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A New Zealander of European
extraction ¢omes to terms, through
her music, with the indigenous cultural

influences of her childhood

“Come on over this autumn! New
Zealand.” An ad campaign sponsored
by the New Zealand Government
Tourist Bureau, Tasman Empire
Airways Limited, [et al.], 1953.
Colour photolithograph 223 x 99 mm.
Reproduced with permission of
Tourism New Zealand, 2002,
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W is for, score excerpts
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by Juliet Kiri Palmer
Alas for people in this age of residues! rejecting and reshaping.” (Martin 1991, 32).

The mind’'s wholesome core of truth has withered,
and people live deceitfully,
So their thoughts are warped, their speech is twisted,
They cunningly mislead others—who can trust them?
—~Patrul Rimpoche

Sometimes | feel dangerously close to composing a
music of “residues.” Inspired by many different musical
cultures, | start to wonder, Where is the truth, the core
of authenticity, in my own music? In my recent chamber
work W is for, | examined my bicultural heritage as a
New Zealander of European ancestry raised during the
renaissance in New Zealand of the indigenous Maori
culture. Responding to childhood memories of singing in
Maori, a tanguage | did not understand, | selected as
text for the work an excerpt from a Maori-English dic-
tionary. While writing W is for | began to examine the
process of cross-cultural play more closely.

Louis Andriessen's boogie-woogie, Nina Simone's
piano-fugueing, and Los Van Vans' atonal Cuban dance
music remind us that processes of hybridization are
multi-directional. This complex play of creolization is
described powerfully by Denis-Constant Martin as “that
awesome process actualized in simultaneous acts of
negating and affirming, demolishing and constructing,

Discussing the beginnings of African-American music,
Martin speculates that “European popular music and
African music had enough in common to form overlap-
ping areas from which Afro-Americans could draw to
create their own music.” (Martin 1991, 31). It was the
singing Methodists who formed the first black church-
es, their ecstatic, trance-like raptures and rousing ser-
mons already hallmarks of the Wesley brothers’ British
ministry. Even the lively singing style of the Methodist
church had a striking similarity to that of the African
tradition: "brilliant, animated, ornate with many graces,
and tolerant of rhythmic movement. Call-and-response
structures were reinforced by the practice of lining out
[calling out the text just before a line is sung] for the
less literate” (Norwood cit. Martin 1991, 31). A certain
commonality enables distant cultures 10 embark on a
creative exchange. The hybrid forms resulting from
such cross-cultural play derive from the very boundaries
they cross. Nigerian juja music, for example, melds
“deep Yoruba praise singing and drumming, guitar tech-
nigue from soul music, Latin American dance rhythms,
church hymns and country-and-western melodies, pedal
steel guitar licks and Indian film music themes” in a
“modernist bricolage” that helps forge a Pan-Yoruban
identity (Waterman 1290, 2).
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