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How the Study Guide works 
 
The Study guide gives you information 
about the project and outlines some 
background information. Additionally, 
you will find a lot of questions for you to 
think about. Moreover, the Study Guide 
suggests some activities that you can 
undertake and perform with your 
friends and classmates. 

Legend of Symbols 

The following symbols are used for the 
various sections: 
 
 
Lots of questions to think about 
 

 

 

 
Your imagination is asked 
 
 
 
 
 
Be active! 
 
 
 
 
Interviews with the artists 
 
 
 
 
Very important! 

Imagine 

Interview 

Activity 

? 

! 
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The Project 

About Soundstreams 

Founded by renowned oboist Lawrence 
Cherney in 1982, Soundstreams has 
presented hundreds of unique and 
compelling concerts, from intimate 
chamber music events to multi-choral 
spectaculars, operas, music-theatre 
works and 8 highly successful 
international festivals.   
 
Each Soundstreams season is comprised 
of 7 or more music events presented 
primarily in Toronto. The programming, 
curated by Artistic Director Lawrence 
Cherney, focuses on music by living 
composers, often with a special 
emphasis on Canadian composers. 
Soundstreams regularly commissions 
new works from both Canadian and 
international composers for world 
premiere, adding an average of 2 works 
to the global repertoire every year since 
1982. Concerts are often recorded for 
broadcast by CBC Radio Two and the 
European Broadcasting Union, 
preserving the musical legacy 
Soundstreams upholds. 
 
 
 

About the Work 

The Journey 
 
Presentations: February 11, 15, 16, 2008 
At The Jane Mallett Theatre,  
St. Lawrence Centre for the Arts 
 
Melissa Hui, Composer 
Tomson Highway, Librettist 

A new music drama for three              
Soloists: Soprano, Tenor, Narrator,                    
Choir and Instrumental Ensemble   
                       
Instrumentation: flute, oboe, clarinet 
(or trumpet), percussion, violin, viola, 
cello, double bass 
 
Michael Greyeyes,  
stage director and choreographer 
Lydia Adams,  
music director (Elmer Iseler Singers) 
Paul Mathiesen, lighting design 
Teresa Przybylski, designer 
 
Choir: The Elmer Iseler Singers 

 

The Story  

Weesageechak and Misigoo bemoan 
the departure of the living to the land 
of the dead. They journey long and far 
to the river, which separates them 
from the magic island where the 
Spirits of the dead dwell. The Four 
Spirit Men take them to the magic 
island, where The Spirits of the dead 
dance every night by the light of the 
moon, held up by Atheegis the Frog.   
Weesageechak kills the Frog and 
swallows the moon. The Spirits of the 
dead can no longer dance - 
Weesageechak captures them in a 
basket and sets out to return to the 
land of the living. But the Spirits of the 
dead are restless, and on the long 
journey back, one by one they escape 
from the basket. Weesageechak never 
again attempts to bring back the 
Spirits of the dead.  
 
 
 

The Cree word 
for Journey is 
Pimooteewin! 

http://www.soundstreams.ca/lawrence.htm
http://www.soundstreams.ca/lawrence.htm
http://www.soundstreams.ca/lawrence.htm
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The Librettist 

 
 
 
 
 
 
 
 
 
 
 
 
 
 

Tomson Highway is a Cree playwright, 
ƴƻǾŜƭƛǎǘΣ ŀƴŘ ŎƘƛƭŘǊŜƴΩǎ ŀuthor. 
 
Tomson Highway was born in a tent 
near Maria Lake, Manitoba in 1951. He 
was the 11th of 12 children born to Joe 
and Pelagie Philomene Highway. His 
father, Joe, was an accomplished 
hunter, fisherman and sled-dog racer. 
His family lived a nomadic lifestyle and 
his first language was Cree. His parents, 
with no access to books, TV or radio, 
would tell their children stories, and 
Tomson fell in love with the oral 
tradition of storytelling. 
 
Mr. Highway is a registered member of 
the Barren Lands Indian Reserve, which 
is located in the extreme northwest 
corner of Manitoba where it meets 
Nunavut, the Northwest Territories, and 
Saskatchewan.  
 
Having studied music and English 
literature at the Universities of 
Manitoba (Winnipeg) and Western 
Ontario (London), as well as in England, 
he earned his Bachelor of Music 
Honours (Piano Performance major) and 

the equivalent of a Bachelor of Arts 
(English major). 
 
For seven years, he immersed himself in 
the field of Native social work, working 
with children (and parents) from broken 
families, with inmates in prisons, with 
other Native social workers and 
activists, with Native visual artists, 
writers, healers, Elders, and others.  
 
After many years working in the 
Toronto theatre industry, he achieved 
national and international recognition in 
1986 with his play The Rez Sisters. This 
was followed in 1989 by the play Dry 
lips oughta move to Kapuskasing, which 
won numerous awards.  
 
From 1986 to 1992, he was Artistic 
Director of Native Earth Performing 
!ǊǘǎΣ ¢ƻǊƻƴǘƻΩǎ ƻƴƭȅ όŀǘ ǘƘŜ ǘƛƳŜύ 
professional Native theatre company. 
 
Tomson Highway has written three 
chilŘǊŜƴΩǎ ōƻƻƪǎ: Caribou Song (2001), 
Dragon fly kites (2002), and Fox on the 
ice (2003). All are written bilingually in 
Cree and English.  
 
Among the many awards he has won 
are the Toronto Arts Award, the 
National Aboriginal Achievement Award 
(2001) and the Order of Canada (1994). 
He was the first Native Canadian to 
achieve the Order of Canada. 
Mr. Highway holds honorary doctorates 
from six Canadian universities and two 
similar honours from The Royal 
Conservatory of Music in Toronto and 
The National Theatre School in 
Montreal. He has taught Aboriginal 
Mythology at the University of 
¢ƻǊƻƴǘƻΩǎ University College. 
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The Composer 

 

 
Melissa Hui was born in Hong Kong and 
raised in Vancouver.  
 
She received her doctorate from Yale 
¦ƴƛǾŜǊǎƛǘȅ ŀƴŘ ƘŜǊ aŀǎǘŜǊΩǎ ŘŜƎǊŜŜ ŦǊƻƳ 
the California Institute of the Arts.  
Her mentors include Jacob Druckman, 
Earl Kim and Mel Powell.  
 
Initially inspired by the haunting music 
of the African pygmies and Japanese 
gagaku court orchestra, she strives to 
create a personal music of ethereal 
beauty, intimate lyricism, and raucous 
violence.  
 
Her commissions include works for the 
Oregon Symphony, National Arts Centre 
Orchestra, Vancouver Symphony 
Orchestra, Winnipeg Symphony 
Orchestra, Kronos Quartet and St. 
Lawrence String Quartet.  
 
She composed for Ensembles in New 
York and Switzerland, for Société de 
Musique Contemporaine du Québec 
and the Nouvel Ensemble Moderne 
(Montréal), and a soundtrack for the 
Oscar-nominated documentary, Sunrise 
Over Tiananmen Square.  
 

Her works have been performed 
throughout North America, Europe, 
Australia, and Asia, including 
performances by the American 
Composers Orchestra at Carnegie Hall, 
San Francisco Contemporary Music 
Players, Esprit Orchestra (Toronto), 
Taiwan Symphony Orchestra, and at 
Festivals in Holland, France, Mexico, 
Italy, and Japan. 
 
She is a founding member of the 
Common Sense Composers Collective. 
Her compositions have been released 
on CRI, UMMUS, Santa Fe New Music, 
Nisapa and Centredisc, which released a 
CD of her solo and chamber works in 
2006.  
 
Current projects include commissioned 
works for a flute solo, a work for pipa 
and string quartet, and The Journey.  
 
She is the recipient of a Guggenheim 
fellowship (1997) and a Fromm 
Foundation commission (2000) as well 
as numerous grants and awards that 
include the Grand Prize of both the CBC 
and du Maurier/WSO Young Composers 
Competitions in Canada and finalist at 
the International Gaudeamus 
competition in Amsterdam.  
 
She was a member of the composition 
faculty at Stanford University from 
1994ς2004 and lives now in Montreal. 
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The Director and Choreographer 

 
 
 
 
 
 
 
 
 
 
 
 

Michael Greyeyes is a dancer, actor, 
choreographer and professor.  
 
Michael Greyeyes is Cree, from the 
Muskeg Lake First Nation in 
Saskatchewan, Canada.  
He began dancing at the age of six in the 
city of Saskatoon, studying tap, jazz, and 
ballet. Excelling in ballet, he was 
accepted in 1977 to The National Ballet 
School (NBS) in Toronto. 
 
After his graduation he was a member 
of the National Ballet of Canada. While 
dancing in Toronto, he appeared in 
numerous classical works, such as Swan 
Lake, Giselle, and Sleeping Beauty, as 
well as a number of modern works.  
 
After leaving the National Ballet he was 
a soloist in the dance company of Eliot 
Feld, the acclaimed New York-based 
choreographer.  
 
Since retiring from dance in 1994, 
Michael has continued to work on stage 
as an actor, choreographer and teacher. 
Some of this work was seen in He Who 
Dreams: Michael Greyeyes On The 
Powwow Trail, a one-hour documentary 

shown on the Canadian Broadcasting 
Corporation for a national audience. 
 
As an actor he is best known for his 
work in films such as: Skinwalkers, 
Dance Me Outside, Sunshine State, 
Smoke Signals, and Big Bear. 
In 1996, Michael Greyeyes starred in the 
TNT Original Films production of Crazy 
Horse in the title role, for which he 
garnered much critical acclaim.  
 
Mr. Greyeyes performed on stage in a 
number of different plays, including two 
ǇǊƻŘǳŎǘƛƻƴǎ ƻŦ ¢ƻƳǎƻƴ IƛƎƘǿŀȅΩǎ The 
Rez Sisters. 

In 1996, at the invitation of 
Soundstreams, Mr. Greyeyes was asked 
to re-stage a dance theatre piece for 
children. He collaborated with the 
composer Louis Applebaum and writer 
Floyd Favel to create Buffalo Jump, a 
love story based on a traditional Siksika 
myth.  

Recently, Mr. Greyeyes wrote and 
choreographed a film for Bravo!  
Television entitled, Triptych, which 
explores the fall-out from /ŀƴŀŘŀΩǎ 
Indian residential school system  
through the eyes of a homeless man on 
the streets of Toronto.  He also co-
choreographed a duet with Santee 
Smith, entitled The Threshing Floor, 
which will tour to various  
Canadian cities in 2008 and is 
programmed at the bi-annual  Canada 
Dance Festival that summer.  

Mr. Greyeyes is currently an Assistant 
Professor, Department of Theatre at 
York University where he teaches the 

http://www.muskeglake.com/
http://www.michael-greyeyes.com/html/powwowindex.htm
http://www.michael-greyeyes.com/html/powwowindex.htm
http://www.michael-greyeyes.com/html/powwowindex.htm
http://www.michael-greyeyes.com/html/powwowindex.htm
http://www.pbs.org/wgbh/mystery/programs/skinwalkers/index.html
http://www.sonypictures.com/classics/sunshinestate/main.html
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graduate movement classes. Further, he 
is the Fine Arts Faculty Representative 
for the Aboriginal Education Council, 
and created the first dance-training 
program for actors at the Centre for 
Indigenous Theatre. 

 

An Interview with the Artistic 
Director Lawrence Cherney 

 
Q: Could you please tell us about 
your vision for Soundstreams? 
What is the position of new 
music in Canadian Culture? 
 

A: The most important aspect is that we 
present music by living composers. This 
would apply also to Pop stars, but the 
difference is that most pop singers write 
their own songs. However in the music 
that we promote the composer and the 
performer are not usually the same 
person, so the composer is not seen on 
stage. Furthermore, the music requires 
good listening skills and it asks that the 
audiences listen carefully. 
 
It is a music that has its own place. I 
ŘƻƴΩǘ ǿŀƴǘ ǘƻ ǎǇŜŀƪ ŀōƻǳǘ ƘƛŜǊŀǊŎƘƛŜǎ 
among different kinds of music. Every 
type of music - Pop, Jazz, World music 
or concert music - has its own place. 
New concert music has many influences 
from the past and present, Western and 
Non-Western. So, categorizing has 

become more difficult. We try to open 
doors with our music! 
 

Q: How did the idea come up to 
create/commission a Cree music 
drama? 

 
A: I have always been very interested in 
aboriginal culture: the rich spiritual life, 
the wonderful traditions. The culture 
explores how we relate to each other 
and to nature. It is a very respectful 
culture. The mythology has a rich 
symbolism. 
 
Of course, our project did not have to 
be Cree. I knew Tomson Highway and he 
told me about the beautiful sound of 
the Cree language and that it was a 
wonderful language to set to music 
because the sounds are not rigid, but 
very flexible.  
 

Q: What does the project The 
Journey signify for you? 

 
A: Aboriginal peoples were the first to 
live in Canada. Their culture was almost 
destroyed. It is important to recognize 
that they contributed something special 
to Canada, and to know what that 
contribution is. That is our message. We 
ŘƻƴΩǘ Řƻ it out of a sense of charity. We 
look at it from an artistǎΩ perspective. 
Our project is about aboriginal 
mythology because it is potential 
inspiration for great art. 
 

Q: How do you choose the artists 
for a project? 

 

Interview 
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A: We present many different projects. I 
choose the artists that are most suitable 
for a specific project according to the 
nature of the piece. Especially for 
narrators, vocalists, soloists and choirs 
the choice is crucial. 
 

Q: Why did you choose Melissa 
Hui to compose the opera? 

 
A: Melissa Hui and Tomson Highway 
met at a Soundstreams conference in 
2003. Hui and Highway intensely 
discussed the subject of cross-
collaboration. So, I had the idea to 
propose that they do a project together. 
 

Q: What is the position of Native 
Canadian Art in Canadian 
Culture? 
 

A: I would like to be careful with 
categorization. I can only repeat that 
there is no hierarchy among different 
kinds of art. There was a long time when 
aboriginal people were not respected by 
the European settlers. We assumed that 
it was their job to assimilate.  Every type 
of art and culture has its own significant 
place. We would like to help others to 
appreciate cultures different from their 
own. 
 

Q: Is there a political message in 
presenting a Cree new music 
drama? 

 
A: I hope not. It is a legend of death. 
There are always those who will look for 
and find a political message in works of 
art, but it is not our primary intention. 
 

Q: In The Journey the Cree 
mythology is combined with the 
art form of the new music 
theatre. What do you intend by 
combining different cultural 
subjects and art forms? 

 
A: I see The Journey as a music drama, a 
story that is set to music with 
movement. 
 
It is a collaborative, cross-cultural 
project. Works are more interesting 
when different cultures learn from each 
other. Music has a unique ability to 
touch us and to combine different 
ŎǳƭǘǳǊŜǎΦ L ŘƻƴΩǘ ƭƛƪŜ the word fusion. 
For me, fusion implies a loss of identity 
of different elements when they are 
merged together. On the contrary, we 
are interested in collaboration. It means 
that different elements are combined to 
create something new without giving up 
their own identity. A sense of the 
individual elements that make up the 
new creation still remains. In other 
words, I would call our projects 
άƳŜŜǘƛƴƎ ǇƭŀŎŜǎέΣ ŀƴŘ ƴƻǘ άƳŜƭǘƛƴƎ 
ǇƻǘǎέΦ /ǳƭǘǳǊŜǎ encounter each other 
and enter into a dialogue, thereby 
creating new relationships. 
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Cree Culture 

Approaching Native Culture 

At the last Canadian census in 2001, 
over 1.3 million people reported having 
at least some Aboriginal ancestry, 
representing 4.4 % of the total 
population.  
 
The cultural areas of aboriginal peoples 
are divided in Arctic, Subarctic, 
Northeast, Great Plains, Plateau and 
North West Coast. 
 
 

Understanding the terms 
 
You will find different terms for Native 
Canadians: 
Native peoples 
Aboriginal peoples 
Indigenous peoples 
 
Among Native Canadians are: 
First Nations 
Inuit 
Métis 
 

 
The word Inuit refers to the native 
people of the Arctic who live in 
Nunavut, Northwest Territories, 
Northern Quebec and Northern 
[ŀōǊŀŘƻǊΦ ¢ƘŜ ǿƻǊŘ ƳŜŀƴǎ άǇŜƻǇƭŜέ ƛƴ 
the Inuit language Inuktitut. The 
singular of Inuit is Inuk. 
 
Métis live in every region in Canada 
having mixed Native and European 
ancestry. 
 

First Nations live in the Subarctic, 
Northeast, Great Plains, Plateau and 
North West Coast. The more than 50 
First Nations in these parts of Canada 
have some cultural similarities. 
Nevertheless they are different from 
one another - and very different from 
Inuit, whose culture was shaped by the 
northern environment.  
 
Some of the First Nations are: Cree, 
Ojibwa, the Algonquin, Montagnais, 
Naskapi, Malecite, Micmac, Beothuk. 
You will find different spellings, e.g. 
Algonquin or Algonkin. 
 
In our Study guide we will focus on one 
group of First Nations, the Cree. 

 

What is our focus? 
 
Native peoples Ą First Nations Ą Cree 
 

There are many Cree First Nations that 
are located in different areas. In 1999 
there were roughly 140 Cree or mixed 
Cree reserves located in Alberta, 
Manitoba, the Northwest Territories, 
Ontario, Quebec, and Saskatchewan. 
The estimated number of Cree in North 
America is 60.000. 

Some of the Cree First Nations are 
In Alberta:  

¶ Little Red River Cree Nation 

¶ Bigstone Cree Nation 

¶ Samson Cree Nation 

¶ Woodland Cree First Nation 
In Manitoba: 

¶ Tataskweyak (Split Lake) First 

! 
 

! 
 

http://lrrcn.ab.ca/
http://www.bigstonecree.com/
http://www.samsoncreenation.com/
http://www.woodlandcree.com/index.htm
http://tataskweyak.mb.ca/
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Nation 

¶ York Factory First Nation 

¶ Norway House Cree Nation 

¶ Peguis First Nation 

¶ Opaskwayak Cree Nation 
In Ontario: 

¶ Chapleau Cree First Nation 

¶ Moose Cree First Nation 
In Québec: 

¶ Waswanipi Cree First Nation  

¶ Cree Nation of Mistissini  

¶ Ouje-Bougoumou Cree Nation 

¶ Cree Nation of Wemindji 
In Saskatchewan: 

¶ Muskeg Lake Cree Nation 

¶ Lucky Man Cree Nation 

Native Languages 

The variety of languages in North 
America is very complex. It is hard to 
determine the exact number of spoken 
Native languages. There are 
approximately 51 in Canada that fall 
into 11 separate families. The language 
families are independent from one 
another. The Cree language is one out 
of 10 languages of the Algonquian 
language family. 
 
Furthermore, many of the Native 
languages of Canada are spoken in 
several dialects, particularly when the 
language is distributed over a large 
area. Thus, Cree language is spoken in 6 
recognized dialectal variants in dozens 
of communities and reserves from the 
Rockies well into Québec.  
 
The following map shows the 
Dialect groups of the Cree language 
 

 
 
Source: http://www.answers.com/topic/creemap-png 

 
 
Normally, the Cree language is written 
in these symbols. In the libretto the 
sound of the language is written in the 
English style of lettering using the Latin 
alphabet. 
 
Cree language symbols 

 
Source : 
http://www.creeculture.ca/images/content/syllabics.
gif 

 

http://york_factory_fn_304.tripod.com/YorkFactoryFN.html
http://www.nhcn.ca/
http://www.peguis.ca/
http://www.opaskwayak.mb.ca/
http://www.geocities.com/Athens/Aegean/3432/
http://www.moosecree.com/
http://www.waswanipi.com/
http://www.nation.mistissini.qc.ca/
http://www.ouje.ca/
http://www.wemindji-nation.qc.ca/
http://www.muskeglake.com/
http://www.luckyman.ca/
http://thecanadianencyclopedia.com/index.cfm?PgNm=TCE&Params=A1ARTA0002005
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Cree Mythology 

Mythology comprises stories that 
transport knowledge, values or beliefs 
of a cultural group. Thus, it determines 
the culture itself. Native mythology 
embraces mythological stories about 
the origin of the cosmos and the world, 
many stories about the Trickster and 
those that are related to rituals and 
ceremonies for special purposes e.g. 
birth, medicine or seasonal ceremonies. 

The Character of the Trickster 

The Trickster is a central character in 
Native North American mythology. 
Different peoples have differing names 
for it: such as Weesageechak in Cree, 
Nanabush in Ojibwa, Raven on the West 
coast, Coyote on the plains (and other 
places). The character resembles a 
clown. Such a character exists as well in 
many other cultures on every continent. 
On the one hand, the Trickster has a 
divine role having the power to create 
many aspects of the world. He can 
mediate between the human world and 
the divine. And he has the ability to 
change his physical appearance. So, he 
can look like a human being, like an 
animal or a plant. 
 
On the other hand, he has a very human 
character, trying to extend the 
limitations of human existence. He 
expresses human desires. And he 
operates in the human world. He can 
act both in a positive or a negative way. 
Very often he violates the rules and 
serves as a bad example. Storytellers 
can thereby teach morality or entertain 
their audience. That means the stories 
about the Trickster have an important 
social function. 

 
Tomson Highway concludes as follows: 
ά²Ƙŀǘ ƘŜ ƛǎΣ ŀōƻǾŜ ŀƭƭ ŜƭǎŜΣ ƘƻǿŜǾŜǊΣ ƛǎ 
ŀ ŎƭƻǿƴΣ ǘƘŜ ǿƻǊƭŘΩǎ Ƴƻǎǘ ƘȅǎǘŜǊƛŎŀƭΣ 
most ridiculous, given to the people by 
the Great Spirit, so to speak, to teach us 
the pivotal lesson that the reason for 
existence on the planet is not to suffer, 
not to wallow in guilt but to enjoy life, 
to take pleasure in the simple act of 
livƛƴƎΦέ 
 
 
 

What are the most important 
characteristics of the Trickster?  

 
 
 
 
 

What does your Trickster look like? 
Paint it using your imagination. 
Present and explain your image to the 
class. 

The Concept of the Spirits 

Spirit powers are believed to exist in 
every living thing including every animal 
and plant. Also the Trickster is a spirit 
power. In dance ceremonies the 
dancers become the spirits themselves. 
 
¢ƻƳǎƻƴ IƛƎƘǿŀȅ ǿǊƛǘŜǎΥ άtǊƻōŀōƭȅ ǘƘŜ 
feature that most distinguishes the 
languages of aboriginal North America 
from those of Europe is that, in Cree, for 
example, there is no gender so that, in a 
sensŜΣ ǿŜ ŀǊŜ ŀƭƭ ƘŜκǎƘŜΩǎΣ ŀǎ ŀǊŜ ǘǊŜŜǎ ς 
which, like people, have a 
living/breathing spirit, a soul ς as are 
cats, as is the sun and other astral 
ōƻŘƛŜǎΣ ŀǎ ƛǎ DƻŘΣ όΧύέ 

? 

Imagine 
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The belief in the Spirits shows the deep 
acknowledgement and respect that 
Native people feel for nature and their 
environment. 

The Land of the Dead 

The Native American peoples believe in 
the afterlife. There is no belief in good 
and evil like in Christian religion. 
 
Human beings are believed to have a 
soul that is able to exist without the 
physical world. The soul enters the body 
at birth and leaves it at death. After the 
death it will enter the land of the dead, 
where all souls live a carefree life. In 
some cases the souls can return to earth 
and haunt the habitations of men. 
 
The various Native peoples have 
different concepts about where the land 
of the dead is and how it is to be 
reached. Some believe that the Milky 
Way or the stars are the entrance to it. 
The Cree believe that there is a river 
that divides the land of the living from 
the land of the dead. 
 
There are many mythological stories in 
different cultures in which people want 
to return their loved ones to life, for 
example the Greek myth of Orpheus 
and Eurydice. 

Storytelling or Oral 
Literature 

A key element of the Native American 
culture is oral tradition ς through 
stories, songs, prayers and poems. 
Storytelling transmits the specific 
knowledge of the Native peoples from 
one generation to the next. The stories 
contain and transport the world view 

and define the identity of a people. 
Beyond the content, the skills of 
memorization and dramatic 
presentation are important and 
esteemed by the listeners. Some 
presentations move back and forth 
between spoken poetry and singing. 
 
Storytelling has a social function. It joins 
people as they come together and share 
the live experience. 
 
The structure of the stories often 
includes the elements: breaking of a 
rule or an existing order, consequence, 
and an occasional attempted escape 
from the consequence. 
 
 

What is the importance of storytelling?  
How does storytelling influence life?  
How does this way of communication 
characterize the society?  
Compare storytelling to our current 
ways of communication. 
Do we have storytelling in our society? 
Does someone in your family tell 
stories? 
Is there a danger in transmitting 
knowledge only by storytelling?  

 

 

 

An Interview with Tomson 
Highway 

Q: In your opinion, what is the 
position of Native Canadian Art/ 
especially Cree Art in the 
Canadian culture?  

 

? 

Interview 
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A: Native Canadian art is extremely 
important to Canada as it has some very 
unique things to say, especially about 
the relationship of a people (i.e. all 
Canadians, not just Native-Canadians) to 
a land, that the land, and by extension, 
nature as a whole, is not an enemy to 
be conquered but an ally to be lived 
with, a friend, a lover. And to 
understand such a concept implicitly, 
one would pretty well have to speak at 
least one Native language. Each 
language in the world functions 
differently, looks at the world 
differently, relates to it differently. 
Some [languages] work against it, 
others WITH it. 
 

Q: Please describe the  
importance of storytelling in the 
Cree culture. 
 

A: Storytelling is as important in Cree 
culture as it is in any culture the whole 
world over. It is of central importance. It 
is how we learn our lessons from the 
past about life and the world we live in, 
and it is how we pass our lessons on 
down to the next generation. It is how 
we heal the wounds we have 
experienced in our past. Storytelling is 
healing. Art is healing. That is the role of 
artists, of all disciplines, not just 
writers/storytellers - we heal, that is 
what we do, that is our role in life. 
 

Q: What are the most important 
values that are transferred from 
the Cree myth of The Journey? 

 
A: It has to do with death. You see, in 
monotheistic cultures [believing in one 
god] - i.e. Christianity, Islam, Judaism - 

one either goes to hell or to heaven 
when one dies. Heaven to hell, God to 
Satan is a straight line going up and 
ŘƻǿƴΣ ώΧϐ ƛƴ ǘƘƻǎŜ ŎǳƭǘǳǊŜǎΣ DƻŘ is male 
and male exclusively. When you die, 
that is to say, you either go up on that 
straight line. Or you go down. 
Pantheistic cultures ώDǊŜŜƪ άǇŀƴέҐ άŀƭƭέΣ 
άǘƘŞƻǎέҐ άƎƻŘέΤ ōŜƭƛŜǾƛƴƎ ƎƻŘ ǘƻ ōŜ 
everywhere] function according to a 
circle as opposed to a straight line. 
When you die in pantheistic cultures 
(e.g. North American Aboriginal 
cultures, not just Cree), you don't go to 
hell or to heaven. You simply go to 
another part on the great circle of life. 
So that, in that sense, the dead are still 
here with us, on this Earth, as a blade of 
grass, a tree on a leaf, a ray of sunshine. 
In those cultures, therefore, the Earth, 
the planet is a sacred space; the 
ancestors still walk this land. And so the 
argument goes. Very complex, very long 
story. Anyway, that's the lesson that is 
inherent in the story of The Journey. 
And that is what I find most important 
about it. 
 

Q: You have described to us the 
figure of the Trickster in Cree 
mythology. What is its role in the 
plot of the libretto? Which 
aspect of its broad character do 
you focus on? 

 
A: Every culture on Earth has a 
mythology. ώΧϐ  
In Christianity, in the Bible (the "book of 
sacred stories") a male God ώΧϐ sends an 
angel down from heaven who whispers 
into the ear of a virgin and she, as a 
result of this whisper, becomes 
pregnant. And gives birth. To the only 
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"super-hero" who exists within the 
universe of Christian mythology, namely 
Jesus Christ.  
 
Well, all mythologies the whole world 
over work in the same way. Except that, 
as I say, polytheistic cultures, because 
they have many gods (and many 
goddesses), they therefore have many 
superheroes, Hercules and Helen of 
Troy being just two we know of in Greek 
mythology, the final definition of a 
superhero being he (or she) who is born 
from the sexual union of a God and a 
human, so that the superhero, like Jesus 
or Hercules, is half God and half Man.  
 
Well, Native North Aboriginal cultures 
also have the same design. Except that 
because they are pantheistic in 
structure (as opposed to monotheistic 
or polytheistic), it is next to impossible 
to explain in English. We would have to 
switch to Cree. To make a very long and 
complex story simple, the Goddess, our 
Mother the Earth who created the 
universe and all within it, including 
ourselves, humans, also created 
superheroes of a kind in her sexual 
union with natural elements, i.e. 
creatures of nature, things of nature, 
the power of nature itself. And one of 
these superheroes is the Trickster, 
Weesageechak in Cree, Nanabush in 
Ojibway, Coyote on the plains, Raven on 
the West coast, Glooscap on the East, 
he/she goes by many names (because 
you see, among other things, there is no 
gender in the languages of Native North 
America; according to their structure, 
that is to say, we are all he/shes, as is 
God, one would think).  
 

Except that the Trickster, the Cree, 
Ojibway, Blackfoot, etc. superhero is a 
clown, a hysterically funny clown, 
representing a God (or rather Goddess; 
see what I mean, you can't really explain 
it in English; the English language itself 
is just not large enough to contain such 
concepts)...except that the Trickster is a 
superhero/clown who represents a 
Goddess who laughs, who has a sense of 
humour, and an outrageous one at that, 
a deity who laughs and laughs and 
laughs. And who gave us the Trickster, 
this cosmic clown (as he/she has been 
called) to teach us the fundamental 
lesson that the reason for existence on 
planet Earth is not to suffer, not to 
apologize for a crime we haven't 
committed, not to cry, not to weep, but 
to laugh, and to have a very good time. 
THAT's the reason for life. 
 

Q: What does the project The 
Journey signify for you? 

 
A: The central message I want to get 
across in and with The Journey is that 
death is NOT a traumatic end to a life 
but a beautiful, breath-taking 
continuation/translation on to another, 
and most magical, plane of existence.  
 

Q: In The Journey the Cree 
mythology is combined with the 
art form of the new music 
theatre. What do you think 
about the combination of 
different art forms? 

 
A: I find the melding of different art 
forms wonderful. I think it is fantastic. 
As a fully-trained classical pianist who 
now writes plays and novels for a living 
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and who speaks several languages 
fluently (and whose brother was a 
dancer/choreographer), I revel in it. 

Native Canadian Music 

bŀǘƛǾŜ ƭŀƴƎǳŀƎŜǎ ŘƻƴΩǘ ƘŀǾŜ ŀ ǿƻǊŘ ŦƻǊ 
music. This might be because music is 
experienced as a part of the daily life 
and the spiritual beliefs of Native 
people. This point of view contrasts to 
the European classical music that has 
various categories and terms for music. 
Native music, singing and dance are 
strongly related to each other and to a 
specific social context. Native music is 
predominantly vocal music with 
accompaniment by drums, rattles and 
flutes or whistles. The percussion 
instruments that are used are foot 
drums, bass drums, tomtoms, 
tambourines, rattles, raspers, and 
tinklers. The instruments are 
constructed from materials from the 
local environment such as seeds, tree 
parts, and parts of animals. Like living 
beings instruments are seen as animate 
objects and are therefore treated 
respectfully. 
 
In the following lyrics of a Cree song 
translated to English you can see how 
mythology, world view, ritual, dance, 
and singing are linked to each other. 
 
 

Round Dance Song 
 
the sky blesses me   
the earth blesses me 
 
up in the skies  
I cause to dance the spirits 
 

on the earth  
the people I cause to dance 
 
(excerpt from: Mandelbaum (1987): The Plains 
Cree, p.230) 

 
Songs are often short, but they may be 
repeated more often during a 
performance. Most songs have a single 
melody that is sung simultaneously by 
an individual or a group. Harmony or 
polyphony are not elements of Native 
music. Singing can alternate between a 
soloist and a choir. Women and men 
might have specific singing roles.  
 
Songs are passed on from one person to 
another like stories. 
 



Study Guide Pimooteewin  What is 
contemporary or new 
music? 

 

 17 

Canadian New Music 

What is contemporary or new 
music? 

With the term contemporary or new 
ƳǳǎƛŎ ǿŜ ŘƻƴΩǘ ƳŜŀƴ tƻǇΣ IƛǇ IƻǇ ƻǊ 
Rock music, which is of course music of 
our day as well. We mean music with a 
classical origin, but it is modern in terms 
of using the elements of classical music 
in a new way. This can lead to 
unconventional sounds. The classical 
music that we often listen to is written 
by composers that are already dead. In 
contrary, new music is primarily 
composed by living composers! 
 
Classical music has mainly European 
origins. Many classical composers from 
the 18th and 19th century were i.e. 
Italian, French, English, German or 
Russian. In the 20th century Canadian 
composers gained more importance. 
The CBC started commissioning works in 
the early 1940s. In 1974, the biennial 
CBC Radio National Competition for 
Young Composers was established. 
¢ƻŘŀȅ Ƴŀƴȅ ƻŦ /ŀƴŀŘŀΩǎ ōŜǎǘ-known 
composers have been awarded this 
prize.  
 
Since the 1940s the development of 
Canadian music constantly progressed. 
vǳŞōŜŎΩǎ contemporary music 
organization, La société de musique 
contemporaine, has existed since 1966. 
In the 1970s the new music activities 
increased. More organizations like the 
Vancouver New Music Society were 
established. 
 

For 25 years since 1982 Soundstreams 
Canada has organized concerts and 
festivals of new music and 
commissioned new compositions. Some 
of the renowned Canadian composers 
that have been commissioned by 
Soundstreams are: R. Murray Schafer, 
Michael Oesterle, Christos Hatzis, and 
Brian Cherney. The CBC continues 
commissioning and broadcasting new 
concert music. In the 21st century the 
dedication to further develop and 
promote Canadian contemporary music 
continues. 
 

The Canadian encyclopedia writes: 
ά¢Ƙƛǎ ƎǊƻǿǘƘ [in the music industry] has 
been concomitant with a new pride in 
Canadian achievement and a conscious 
will to establish and maintain a cultural 
ƛŘŜƴǘƛǘȅΦ ώΧϐ It has been built with the 
help of nationwide organizations setting 
standards, co-ordinating resources, 
promoting talent, protecting legal 
interests and lobbying governments.έ  

 
 
 

Why is Canadian music promoted? 
What is the Canadian cultural identity? 
Is music, or can music, be part of the 
identity? 

Who is listening to New Music? 

New music concerts are not usually 
seen as entertainment for the masses. A 
huge part of the audiences of classical 
music likes to listen to a repertory from 
the 18th or 19th century of classical 
music. But what about the 20th and 21st 
ŎŜƴǘǳǊȅΚ LǎƴΩǘ ƛǘ ƴƻǊƳŀƭ ǘƘŀǘ ƳǳǎƛŎ 

? 
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develops as everything continues to 
develop and change?  
 
As already mentioned contemporary 
music often shows a new use of the 
musical language. People are not always 
open to new ideas. Sometimes people 
are challenged by the new sounds and 
ideas that are transported by 
contemporary music. Sometimes people 
are scared about being challenged... 
hƴ ǘƘŜ ƻǘƘŜǊ ƘŀƴŘΥ LǎƴΩǘ ƛǘ ƎǊŜŀǘ ǘƻ ōŜ 
challenged? And to hear music that you 
never heard before? And to get new 
experiences? 
 
 
 

Post concert questions:  
Do you think the music was challenging? 
Try to think about yourself and how 
open you are towards something that is 
new to you. 

Opera or Music drama 

An opera is a musical and dramatic art 
form that brings together lyrics, 
instrumental music, singing and acting. 
Opera involves soloist singers, an 
orchestra and usually a choir. The first 
operas date from about 1600. 
Monteverdi was one of the opera 
composers of this time. Other much 
known composers of operas were: 
Georg Friedrich Haendel (1685-1759), 
Wolfgang Amadeus Mozart (1765-1791) 
and Giuseppe Verdi (1813-1901). 
The lyrics in an opera are called the 
libretto. 
 
An opera is comprised of different 
pieces such as ensembles like duets or 
trios, the solo airs and choir pieces. 
Mostly an orchestra piece, called the 

overture, happens at the beginning of 
operas.  
 
Opera singers have different voices 
according to their range of tones and 
their volume. aŜƴΩǎ ǾƻƛŎŜǎ ŀǊŜ ŘƛǾƛŘŜŘ 
into the deep voice of the bass and the 
high voice of the tenor. The voice that 
lies in between both is named the 
baritone. For women the deep voice is 
called alto, the high voice is a soprano 
and the one in between is the mezzo-
soprano. In terms of volume the voices 
can be light, lyric or dramatic in their 
nature. In the classical operas from 
recent centuries there are from about 5 
to 10 solo singers. 
 
The size of the orchestra increased over 
the centuries. In the 18th century the 
orchestra was quite small, made up of 
string instruments, woodwind 
instruments, and a Continuo instrument 
like a harpsichord (or organ). In the late 
19th century and early 20th century the 
symphony orchestra became big 
including more string instruments, all 
wood wind and brass wind instruments, 
diverse percussion instruments, and 
harp. 

Oratorio 

An oratorio is a sacred composition that 
involves solo singers, an orchestra and a 
choir. This setting resembles the opera. 
But an oratorio is not staged. There is 
usually no interaction between the 
characters on stage. Further, it has no 
costume design. 
 
The texts of an oratorio have religious 
origin. In the oratorios from the 18th and 
19th century texts are based on the 
bible. An oratorio involves Solo-arias 

? 
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and choir parts, ensemble pieces like 
duets and recitatives. Recitatives are a 
mixture of sung and spoken recitals. In 
the recitatives the most part of the 
story is told, whereas in the arias some 
phrases that express certain emotions 
are repeated several times.  
 
Well known oratorios are The Messiah 
by Georg Friedrich Haendel or the 
Christmas oratorio by Johann Sebastian 
Bach (1685-1750). 
 
An oratorio is usually performed in a 
concert setting, e.g. in a concert hall or 
a church. 
 
Composer Melissa Hui is seeking the 
form of a semi-staged oratorio for The 
Journey. 
 
How can we understand this? The 
mythological text is the equivalent to a 
religious text. The fact of staging the 
piece reminds us more of an opera. 
In contemporary music the limits of the 
art forms are broadened. The art forms 
seem to be changed, developed or 
fused together. Defining and 
categorizing becomes more difficult. 
 
 
 

What are the cast and instrumentation 
for The Journey? How different are they 
from operas and oratorios of previous 
centuries? 
 
What do you think after having seen the 
performance? Is The Journey an oratorio 
or an opera? 
Which elements did you see from each 
of the art forms? 

Music by Melissa Hui 

The following text is based on an 
Interview with Melissa Hui that she gave 
in 1995 as a 28-year old composer. (The 
Interview was led by Ray Chatelin for 
the journal άaǳǎƛŎ ŀƴŘ ²ƻǊŘǎέ ƻŦ ǘƘŜ 
Society of Composers, Authors and 
Music Publishers of Canada.) As Ms. Hui 
immigrated to Canada when she was a 
child, she says: άLΩǾŜ ōŜŜƴ ŀ ǎǘǊŀƴƎŜǊ ƛƴ ŀ 
ǎǘǊŀƴƎŜ ƭŀƴŘ ŦƻǊ ōŀǎƛŎŀƭƭȅ Ƴȅ ŜƴǘƛǊŜ ƭƛŦŜΦέ 
How does this fact influence her 
composition style? Melissa Hui does 
include multi-cultural, such as Asian or 
Native American, elements in her 
contemporary music. She does not 
follow a certain school of composing but 
describes herself as searching and 
expressing ƛƴ ƘŜǊ άƻǿƴ ƛƴŘƛǾƛŘǳŀƭ ǿŀȅέΦ 
As everything is developing and 
ŎƘŀƴƎƛƴƎΣ ǎƘŜ ŜȄǇƭŀƛƴǎ ά¸ƻǳ Ŏŀƴ ƴƻ 
longer express new ideas using old 
ǘŜŎƘƴƛǉǳŜǎ ŀƴŘ ƻƭŘ ǿŀȅǎΦέ Iƻǿ ŘƻŜǎ 
she describe her way of composing? 
άLΩƳ ǾŜǊȅ ŜŎƻƴƻƳƛŎŀƭ ǿƛǘƘ Ƴȅ ƳŀǘŜǊƛŀƭΦ L 
ŘƻƴΩǘ ǿǊƛǘŜ Ƴŀƴȅ ƴƻǘŜǎΦ !ƴŘ ǘƘŜ ƳƻǊŜ L 
compose the more economical I 
become. I really believe that less is 
ōŜǎǘΦέ 
 
What does she think about new 
CanaŘƛŀƴ ƳǳǎƛŎΚ ά/ŀƴŀŘŀ ƛǎ ōƭŜǎǎŜŘ ƛƴ 
that we have a much shorter history in 
the tradition of new music. And because 
of that I feel the attitude in Canada has 
been amazingly open to different, 
indiǾƛŘǳŀƭ ǎǘȅƭŜǎΦέ 
 
 
 

Melissa Hui said that she did not like 
new music when she was young. She 
says that this was mainly because she 

? 

? 
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ŘƛŘƴΩǘ άǳƴŘŜǊǎǘŀƴŘ ǘƘŜ ƭŀƴƎǳŀƎŜέΦ  
What do you think could have changed 
her mind?  
²Ƙŀǘ ŘƻŜǎ ǎƘŜ ƳŜŀƴ ōȅ άƭŀƴƎǳŀƎŜέΚ 
How do you cope with something new 
that seems strange to you?  
Can you remember a time when your 
opinion changed?  
Why did it change? 

 
 

A review: The Canadian Music Centre 
ǿǊƛǘŜǎ ŀōƻǳǘ IǳƛΩǎ ŎƻƳǇƻǎƛǘƛƻƴ ǎǘȅƭŜ  
 
άIǳƛΩǎ ƳǳǎƛŎ ƛǎ ƎŜƴŜǊŀƭƭȅ ƴƻǘ Ǝƻŀƭ-
oriented or harmonically-based, as is 
much of our Western music. As a result, 
her musical structures are not 
hierarchical and all elements play an 
equal role, encouraging the listener to 
ŦƛƴŘ ƳŜŀƴƛƴƎ ƛƴ ǘƘŜ ΨƭŀŎƪΩ ƻŦ ŘǊŀƳŀΦ CƻǊ 
example, in Come as you are, the form is 
articulated by four long silences 
between four tableaux of flat musical 
textures. Silence is thus as important as 
sound, for it divides the temporal 
canvas into snapshots and allows for 
ǊŜŦƭŜŎǘƛƻƴ ōŜǘǿŜŜƴ ǘƘŜƳΦά 
άaƻǎǘ ŎǳƭǘǳǊŀƭ ƛƴŦƭǳŜƴŎŜǎ ƻƴ ƘŜǊ ǿƻǊƪ 
appear as discrete sound objects that 
have a specific sound, colour, texture, 
pitch content, rhythmic profile and 
register, so that when an obvious 
cultural element emerges, she utilizes 
its extra-ƳǳǎƛŎŀƭ ΨōŀƎƎŀƎŜΩ ǘƻ ŜȄǇƭƻƛǘ ǘƘŜ 
άŦǊƛŎǘƛƻƴ ώƛƴϐ ǘƘŜƛǊ ƧǳȄǘŀǇƻǎƛǘƛƻƴΦέέ 

 
 
 
 

 
The review might sound very 
sophisticated to you. 

Please write yourself a review of the 
concert you have listened to. 
What did you like? 
²Ƙŀǘ ŘƛŘƴΩǘ ȅƻǳ ƭƛƪŜΚ 
How were the emotions 
communicated? 
How did the composer express the 
story?  
Try to describe the music. 
How did the musicians perform? 

 
 

An Interview with Melissa Hui  

Q: Can you describe the process 
when you compose a new work? 
How do you start? What are the 
inspirations that the libretto gave 
you? How did the Cree language 
impact your composition style? 

 
A: If I am composing a piece of music 
without text ς concert music ς I usually 
start with either 1) a musical idea that 
acts as the source material for 
development within the piece, or 2) a 
conceptual idea, as in my work for pipa 
(Chinese lute) and nine instruments 
entitled, Come as you are, whereby the 
instruments play music that is idiomatic 
and representative, and maintain that in 
juxtaposition throughout the piece. For 
example, the trombone performs 
glissandi (sliding of pitch) because it can. 
The trumpet plays rapid tonguing 
ǇŀǎǎŀƎŜǎ ǘƻ άǎƘƻǿ ƻŦŦέΣ ŀǎ ǘǊǳƳǇŜǘŜǊǎ 
are wont to do among the brass 
instruments. The strings play together 

Interview 

Activity 
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sustained sounds in contrast to the pipa, 
whose sounds are decaying. 
 
In the case of The Journey, the libretto 
and the story set the tone for the whole 
composition. Since I need to set the text 
for the soprano and tenor solo singers 
as well as the SATB choir [choir that 
includes the types of voices: Soprano, 
Alto, Tenor, Bass], the libretto was my 
direct source of inspiration and 
material. I needed to listen very intently 
on the rhythm of the Cree language so 
that I emphasize the right syllables in 
each word and I create music that 
complements the rhythm of the text. 
 

Q: What was your initial idea before 
creating the composition? 

 
A: A composer has to make decisions 
regarding the type of soloists she wants 
(i.e. soprano and tenor in this case) and 
the instrumentation of the chamber 
ensemble before starting the piece. 
 

Q: How did your initial idea change 
during the creation of the work? 

 
A: Initially I had decided to go against 
type by casting a female in the role of 
the Trickster/raven/coyote, but in the 
end, that was not possible. There is a 
duet between the Trickster and the 
eagle where the Trickster ǎƛƴƎǎ άL ŀƳ 
ǿŀƭƪƛƴƎέ ŀƴŘ ǘƘŜ ŜŀƎƭŜ ǎƛƴƎǎ άL ŀƳ 
flyƛƴƎέΦ Lǘ ƻŎŎǳǊǊŜŘ ǘo me that the eagle 
had to sing the higher part and needed 
to be the soprano rather than the tenor. 
Sometimes the practicalities of the work 
determine the solutions. 
 

Q: Please explain the most 
important compositional 
elements/patterns that you use. 

 
A: In the opening, I wanted to create a 
lonely forlorn atmosphere. The two 
characters are wondering where their 
people have gone. To create the tone 
that suggests grief and loss, I set the 
voices upon a drone in the cello and 
contrabass, a very simple setting.  
 

Q: In The Journey the Cree 
mythology is combined with the art 
form of the new music theatre. 
What do you think about the 
combination of different art forms? 

 
A: LΩƳ ƴƻǘ ǎǳǊŜ ǘƘŀǘ ǘƘƛǎ ƛǎ ŀ ƴŜǿ ŀǊǘ 
form. I think of The Journey as an 
oratorio, a semi-staged dramatic work. 
The origins and the language of the text 
is novel for the art form.  
 
 

What is important when setting 
language to music? 
What are the decisions a composer has 
to make? 
What does Ms. Hui mean by 
άǇǊŀŎǘƛŎŀƭiǘƛŜǎ ƻŦ ǘƘŜ ǿƻǊƪέΚ 
Post concert question: Did you notice 
the lonely atmosphere at the beginning 
of the performance? 

 
 
 

Expressing your emotions 
What did you feel while hearing the 
music? 
Try to describe and explain your feelings 
Use a  variety of adjectives to describe 
the music and your emotions. 

Imagine 

? 
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The Libretto  

The Journey - Pimooteewin 

By Tomson Highway 
 
 

WEESAGEECHAK 
Tag-wa-gin.  Tag-wa-gin.  
όLǘΩǎ ŀǳǘǳƳƴΦ LǘΩǎ ŀǳǘǳƳƴΦύ 
Tag-wa-gin  sa-say mee-na.  
όLǘΩǎ ŀǳǘǳƳƴ ŀƎŀƛƴΦύ 
Tag-wa-gin  sa-say mee-na.  
όLǘΩǎ ŀǳǘǳƳƴ ŀƎŀƛƴΦύ 
Nee-pee-ya  paa-gee-tee-wa.  
(The leaves are falling.) 
Nee-pee-ya  paa-gee-tee-wa.  
(The leaves are falling.) 
Nee-pee-ya  sa-say  na-ma-tee-wa.  
(The leaves are gone already.) 
Nee-pee-ya  sa-say  na-ma-tee-wa. 
 (The leaves are gone already.) 
 
Ta-nee-Ǝƛ  ƴΩǘƻƻ-tee-muk  
(Why are my people) 
Oom-si-si  ka-pee ka-sip-wee-tee-chik? 
(Always going away like this?) 
Ta-nee-Ǝƛ  ƴΩǘƻƻ-tee-muk  
(Why are my people) 
Oom-si-si  ka-pee ka-na-ma-tee-chik? 
(Always disappearing like this?) 
Tan-tee  ka-gi-thow   
Ka-i-too-tee-chik? (These 2 phrases 
together mean: where have they all 
gone?) 
 

MIGISOO 
Kee-tom ta-gee-ga-skee-ta-chik  
(But they should be able to) 
Tap-mat-si-chik (Come back to life) 
Kee-tom ta-gee-ga-skee-ta-chik  
(But they should be able to) 
Ta-pee-gee-wi-chik oom-si-si  

(Come home to us again like this) 
Kee-tom ta-gee-ga-ski-ta-ak  
(We should be able to) 
Ta-pee-gee-wee ta-wi-ya-a-ƎΩǿƻǿ  
(Bring them back home again.) 
 

CHORUS 
Nan-tay-tee  oo-tee  wa-thow 
(Somewhere far, far away) 
I-ta koo-tuk as-ki ka-yak  
(There is another land) 
I-goo-tee ka-gi-thow ki-too-tee-muk 
(That is where your people) 
Ka-gee-too-tee-chik (Have gone) 
I-goo-tee ka-gi-thow 
Ka-gee-si-na-ma-tee-chik. (These 2 
phrases mean: that is where they have 
all disappeared to) 
 

NARRATOR 
(speaking) 

Weesageechak, the Trickster, and his 
friend, Migisoo, the Eagle, were 
bewailing the fact that people died and 
traveled to the land of the dead. They 
wondered why they had to. And 
wondered if there was any way that 
they could bring them back to the land 
of the living from the land of the dead. 
So one day, they decided to travel to 
this strange land, this other land, the 
land of the dead. Off they went, 
Weesageechak, the Trickster walking 
and walking, his friend, Migisoo, the 
9ŀƎƭŜ ŦƭȅƛƴƎ Ƨǳǎǘ ŀōƻǾŜ Ƙƛǎ ŦǊƛŜƴŘΩǎ ƘŜŀŘΦ 
 

WEESAGEECHAK 
Ee-pi-moo-tee-yan, ee-pi-moo-ti-yan.  
(I am walking, I am walking.) 
 

MIGISOO 
Ee-pi-mi-tha-an, ee-pi-mi-tha-an,  
(I am flying, I am flying.) 
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WEESAGEECHAK 

Ee-pi-moo-tee-yan, ee-pi-moo-ti-yan.  
(I am walking, I am walking.) 
 

MIGISOO 
Ee-pi-mi-tha-an, ee-pi-mi-tha-an,  
(I am flying, I am flying.) 
 

NARRATOR 
Until, finally, they came to a river. 
 

CHORUS 
Nee-ta see-Ǉƛ ǇΩƳƛ-choo-wun  
(There, the river flows) 
Nee-ta wa-sa-gam  
(There, the shore) 
Na-maw keeg-way thootin  
(There is no wind) 
Na-maw keg-way pee-tag-wun  
(There is no sound) 
Mawch awinuk noo-goo-soo  
(Not a soul in sight) 
Na-maw keeg-way. (Nothing, 
emptiness) 
 

WEESAGEECHAK/MIGISOO 
Oo-ta see-peek kaa-pee-wi-ak (Here at 
this river we wait) 
Oo-ta wa-sa-gam kaa-pee-wi-ak (Here 
on this shore we wait) 
U-wi-nuk ee-pee-a-ak  
(We wait for someone) 
U-wi-nuk ee-pee-a-ak  
(We wait for someone) 
U-wi-nuk i-tig-wee  
(Maybe ς or hopefully ς someone) 
Ka-pee-na-ta-oo-goo-now, chee-i?  
(Will come and get us?*) 
Ki-ti-ti-thee-ǘŜŜƴ ƴŀΣ ƴΩŎƘƻƻ-wam?  
(Do you think, my friend?) 
U-wi-nuk na i-tig-wee  
(Do you think that someone) 

Ka-pee-na-ta-oo-goo-now?  
(Will come and get us?*) 
(*NOTE: in Cree, there are several ways of 
ǎŀȅƛƴƎ άǘƻ ŎƻƳŜ ŀƴŘ ƎŜǘΣέ ǘƘƛǎ ǇŀǊǘƛŎǳƭŀǊ 
ǿŀȅ ƳŜŀƴƛƴƎ άƛƴ ǘƘŜ ƴŀǳǘƛŎŀƭ ǎŜƴǎŜΣέ ƛΦŜΦΣ 
άǘƻ ŎƻƳŜ ŀƴŘ ƎŜǘ ǳǎ ōȅ ǿŀǘŜǊΣ ƛΦe. in a boat 
or canoeέύ 

 
NARRATOR 

When Weesageechak, the Trickster, and 
his friend, Migisoo, the Eagle, got to this 
river, they waited on the shore. They 
waited in the silence and utter 
emptiness, praying that someone would 
eventually come in a boat, a canoe, to 
get them. As they waited, they sang and 
sang. And eventually came four spirit 
ƳŜƴΣ ǇŀŘŘƭƛƴƎΧ 
 

CHORUS (4 SPIRIT MEN) 
Nee-oo na-pee-wuk nee-ti-nan 
(Four men are we) 
Ee-hee, nee-oo na-pee-wuk  
(Yes, four men) 
Oo-tee wa-thow oo-chi  
(From far, far away) 
I-tee ka-gee-too-cheek ki-too-tee-muk 
(From where went your people) 
Chee-man ee-pi-mi-ska-ak  
(Paddling a boat ς or canoe) 
See-pi ee-yu-a-soo-wa-a-mak  
(Crossing this river) 
Pi-mi-ska, nee-ǎƻƻΣ ƴΩǎǘƻƻΣ ƴŜŜ-yoo! 
(Paddle, two, three, four!) 
Pi-mi-ska, nee-soo, nΩǎǘƻƻΣ ƴŜŜ-yoo! 
(Paddle, two, three, four!) 
 

NARRATOR 
The canoe reaching shore, Eagle and the 
Trickster climbed into it. And off they 
paddled with the four spirit men. 
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WEESAGEECHAK/MIGISOO/CHORUS 
OF 4 SPIRIT MEN 

Pi-mi-ska, nee-ǎƻƻΣ ƴΩǎǘƻƻΣ ƴŜŜ-yoo! 
(Paddle, two, three, four!) 
Pi-mi-ska, nee-ǎƻƻΣ ƴΩǎǘƻƻΣ ƴŜŜ-yoo! 
(Paddle, two, three, four!) 
 

NARRATOR 
They got to the other side, to this magic 
island where lived the spirits, the souls 
of the people no longer living. Inside 
this large house, these souls sang. And 
danced. And danced and danced, the 
whole night through. 
 

CHORUS 
Nee-mee-i-too-tan, nee-mee-i-too-tan 
(Dance, dance, yes, let us dance) 
A-how, as-tum, nee-mee-i-too-tan  
(Yes, come, let us dance) 
Pee-yuk, nee-ǎƻƻΣ ƴΩǎǘƻƻΣ ƴŜŜ-yu  
(One, two, three, four) 
Pee-yuk, nee-ǎƻƻΣ ƴΩǎǘƻƻΣ ƴŜŜ-yu  
(One, two, three, four) 
A-how, kee-sta, as-ǘǳƳΣ ƴΩŎƘƻƻ-wam 
(Yes, you too, come, my friend) 
Kee-sta nee-mee-too, nee-mee-too. 
(You too, dance, dance) 
Pee-yuk, nee-ǎƻƻΣ ƴΩǎǘƻƻΣ ƴŜŜ-yu  
(One, two, three, four) 
Pee-yuk, nee-ǎƻƻΣ ƴΩǎǘƻƻΣ ƴŜŜ-yu  
(One, two, three, four) 
 

MIGISOO 
A-nan-si! (Look! Look at him!) 
 

WEESAGEECHAK 
U-wi-nuk? Tan-tee? (Who? Where?) 
 

MIGISOO 
Moo-tha chee ki-wee-chee-wa-gan, Kee-
yask, a-na?  
όLǎƴΩǘ ǘƘŀǘ ȅƻǳǊ ŦǊƛŜƴŘΣ {ŜŀƎǳƭƭΦύ 

WEESAGEECHAK 
Ya, ee-hee, chee-i?  
όhƘ Ƴȅ ƎƻŘΣ ƛǘ ƛǎΣ ƛǎƴΩǘ ƛǘΚύ  
Neee, a-nan-si!  
(Oh my god, look at her!) 
 

MIGISOO 
U-wi-nuk? (Who?) 
 

WEESAGEECHAK 
Moo-tha chee ki-wee-gi-ma-gan a-na?. 
όLǎƴΩǘ ǘƘŀǘ ȅƻǳǊ ǿƛŦŜΚύ 
 

MIGISOO 
Neee, tan-tee? (Good god, where?) 
 

WEESAGEECHAK 
Nee-tee. (Over there.) 
 

MIGISOO 
Ya, ee-hee, chee-i? Ma-ma-skatch!  
όhƘ Ƴȅ ƎƻŘΣ ƛǘ ƛǎΣ ƛǎƴΩǘ ƛǘΚ hƘ ŦƻǊ 
ƘŜŀǾŜƴΩǎ ǎŀƪŜΗύ 
 

WEESAGEECHAK 
A-nan-si! (Look!) 
 

CHORUS 
(wilder now) 

Nee-mee-i-too-tan, nee-mee-i-too-tan 
(Dance, dance, yes, let us dance) 
A-how, as-tum, nee-mee-i-too-tan  
(Yes, come, let us dance) 
Pee-yuk, nee-ǎƻƻΣ ƴΩǎǘƻƻΣ ƴŜŜ-yu  
(One, two, three, four) 
Pee-yuk, nee-ǎƻƻΣ ƴΩǎǘƻƻΣ ƴŜŜ-yu  
(One, two, three, four) 
A-how, kee-sta, as-ǘǳƳΣ ƴΩŎƘƻƻ-wam 
(Yes, you too, come, my friend) 
Kee-sta nee-mee-too, nee-mee-too. 
(You too, dance, dance) 
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WEESAGEECHAK AND MIGISOO JOIN 
THE CHORUS IN SINGING. 
 

WEESAGEECHAK/MIGISOO/ 
CHORUS 

Pee-yuk, nee-ǎƻƻΣ ƴΩǎǘƻƻΣ ƴŜŜ-yu  
(One, two, three, four) 
Pee-yuk, nee-ǎƻƻΣ ƴΩǎǘƻƻΣ ƴŜŜ-yu  
(One, two, three, four 
 

NARRATOR 
When night ended and morning arrived, 
the dancing, too, came to an end. The 
spirit people gone off to sleep for the 
day, there was nothing left behind but 
silence. (SILENCE.) Now Atheegis, the 
Frog, had been holding the moon up all 
this time, lighting the dance from high 
up in the rafters. With the dancing 
house empty, Weesageechak, the 
Trickster, snuck back in and tricked 
Atheegis into coming. 
 

WEESAGEECHAK 
!ǘƘŜŜƎƛǎΣ ƴΩŎƘƻƻ-wam, as-tum.  
(Frog, my friend, come here.) 
 

NARRATOR 
With Atheegis, the Frog, right there 
beside him, Weesageechak, the 
Trickster, hit him on the head with a 
club, killing him. And, Migisoo re-
entering, Weesageechak slipped into 
CǊƻƎΩǎ ŎƭƻǘƘŜǎΦ  
 

WEESAGEECHAK 
/ƘŜŜǎǘΚ aƛƎƛǎƻƻΣ ǘƘŜ 9ŀƎƭŜΣ ƴΩŎƘƻƻ-
wam? (Look? Migisoo, the Eagle, my 
friend?) 
 

MIGISOO 
Keeg-way, Weesageechak, nΩŎƘƻƻ-
wam? (Yes, Weesageechak, my friend?) 

 
WEESAGEECHAK 

Ee-ǇƻƻǎΩŎƘ-ska-man A-thee-gis oo-cha-
yan-ǎŀΦ όLΩƳ ǇǳǘǘƛƴƎ ƻƴ CǊƻƎΩǎ ŎƭƻǘƘŜǎΦύ 
 

NARRATOR 
So that when the dancing resumed that 
night, Weesageehak, the Trickster, now 
ƘŜƭŘ ǘƘŜ Ƴƻƻƴ ƛƴ !ǘƘŜŜƎƛǎΩǎ ǇƭŀŎŜΣ 
lighting the dance from high up in the 
rafters. 
 

CHORUS 
Nee-mee-i-too-tan, nee-mee-i-too-tan 
(Dance, dance, yes, let us dance) 
A-how, as-tum, nee-mee-i-too-tan 
(Yes, come, let us dance) 
Pee-yuk, nee-ǎƻƻΣ ƴΩǎǘƻƻΣ ƴŜŜ-yu  
(One, two, three, four) 
Pee-yuk, nee-ǎƻƻΣ ƴΩǎǘƻƻΣ ƴŜŜ-yu  
(One, two, three, four) 
 
THE SINGING OF THE CHORUS FADES 
INTO THE BACKGROUND, AS DOES THE 
SOUND OF THEIR DANCING AND, OVER 
IT, WEESAGEECHAK ADDRESSES 
MIGL{hh Lb ! ά/hbCL59b¢L![ 
²IL{t9wΦέ 
 

WEESAGEECHAK 
/ƘŜŜǎǘΚ aƛƎƛǎƻƻΣ ǘƘŜ 9ŀƎƭŜΣ ƴΩŎƘoo-
wam? (Look? Migisoo, the Eagle, my 
friend?) 
 

MIGISOO 
Keeg-ǿŀȅΣ ²ŜŜǎŀƎŜŜŎƘŀƪΣ ƴΩŎƘƻƻ-
wam? (Yes, Weesageechak, my friend?) 
 

WEESAGEECHAK 
Na-gi-ta-pa-thi-yow tip-skie-pee-sim.  
(I will swallow the moon.) 
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NARRATOR 
And so Weesageechak, the Trickster, 
swallowed the moon. So that no light 
existed to light the dance. 
 
THE SINGING AND DANCING OF THE 
CHORUS BLOOMS AGAIN INTO THE 
FOREGROUND BUT THEN STARTS 
BREAKING DOWN (AS ON A RECORD 
¢I!¢Ω{ [h{¢ L¢Ω{ 9[9/¢wL/![ th²9wύ 
UNTIL IT FADES INTO SILENCE. 
 

CHORUS 
A-how, kee-sta, as-ǘǳƳΣ ƴΩŎƘƻƻ-wam 
(Yes, you too, come, my friend) 
Kee-sta nee-mee-too, nee-mee-too. 
(You too, dance, dance) 
Pee-yuk, nee-ǎƻƻΣ ƴΩǎǘƻƻΣ ƴŜŜ-yu  
(One, two, three, four) 
Pee-yuk, nee-ǎƻƻΣ ƴΩǎǘƻƻΣ ƴŜŜ-yu  
(One, two, three, four) 
 
OVER THE LAST HALF OF THE ABOVE 
CHORUS, THE NARRATOR SPEAKS HIS 
ONE LINE AND WEESAGEECHAK AND 
MIGISOO SING THEIRS. 
 

NARRATOR 
And in the darkness, Weesageechak and 
Migisoo gathered the souls in the land 
of the spirits into a basket. 
 

WEESAGEECHAK 
IƻǿΣ ŀǎǘǳƳΣ YŜŜȅŀǎƪΣ ƴΩŎƘƻƻ-wam, 
poo-si. (Now, come, Seagull, my friend, 
jump in.) 
 

MIGISOO 
How, astum, ni-wee-gi-ma-gan, poo-si. 
(Now, come, my wife, jump in.) 
 

 
 

WEESAGEECHAK 
How, astum, Ma-hi-ƎǳƴΣ ƴΩŎƘƻƻ-wam, 
poo-si. (Now, come, Wolf, my friend, 
jump in.) 
 

MIGISOO 
How, as-tum, ni-moo-soom, poo-si. 
(Now, come, grandfather, jump in.) 
 
BY THIE TIME, COMPLETE SILENCE HAS 
DESCENDED. AND THE NARRATOR 
SPEAKS. 
 

NARRATOR 
Then Weesageechak, the Trickster, and 
Migisoo, the eagle, traveled slowly back 
to the land of the living, Coyote carrying 
the basket filled with spirit people. First, 
they crossed the river they had crossed 
by the same boat that had brought 
them. Then Weesageechak walked and 
Migisoo flew.  

 
WEESAGEECHAK 

Ee-pi-moo-tee-yan, ee-pi-moo-ti-yan.  
(I am walking, I am walking.) 
 

MIGISOO 
Ee-pi-mi-tha-an, ee-pi-mi-tha-an,  
(I am flying, I am flying.) 
 

WEESAGEECHAK 
Ee-pi-moo-tee-yan, ee-pi-moo-ti-yan.  
(I am walking, I am walking.) 
 

MIGISOO 
Ee-pi-mi-tha-an, ee-pi-mi-tha-an,  
(I am flying, I am flying.) 
 

NARRATOR 
Eventually, however, they heard noises 
coming from inside the basket that 
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Weesageechak was carrying. They 
stopped briefly. 
 
AT THIS POINT, THE VOICES OF THE 
/Ihw¦{ ²hwY [LY9 ά{¢w!b5{Σέ 
WEAVING THEIR WAY IN AND OUT OF 
EACH OTHER IN A GORGEOUS, THOUGH 
VERY SAD, COUNTERPOINT/LAMENT. 
 

CHORUS I 
Ki-si-tao oo-ma oo-ta pee-cha-eek.  
όLǘΩǎ Ƙƻǘ ƛƴ ƘŜǊŜΦύ 
 

CHORUS II 
Maw keeg-way ni-gee-wa-pa-teen.  
(I cannot see.) 
 

WEESAGEECHAK 
Ma? (Wha?) 
 

CHORUS III 
Thoo-tee-na isk-wa-teem.  
(Open the door.) 
 

CHORUS IV 
Pa-gi-tin-nan ta-wa-tha-wee-yak.  
(Let us out.) 
 

WEESAGEECHAK 
Keeg-way a-ni-ma? (What is that?) 
 

CHORUS I 
Ni-gi-si-ǎƻƻƴΦ όLǘΩǎ Ƙƻǘ ƛƴ ƘŜǊŜΦύ 
 

CHORUS II 
Maw keeg-way ni-gee-wa-pa-teen.  
όL ŎŀƴΩǘ ǎŜŜ ŀ ǘƘƛƴƎΦύ 
 

MIGISOO 
(Oo-oo oo-oo pee-chie-eek mi-sti-goo-
wa-ǘŜŜƪΦ όLǘΩǎ ǘƘŜƳ ƛƴǎƛŘŜ ǘƘŜ ōŀǎƪŜǘΦ 
They are talking.)  
 

WEESAGEECHAK 
Ee-ya-ya-mi-chik? (They are talking?) 
 

MIGISOO 
Ee-ƘŜŜΦ bΩǘƻƻ-ta-wik.  
(Yes. Listen to them.) 
 

CHORUS III 
Thoo-tee-na isk-wa-teem.  
(Open the door.) 
 

CHORUS IV 
Pa-gi-tin-nan ta-wa-tha-wee-yak.  
(Let us out.) 
 

WEESAGEECHAK 
Ee-noo-tee-wa-tha-wee-chik.  
(They are trying to get out.) 
 

MIGISOO 
Ee-hee. (Yes.) 
 

ALL CHORUS 
Pa-gi-tin-nan ta-wa-tha-wee-yak.  
(Let us out.) 
 

MIGISOO 
Cheest? (See?) 
 

ALL CHORUS 
Pa-gi-tin-nan ta-wa-tha-wee-yak.  
(Let us out.) 
 

WEESAGEECHAK 
Mawch. Mawch ta-gee-wa-tha-wee-
ǿǳƪΦ όbƻΦ ²Ŝ ŎŀƴΩǘ ƭŜǘ ǘƘŜƳ ƻǳǘΦύ 
 

ALL CHORUS 
Pa-gi-tin-nan ta-wa-tha-wee-yak.  
(Let us out.) 
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NARRATOR 
Still, Weesageechak and Migisoo 
travelled on and on. 
 

WEESAGEECHAK 
Ee-pi-moo-tee-yan, ee-pi-moo-ti-yan.  
(I am walking, I am walking.) 
 

MIGISOO 
Ee-pi-mi-tha-an, ee-pi-mi-tha-an,  
(I am flying, I am flying.) 
 

WEESAGEECHAK 
Mag-way-tha i-thi-gook ee-ya-tik-sig-
wa-too-chik. (But they are getting so 
heavy.) 
 

MIGISOO 
Ee-pi-mi-tha-an, ee-pi-mi-tha-an,  
(I am flying, I am flying.) 
 

WEESAGEECHAK 
bΩŎƘoo-wam! Oo-ǎŀƳ ƪΩǎƛ-ƎΩǿǳ-too-
wuk. (My friend. They are too heavy.) 
 

MIGISOO 
Ee-pi-mi-tha-an, ee-pi-mi-tha-an,  
(I am flying, I am flying.) 
 

NARRATOR 
Finally, the spirits started getting out of 
the basket. 

 
CHORUS 
(exultant) 

Ee-wa-tha-wee-yak! (We are coming 
out!)  
 

WEESAGEECHAK 
(distressed) 

Ig-wa-ni ee-ya-ti-gu-skee-ta-chik ta-wa-
tha-wee-chik. (They are getting out.) 
 

CHORUS 
(exultant) 

Ig-wa-ni ee-gu-skee-ta-ak ta-wa-tha-
wee-yak! (We did it! We got out!) 
 

WEESAGEECHAK 
(very distressed) 

Mawch! 
 

CHORUS 
(very exultant) 

Hey, tap-wee-ǎŀ ƪΩǿŀ-yus! (Oh my god, 
how wonderful!) 
 

WEESAGEECHAK 
(very distressed) 

Mawch! 
 

CHORUS 
(very exultant) 

Hey, tap-wee-ǎŀ ƪΩǿŀ-yus!  
(Oh my god, how wonderful!)  
Tap-wee-ǎŀ ƪΩǿŀ-yus! Tap-wee-ǎŀ ƪΩǿŀ-
yus! (How wonderful! How wonderful!) 
 

WEESAGEECHAK 
Tag-wa-gin.  Tag-wa-gin.  
όLǘΩǎ ŀǳǘǳƳƴΦ LǘΩǎ ŀǳǘǳƳƴΦύ 
Tag-wa-gin  sa-say mee-na.  
όLǘΩǎ ŀǳǘǳƳƴ ŀƎŀƛƴΦύ 
Tag-wa-gin  sa-say mee-na.  
όLǘΩǎ ŀǳǘǳƳƴ ŀƎŀƛƴΦύ 
Nee-pee-ya  paa-gee-tee-wa.  
(The leaves are falling.) 
Nee-pee-ya  paa-gee-tee-wa.  
(The leaves are falling.) 
Nee-pee-ya  sa-say  na-ma-tee-wa.  
(The leaves are gone already.) 
Nee-pee-ya  sa-say  na-ma-tee-wa.  
(The leaves are gone already.) 
 
Ta-nee-Ǝƛ  ƴΩǘƻƻ-tee-muk  
(Why are my people) 
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Oom-si-si  ka-pee ka-sip-wee-tee-chik? 
(Always going away like this?) 
Ta-nee-Ǝƛ  ƴΩǘƻƻ-tee-muk  
(Why are my people) 
Oom-si-si  ka-pee ka-na-ma-tee-chik? 
(Always disappearing like this?) 
Tan-tee  ka-gi-thow   
Ka-i-too-tee-chik?  
(These 2 phrases together mean: where 
have they all gone?) 
 

MIGISOO 
Kee-tom ta-gee-ga-skee-ta-chik  
(But they should be able to) 
Tap-mat-si-chik (Come back to life) 
Kee-tom ta-gee-ga-skee-ta-chik  
(But they should be able to) 
Ta-pee-gee-wi-chik oom-si-si  
(Come home to us again like this) 
Kee-tom ta-gee-ga-ski-ta-ak  
(We should be able to) 
Ta-pee-gee-wee ta-wi-ya-a-ƎΩǿƻǿ 
(Bring them back home again.) 
 

WEESAGEECHAK 
aŀǿŎƘΦ LƎΩǿŀ-ni i-goo-ǎƛΣ ƴΩŎƘƻƻ-wam. 
(No. Let it be, my friend.) 
 

MIGISOO 
Haa? (What?) 
 

WEESAGEECHAK 
Ig-wa-ni i-goo-tee ta-gee-a-ya-chik. 
(They should stay there.) 
 

MIGISOO 
Tan-tee? (Where?) 
 

WEESAGEECHAK 
I-ta ka-ya-chik ka-ya-si-ti-noo-wuk. 
(Where live the ancient ones.)  
Ki-too-tee-mi-na-wuk. (Our people.)  
Ka-ya-si-ti-noo-wuk. (The ancient ones.) 
 

NARRATOR 
And so Weesageechak, the Trickster, let 
the dead stay in the land of the dead. 
He never tried again to bring them back 
to life ever again. 
 

CHORUS 
Nan-tay-tee  oo-tee  wa-thow 
(Somewhere far, far away) 
I-ta koo-tuk as-ki ka-yak  
(There is another land) 
I-goo-tee ka-gi-thow ki-too-tee-muk 
(That is where your people) 
Ka-gee-too-tee-chik (Have gone) 
I-goo-tee ka-gi-thow 
Ka-gee-si-na-ma-tee-chik.  
(These 2 mean: that is where they have 
all disappeared to) 
 
THE RHYTHM OF THE DANCE OF THE 
DEAD RETURNS, BLOOMS, AND FADES. 
INTO SILENCE. 

THE END 
 

Activities for Students 

 

Analyzing the libretto  
 
Name the figures/characters. 
What is striking about the writing style?  
What is happening? Try to paraphrase 
the content. 
What is the climax of the story? 
What are the mythological elements of 
the plot? 
How would you describe the Trickster? 
Why do you think the Trickster changes 
his opinion? 
Which is the role of the narrator? 
What is the role of the chorus? 
Do you think autumn is symbolic, how? 
How does the story address the issue of 
death? 

? 
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Writing a myth 
 
Write your own short myth about what 
happens after death. 
Use your imagination of whatever 
comes to your mind in the moment. Be 
creative! 

 
 
 

 
Set The Journey to music 
 
Create groups of 5 students. Divide the 
libretto into as many parts as there are 
groups. Take percussion instruments, 
flutes, xylophones. Any instruments can 
be included. Also singing or using the 
voice for various sounds is welcome. 
Try to think about the libretto and how 
you would like it to be set to music. 
Try to find the sounds that you consider 
appropriate to illustrate the words and 
actions of the libretto. 
 
How can you write down your 
composition? 
Try to think together of a language of 
symbols that everyone of your group 
understands.  
Write down the symbols or draw the 
process of your composition, or a chain 
of sounds or activities.  
This outline will provide an order and 
make the composition repeatable. 
 
Finally, try to bring the separate 
sections together with the whole class 
and perform your composition. One 
person of your group could read the 
lyrics while the others act out the 
libretto. 

 
 
 

 
Picture story 
 
Paint a picture story of the different 
situations in the libretto. 

 
 
 
 
 
 

 
Scenic interpretation 
Take/Play a character 
 
Every student of the class should choose 
one of the characters of the music 
drama: 
The Trickster, the eagle, the frog, a dead 
soul. 
 
Write a role card. Write about the 
character. What are the attributes of 
the character? 
 
How does your character move? 
What is its body language like? 
Walk through the room and try to figure 
out if the steps are large or small or if 
the character moves lightly or heavily. 
 
Get together in small groups with one of 
each of the other characters. Build a 
tableau (freeze-image) all together that 
shows the relationship among the 
characters. 
 
Speak or sing two characteristic 
sentences of your character in front of 
the class in the mood of the character. 

Imagine 

Activity 

Activity 

Activity 
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Final notes 

Thinking about Identity 

A Cree poem and text excerpts of 
stories by Margaret Sam-Cromarty. She 
is a Cree poet from the Chisasibi village 
at James Bay. 
 
Who we are 
Like a river, 
Nothing stays the same. 
Our lives are a living stream of 
movement and change. 
Like a river, too, we must keep 
Moving, allowing ourselves to be 
Who we are. 
 
Progress and Other Stories 
Everyone always talks about progress, 
But what actually is progress? 
It is certainly not increasing quantity 
Increasing numbers, increasing damage. 
Progress, as I see it, represents an 
increase 
 
In quality: increasing our knowledge, 
Our understanding, our joy. 
It is certainly not increasing the size  
of our cars, the number of our rooms 
we do not use in our homes, 
the amount of food we throw away. 
What, then, does progress mean? 
The answers are in the lessons of 
nature. 
 
The truly important things are the  
Struggle for survival and the protection 
Of our children and grandchildren. 
όΧ) 
 
 
 

Culture shock is born from the meeting 
Of two cultures. 
It has its own anxieties, 
Its own treatments. 
It will take the Crees a little more time 
To deal with an alien culture 
That was forced on them without too 
much preparation. 
When we moved from our old village 
To our new town, changes were drastic. 
And we had many crises. 
But as the years went by, 
We made an effort to share in our old 
beliefs of peace, 
Friendship and respect. 
These are the common threads  
that hold cultures together. 
 
 

Through these poems we got to know 
many elements of Cree culture. Let us 
think about identity. 
How important is culture for identity? 
How do you define your own identity? 
Which cultural elements are parts of 
your identity? 
How do two different cultures match 
together? 

 
 
 
 

Think about different methods of 
artistic expression. The poems by 
Margaret Sam-Cromarty express her 
actual feelings. The Journey uses 
traditional Native mythology and 
combines it with music that has a 
classical Western background. 
What are the differences between the 
forms of expression? 

 

? 

? 
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List of Music Terminology 

 
Alto is the name for the female low 
voice. 
An Aria is a piece for solo singer from an 
opera or an oratorio. 
Baritone is the name for the male voice 
that lies in between the Tenor and the 
Bass voice. 
Bass is the name for the male low voice. 
A Duet is an ensemble for two singers. 
Ensemble has two meanings. It can be 
an Ensemble of musicians that play 
music together.  
In an opera or oratorio it is any musical 
piece where two or more solo-singers 
are involved. 
Harmony is the term for the chord 
structure of music. 
A Libretto is the text for a dramatic 
work like an opera. 
Mezzo-soprano is the name for the 
female voice in between a soprano and 
an alto. 
Monophony outlines music that has 
only one melody. 
An Opera is a musical composition that 
involves solo singers, an orchestra and 
mostly a choir. It combines music and 
drama. So, it is fully staged and 
performed with costumes and stage 
design. 
An Oratorio is a musical composition 
that involves solo singers, a choir and an 
orchestra. It is based on a sacred text, 
mostly from the Bible. It is usually not 
staged but presented in concert-from. 
An Overture is the opening orchestral 
work of an opera or oratorio. 
Pipa is the Chinese lute. 
Polyphony describes music that involves 
simultaneously more than one melody. 

A Recitative is a mixture of sung and 
spoken recital. 
Soprano is the name for the female high 
voice. 
SATB choir is called the choir with the 
four types of voices: Soprano, Alto, 
Tenor, and Bass. 
Tenor is the name for the male high 
voice. 
A Trio is an Ensemble for three singers 
or musicians. 
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