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urban, focusses on two ways of  owir  and two ways of being Mi'kmagq in
Newfoundland, a doubleness that finds expressic int N kmaw double-curve motif.
These ways of knowing and beir  arc connected and overlap in1 iny ways while
coexisting. They nuance the con  only recounted histories of encour 1. hidden
heritages, and revitalization in the province, and st that identity be understood as

multiple. as simultaneities.
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Ojibwe and Mi'kmaq resulting in cultural sharing in Mi’kmaw territories, encounter of a
d rent nature than colonial.

Other inquiries into the  sical life of the Mi'kmaq were carried out by Helen
Creighton (1972), who surveyed the music of the maritime provinces and included some
Mi’kmaw music in her collectio  releasing what she  med a “war dance song™ on
Folkways® Folk Music from Nova Scotia (1956) and a lullaby in her book Maritime Folk
Songs (1962). The hymn-sit - 'ng tradition in LEastern Woodland native communitics has
been studied by Beverley Diamond (1992), who noted  noon-day si  ing tradition that
existed in the past. but is little k- an in the present. Cronk et al. (1988) provided a
snapshot of Mi'kmaw traditions in the mid-1980s. a time that saw the emergence of
powwow teachings in Maritime Mi'kmaw communitic - another instance of encounter
and sharing between distinet Nations (Cree. Anishnabe, Ojibwe). ¢ iska von Rosen’s
ethnographic video entitled River of Fire (1991) limits  self to two stories in the oral
history of the Mi“kmagq people: however. her study of Mi’kmaq music, stories, and
artwork in a community of artists in New Brunswick demonstrates how contemporary
musics arc “[tools] for personal yowerment and for challenging boundaries,”™
sometimes through fusion of philosophies that emerge from “living in two worlds™ and
sometimes through the juxtaposi Hn of the same (1998, 36. 142). Such double
consciousness” is one result of ¢ nial encounter to which some artistic expressions

S . - . ; ‘e

Double consciousness™ was coined by W. E.B. DuBc  [1903] 1986) to express the two-ness
experienced by African Americans who v ¢ (arc)y oppressed by ¢ hite (western) world. Revill (1998,
199) has summarized the concept as 1 identity formed simultancously from ethnic roots and Western
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clements of Maritime Mi'kmaw alture and that of N foundland. While there is no
doubt that many clements ¢ tl same or similar throughout Mi“kma’ki, this approach
denices the possibility that there ¢ distinct elements FNewfound 1d Mi'kmaw
culture (as well as distinet elements of other arcas and locales within Mi“kma’ki). Since
there are dialects of the Mi'kmaw language, there is - son to think that there would also
be other variations in tradition and culture. One possil : example may be the extent to
which porcupine quillwork, a ¢ 1 often considered t litional to the Mikmagq as both
decorative and symbolic art, would have been practised in Newfoundland. The Tack of
porcupines on the island would — ve necessitated imp - ting quills it rder to create
quillwork in the Newfoundland context. This may explain why few examples exist here.
Similarly, while baskets were g crally woven of ash splints in the Maritimes. in the
Newfoundland context they were commonly made of spruce root (Anger 1988, 24). With
such locally-based differences emerging in language and material cu e, it is reasonable
to at least be open to the notion that local difterences in music and instrumentation might
have existed.

Particularly interesting in these descriptions of musical instruments is the
prominence of birch bark, which is highly valued in Mi'kmaw culture and used in a
varicty of applications. including canoc building and  dicine. Birch bark is
light-weight. readily-available. and casily portable, all of which wou  make itan
excellent material for constructi 1 asical instruments that could travel with the people

B

while “on the country.™ Anger, however, suggests that “Newfoundland Micmacs also
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boundaries in a globalized world (Appadurai 1996). C  nmunity, a widely used term,

presumes a population group whose cc Hosition is relatively stable —

according to a wide range of sociologi  variables - and whose

involvement in n  sic takes the form ol ongoing exploration of onc

or more musical idioms said to be rooted within a gec  aphically specific

historical I tage. (Straw 1991, 373)
The notion of community is bound up with assumptions for continuity, a shared history,
and some shared experiences among people who live in proximity t¢ - ne another and
move within many of the same spaces. regardless of ethnic or racial diversity. These
assumptions associated with the :rm. then, suggest that such geographically-bounded
concepts of group require revision. In an attempt to move beyond such notions, scholars
have turned to approaches that emphasize connections between individuals and groups in
an cffort to elucidate their “multiple interactive worlds™ (Noyes 2003.18). Relation-based
approaches like network theory. pathways. and scenes. then, shift the focus from that of
collectivity to connectivity. Suck  proaches may allow one to investigate a practice such
as powwow separate from its ethnic group associations. '™

Noyes (2003) has studic  the intersections of 1 - concepts of community and

networks. noting that while studies of culture are often bounded by locales for the
purposes of grant appl”  tions, much can be accompli  ad with a nctwork or other
approach in which relations udied across boundaries. When one is studying

powwow as cultural expression., such an approach becomes necessary. sinee at the centre

8 . . .
" It must be duly noted that even the ethnic origins of wow are contested and varied (see
Clyde Ellis 2003).
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audio recordings, video  ordings, and documented events via still photography.
Analysis of this audio-visual material 1s key to answerii  the questions sct forth in this
dissertation. Analysis of powwow e¢xcerpts (includit - spoken text and musical
performance) identify the ways in which tradition is spc :nabout, as well as the way in
which it is performed, in a partict .r music scene. Analysis of recordings from both case
studies allows me to consider the sonic results of encounter between Mi'kmaq and other
First Nations, as well as the way in which these music scenes assert or contradict notions

of powwow as an expression of e nicity.

2.7 dAnalysis and Interpretati

In searching for an interpretive lens with which to make sense of the data
collected through this research, I turn to the imagery of ¢ double-curve motif, a
geometric design in which two mirrored segments connect, intersect, or overlap in the
middle. the point at which they 2. As has been noted. the inte | etation of this image
has focussed on two ways of knowing, two simultancous realities. This metaphor is
particularly evocative in the present study: the two case studies at the heart of this
dissertation which are distit - iished along the lines of  tus embody two ways of
knowing, two ways of being Mi'kmaq in Newfoundland. The interse  on of the two
parts of this design, however, also promotes an understanding that wl ¢ these two ways
of knowing exist separately, they are connected. Indec  the double-curve motit itself’

could be seen as a continuum, its  1ds being polarities and the centre  xing a space of
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differences between being legally registered (having status) and having membership on a
band list - the two are not synony Hus. Further, it has indicated the distinet political
situation of Newfoundland Abori; als given the fact 1 Newfoundland did not join
Canada until 1949 and at that time the Indian Act was not included in the Terms of Union
(J. Wetzel 1999, 1995). The ways 1 which the present-day configurations of status and
non-status, band-member and non-member impact access to resources become significant
for music-making, other cultural expressions, and the transmission of indigenous
knowledge. As was demonstrated. this political situation complicates notions of identity.
of what it is to have Mi'kmaw id« ity in legal or organizational terms and what it is to
have Mi'kmaw identity in cultural terms.

The first section of this dissertation focusses on a study of status Mi'kmag in the
province, located in Miawpukek. Chapter Three provides contextual historical and socio-
cultural information, traces the early beginnings of the  wwow tradition in Miawpukek,
and outlines the carly interaction between Miawpukek and Elsipoglog. New Brunswick.
This chapter also addresses the way in which powwow has  :ome p  of the curriculum
in the band-run school. This historical background sets e ige for description of the
establishment of a community drum group and the annual powwow in Miawpukek in
Chapter Four. Comparison with the powwow in Elsipc  og, NB (asv | as Eskasoni,
NS) illuminates regional and local elements in the  wwow structure, as well as the way
in which speech acts such as the invocation that opens the powwow are demonstrative of

specific local histories of encounter. Chapter Five furt  demonstrates strategies of







strategics for the localization of powwow. How this localiza n plays out in the two case
studies differs in important ways. Thus, this study of lo  ization will elaborate on
urban—rural issues, the status-non- tus divide and notions of community and scene. In
conclusion, | consider the ways in which performance may — 2rnately  ssert and

con lict the notion of powwow . an expression of et ic identity.










need for a study of land use and occupancy by Mi'kmagq in the provin -~ of
Newfoundland became necessary » support their appli — ion for registration under the
Indian Act and to establish a reserve in Miawpukek. Et — >grapher De Jackson began
rescarch in the community in 1976 and lived there until 1981, The results of his rescarch,
now published as ‘On the Counnry': The Micmac of Newfoundland (1993) were
significant both for the political and cultural goals of the Mi'kmaq in Newfoundland and
as a contribution to Mi’kmaw scholarship. which has largely focussed on Mi'kmaq in the
Maritimes and ignored possible regional variation between disparate Mi'kmaw
com unities throughout the Atl. ic provinces and northeastern United States. As his
study deals primarily with the Nev Hundland context, it is considerec — central text for
Miawpukek Mi'kmaq, and it spears that it is the preferred history in the school system.
with a class sct available in the Mi naq Resource Centre.

After an arduous fightand  iltiple submissions (and re-submissions) to the
Federal government for native rights, residents of Miawpukek gained status and were
rc - stered under the Indian Act in 1984. Progressive in its fight for s¢ - government,
Miawpukek took control of its school system and curriculum in 1986 and the following
year the community was designated a reserve. Much of the recent economice and cultural
vitalization experienced in Miawpukek can be attributed to the visior  d efforts of
Sagamaw Mi“sel Joe. First selected for the office of ch - Tin the carly 1980s, he was re-
elected to this position in 1994 and has served in this capacity ever since. Joe is a

traditional chief, a Keptin (Captain) of the Sante " Mav  “mii (Grand ¢ ancil), and the
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revitalization efforts.'® Free Spirit's recording MicMac (Mi ' Kmaqg) Songs was dedicated
to Tom Paul; the inscription reads: “Dedicated to the memory of Tom (Spotted Lagle)
Paul who returned the drum traditions to our Nations ai  to all our Mi'Kmaq clders for
keeping the traditions alive in the  hearts™ (1990).

In 1985, the Birch Creek Singers underwent a metamorphosis when Tom Paul of
Eskasoni, Nova Scotia, who had a great interest in intertribal songs' and powwow
repertoire, took over the responsi ity for teaching anc ading songs. Thus, the
repertoire of Birch Creek Singers expanded from traditional Wabcenaki songs originally
learned under George Paul (Red  ink, New Brunswicl .0 encompass the high-pitched
powwow songs from the west (C - nk et al. 1988, 78: FvR, "Connecticut River

gan attending and drumming at

o

Powwow,™ August 1986, p. 2-3). While the group be
powwows outside of Mi'kma’ki. 1 the Maritimes they had largely div nmed “at
gatherit 5, summer games, school events and private homes™ (ibid., p. 2). At the first
powwows they attended. Birch ¢ ek Singers tended to sing only for intertribal dances.
as they had not yet learned songs for competition dances, such as Fancy Shawl or Jingle
Dress (FvR, "Wikwe  :kong Powwow.” August ) .

While there are accounts of Mi'kmaw gatherings throughout the twenticeth

century, my consultants indicate  that the first powwow was organized and held in

10 . - - . . |
I'here is even a group devoted to Tom Paul on the popular social netwe  ng website Facebook.

“In memory of Spotted E- 2 (Tom Paul)” had 249 members as of 20 January 2008.

" . .
Intertribal songs are those at a powwow which can  Janced by everyone present, whether they
are wearing regalia or not, They are songs that are shared between Nations.
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drum. So whenever we are singing the singing comes from the heart.
When the drum was  ven to us we were Hld how to take care of it.
Instructions w- given to us. We were 1 4 how to use it. Most of all we
were told to give it a lot of respect, as we would our grandparents. (FvR
87/21 & 87/21B, p. 2)

Interest in the drum gener |y and who can make a drum more specitically was
evident among the students in the adult education class. In responding to such questions,
Henry Augustine emiphasized a* ace for learning through oral means and experience,
rather than the written word. Henry, who made his firsi rum in the carly 1980s,
instructed on the prohibition on drugs and alcohol while around the drum and the need to
be committed to the drum and what it stands for. He also pointed to gender roles and the
tact that women who are menstrr— ing or “on their ime™ may be powerful enough to
harm the drum (FvR 87/21  87/21B, p. 8). Garland A :ustine then spoke about care for
the drum. comparing the drum to a heartbeat (F'vR 87/21 & 87/21B, p. 9).

Notable is the fact that these carly practitioners  ad instructors acknowledged that
the powwow drum was not part of Mikmaw traditional culture. Comments from various
presenters point out the newness of this tradition. For exan le, Tom Paul stated that
Elders used different pereussion instruments such as stick beaters and rattles when they
sai - (ibid., 3). George Paul spoke more extensively on the big drum, saying:

And there are big drums like this one here that are mostly used out West.
Over here in the Eastern part. North-ca  rn part of Canada along the
coast, among thc  icmac people, we didn™t ave such a drum as that. We

had birch bark hand drum. And on blo of wood that we used to use and
rattles. [...] Bute ything has char  :d in time. And our culture is





































The girls then concluded the presentation with “Apognmuinen,™” a so by Donna
Augustine (Mi’kmaw) and Morley Loon (Cree) that the Se’t A'newey Mi'kmaq Choir
rccorded on Miawpukek ~100).% In the cultural works — » presentation, t - song was
accompanied by asii "2 drum, while one of the presenters demonst — ad the sign
language that accompanies these  :ts. This song combi s vocables and Mi'kmaw

language in the following form:

AAAB | AAAB AAAB B (coda)

vocables | text vocables vocables

As the repetition indicates. the verse (AAAB) is essentii y sung three times in this
performance. The accompaniment heard on the Aliavepukek (2000) recording 1s much
more diverse and lush, with rattles. more active percussion, Native American flute. and
synthesizer. However, given the limited performance forees for this presentation, such

instrumentation was not possible.

49 . . .
From the root meaning to help or to assist.

SO pa e ’ - . ..
“Thissor s also catled “Yo Ya tle Yay,™ as recorded by Donna Augustine on Ancestral Fire
(2002).





























































Also heard is the Native American flute and a Brazz  n  n stick. Instrumentation

changes between the verse and che s of this song. as shown in Table 3.3.

Table 3.3. Instrumenta  n for “Song of th™as perfor  : by
Se’t A'newey Llementary Drun nd Dancers

Intro Chorus Vi Chorus V2 Chon V3 Chorus Coda

group solo aroup solo group solo group group
piano piano piano piano piano piano piano piano piano
flute drum flute drum fTute drum flute flute
drum drum drum drum drum
rattles rat s roles rattles rain stick

These changes in instrumentation also create a char  in texture and dynamics, which
allows for the young female solo voices to be heard over the accompaniment. Interesting
is the use of the rain stick in this work. It is used only once at the very end of the coda.
signalling the end of the song in  similar way asa 1 tremolo might. The Brazilian
rain stick is a percussion instrument that is oftenu in the Se’t A'newey classroom. It
would scem that the borrowing of it ruments from other cultures is more appropriate to
contemporary songs. such as this one. than songs r 1to as traditional Mi'kmaw
songs. As the rain stick reereates the sound of rain. - re  es to the lyries of the song
which refer to various elements in naturc. such as1 - mountains, trees. and sky. Thus. the
rain stick functions in much the same way that the Native American flute does in this
picce. to imitate the sound of birds (loon calls and  acrs). Both are musical imitations of

the sounds i nature.





































































gender (Sugarman 1989, 206). While the preceding  scription suggests simultancous
and conflicting notions of gender roles surrounding = w  Hw inthislo  context, gender
restrictions are re-emphasized when considering the  I-male Sipu’ji’j Drummers and

annual community powwows held in Mi'kma’ki. di us 1 in the next chapter.
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reminiscent of the dance clothit - worn only in the wi r months of the late 1800s™
(2002, 51). It is this style of reg. a that serves as e Hlate for the dress of Northern
Traditional dancer Paul Pike.

Over the past seven years, | have developed a Hse relations  y with Paul Pike.
who has provided guidance and served as a source of  ormation and encouragement
countless times. I have been honoured to help him prepare and dress in his regalia at the
2004 and 2005 Miawpukek powwows, and also p o1 “spot checks™ throughout the
day. Pike. a non-status Mi'kmaw from Corner Brook. Newfoundland who now resides in
Alaska, was given permission to dance in Norther  Fraditional style by the Lafever
family (Northern Cheyenne). Due to the fact that  is non-status. he has two sets of
regalia, one for cach of his homes. This is necessary b ause he cann travel with cagle
feathers, as a non-status person. The base of his regalia (leggings. ve  ribbon shirt,
cufls, moccasins, breastplate, shield, and other related items) is common to both sets:
however, he has two of cach element of regalia th  ine ides feathers (such as his bustle

and roach pin).
















































































































































































































the language, if only through singing. The use of indigenous language, even if one is not
fluent in the language or if the language is incomprehensible to the audience (and even
members), is perceived to be an important marker of cultural identity. These are personal
pursuits that form part of the journey that follows the discovery of heritage after it has
been hidden.

However, it is also a means of negotiating entry into a Mi’kmaw community
when individuals with Mi’kmaw heritage do not have status or other formal means for
recognizing their identities. As Krouse (1999) notes,

Knowledge of and proficiency in the culture is also an identifying factor
of Indian people. Mastery of tribal language, participation in ritual
activities, and adherence to traditional values all strengthen community
membership. In urban areas, cultural competence is often more difficult to
demonstrate, particularly when cultural practices are linked to the
presence of a tribal reservation community. Urban Indians who wish to
maintain ties to their nations may find themselves cultural commuters,
returning to home communities for ceremonies and socials. (Krouse 1999,
78)
While members of the Friendship Centre Drum Group are not returning to their home
communities to participate in such events, such as powwow, they do travel to other areas
of the province (particularly the Miawpukek reserve) to engage with them. In this
context, the ability to speak Mi’kmaq or to sing Mi’kmaw songs would help to secure
one’s relationship with that community (even if one is not a member of that community).
In short, cultural competence is a marker of identity where other markers, such as

physical features, kinship, status, or residence on a reserve do not exist.

While the interpretive lens of “scene™ could be employed here to account for the
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community membership.
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