NAMAKEDI :
una CanC7 on a’e Hamaca

Poetisa/Cantora:Griselda Maria Lopez
Traductora/Sociolingidista:Luz Graciela Joly Adames



INTRODUCCION DE LA TRADUCTORA/SOCIOLINGUISTA

La etnia Guna de la Comarca Guna Yala, Archipiélago de San Blas, Re-
publica de Panama, tiene un género de hablar denominado namakedi. Este ha
sido traducido al espanol como “canto” o “cancidon” (1). Las actuaciones de
namakedi varian de acuerdo con la escena y de acuerdo con el sexo del o la
cantante. En el recinto doméstico, las mujeres 1interpretan namakedi con
sus “cantos de hamaca,” por decir “cancién de cuna” o “nana”. Al cantar,
las mujeres improvisan las palabras de tal manera que se apliquen a una
situacion inmediata en la cual Tlas o los infantes quienes escuchan estan
siendo socializada/os y endoculturada/os por medio del evento namakedi. La
cancion de hamaca refuerza Tlas normas del comportamiento social guna,
ensenandoles a las ninas y los ninos la division sexual en los deberes
cotidianos y sus relaciones con los demas miembros de la familia.

A continuacidn, proporcionaré los detalles sociolinglisticos que des-
criben una cancion de hamaca dentro del marco social en el cual se desa-
rrol1o el evento. Esto es para permitir una mejor apreciacion de la ha-
bilidad de 1la poetisa/cantora de improvisar versos con el fin de social-
zar y endoculturar a quienes la cancion iba dirigida.

La cancion de hamaca que aqui se traduce fue grabada en isla Tigre,
comarca Guna Yala, Archipiélago de San Blas, en agosto de 1977 (2). En-
tonces, Griselda Maria Lépez tenia diez ahfos de edad. A esta edad, ya
Griselda conocia los deberes sociales de miembros de su familia y podia
improvisar cantos de hamaca. EIl evento grabado ocurrié un sabado en Tla
manana, cuando Griselda estaba libre de la escuela primaria donde ella
cursaba el cuarto grado en el programa de educacidén publica bilinglie en
guna y espanol.

La cancion de hamaca fue cantada en guna. Fue dirigida a un nifo de
dos meses y a una nina de dos anos de edad. EI nifno es hijo de un herma-
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no menor de la madre de Griselda. La nina es Ta hermana menor de Grisel-
da. La cancion se dirige al nifno con la frase que la etnia Guna tradi-
cionalmente emplea para con infantes de ambos sexos: goe bibi. La pala-
bra goe es homéfona y homégrafa, ya que significa tanto “venado” como “bebé”
o “nene”. En sentido figurado, se relaciona a un bebé con un venadito
porque para la etnia guna quien trae a bebés al mundo no es la ciguena sino
tanto el venado como el delfin (3). La palaba b7b7 es un adjetivo diminutivo
que significa “chiquito” o “pequeno”. Esta cancidén es dirigida a la nina
por su sobrenombre S7pu que significa “Blanca”. Ella es de un color de
piel mas claro que el de Griselda, pero no es albina (4).




Las caracteristicas melddicas de esta cancién de hamaca siguen Tlas
normas que han sido descritas como de estilo comin en todas las canciones
de hamaca en guna. Estas son: 1levar un ritmo doble o triple con una ma-
raca de calabazo, cantar con un tono de voz normal (no mas de un interva-
To de una sexta), cantar frases completas textuales y musicales con cada
respiracién, y terminar estas frases con la nota melddica mas baja (5).
Zumbar es parte del estilo melddico de esta cancidén. La duracién del canto
es de un minuto y cuarenta segundos, menos del promedio de cuatro minutos
que ha sido descrito por McCosker (7b7d.) Sin embargo, Griselda habia
estado cantando antes de que yo la descubriera en este acto. Ella canté
estos versos a peticidn mia para grabarlos.

Mola maraca.



Griselda y su hermanita S7puv viven con su madre y padre en el domici-
Tio de sus abuelos maternos. Su primito goe bibi—el nenito-reside con su
madre en el domicilio de sus abuelos maternos. Esto es conforme al patroén
residencial post-marital uxolocal de la etnia Guna en Guna Yala, Archi-
piélago de San Blas, en que el hombre va a vivir con la familia de su es-
posa. EI1 padre del bebé, o sea, el tio materno de Griselda, estaba tra-
bajando en ese entocnes en la ciudad de Panama, y visito la isla sé6lo una
vez durante las tres semanas que yo permaneci en ella.

La manana en la cual fue grabada 1a cancidén de hamaca, la madre del
nino habia abandonado 1a isla para ir al rio a lavar ropa. Ella le pidid
a la abuela paterna del nifo que lo cuidara mientras ella se ausentaba. Ya
que la abuela se encontraba ocupada en la cocina, ella puso al nino al
cuidado de su nieta, la poetisa/cantora. Griselda tom6 al nifio y a su
hermanita y los 1levd a la casa dormitorio. Alli se sentd en una hamaca
con goe bibi y Sipu, uno a cada lado de ella, mientras les mecia, agitando
Ta maraca en una mano y cantandoles canciones.

Mola maraca
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Quiero sefnalar algunos detalles no-meldédicos de estos versos para
proporcionar “algunas de las particularidades del significado de lo que se
presume decir..para aquellas personas que se familiarizan por vez primera
con la Tliteratura oral de otra sociocultura”(6). La poetisa/cantora se
autoincorpord y también a quienes estaban a su cuidado, en el texto de 1la
cancioén, improvisando de esta manera para la situaciéon inmediata en la cual
ellos eran los personajes. En el primer verso, ella anima al pequefio bebé
a que crezca, expresandolo como un deseo, una voluntad del nifo. El
crecimiento y el desarrollo lTos describe con movimientos fisicos del cuerpo,
tales como correr, con actividades tales como la pesca y lavar ropa, y con
Ta voluntad necesaria para aprender los estados y roles sociales dentro de
la familia, tales como el deseo de visitar a 1la abuela. Los futuros
derechos, deberes y obligaciones del ser adulto son el tema principal del
texto. E1 ultimo verso, sin embargo, retorna a los nifos al mundo de la
infancia. Ser infantes se convierte en un estado social, sancionado por
Ta autoridad paterna.

como punto final, deseo explicar los métodos usados en la traducciodn
del guna al espanol. La misma manana en que grabé la cancidén, fui a la
cocina y permiti que la madre y la abuela de Griselda escucharan la gra-
bacion. Con la ayuda de ellas, transcribi la cancion palabra por palabra.
Pude identificar de inmediato el significado de algunas palabras y frases
con mi escaso conocimiento del lenguaje guna. Para aquellas palabras y
frases con las cuales no estaba tan familiarizada, obtuve el significado
en espanol de una prima y de un tio de Tla poetisa/cantora. Estos
significados en espanol los revisé con significados en 1inglés dados por
Holmer (1), en su diccionario etnolingliistico en guna.

Las lineas de Tos versos han sido escritas de tal manera que expresan
las frases melodicas y textuales cantadas con cada respiracion. Este arre-



glo no es para que se cante con una melodia. Seria imposible expresar en
espanol exactamente el arreglo melddico en guna, ya que la estructura
morfoldgica del espanol no corresponde al sistema de sufijos o silabas del
guna que permiten la creacion de una nota melddica por cada sufijo o silaba.
En la traduccidén, un descenso en la linea refleja un Tigero descanso en el
tono melddico; sin embargo, se debe tener en mente que Griselda estaba
cantando casi en el mismo tono de voz usado al hablar, con apenas una
pequefa variacion tonal. Los espacios separados de las palabras reflejan
Ta mayor cantidad de tiempo que se le asignan a las frases finales en guna.
También, presento la musicalizacién (7) para aquellas personas interesadas
en interpretar este namakedi, tal como lo cantd la poetisa/cantora en guna.

NOTAS

1 Nils M. Holmer. 1952. Ethnolinguistic Cuna Dictionary. Etnologiska Studier 19:86
Goteborg: Etnografiska Museet.

2 De junio a septiembre de 1977, estuve becada por el Programa para América del Sur
Tropical, de la Universidad de La Florida, dirigido por el antropélogo Charles wag-
Tey. ET propdésito de Ta beca era hacer reconocimientos de varias areas en Panama,
para una futura investigacion antropoldégica a mas largo plazo. La grabaciéon ha si-
do depositada en el Museo del Hombre Panamefio, ciudad de Panama, y en el Laborato-
rio de Linglistica, Departamento de Antropologia, Universidad de La Florida, Gaines-
ville, Florida, Estados Unidos de América.

3 Agradesco esta observacidn y otras sugerencias en este articulo, al insigne poeta
guna Aristides Turpana, quien en ese entonces laboraba en Ta Extension Cultural del
Instituto Nacional de Cultura (INAC).

4 La etnia Guna de Guna Yala, Archipiélago de San Blas, tiene una alta incidencia de
albinismo.



5 sandra smith McCosker. 1974. The Lullabies of the San Blas Cuna Indians of Panama.
Etnologiska Studier 33. Goteborg: Etnografiska Museet. 1976. San Blas Cuna Indian
Lullabies: A Means of Informal Learning. En Enculturation in Latin America. Johan-
nes Wilbert, ed. pp. 29-66. Los Angeles: UCLA Latin American Center Pulications.

6 Una suplica del antropd6logo Allan F. Burns, citada en “Comentarios”, ALCHERINGA:
Ethnopoetics, 3/2/77. pp. 146-148. Por este medio expreso mi gratitud al Dr. Allan
Burns, quien me animé a que tradujera esta cancién de hamaca y por sus sugerencias.

7 También agradesco al antropdélogo Anthony Stocks, su etnomusicalizacién de esta can-
cion.

8 Blanquita o S7pu estaba inquietandose, queriendo bajarse de 1a hamaca. La poetisa/
cantora interrumpidé entonces su frase inicial para dirigirse a la nifa e incorporar-
Ta de esta manera en el acto. La nifa se aquietd, consciente de las palabras de la
cancion. Dos dias después de Ta grabacion, su abuela me Tlamé para que oyera a S7pu
cantando para si misma 7ata va soe - “abuelo esta pescando”.jA los dos afos de edad,
ya ella esta improvisando versitos por su propia cuenta!

LUZ GRACIELA JOLY ADAMES, nacidé en Colén, Republica de pPanama, donde recibidé una educa-
cion formal bilingle en espafol e inglés, y también adquiridé algunos conocimientos de

Tos lenguajes guna y francés. En 1977 obtuvo su grado de Maestria en Antropologia So-
ciocultural de La uUniversidad de 1a Florida, Gainesville, Florida, EUA; y en 1981 obtuvo
su Doctorado en Filosofia con especializacidén en Antropologia, en la misma universidad.
La investigacién para el doctorado la realizo como investigadora asociada de la Direccion
de Patrimonio Historico, Instituto Nacional de Cultura (INAC), realizando un estudio de
antropologia econdmica-ecologica y sociolingliistica en la Costa Abajo, en 1la vertiente
del Caribe central de Panama. Este estudio fue financiado por Ta Fundacion
Interamericana de los Estados Unidos de América, y con patrocinio de 1la Universidad
Catdélica Santa Maria La Antigua en Panama y el Vvicariato del Darién, de Ta Iglesia
Catolica en Colon, Republica de Panama.



NAMAKEDI: Una Cancién de Hamaca

Venadito,

querras cre - cer,
Mi nene,

to - da - via chi - qui - to.
Tu papa,

para ti,
;Qué te

com - pra - ra siempre? Um hum
Nenito,

Irdas a pes - car

por alli,

tu
junto con a - bue - Tlo. Um hum.
Venadito,

Cuando tengas pie - citos,
desearas venir

a la casa
buela

de tu a- siempre. Um hum.
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jQue bueno!

jQuerras cre - cer!

vas a

correr también
detras tias

de tus siempre. Um hum  hum
Venadito,

Vendras corriendo rapido

también

donde mi s iempre. um hum.
Nenito Blanquita (8)

sobrino y también,

les van a comprar
mucha ropa

siempre. Um hum.
Blanquita,
de seguro
que lavara
1la ropa
para Papa
siempre. Um hum.
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Papa

\Q

=

que debes

estar

to con

jun

tos.

.i

tus herman

L

Blusa de mola de nifa.
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NOTES

Singing a Lullaby in Kuna; a Female Verbal Art

The San Blas Kuna of the Republic of Panama have a cover term, namakket (‘‘song’’ or
‘*chant’’), which includes a number of different kinds of speech, all characterized by a
melodious rendition. Kuna songs vary according to the sex of the performer and the event in
which they occur. Singing by Kuna men has been described and analyzed separately from sing-~
ing by Kuna women.! Attempts to analyze the overall structure of Kuna arts have de-
emphasized the women’s verbal art, presenting a male-centered view of Kuna speech events.?2
Such structural analysis conveys the simplistic and erroneous impression that Kuna men chant
and make speeches while women silently sew smolas, the artistic cloth panels of reverse ap-
pliqué. Other analyses of women's roles in Kuna myths and society present women'’s singing
s ‘“*“domestic in focus, limited in application, and emotional rather than instrumental.’’s ‘This
view obscures the fact that the mythopoctical chanting by Kuna chiefs in congress, although it
is performed in a highly restrained, unemotional manner and does not treat personal emotions
as a topic, is ncvertheless a metaphoric process that depends on an emotional core of metonyms
by which the listeners can identify personally with the subject being narrated.*
It is important, therefore, to balance the male-centered view of Kuna expressive culture with
documentation and analysis of women’'s verbal art. There are Kuna myths about fermnale leaders

! On men’s singing, sec Jocl Sherzer, **Namakke, Sunmakke, Kormakke: Three Types of Cuna Speech
Events,’" in Explorations in the Ethnography qupenkiug. ed. Richard Bauman and Joel Sherzer (New
York: Cambridge University Press, 1974), pp. 263-282. On women’s singing, see Sandra Smith Mec-
Cosker, The Lullabies of the San Blas Cuna Indians of Panama (Gotcborg. Etnografiska Muscet, Etnologiska
Smdier 33, 1974).

32 L. A. Hirschfeld, **A Structural Analysis of the Cuna Arts,”” in Ritial and Spmbol in Native Central

America, ed. Philip Young and James Howe {(University of Oregon’ Anthropological Papers No. 9,
1976), pp. 43-56.

3 James Howe and Lawrence Hirschfeld, “*The Star Girls’ Descent: A Cuna Myth about Women,
Scparation, and Mourning,"” Paper presented at the 75th Annual Meeting of the American Anthropolog-
ical Association, Washington, D.C., 21 November 1976, p. 12. In the revised version of this paper (see
this issue), the authors bave balanced more appropriately the roles of -the sexes and how these have
changed historically. They have also acknowledged that, to be cffective, singing by either of the sexes
depends on both emotional and cognitive bases.

4 Robert J. Smith, The Art of the Festival (Lawrence, Kansas: University of Kansas Publications in An-
thropology, 6), pp. 97-100.
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who are described as public speakers and serve as role models for Kuna women. The myth of
Nankitiar describes her as a female sakla (**chicf’’ or “'leader’’) who had advisers who were,
also female leaders. One day Nankitiar said to the great chiefs in the beautiful place of Pasur-
tiwar (**Pasur River’") where she lived,3 that she, too, nceded to give advice to the women so
that they would have good morale. The great chiefs said, **Yes, you can give advice to the
women.'’ The congress was full of women and Nankitiar told them how to make things like
miolas and how to behave. S

The myth of Nankitiar was appropriately chanted by the male chief of the island of ”] Cigre in
San Blas one night in August 1977,%-after a woman rose up to speak in the evening congress.
‘The woman was the wife of the leader of the Society of Hunters.? She publicly stated that
night at the congress that only the wives of the hunters had cooked during a recent puberty
ceremony for 2 daughter of a hunter. She reminded all present that their tradition calls for all
women in a community to assist in the cooking during the four days of a puberty ceremuiony.
With his chant about Nankitiar the chief was backing this woman in her advisory capacity and
validating her legitimate complaint.

With such living examples of public speakers, rcinforced by mythological role modecls of
female leaders,® it is therefore not surprising to find that in the island of Tigre, lullaby singing

® As this refers to a prior life on the mainland by the contemporary insular Kuna, it is highly plausible
that Kuna women may have then had a much more prominent public role in the Kuna congress. This is
suggested by participant observations made in July 1977 in the Kuna riverside settlement of Pucuru in
Darien province, southecastern Panama. There contemporary Kuna women work much more actively
than insular Kuna women in agriculture and fishing, and actively participate in family decisions about
these production activities. E

¢ This myth and the lullaby here presented were collected during a summer survey in 1977 sponsored
by a grant from the Tropical South American Program of the University of Florida, under the direction of
Dr. Charles Wagley. During the survey, guidance was generously given by Dr. Alexander Moore now
of the University of Southern California but then on sabbatical from the University of Florida and doing
rescarch in Panama on the Kuna. A written translation of the myth and a cassette recording of the lullaby
have been deposited in the Linguistic Laboratory of the Department of Anthropology, University of
Florida, Gainesville, Florida, as well as in the Musco del Hombre Panameifio, Republic of Panama.

7 As a child, this woman had been entrusted by her parents to the custody of a prominent latine family
in Panama City. There she was formally educated in primary and seccondary schools. Upon reaching adult-
hood, she found hersclf in the not too uncommon position of Indian and peasant women in Panamza of
becoming the concubine of a son of the custodians or employers. She informed her parents of her situation
and was returncd to the island. Shortly afterwards she married a Kuna man and reverted to wearing the
Kuna female attire which she had stopped wearing in the city. In many ways, this woman, for me, was a
leading female in Tigre, as I observed how often she was informally consulted for her opinion on various
matters.

® It has not been my intention in this paper to overrate the role of Kuna women in public life. Neither
have I tried to impose upon Kuna women my own sociocultural biases as a farina female born and raised
in the trans-isthmian urban center of Panama and largely influericed during my formal education by socio-
cultural trends of the United States of Amecrica. Rather, this paper was meant to note a few discrepancies
in male-centered descriptions and analyses of Kuna songs and singing. This paper was also an exercise in
my own formal education as a graduate student in anthropology, in the same way that Howe and
Hirschfeld in this issue acknowledge the contribution of their students in their analyses.
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by women is very much alive and not declining in performance as has been claimed to be the
case.?” The lullaby here presented is a2nalyzed within the social context in which the event oc-
curred. This is to emphasize the fact that a female lullaby singer improvises words to fit a par-
ticular, immediate situation in which the addresees are socialized and enculturated through her
singing. In this regard, the female lullaby singing at home and the male chief’s chanting in the
congress complement each other to reinforce the norms of Kuna social behavior. This comple-
mentarity maintains 2 balance between the ceremonial and the colloquial, the mythological and
the everyday, the public and the private, the community and the household, the household and
the individual, childhood and adulthood, manhood and womanhood.

Griselda Marfa Lépez, the performer, was ten years of age when this lullaby was recorded in
Tigre in August 1977. At this age, Griselda knew well the social roles of the members of her
family and could improvise lullabies describing their duties and relations. Female singing at
such a young age contrasts quite dramatically with male singing, which is performed at a much
older age. While male singing requires many years of training and learning,1? everyday life
provides women with knowledge about family social roles, the topic of lullabies. Female im-
provisations of lullabies, therefore, center on a basic, direct theme of everyday living and do
not require the metaphoric allusions of a chief's chanting and its subsequent interpretation by a
chief's spokesman. The smooth conduct of everyday living according to traditional cultural
values is a goal sought by the chief’s chanting. Pemnale lullaby singing is instrumental in ensur-
ing the continuous transmission of this message transgenerationally to children in simple,
direct terms. ¢ -

The event here described occurred on a Saturday morning, when Grisclda was free from
school where she attended the fourth grade in a bilingual public education program in Kuna
and Spanish. The lullaby was sung in Kuna. It was addressed to a two-month-old boy and a
two-ycar-old girl. The boy is the son of Griselda’s mother’s brother. The girl is Griselda’s
younger sister. The baby boy did not necessarily understand the lullaby, of course. The two-
year-old girl, however, was beginning to talk and understand speech. She was very much
aware of the words in the lullaby. Two days after this recording, her grandmother cailed me to
listen to this child singing by herself, tata ua soe (**Grandfather is fishing’’). At age two, she
was already singing her own lullaby phrases and knew that her grandfather had gone fishing.

The two-year-old girl is addressed in the lullaby by her nickname, Sippu (‘“White'"). She is
of a lighter skin color than her sister Griselda, but is not an albino.3! The baby boy is addressed
in the lullaby by the traditional endearment phrase koe pippi that the Kuna use for infants of
either sex. For native speakers today, koe pippi means ‘‘baby,’” but the phrase literally trans-
lates as *“little deer.”’ In a euphemistic, metaphoric sense, a baby is associated with a little deer,
as in Kuna folklore children zare told that babies are brought into the world by a deer or a
delphin instead of the stork of European folklore.!a A complementary interpretation of the
symbolic meaning of koe is given by Howe and Hirschfeld in this issue.

* Hirschfeld, p. 51.

¢ Sherzer, pp. 280-282; James Howe, Village Political Organization Among the San Blas Cuna, Ph.D.
Disscrtation in Anthropology, University of Pennsylvania, 1974, pp: 160-165,

-1 The San Blas Kuna have a high incidence of albinism.

12 For this comment, and editing assistance, I am grateful to Aristeides Turpana, a Kuna poet with the
Extensién Cultural del Instituto Nacional de Cultura, Panama.
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Griselda and her sister Sippu live with their parents in their maternal grandparents’ house-
hold. Their cousin, the baby boy, resides with his mother in his maternal grandparents® house-
hold. This conforms to the matrilocal postmarital residence pattern of the San Blas Kuna. The
baby’s father, Griselda’s ‘‘uncle,”” was working at the time in Panama City and visited the
island only once during the three wecks that I was there.

The morning the lullaby was recorded, the baby’s mother had left the insular village to go
to the mainland river to wash clothes. She requested her boy’s paternal grandmother to care
for him while she was gone. As the grandmother was busy cooking in the kitchen, she en-
trusted the baby to her granddaughter, the performer. Griselda then took the baby and her
sister into the sleeping quarters. There she sat swinging in a hammock with the two children,
while shaking a gourd rattle and singing lullabies for them.

The melodic features of this lullaby conform to the norms that have been specified for the
common style of Kuna lullabies, namely, shaking a gourd rattle to establish either a duple or
triple thythm, singing in a normal speaking range (or, less frequently, in a high, soft voice),
using a narrow tonal range (no wider than the interval of a sixth), singing complcte textual
and musical phrases with each breath, and ending those phrases on the lowest melodic pitch.13
Humming in this lullaby is part of the melodic style. The duration of the lullaby is one minute
forty seconds, less than the four minutes that has been described as the average time span.
Griselda, however, had been singing prior to my discovering her in this act. Upon my request,
she sang this set of verses for a tape-recording.

A few nonmelodic features of this text will be singled out to provide **some of the nuances
of meaning, the assumed knowledge in what is being said . . . for people coming upon a
culture’s literature for the first time.’’14 The performer incorporates herself and those en-
trusted to her within the text of the lullaby, thus improvising for the immediate situation. In
the first stanza she encourages the baby to grow up, expressing it as a desire, a wish of the
child. Growth and development are exemplified by physical body motions, activities, and
strength, as well as by the mental activity and strength of learning social roles and statuses.
The future rights, duties, and obligations of adulthood are the primary focus of the text. Par-
ticular reference is made to dutics and obligations incurred by separation; for example, the
father who will bring gifts of clothes to his children, bought with wages earned during his
migrant labor, thus mitigating his absence with the gifts (see Howe and Hirschfeld in this issue
for the theme of separation and mediation in Kuna lullaby singing). The last stanza returns the
children to a child’s world. To be a child becomes a social status, rightfully sanctioned by
paternal authority.

A final note is in order, to explain the methods used in transcription and translation. The
same morning after recording the lullaby, I went to the kitchen and pPlayed back the recording
to Griselda’s mother and grandmother. With their assistance, the lullaby was transcribed word

13 Sandra McCosker, *‘San Blas Cuna Indian Lullabies: A Means of Informal Learning,”” in Encultum-
tionn in Latin Asnerica, ed. Johannes Wilbert (Los Angeles: UCLA Latin Amecrican Center Publications,
1976), pp. 29-66.

** A plea by anthropologist Allan F. Burns quoted in ‘*Comments,”’ Alcheringa: Ethnopoetics, 3 (1977),
Pp- 146-148. I thank Dr. Burns, of the University of Florida, for his encouragement to translate this
lullaby and his suggestions.
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for word. The phonological rules proposed by Sherzer!® were generally followed. Under this
system, voiceless stops (pronounced: p, t, k, and kW) are treated. as “*double’ consonants
(written: pp, tt, kk, and kkW) and voiced stops (pronounced: b, d, g, and g%W) are treated as
“‘single’’ consonants (written: p, t, k, and kW),

Prom my rudimentary knowledge of Kuna, I knew the meaning of a few phrases in the
lullaby. For those words with which I was not that familiar, however, I obtained glosses in
Spanish from an older female cousin of the performer (a mother’s brother’s daughter) and from
an uncle (a mother’s older brother). These Spanish glosses were checked with the English
meanings given by Holmer.1® A year later, upon a return to Tigre in October 1978, a Spanish
version of this translation and interpretation was shown to Griselda’s relatives, who made final
suggestions and agreed to its publication.

The English words are arranged to convey in a very general sense the melodic and textual
phrase sets sung with cach breath. This arrangement is not intended to be sung according to
the melody. It is almost impossible to express in English an exact melodic arrangement, as the
morphological structure of English does not correspond to the affixation or syllabic system of
Kuna which allows the production of one note per affix or syllable. In the translation, a des-
cent in line reflects a slight descent in melodic tone. One must bear in mind, however, that
Griselda was singing in a normal speaking range using a narrow tonal variation. The spacing
isolating words or breaking them apart is intended to reflect the greater length of time award-
ed to note-affixes in Kuna at the end of the phrase. The melodic transcription is here appended
for those interested in the actual musical arrangement, as sung in Kuna by the performer.??

“‘Grow Up,”’ a Kuna Lullaby!®

um hum humm

Little baby,
" you will want to grow up.

My baby,
still so small.

VW hat will he,
your fa- ther,

15 Joel Sherzer, **A Problem in Cuna Phonology.”” The Jourmal of the Linguistic Association of the
Sourhwest, 1 (1975), 45-53.

18 Nils M. Holmer, Ethnolinguistic Cuna Dictionary (Goteborg: Etnografiska Museet, Etnologiska

Studier 19, 1952). I also appreciate comments and suggestions made by Drs. James Howe and Joel Sherzer
on the transcription and translation. :

17 [ thank anthropologist Anthony Stocks, of Idaho State University, for his ethnomusicological tran-
scription of the melody.

18 Kuna lullabies do not have titles, but this one has been added to convey in English a sense of the
nature of the topic. .
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what will he

buy you always?
uIn
Baby,.
you will go
a- bout fish- ing
your
together with grand- fa- ther.
uom
Little baby
when you learn to wwalk
you will
want to come
mother's .
to your grand- house alw ays.
um
You will
want to grow up.
You will
also run
after aunts
your always.
UITR
Little baby,
you will also come
running
to me always.
um
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. A CUNA LULLABY,

Figure 1. A Kuna Lullaby. Music and verses: Griselda Marfa Lopez.
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My baby nephew,

itel?
and Whilee also,
many clothes
will be bought for . you
um
White
will surely
wash clothes,
for father always.
um
Father
will . say:
‘*“You must be
with
your cousins and. siblings.*’

Upniversity of Florida
Gainesville

always.

hum

hum

" GRISELDA MARIA LoPEZ, Performer
Luz GracieLa JoLy, Interpresssr

'* Sippu (*“White’) was fidgeting about, wanting to get down from the hammock. The perfom=—
thus interrupted her initial phrase to address her sister and incorporate her into the act.
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Mujer guna sentada en una hamaca
cosiendo una mola.

Guna woman sitting in a hammock
sewing a mola.

21

Cuando una nina comienza a coser
molas, hace una figura sencilla,
como un pollito.

when a girl begins to sew molas,
she sews a simple image like a
chick.



