders will know Te Rauparaha’s
famous haka, Ka mate, ka mate. This type of haka is a haka taparahi – a haka done in lines, with
set actions, with no weapons, and done for ceremonial purposes rather than as a war dance.
Haka pōwhiri are another type of haka. As the name suggests, a haka pōwhiri is a haka done to
welcome people. With this type of haka, usually the women start in the front rows and by the
end of the haka the men have moved to the front and the women to the back.
The following haka pōwhiri is a new composition created in 2013 by Piri Sciascia, upon request
from the late Ūpoko Rūnanga, Henare Rakiihia Tau. He requested that the haka pōwhiri
extended the absolute gratitude of the Christchurch people for the assistance given postearthquake. He also asked that the underlying message was aroha ki te tangata, ahakoa ko wai,
ahakoa nō whea – kindness and compassion to all men, no matter who they are or where they
come from. This sentiment was best encapsulated in Matiaha Tiramorehu’s letter to Queen
Victoria in 1857:
This was the command they laid upon these Governors…that the law be made one, that
the commandments be made one, that the nation be made one, that the white skin be
made just equal with the dark skin, and to lay down the love of thy graciousness to the
Māori that they dwell happily… and remember the power of thy name.16

Haka pōwhiri mō Te Matatini
Te Waipounamu pōwhiritia atu!
Hei hā! Hei hā!
Auē tahuti mai rā āku pāruru ki raro i te maru o Aoraki e
Tū whakamānawa! Tū whakamānawa!
Nāhau nei i ea ai taku hapa
Te ngāueue o te rū, te ngāueue o te rū
Nāhau te pōhā i ora ai ahau
Makuru noa! Taka mai tahu!
Nā Matiaha Tiramōrehu ngā kupu hei whakakotahi i a tātou

16.
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Ngāi Tahu Claims Settlement Act 1998 s6.

Te kiri mā, te kiri waitutu, te kiri mā, te
kiri waitutu
Pōkaia nei ki Te Tiriti o Waitangi, te
ture atua ki te ngākau
Haere mai, haere mai
Haere mai, haere mai
Hutihuti mai ki ngā pākihi
Whakatekateka o Waitaha
Auē auē auē hā
Aoraki! Matatū!

Te Ahikaaroa Kapa Haka 2014, left to right, Jasmin Ngāwai, Te Arani Huia, Rangimarie Parata
Takurua. Parata-Goodall, private collection.

Welcome our visitors to Te
Waipounamu
Welcome to you my shelter from the
storm, here in the shadow of Aoraki
With gratitude we stand
You satisfied my needs in the hour of
need
When the earth was shaking, the
shaking, shaking
Yours was the contribution of revival
Abundant and plentiful
Matiaha Tiramoreha spoke the words,
that the one law would unite us
The white and the brown skin
Bound up in the Treaty of Waitangi,
with the law of God in our hearts
Welcome
To the open plains of Waitaha
Aoraki! Ever alert!!17
Tēnei te ruru can be used as a haka pōwhiri.
It also sits comfortably within the haka
taparahi category. The haka is a call for
people to rise up, to stand firm and strong.
Performed with either men or women at the
front, this haka is simple and effective. It is
quickly becoming an anthem throughout all
schools in the South Island.
The haka is primarily a posture dance.
The way the performer holds him/herself
during haka is important. Performers need

17.

P. Sciascia, Te Waipounamu Pōwhiritia Rā! Christchurch,
2013.
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to be able to exude a sense of strength and
invincibility. They need to balance this
with their ability to be nimble and light of
foot when required. The best haka people
are able to flick backwards and forwards
between these states in the flash of an eye.
Piri Sciascia is one of Ngāi Tahu’s leading
exponents of this art form. Both haka
included in this chapter were either written
or arranged by him.
Tēnei te ruru
Tahu Pōtiki
Maraka! Maraka!
Tahu Pōtiki
Maraka! Maraka!
Tēnei te rūrū
Te koukou nei
Kīhai māhitihiti
Kīhai marakaraka
Te ūpoko nui o te rūrū
Terekou
He pō, he pō, he ao, ka awatea!

Descendants of Tahu Pōtiki
Rise up! Rise up!
Descendants of Tahu Pōtiki
Rise up! Rise up!
This is the morepork
Who calls

18.
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Arranged by P. Sciascia, 2000.

Whose head does not toss
From side to side, nor up or down
The head of the morepork is steadfast on its shoulders
As it calls us
From the darkness
From the darkness
And into the world of light
To a dawn of new understanding18

TE HAKA A RŪAUMOKO
Rūaumoko is the personification of earthquakes. He is the unborn child of Rangi and Papa.
When he gets restless or upset, he moves within his mother’s womb, causing the movement
we recognise as tremors or earthquakes; hence the phrase ‘te haka a Rūaumoko’ – the dance of
Rūaumoko.
As aptly described in Alan Armstrong’s book, Māori Games and Haka:
Haka is a composition played by many instruments. Hands, feet, legs, body, voice, tongue
and eyes all play their part in blending together to convey in their fullness the challenge,
welcome, exultation, defiance or contempt of the word.19

DESIGN INTERPRETATION
The challenge will be in how to translate the passion, energy and intensity of the haka into
city design in a new and creative way. Patterns like the niho taniwha (the teeth of the taniwha)
demonstrate a strength and intensity often associated with haka.

WAIATA Ā-RINGA
Apirana Ngata, the first born of Paratene and Katerina Ngata, was born on 3 July 1874. Young
Apirana seemed to have an unstoppable determination to improve the lot for Māori. His staunch
commitment to his cause coupled with his sharp mind and intellect meant that his climb up the
political ladder provided the impetus he needed to help Māori help themselves. He was deeply
committed to preserving and maintaining Māori customs and practices.
Apirana is attributed with many significant achievements. Of particular relevance to this
kaupapa is his lifetime collection of mōteatea (chants), culminating in Ngā Mōteatea.20 Noticing
that the tradition of mōteatea was waning, Apirana began to translate popular Pākehā songs and
to add actions. This was to be the beginning of a deliberate campaign to revive traditional Māori
music and a new form of waiata, called waiata ā-ringa (action song).

19.

A. Armstrong, Māori Games and Haka: Instructions,

The following composition, Ko Ngāi Tahu, is an example of a waiata ā-ringa. Written by
Wairemana Pitama-Riwai of Ngāi Tūāhuriri, this song was written to commemorate the visit of
Queen Elizabeth II to Rugby Park, Gisborne, in 1971.

Words, and Actions, A. H. & A. W. Reed, Wellington, 1964.
20.

R. Walker, He Tipua: The Life and Times of Sir Apirana

Ko Ngāi Tahu ki Te Waipounamu

Ngata, Penguin, Auckland, 2001.
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I raro i a maunga Aorangi
E mihi nei ki tō tātou manuhiri tuārangi
Te kotuku rerenga tahi Irihapeti
Me ngā mokopuna o Wikitoria
Nāna nei i hōmai te Tiriti o Waitangi
Me te mana motuhake o te iwi Māori
E pae nei i raro i ngā parirau o Hikurangi
Ki te Tairāwhiti
Mauria mai e tō mātou Kuini
Te rongopai te aroha me te rangimarie
Ki tō iwi Māori o Niu Tīreni
Mahia ngā mahi e ngā iwi o ā tātou tūpuna kei ngaro
Auē taukiri e
Kua mutu ngā mihi o maunga Aorangi o Te Waipounamu
Mā te Matua i runga rawa e manaaki i a tātou katoa
Kia ngawari, kia ngawari

We the Ngāi Tahu tribe of the South Island greet you
Aorangi our ancestral mountain greets you
Our most distinguished visitor of single flight, Irihapeti
And the mokopuna of Queen Victoria
Who gave to the Māori people the Treaty of Waitangi
We stand here beneath the sheltering arms of Hikurangi maunga
Nestled within the domain of Tairāwhiti [East Coast of the North Island]
To welcome you
We ask that your visit bring goodwill, love and peace to the Māori people of New Zealand
We urge our people to remain strong in the knowledge of our ancestors
Aorangi maunga bids you farewell and may you be well cared for
Farewell21

This composition continues to demonstrate the Ngāi Tahu connection to land by noting the
connection between the tribe and the ancestral mountain in lines 1 and 2 and the personification
of landforms shown in line 8 – “i raro i ngā parirau o Hikurangi” – beneath the sheltering arms
of Hikurangi maunga. The use of metaphor to compare Irihapeti (Queen Elizabeth) with the
kotuku (white heron) in line 4 is a beautiful way of acknowledging the arrival of this honoured,
rarely seen guest.
Ngāi Tūāhuriri kaumātua (elders) alive today performed this action song in 1971. They continue
to teach this song to the current generation. For them it’s about legacy. The performance style
of these elders is significantly different from the current kapa haka trends; a style of kapa haka
that is rarely seen anywhere now. These elders are of the generation where they were still being
actively taught how to stand, sit, walk and curtsey properly. This shows in the way they hold
themselves and how they perform kapa haka. It is very regal.

21.

Ngāi Tahu Development Corporation, Te Hā o Tahupōtiki
- Ka Haea te Ata. Te Rūnanga o Ngāi Tahu, Christchurch,
1998.
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HE KORŌRIA
He korōria he hōnore						Glory, honour
He hareruia e								Halleluiah
Ki te ope o Tūmatauenga				

To the troop of Tūmatatenga

I hinga i te pakanga						

Called into battle

Ngāpuhi Taitokerau						Ngāpuhi Tai Tokerau
Porourangi Tairāwhiti					Porourangi Tairāwhiti
Me Maniapoto e							And Maniapoto
Taihauauru ki Te Atiawa					

Taihauāuru to Te Atiawa

Waipounamu me Wharekauri			

Waipounamu and Wharekauri

Kia mataara									Be alert
E te iwi e										Oh people
Kia kaha kia toa							

Be strong, be victorious

Kia māia e									Be brave
Nō reira rā e te iwi e						

Therefore my people

Kua puta kua ora rā						

You have survived

The lasting impacts of World War Two can still be seen and felt throughout New Zealand. War
memorials can be found in almost every town. War babies are easily identifiable by their names:
El Alamein, Anzac, Te Hokowhitu a Tū – names of battles or companies. For the children of
Tuahiwi, a new leader emerged during the war years. His name was Te Aritaua Pitama (1906–
1958). A broadcaster, talented speaker, composer, fluent speaker of te reo Māori and exponent of
kapa haka, Te Aritaua was to become one of Ngāi Tūāhuriri’s cultural leaders.

Te Aritaua Pitama and Hutika Hakete Huria,
Canterbury Museum, Unknown photographer ref:
19XX.2.4390, date unknown.

In 1945, Te Aritaua Pitama was instrumental in organising the children of Ngāi Tūāhuriri to travel
to Wellington to welcome the Māori Battalion home from World War Two. Accompanied by his
sister Wairemana Pitama-Riwai and whānau, Te Aritaua and 21 children from the Tuahiwi Native
School stood on the wharf and sang songs of welcome. Amongst those songs was this waiata, He
korōria, he hōnore, composed by Te Aritaua, Wairemana Pitama-Riwai and Georgina Riwai.
The structure of the composition is simple and uncluttered. The message is clear. The musical
arrangement, actions and movements were reflective of the music of the time. The big band
era was in full swing and the Māori ear loved the rhythms and sounds of this new music. They
much preferred it to the dirge-like monotone of the traditional chant. Te Aritaua and his sister
Wairemana knew that in order to catch the imaginations of their young Tuahiwi charges, they
would have to move with the times. This song was to be one in a series of compositions written
by this family that were composed to acknowledge the Second World War, recorded an event
and/or celebrated their Rātana faith. All of these compositions were put to upbeat modern
tunes, and the actions were true to life, depicting things like the movement of the trombone.
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MŌTEATEA
Mōteatea is more generally used to describe
the type of song we might refer to in English
as classical Māori chant.22 There are many
different forms of mōteatea. This chapter
will not go into any depth to explain the
forms; rather, it will share two mōteatea –
Kātahi au and Ka karuerue te papa. Written
decades apart, these two compositions show
unique expressions of Ngāi Tahu worldview.
Described as a strong yet humble woman,
Hutika Manawatu was one in the league
of Ngāi Tūāhuriri matriarchs who guided
the hapū through the war years and into
the 1970s. Wife of the Ūpoko Rūnanga
of Ngāi Tūāhuriri, Pani Manawatu, Tāua
Hutika composed waiata that have endured
and become tribal anthems. Notable are
Kātahi au and E tuku ana, two compositions
discussed in this chapter.
Kātahi au is a composition very firmly
located within the Ngāi Tahu camp. The
ancestral mountain, lake, river and local
place name are clearly identified. All are
important indicators of identity and
connectivity to the land.
One of the interesting characteristics of the
Māori worldview is that seemingly inanimate
objects like mountains and landforms tend
to be assigned the qualities of a person. In a
number of instances, oral traditions will also
retell stories of how landforms were formerly
gods or were the creations of gods. Aoraki/
Mt Cook is one of those.
Ngāi Tahu oral traditions record Aoraki
as the eldest son of Raki (the sky) and
Papatūānuku (the Earth). He and his three
brothers, Rakirua, Rakiroa and Rarakiroa,
descended from the heavens in their canoe,
Te Waka o Aoraki. When they reached
earth, they became stranded and ended up
remaining here, eventually turning to stone
and becoming the Southern Alps. There are
various versions of the story; suffice to say
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that the story provides an explanation for
the various landforms that make up the
South Island.
For Ngāi Tahu there is particular pride
that we are home to Aoraki, the highest
mountain. It is apt therefore that reference
has been made in this song to the following
phrase: “whāia e koe te iti kahurangi: ki te
tuohu koe, me he maunga teitei” – seek the
treasure you value most dearly: if you bow
your head, let it be to a lofty mountain.

Kātahi au
Kātahi au ka kite ai i a Aoraki e tū mai
rā e
E ngaro ana koe i roto i te kohu me te
hukarere
Auē rā e Aoraki te maunga ariki
Maringi ai ōu roimata ki roto o Pūkaki
Kātahi rā ka haruru mai ki te awa o
Waitaki
Ka āta titiro ngā mania tekateka o
Waitaha
Mehemea au ka tūohu ai me maunga
teitei
Noho mai rā kei te hoki ahau ki te
ohonga o te rā e23

Only once have I sighted you standing in
your awesome splendour, Aoraki
You have often been hidden by the mist
and snow
Aoraki you are my maunga ariki
Your tears flow into Lake Pūkaki and
rumble down into the river Waitaki
I gaze across the plains of Canterbury,
the seed bed of Waitaha
I salute you Aoraki with the proverb
that reminds us to aspire to great
achievement
“If I bow my head let it be to a lofty
mountain.”24

22.

T. A. Royal, Mōteatea and the Transmission of History,
1997. Retrieved from www.orotokare.org.nz/assets/
moteateaandhistory.pdf

23.

H. Mānawātu, no date.

24.

Ngāi Tahu Development Corporation, Te Hā o Tahupōtiki.

Ka karuerue te papa…
He pie auē ka huki
Te whenua ka hopo
Ka taki kau awhio ana i kā Pākihi
Whakatekateka o Waitaha …
Ka waiho atu nei
He iwi hāura
He kare maki noho
Pāhehaheha e
I kā whiuka o te wā,
I kā neke a te whakapākaka tipua e
Toro mai a rau rika
I ka moka katoa
I te raki i te uru
I te rawhiti te toka
Hei taumata mo te iwi
Noho ana ki ka whenua Ōtautahi
Hai tautaawhi hai tautiinei e
Ko te manawa ka pari
Parikia e te tai
O aroha o mihi
E kā porohe kākau
Nunui o te motu
Mō koutou i whakakākahuria taku
tinana e
I kā hau kino o te wā
I te rā hunuhunu
I te kau o te anu
Mātao me te aweko raia e
Ehara taku tū i te tū maro kore
Ehara au i te uri o Pani e
Ka oi Rūaumoko ka piri Tahu Pōtiki
Ka oi Rūaumoko ka takatū ko te motu
Niu Tīreni ka whakamānawa atu e
Ka toko noa ake
Te urupounamu i te kākau kai whea
Tāku ki a koutou
E pēnei nā
Nau mai, haere mai, ki ōku nei papa
hai whakaeke e te rau…e te tini e

The land heaves
A desperate call is heard
The land thrusts, a cry of sorrow
resounds across the plains of Waitaha.
The remains of a maimed people
Those who were invalids
Left emaciated
By the challenges of the time
Brought on by the rumblings of the
youngest of gods
Many hands stretched forth
From all corners
North, west
East and south
To assist those living on the lands of
Tautahi
To embrace and hold up
The heart flooded by tides of love and
gratitude
To those chieftains of big heart across
the land
You who clothed my body
From the bitter winds
The scorching sun and the bite of the
stabling cold
I stand here not without family, I stand
here not alone
Rūaumoko shakes, Tahu Pōtiki unites
Rūaumoko shakes the country, rallies
New Zealand, we are forever grateful
My emotions swell
My request goes out to the hearts of all
of you no matter where.
Welcome all to my lands and be hosted
by the multitudes, the many.
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Charisma Rangipunga of Ngāi Tahu, Ngāti Kahungunu descent is an accomplished writer,
poet, composer, educationalist and staunch advocate of te reo Māori and te reo o Ngāi Tahu.
She has published numerous children’s books, all in Māori; is co-author of Kupu, a collection of
contemporary Māori poetry; and is a prolific composer of waiata.
Charisma’s style of composition is strongly influenced by her mentors Te Rita Papesch,
Dr Timoti Karetu, Dr Wharehuia Milroy and Haani Huata. Being taken under the wing of
these great writers, orators and tohunga reo, Charisma flourished and continues to flourish.
A graduate of Te Panekiretanga o te Reo (Institute of Excellence in the Māori Language),
Charisma’s grasp of Māori and her innate skills with poetry and imagery mean that her waiata
are rich and lyrical.
Ka kāruerue te papa talks of the devastation of the Canterbury earthquake in February 2011. It
was originally written as a poroporoaki (farewell) to all who lost their lives during the earthquake
and was the poroporoaki used for the National Christchurch Earthquake Memorial Service held
just weeks after the earthquake. The last stanza was added in late 2012 so that the composition
could be used to thank all who came to help the people of Christchurch post-earthquake.
In March 2015, the composition was used by Ngāi Tahu to welcome the competitors and
participants of the biennial national kapa haka competition, Te Matatini.

A STYLE OF PERFORMANCE –
THE NGĀI TŪĀHURIRI WAY
In 1945, Te Aritaua started tutoring waiata and haka to the children of Ngāi Tūāhuriri.
Much like his contemporary of the time, Tuini Ngāwai of Tokomaru Bay, East Coast, Te Aritaua
used the tunes of the time to create his waiata. Ngāi Tūāhuriri’s kapa haka kaumātua, the
children who stood on the wharf to welcome back the soldiers, still sing his waiata. His tunes
included popular songs like ‘Indian love call’ and ‘A white sports coat’; the tunes that were
catching the imagination of the teenagers of that time.
The language was simple and the compositions relatively concise. In general, his waiata
consisted of two verses and a chorus. As a fluent Māori speaker, Te Aritaua had both the
language skills and the expertise to write much longer compositions; however, he chose not to.
For Ngāi Tūāhuriri, the performance stance is very still and upright. Both men and women tend
to stand quite tall with feet close together. There is minimal hip movement. Actions tend to
be gentle and flowing. Actions, for those waiata composed in the 1940s tend to be unique and
directly mimic the words. For example, songs that reference war themes around Egypt, Crete
and Gallipoli tend to elicit gun shooting movements and fingers touching at the peak to show
pyramids.
For the takahi (foot movement), Ngāi Tūāhuriri are unique. No other hapū in Ngāi Tahu has a
foot movement that is remotely similar. When asked, the kaumātua do not recall why Tūāhuriri
takahi this way; all they remember is “This was how Uncle Te Aritaua taught us”. For Ngāi
Tūāhuriri, the foot movement is basically the raising of the two heels, rather like a rocking
motion. This unique takahi does not seem to have transferred through to the contemporary
performance style of Ngāi Tūāhuriri. It is interesting to trace the takahi style of this hapū in
recent times because it changes depending on who the tutor was and what has influenced them.
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A stunning singer, Te Aritaua taught the
children of Ngāi Tūāhuriri to sing in fourpart harmony. This legacy most definitely
lives on in Ngāi Tūāhuriri, who continue
to produce some of our most talented
professional singers.

DESIGN
INTERPRETATION
Ngāi Tūāhuriri have a rich and unique
style of kapa haka performance. Their regal
elegance is legendary. In the immortal words
of Henare Rakiihia Tau, Ngāi Tūāhuriri
stand with “pride, poise and dignity”.
Kapa Haka Kaumātua, Te Papa Tongarewa, left to right: Ramari Brennan, Ruahine Crofts, Korōria Pitama.

Kapa haka need places to perform, stages
that are big enough to handle 40 performers
and their choreography. They need flexible
performing spaces where they are connected
to the audience.
Kapa haka really is the bread and butter of
Māori performing arts. The popularity of the
art form continues to grow. A record 4,500
children participated in the Christchurch
Cultural Festival 2014. Ninety per cent of
those children participated in the kapa haka
performances.

INFLUENCES
The Rātana church had a significant impact
on the community of Ngāi Tūāhuriri. These
influences can be seen in the kapa haka style
of performance and the practices on the
marae. One of the most obvious indicators
of this influence is the Rātana band and their
inclusion in the traditional rituals of welcome.

Group of Rātana church members. Back row: Wiremu (Wally) Rehu, John Driver Tregerthen, W A Taylor(?).
Front: Mrs Rau Mokomoko, Mrs Tregerthen, Mrs Te Uki, Mrs Hutana, 1935.
Canterbury Museum, W A Taylor collection, 1968.213.138

There is a long history of the Rātana band
supporting Ngāi Tūāhuriri ceremonies. Images
of the Rātana band leading guests from St
Stephen’s Church at Tuahiwi to the marae
to celebrate the opening of Maahunui II are
forever etched in the mind. What a powerful
statement of tradition, a tangible reminder of
the old tradition of parades and bands.
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THE PIONEERS OF PERFORMING ARTS
While not appointed as “Māori broadcasters”, they were bi-culturally adept broadcasters
who were Māori, each possessing style and flair and te reo which they used on-air.
My opinion is that their personal, outgoing charismas quietly opened their Pākeha
colleagues’ insights into te ao Māori – the Māori world – and were at the genesis of Māori
broadcasting.
H. R. Te Ua25
Airini Ngā Roimata Grennell (1910–1988) and Te Aritaua Pitama were pioneers of Māori
broadcasting. They were two of the first four Māori broadcasters appointed during the 1930s.
In her late teens, Airini travelled to England to study music professionally, gaining an LTCL
and LRSM in teaching the piano and singing. In 1935, Airini and her sister Hinemoa joined the
Methodist Choir, Waiata Māori, organised by Reverend Seamer. This put them in the esteemed
company of some of the nation’s most famous singers of the time, Inia Te Wiata and their
cousin, Mori Pickering, née Ellison.
Airini retired from broadcasting in 1966, leaving behind a trail of firsts – including the first
Māori woman to be a broadcaster, one of the first Māori women to appear on television.26
Mori Ellison (1909–2013) of Ōtākou lived a long and rich life. In the mid 1930s, Mori’s voice
caught the attention of Reverend Seamer, choirmaster of the Waiata Māori Choir. Before long,
Mori became a key member of the troupe, performing solos for the King, Queen and the young
Princess Elizabeth when the troupe visited England in 1938. Mori also gained the affection
of Princess Te Puia and her father King Koroki. That affection was so great that it resulted in
Princess Te Puia gifting a kiwi feather cloak to Mori. That cloak was returned to the Māori royal
family this year.
Kiato Riwai (1912–1967) is credited with establishing Ngā Pākihi Whakatekateka o Waitaha
Cultural Council and setting into motion a legacy of kapa haka that is still alive and active
today. During the war years of 1939–1945, Kiato was instrumental in getting the Kāti Ōtautahi
Association up and running, providing a base of support for the Māori Battalion.
In the 1950s and 60s Kiato poured her energy into driving a cultural renaissance. She realised
that the young people she was working with in the community were losing their sense of
identity and connection to their heritage. To keep them off the street, Kiato started up a kapa
haka group. The group soon grew, as did the interest of others. In 1965 she held the inaugural
Waitaha kapa haka competitions. It was held at the Theatre Royal in Christchurch.
In 1967 Kiato passed away. At her funeral, Ngāi Tūāhuriri kaumātua bestowed the name Ngā
Pākihi Whakatekateka o Waitaha Cultural Council on the entity that was to continue running
the annual kapa haka competitions. In 2015, the Waitaha Council celebrated its 50th birthday.

Group standing in front of St Stephen’s Church,
Tuahiwi.
Canterbury Museum, Alfred Charles Barker
collection, 17 December 1867, REF: 1944.78.242
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H. R. Te Ua, Whakarongo Ake: A Brief History of Māori
Radio Broadcasting, 2008. Retrieved from Irirangi:
www.irirangi.net/roopu-tautoko/history/whakaaro-ake.aspx
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A. Payne, Grennell, Airini Ngā Roimata. Dictionary of
New Zealand Biography. Te Ara the Encyclopedia of New
Zealand (Vol. 5), 2000.
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Above: Kiato Riwai 1930s, Alexander Turnbull
Library, Adelaide Couch-Snow Collection
(PAColl-7089) Reference: 1/2-190577.
Above, right: Mori Pickering, celebrating 100th
birthday, Otago Daily Times, 6 April 2009.
Right: John McFarlane (left), Airini Grennell and
Ian Watkins in the 1930s.
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WAIATA MĀORI
CHOIR
The Methodist Home Mission Party (MHMP,
later renamed the Waiata Māori Choir)
provides a case study to explore the hybrid
nature of New Zealand’s music history.
Established in 1924 by Reverend Arthur
John Seamer, the choir group consisted of
Māori performers who presented an eclectic
repertoire, including religious, indigenous,
and popular or mainstream music, as well as
imported music and western art music. The
group performed on many stages for nearly
12 months of each year from 1924 to 1938,
constituting no small feat of performance
stamina. Investigating the MHMP
contributes to our understanding about
music as a social tool for interacting with
and educating audiences and performers
alike.27
This last section introduces a series of
nationally and internationally recognised
Ngāi Tūāhuriri and Ngāi Tahu artists. This
information has been included as it adds
to the bigger picture of performing arts. It
provides a snapshot of the present scene and
gives some reference points for anticipating
the kinds of needs the new Christchurch
design needs to take into account. Māori
performing arts is more than just kapa haka.
It now includes all art forms.

Above: Waiata Māori Choir 1930s, Methodist
Church of New Zealand Archives.
Opposite: Te Pao a Tahu perform at Te Matatini
2015, Hagley Park.

27.

M. Willyams, Singing Faith: A History of the Waiata Maori
Choir, 1924–1938. University of Otago, Dunedin, 2012.
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CONTEMPORARY ARTISTS
SINGERS AND ENTERTAINERS
OPERA SINGER
Timua Brennan has sung all of her life. She comes from a family that has always entertained.
Her father Hori (George) Brennan was an accomplished kapa haka tutor. The entire family was
brought up on the stage, performing kapa haka and singing.
‘Discovered’ in a singing competition in Rotorua, Timua was encouraged to seek professional
voice training. After five years' study she completed a Master of Music with First Class Honours
in Vocal Performance at Waikato University.

SINGER, MUSICIAN AND POET
The talented Hinemoana Baker is a published poet, a singer-songwriter, recording artist, teacher
of creative writing and occasional broadcaster. She has released two albums of original music
and two CDs of spoken word.

Above: Timua Te Puhi Kai Ariki Brennan-Bryan,
soprano.

SINGER, TAONGA PUORO
Ariana Tikao is a singer, writer and emerging taonga puoro (Māori instruments) artist. She
started her career in 1993, with a folk duo called Pounamu, and launched her solo career in 2002.
Ariana draws on folk and pop styles, composing heartfelt songs in both Māori and English. She
has released three solo albums and tours nationally and internationally.

SINGER, TAONGA PUORO
A former member of the group ‘Big Belly Woman’, Mahina-Ina Kaui is a singer, musician and
taonga puoro specialist. She often works collaboratively with fellow musicians, bringing her own
special brand of artistry to the fore.

BROADCASTERS
Miriama Kamo is an award-winning journalist and has worked on various television
programmes including Sunday, One News, 20/20 and TVNZ 7.
Miriama started her career as a radio announcer and producer at National Radio. In the late
1990s she moved in television.
The beautiful Stacey Morrison is one of New Zealand’s most popular TV and radio personalities.
She hosts the Classic Hits Auckland radio breakfast show and her own television series, Whānau
Living. She has worked on numerous radio and television shows, including co-hosting It’s in the
Bag alongside comedian Pio Terei.
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Opposite, clockwise from top left: Hinemoana
Baker; Ariana Tikao; Ariana Tikao at Pao Pao Pao
2012; Mahina-Ina Kaui, Ariana Tikao, Christine
White, Voices of our Ancestors tour 2011; Miriama
Kamo.
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Clockwise from top left: Stacey Morrison; Chey
Milne; James Daniels; Rachel House.
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To add to Stacey’s considerable talents, she is also a professional master of ceremonies and has
compered at the Māori Sports Awards and The Young Sports Person of the Year Awards. She
is passionate about her Māori heritage and, along with her husband Scottie Morrison, Stacey
champions the revitalisation of te reo Māori. Scottie and Stacey are raising their three children
to be first language Māori speakers.
Chey Milne is a television presenter, professional master of ceremonies, radio announcer, kapa
haka tutor and te reo Māori tutor. This busy father and his partner Kahurangi Maxwell are
committed to raising their daughter in te reo Māori.
Chey is a presenter on I AM TV and a previous presenter on Pukana.
James Daniels, father of Stacey Morrison, is a well-known radio personality. James started his
broadcasting career in 1978 on Radio Caroline in Timaru. Today he is a presenter on Breeze
radio in Christchurch.
In the 1980s, James teamed up on air with Ken Ellis. This partnership proved to be one of the
more exciting times of James' life. During this period he and Ken changed their names by deed
poll to “James and Ken” and ran for mayor. They came third, behind Vicki Buck and Hamish Hay.

ACTOR AND PRODUCER
Rachel House graduated from Toi Whakaari (New Zealand Drama School) in 1992. Since that
time, she has performed in over 28 plays and starred in several movies including The Whale
Rider, Boy, Eagle versus Shark and Witi Ihimaera’s Medicine Woman.
The passing on of stories is one of the greatest gifts we have to retain our culture, our
history, to learn, laugh or recoil in recognition or form a deeper understanding of our
differences. To have taken part in the last 20 years of theatre and film – in particular
Māori – has been a privilege – a celebration of diversity, talent, beauty, humour, struggle,
victories.28

28.

Rachel House, The Arts Foundation, 2012: www.thearts.
co.nz/artists/rachel-house
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DANCE AND CHOREOGRAPHY
Tanemahuta Gray is a professional producer, event and theatre director and choreographer,
with management skills in both creative performance and technical production areas.29 Since
graduating from the New Zealand School of Dance in 1994, Tanemahuta has gone on to become
a nationally and internationally recognised artistic force. His works have included Maui – One
Man Against The Gods, The Elements Carnival, Kōwhiti Matariki Series, the New Zealand Icons
and Illuminated Illusions sections of World of Wearable Art and Arohanui, to name a few.
Tanemahuta’s works often fuse together components of multiple disciplines. In perhaps his
piece de resistance, Maui – One Man Against The Gods, he wove together opera, contemporary
dance, ballet, kapa haka, theatre, aerial dance and te reo Māori. Over 60,000 people viewed the
show live.
Aerial dance can perhaps be broadly defined as imagery-in-motion; a form that expands
the parameters of dance into a spatial zone where anything is possible and where the
shapes or images created are not limited to the capabilities of the individual dancer.30
Tanemahuta demonstrates a new era of theatre work for Ngāi Tahu. The production
requirements for shows of this quality, size and variety demand a lot of the host venue.
Merenia Gray is one of New Zealand’s prominent choreographers, dancers, directors and
producers. She graduated from the New Zealand School of Dance in 1990 and her works include
Maui – One Man Against The Gods, Andrew Lloyd Webber’s Song and Dance, Wild Civility and
Pounamu. She has worked nationally and internationally. She teaches at Raising the Barre – a
Wellington dance school specialising in advanced classical ballet and contemporary dance. She
often works collaboratively with her brother, Tanemahuta Gray.
Māori culture has the potential to play a profound role in dance theatre because of its
spiritual energy. Dance is a form of performance art that goes beyond words and pictures
to communicate with its audience via the poetry of movement. Dance reaches people
through its ability to speak to the human condition by evoking an emotional and spiritual
response. The Māori essence of wairua shares these characteristics and so lends itself well
to being an integral element of dance performance.31
Most recently, Merenia composed and choreographed a short dance film called Hine-ahu-one.
The dance film retells the story of Hine-ahu-one, the first woman created from the soils of
Papatūānuku, the Earth Mother.
Louise Potiki Bryant is a celebrated choreographer, dancer and video artist. Her works include
NGĀI TAHU 32, TE AROHA ME TE MAMAE, TAONGA; dust, water, wind; TE KĀROHIROHI:
The Light Dances and IN TRANSIT.
She has choreographed works for the Atamira Dance Company, Curve and Black Grace
Dance Company. She has worked in collaboration with artists like Professor Te Ahukaramū
Charles Royal, Dr Richard Nunns, Paerau Corneal and Ariana Tikao, producing shows, video
installations and dance films.
A talented artist, Louise has exhibited and worked nationally and internationally. She has
completed an artist in residency at the Otago Polytechnic School of Art, at Aoraki/Mount Cook, and
undertaken a choreographic internship in Toronto, Canada. Louise’s body of work is considerable.
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Emerging Arts Trust, no date. Retrieved from www.
eatwellington.org.nz/Tanemahuta-Gray

30.

Jenny Stephenson, in P. Moon, (Ed.) Special Edition on
Dance, Te Kaharoa, 2012, 5, pp 1 – 167.

31.

Merenia Gray, in Moon (Ed.) Special Edition on Dance,
2012.

Clockwise from top left: Tanemahuta
Gray; Tanemahuta Gray performing;
Merenia Gray; Scene from Hine-ahuone, short dance film 2014; Louise Potiki
Bryant.
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Taiaroa Royal

Taiaroa Royal
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KIRI is a compelling and beautifully
crafted duet between a dancer, Louise
Poutiki Bryant and a clay artist, Paerau
Corneal bring to life the creation of
Hine-ahu-one, in an extraordinary
performance, with spell-binding video
and a hypnotic sound score from
Paddy Free.32
Taiaroa Royal is of Te Arawa, Ngāi Tahu,
Ngāti Raukawa and Uenukukopako descent.
A graduate of the New Zealand School of
Dance, Taiaroa has performed with the
Royal New Zealand Ballet, Douglas Wright
Company, Atamira Dance Collective and
Black Grace. In 2007 along with fellow
dancer, Taane Mete, Taiaroa formed the
Okareka Dance Company.
Recognised as one of New Zealand’s most
outstanding, versatile dancers, Taiaroa
has received several awards and honours.
These include Tempo awards; Te Tohu Toi
Kē award from Te Waka Toi for making a
difference to contemporary dance; and the
Kōwhiti Lifetime Achievement Award for his
services to Māori contemporary dance.

Taiaroa Royal

The year 2008 saw the debut of a
collaborative work, Tama mā. The work,
created by Taiaroa and Taane Mete, talked
of the transition from boyhood to adulthood
and the many trials and tribulations
experienced along the way. The work was
to prove to be such a success that in January
2014, it toured in Europe.
Taiaroa is a nationally and internationally
acclaimed dancer.
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