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Abstract

This is an exegesis with a shared collaborative creative component with two other weaving
exponents, Jacqueline McR&arei and Rose Te Ratawaich is reflective of a community of

shared practice. This shared practice and subsequent collaborative creative component will be
based on the overarching theme of the written component, a synthesis of philosophy, tikanga
rangahau (rules, methods), trarsr of knowl edge and commit ment

a te whare pora (ancient house of weaving) in a contemporary context.

The sole authored component and original contribution to knowledge for this project is the
focus on the period of 18601970,which will be referred to as Te HuringBhe design of this

exegesis will be informed by Kaupapa MUor i I

Te Huringa, described as the period from fir

Renaissance irhe 1970sAfter the signing of the Treaty, the settler population grew to

out number MOor i . British traditions and cu
expectation that MUori adop tThifpBriod &0 defined, t ur e
astheperi od of mass col onisation, saw the eros

status of raranga as a revered art form

The creative component will beV@hakaaturangean ex pr essi on of taongeée
MUori artefacts) with a f oc(imgerweaving)landirlink ik o( wo
(another form of finger weaving). This work can be stalwhe, but can also sit within the

wider, collaborativeNhakaaturagato create a broader conceptual design of the origins of

raranga, whatu muka and tUni ko.
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Preface

MUor i words use maocfr oMo rr iwiwohr das galvoasislaarbyl e a
Macrons are used to denote the lengthened vowel. Where applicable, quotes have been written

as they are in direct quotes.

The title 6Te Aho Tapud is deri vie-ldw, Pumbom a ¢
Taituha(Waikato Tainui & Wintec2013) The title is chosen to acknowledge the threads
within the research to the authoroés i wi and

and weave three pieces of research together as a collective pursuit towards enlightenment.

The titles of each chapter havé€latbhaé&mokagi fted
2020) The first purpose is to provide an alignment to the focus or findings of each chapter.

The second purpose is to support the readeavigating through the contents, metaphorically,

an 6ahod that threads each chapter to the on
the reader with a pattern depicting that of each title. The sole contribution to the installation by

the researcher is a whUriki and all 5 patter

Each chapter acknowledges a place or space in the research journey, building upon each other

to realise the final product and findings of the research.

As pr ovi de Chaftey One,T&Aha Takake, acknowledges the connection to our
origins as arindigenougpeople. Chapter Two, Te Aho Tuakiri, acknowledges the challenges

to maintain identity asndigenous people. Chapter Three, Te Aho Toi, acknowledges the art
form thatis instituted on origin and identity. Chapter Four, Te Aho Matua, acknowledges the
dawning of new knowledge througfieWhakaaurangad T e e r a a O(VaikaioWairtuie a
2013) also the name given to Chapter Five. Further information on each can be found in
corresponding chapters. Within each introduction, chapters are referred to as threads to and

from each other as a symbolic acknowledge to the art form.
Te Huringa is théitle | havechoserto refer tothe era from 1860 to 1970 thathe timeframe

for my research. | acknowledge this titdeined byHirini Moko Meadd ur i ng t he Te

Exhibition meaning 6The Turningd andayrlef erri

12



have adopted this term to mean O6a period of

timeframe.
The tWhakeda uor angaé meaning to show or display,

MUOori term for my creative work to bamepl|l emen

in a mUt akaupapagga MUor i
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Chapter 1
Te Aho Taketake:Te Ao MUor i anddiewa MUor |

Introduction

The first thread provides the origin of the art form, lthéigenous worldview.An increased
awareness of globalisation in the last 50 years has challenged humankind to think about the
world in new ways. It is reasonable to state thamankind has been required to look closely

at the relationship between people themselves and their relationship with the natural world

The great passion of indigenous worldviews and cultures is unity with the natural

world. We see earth, sea and sky as our parents and believe that all things are born

from the earth. And because all things are born from the earth, all things are therefore

kin. Life is to be lived consciously within this grand weave of kinship relationships

(6t he woven universeb6) and our humanity is e
kinship relationships with the natural worlthdigeneityis the core wisdom of

indigenous altures and worldview(Royal, 2020, para. 1)

Te Ao MUoMUori Worldview

The worldview of Te Aoandpbysicalandimetapbysicabrenlitiesn c e ,
it is dependent upon the maintenance of cultural traditions, practices and values. According to
Sir Peter Buck, the traditional MUor i View
evolution of existence, fronthe supreme god and leader (lo) to the gods born from the
nothingness of prexistence, the creation of the world and ultimately the creation of mankind.
(Katene, 2013, p. 9)

Te Ao MUori, as we eachidgeof sulpana(hncestsrgtaddpaces)gh t he
were created from oral narratives, mytrsd legends. From generation to generation, these

teachings are held close to MUori and are by

14



Figure 1: Tanenui-a-RangiseparatingRanginui and Papa -U-nuku

Note:Wi t hi n a MUo r i-nuikaRandi seperatedvthe efitaaceeof Rangiand Papa 1

Onuku in order for the sun to shine through and allow a new dawn and day for his people also ascended
to Te Toio-n g-rdngi to bring back the three kete (basket®nafwledge (Moorfield, J.C. n.d., para 1).
Imagehttp://blogs.shsinv.school.nz/room9/2011/02/16/280/

TeWU olui 0T U nsthedomainof T U nthreeAtua(god) of theforest thebirdsandtheinsects.
It is saidthat T U rsegoutto find the femaleelemento be a motherfor thewholehumanrace
andcreatete ira tangatahumanlife). DespitenotbeingsuccessfulT U pmcuredirom those

femalebeings treesandplants(Royal, 2018).

Figure2: MUor i Wor |l dview Structure adapted from

The Myth of Ranginui
and Papatiaanuku

The Realm of Ultimate Reality

Mana-Tapu-Noa
The Realm of the Human

The Myth of Hinenuitepd
The Realm of the Dead

MU o doingtandneverhaveacceptedhe systemof a closedworld. Theybelievethe
spiritual realm interactswith the physicalworld and vice versa.fii T h enyths and
legendssupporta holistic view not only of creationbut of timeandof pe op M@ s . 0O
understandhis conceptijt isimportantto look athow M U osedtheworld thattheylive

in. Jamedrwin describeshe6 MU ®Vorlid V i e ag@éthreetieredstructure(Ministry

of Justice2001,pp. 10-11).
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A worldview represents the distinctive way in which a people make sense of their world. This
worldview ties them to the environment and to one another within a \rarkeof shared

beliefs and understandings about the way in which the universe is ofiitkadre, 2011)

Mikaere (2011) continues,

It has beensuggestedhat the formation of a worldview, enablesits possessorso
identify themselveasauniquepeople Thereis nodoubtthattheworldviewbequeathed
to usby ourancestorsies atthevery heartof whatmakesusunique.lt providesthelens
throughwhich we view our world. It determineghe way we relateto oneanotherand
to all otherfacetsof creationlt enablesisto explainhowwe cameto behereandwhere
we aregoing. It formsthevery coreof identity (p.308).

The worldview lies at the very heaof culture, touching, interacting with and strongly
influencing every aspect of culture. For
influence their worldview whereas for the western culture the focus on the natural universe,
assumes that is comprised of indestructible atoms of solid matter and conforms to strict
mechanical laws. Therefore, western culture applies scientific methodology to understand and

describe cause and effect (Royal, 2003).

TheM U oworldview hasbeendescribedasholistic andcyclic ( K a & Hdiggins,2004).This

is becauseeverypersonis linked to a living thing, the environmentandto the atuaandthese
are all interconnectedhrough whakapapagenealogy) Everything containedin the MU o r i
worldis partof aknowledgebankwhich providesM U owith thetoolsto understanell aspects
containedwithin it, includingtahawairua(spiritualworld) andtahakikokiko (physicalworld).

It alsohelpslocateM U owithin their currentenvironmentith links to the past.

All culturesevolve over time as new technologyis introducedand as variousethnic
groupsareexposedo oneanothe. Furthermoreall culturesin contemporargimeshave
artefactsfrom the pastthat serveas cultural indicatorsof the way in which its people
behavedindasremindersof wheretheycamefrom ( K a & Higgins,2004,p.19).

This meansthat knowledgeregading raranga( M U aveaving) and whatu muka (finger
weavingwith the fibre of flax) in a contemporaryontext,is linked with the transmissiorof
knowledge acrossgenerations K a 6 and Higgins (2004) provide a set of indicatorsto

understandthe M U o warldview. This has been adaptedby the researcheto locate the

16
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researchemsan o i

n s witdire thedresearchitself as the worldview of the researcheis

intrinsic andthereforeif affectstheirresearchn everyway.

Figure3: Key |

ndi cat

ors to understandi

Indicator

Explanation

Locating the Researcher within the Research

Tribal Identity

The importance of a sense of place
belonging through genealogical ties.

The researcher i svi f hon
Maniapoto. The researcher is a kaiwhatu (weave
muka) and is committed to the preservation of wi
mu k a for future gener

following the teachings of her mentors who have pa
this knowledge down.

Land & The recognition by the people of the n¢ The researcher is aware of the importance of ens
Landscape to respect the harmony and balance of the continual growth of the resource needed by adh
land and the resources it provides. to all aspects of kaitiakitanga (guardianship). |
critical that the researcher is aware of maintainir
balance of usage regarding the researneeded fq
whatu muka following the principle of harvest whal

neededand not what isvanted.

Spirituality Based on a spiritual view of the respon The researcher observes the appropriate custg
to the natural world. practices at the approptéa times especially whe

harvesting the required resources and on completi
the final artefact.

Elders Elders serve as a critical link to the pag The researcher is privileged to have been taught th
the present context to ensure cultyf or m from highly res
practices and tribal knowledge remjrepositories of raranga and whatu muka who are
intact for future genet@ns. regarded as national icons in the field. The resea

acknowledges the xt r aor di nary
Mani apoto weavers: Me r ¢
Rangi mUrie Hetet; and O

Language The recognition that the language contg Within the field of raanga and whatu muka lies a wez
so many cultural indicators that enriof language describing processes, technig
oneds .identity customary practices and rituals which drive

researcherds behaviour
continue this art form.

Culture The importance of culturaligdetermineRar anga and whatu muka
ways of thinking, behavinfcul t ure Dbecause they a
communicating and living as Indigend artefacts including wharenui (meeting houses), clot
people nets, matau(hdos ) , honaki (tra

identify MUori as | ndi ¢
Zealand. The researcher has been involved ir
restoration of whar enu
rohe to ensure the preservation of these signif
culturd artefacts and bast
modern day.

Diversity The celebration of tribal identity and| The knowledge associated with raranga and w

rejection of norndigenous labels ar
definitions that homogese MU o r i

muka haseen transmitted down through generation
Ng Ut i Mani apot o women ¢
embrace and continue, thus celebrating tribal ident

17
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Kinship structure

Based on collaborative/shared po
system within social hierarchies whg
culturd concepts m g
behaviour and their relationships w
each other and their environment.

The passing down of knowledge related to rarangg
whatu muka, demonstrates a sharing of knowlg
within the NgOti Mani a
ensurig these art forms never die; that they flou
along with the natural resources required within

environment of the (disrigt)
WhUnau take responsibil
and protection of t h eke

including planting along the waterways.

Self determination

The recognition of the rights of
Indigenous peoples to live as Indigen
people. To be hea
access to learning their language;
education andjualifications and qualit
learning environments: to be employ
and a high standard of living; to have th
culture valued in relation to Te Tiriti
Wai tangi ; to live
citizens; and to be active participants
determining their ow future.

The impact of colonisation has taken its toll on
preservation of raranga and whatu muka generally
survival wi t hin t he N ¢
attributed to the tenaciousness and determinatic
sever al gener at toovonen. o f
These women were committed to the transmissig
knowledge related to the art form across generat
Their commitment also contributéd validity of the art
form as a taonga (trea
culture in a contemporary context in Aoteardaw
Zealand.

Concept of time

MUori | ook to the

present and future.

The survival of raranga and whatu muka within
N g UManiapoto rohe can be directly linked to
transmission of MUori k
art form across several generations. The researchg
privileged recipient of this knowledge and is now |
of the handing down of this knowledge t new

20

undertaken

generation of NgUti Man

Cultural Cultural knowledge is viewed inaholissJ ust as whakapapa conne

knowledge framework with all aspects interrelated h a p | a (nation)i with their land and with th
enables one to function with a degreq natural world, it also connects people with cudt
comfort i n MU o r i|concepts and cultural knowledge. The art formg
understand what igoing on within thaj raranga and whatu muka are expressions of cu
context. Hence, the connection betw(knowledge. These art forms also contain whaka
cul tural concept s |connecting people such as the kaiwh@ateaver)to the

natural world.

Reciprocity Based on the viewhat mutual respect | Reciprocity can be expressed through the cul
the cornerstone of human relationsh concept of koha (gifting) associated with the traditic
and between humans and practice of raranga and whatu muka within adern
environment. day context. The researcher was taught the signifig

of koha in relation to her own learning of raranga
whatu muka by NgUti Man
form.

Note I ndi cators adapted f r oThatudaaZ0Bi & Higgins,

Cram (2001) argues that research

made that are based on the cultural standpoint of the researcher rather than the lived reality of

the indigenous populationo (p. 37).

Ther esearcher has geneal ogi c aland lisianrécipientt ob

traditional knowledge relating to raranga and whatu muka handed down by tribal elders and

repositories of knowledge of this art form. The researcher, therefore, can higedliassan

Oi

ndrdeerar cher 0.

(Unl u

18
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Some research -iegdéaxratcesr K6 ncamMebe consi der ed
leading to a loss of objectivity (HewATaylor, 2002) A counterargumertf this viewto being

an oOi-msiedesthertd tihe researcher understands a
a NgUt i Ma n i aphisibcludesthe knbwdedge ef raranga and whatu muka which

was taught to her by NgUti Mani apoto reposit

During the 1¥cent ur vy, MUor i felt the 1 mpact of an

Christianity was one of the major vehicles to enforce this change.

Socialdisordersarestill presenwithin M U o goéietytodaywith symptomsof mental,
spiritual, and organic diseaes createdby colonisation; and maintaininga MU o r i
worldview becomesa constant battle. Social disorders are but symptoms of
mental/spirituabliseas€Royal,2003,p.87).

The impact of colonisatioon Indigenous peopée s well documentedSilva (2017 highlights

the oppressive controlling power of colorgaisimilation

The popularAfrican proverbthatuntil the lions havetheir storytellersthe story of the
huntwill alwaysglorify thehunter appliesto thetwo connectedbinariesof thecoloniser
andthe colonized the oppressomlandthe oppressedTelling talesis part of the whole
realm of people,any peoplenamingthe world. To nameis alsoto claim a particular
relationshipto thenamedLanguagés avastsystenof namingtheworld, whichexpress
thec o mmu ntotal rgldienshipto their environmenttheir econome activities,their
political andsocialrelations,andultimately their view of themselvesn theworld.
Oppressorsand their oppressingsystemunderstandhat it is not enoughfor themto
seizep e o pland,isnposetheirrule, buttheygo furtherandcontrol cultureandvalue
systemof the conquered.

Hence|n history,the conquerothasalwaysfelt it imperativeto controlthe mind of the
congueredThe easiestrouteto that conquesis languageColonizationofap e op | e 6 s
namingsystemis anintegralpart of anoppressingystem

(p-ix)
Marie Battiste emphasa@sthe conflict between a cultural worldview and that of the coloniser.

The voice of théndigenous peoples who have survived European colonisation and imperialism,

has become a new form of emiagyperspectives on knowledge and truth.

Colonisationcreateda fragmentaryworldview amongAbaoriginal peoples.By force,
terror and educationabpolicy, it attemptedo destroythe Aboriginal worldview - but
failed. Instead,colonisationleft a heritageof jaggedworldviews amongindigenous
peoplesTheynolongerhadanAboriginalworldview, nor did theyadopta Eurocentric
worldview. Their consciousnesbecamea randompuzzle,a jigsaw puzzlethat each
personmustattemptto understandMany collective views of the world competedor
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controlof their behaviorandsincenonewasdominant,modernAboriginal peoplehad
to makeguesse®r choicesabouteverything.Aboriginal consciousnessecamea site
of overlappingcontentiousfragmentediesiresandvalues.(Battiste,p.84)

At the time of initial Europeanc ont act , Mead (2003) describe
organisational rather than structural. New ideas and things were simply assimilated into the old
framework, and there were even efforts made t@gimteat e stray Eur opeans i
system. Like many other colmeid peopl es, MOor i experienced
powers. However, the trickle of western powers became a torrent and by1858, the point of no
return was reached when the popolaiof settlers surpassed that of thdigenous people.

Edward Said has provided a vast range of literature in his endeavor to understand how the
people of the western world perceive the people of, and the things from, a different culture
(Ranjan,2015) Sai d is best known for his book 6Or.i
Indigenous peoples with his foundational texts for Post Colonialism ofcBlostial studies

(Ranjan, 2015).

The Europeans defined themselves as the superior race compé#reddnentals; and they

justified their colonisation by this concept. They said that it was their duty towards the world

to civilise the uncivilised worldTheanal ysi s of British imperial
writings of early 28 Century Egyptby Said found evidence of this superior attitude and
justification of ruling powefRanjan 2015)

Said attemptsto demonstratdiow o n eidemstity is determinedoy o n erélationship
with what he refersto asthe i o t hoethechird world. His observationson this
relationshipbetweerthe Westandthethird world, arerevealingsuchas,his discussions
of westerncultural representationsf the non-Europeanworld, representationshich
tendto be crude,bigotedand permeatedvith a distinct odor of reductionism(Anaru,
2011,p.161).

Prior to British imperial i s mpleabidedlyy a$tractuset ed u
and process that was readily understood and enacted by all. A system that evolved its own
procedures to sanction appropriate behavior and to resolve conflict situation. In other words,
MUor i society did nmoa predominaely abfoc fashiondirsstgad it 0 d a y
followed an orderly pattern to accommodate both temporal and spiritual needs of its members.

In addition, an intricate network of relationships relating to hierarchical order in term of roles,

expectations andifship obligations were clearly in placBh e MUo r i worl d i s |
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groups that cal l themselves a wh(Q98)uhe ( Mead
tradit i ofanatibnedashtié mrit for ordinary social and economic affairs. Fir#59

emphase s t hat this unit as being O0o0bnabndlvery ut mos
close relationshipghust he not i onal view that MUor i SOCIi €
the Rk e ifddeigner) could not be further from the truth.

KOhui Kairaranga (collective of weavers) wit

Within the society Mead (2003) refers to various attributes were recognised within the tribal

structure. In addition, kairaranga (weaver) is no diffefenketapuHetet (2000) states,

In traditional M U o sotiety, older weaverswatchedthe young girls for signsof a
potentialweaver.The teachingof a new weaveris normally undertakerby a senior
womanof the family. Tuition wasovera numberof yearsi in a very relaxed,natural
way - with no questionof financial paymenteverbeenraised(p.3).

Furthermore, Puketapdetet (2000) reiterates,

é thataweavemormally experiences$eelingsof beinglinked with somethinggreater
than her herself and the present.M U o pebplecall this a link with n g tipuna
(ancestors)reelingsof achievemenandtirednessesultingfrom all thecreativeenergy
thathasbeenexpendedddtotheweaverd g i wfih @ g svhendifting thatfirst piece
away(p.5).

Such attributes include:

 Shewasahighlyrese ct ed wo man (famjly, extereled family)n ahua pT (s ub
tribe) and iwi and had significant mana (influence, status, power);

She was closely linked to the tribal leadership;

She had significant plmanawa (natural tale
She had bartering prowess;

She was one of the elite as her leadership was attached to whakapapa (genealogy, lineage);

She had the ability to operate in a competitive environment;

= =4 4 A4 -—a -

She was often isolated not only because of her mana, but to maintain adreg of focus

on accuracy, creativity and production of the finest works;

1 She only used traditional materials and patterns which were historically small and yet
sophisticated (mnemonics);
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1 She was a repository of knowledge contained within the whare pouzd of weaving)

and responsible for the appropriate transmission of this knowledge.
These attributes are reinforced by the following statement, by Pukid&tpti(2000),

Traditionally, weaverswere supportedoy their communityasa mutualunderstanding
andrespectmanaakitangagxistedbetweenboth parties(PuketaptHetet,2000). The
weaverhelpedprovidefor the economiowellbeingof the peoplesuchastradingwhich
formedpartof the M U o ecanomy For example Pendergrast1997),givesanaccount
wherefi aaxchangeof the war canoeTe Toki a Tapiri was presentedo the chief Te
WaakaPerohukaf Rongowhakaatéor the famouscloak Karamaengp. 4).

Penfold as cited in Pendergrast (1994) posits the following,

This incantationrecordedby Grey, which, acknowledgeshe birth of a firstborn girl,
tellsof w o me tasksThefemalein MU o Societyis a sacrecelementin maintaining
linesof descenthencethetitle i TAho T a p fardhebookandthe exhibition.

Te Aho Tapuis an exhibition of M U o alothing heldatthe Auckland War Memorial
Museumwhené TMa @ is atdamakimakaurauM U o alothing wasnot includedin
the 6 TM U o mxhibition; 6 TAho T a p is thereforedesignedto complementand
enhancehe manyfine carvingsin 6 TMU o jiist asthe variousartscomplementind
enhancesachotherin life (p.5).

However while whatu mukat U n ank tukutuku (lattice work) have survived societal
influences suchascolonisationandculturalimperialism,they havenot escapedthe impactof
these two processes Examples of these negative impacts include multi-generational
interruptionto the transmissiorof knowledge,the reductionismapproachto te reomen g U
tikangaM U o (thé M U o languageandculture),andthe TohungaSuppressiodct 1913. The
TohungaSuppressiorct andhowit affectsM U o, andparticularlytheK U h Kairarangawill

bediscussedurtherin Chapter2.

The KUhui Kai ramiafnigcaa nptl arycelde awisti h 2000; MEEMD r | SO
2003) . KUOhui Kairaranga held the knowl edge i

the practice of raranga, tukutuku, whatu muk
from Nmuwawelirrrogar ded kuia (el derly woman), gu
knowl edge, explains what i's involved in unc

complexities of this.
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Whenyou learnsomethingV U o it hasto be takenseriously.lt involvesthe laws of
tapu:genealogiedhistory,traditionalknowledge carving,preparingflax, in fact nature

itself. Tapuis somethinghatteaches/ou how to respecthe whole of nature,because

M U othinigsinvolvethewholeofn a 't u r eigh®wwie getto knowthingsThey 6 r e
handedlownfrom generatiorio generatiorandit becomegartof you. (Mikaere,2011,
p.303).

Oral Narratives

According to the creation narrative, Ranginui (Sky Father) and-Pdpauku (Earth Mother)

were once joined in a close erabe and their children lived in the darkness between them.
One of their sons, TUne, began to yearn and
apart, thus creating the world of ligliTaituha, 2014p.7).

As Best (1898highlights, fom the creation of light and the separation of Ranginui and-Papa

t Onuku, he found HinerauUmoa, the small est
became the female element TUne hRudherh@een searl
from their union came Hinte-iwaiwa, the guardian of raranga and whatu, childbirth and the

cycles of the moon (Best, 18@8ed in Taituha, 2014 Therefore, with this whakapapa, the

art forms of raranga and whatu naturally belong to women.

There are moratua associated with rarangiach asRukutia and Huna. Harrison, Te Kanawa

& Higgins (2004) state, fARukutia is believed
name means to be O6bound togetherdéalthesdi ng t
known as O0te miri 0 Rukutiad ( Rupincipalauas t hr
f or pU (fleabushk Ehéveord huna means to hide, and because some of the processes
associated with weaving were tapu (sacred) and secretive, Humadegnificant in the art

of weaving (Harrison, Te Kanawa & Higgins, 2004).

A weaver intrinsically aligns themselves with the atua of weaving; they connect the teachings

to their everyday |ife and to thenlB98p& har a
Kanawa, 1992) . PUO harakeke is identifi-ed and
Hetet, 2000). The following table shoRvs t he

Te Ratana, personal communicatidane 26, 2014
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Figure 4: Whakapapa of Harakeke

Raurekau
Manono

Apunga

Tanekaha
kaurt Totaranui
PapaTotara

Hine Oriki (Wao)

Tawa Karaka
Hinau- Miro

RurutangiNh 1

Toitoi- Kakaho
Patetetutu

Harakeke

—_—

Tawaharanui Kiekie

Note: Adapted fronRitual in the makingCritical exploration of ritual in Te Whare Potlay R. Te Ratana, 2012.

According to Te Ratana (2012) without TUne,

not only in ancestral heritage, but also in the practical aspects of nature and the environment.

A further explanation of t heisprevidedtby Roseddi p b e
Ratana as told to her by Tawhao Tioke and documenteth ®&ushmansfriend. (Foster,
T.2008). Please note that the whakapapa below is a direct quote; therefore, no amendments to

the text such as macrons and orthographic convertieves been made by the researcher.

of

t h e -MabutaandiHarakekdé i p

FigureS:Ex pl anati on
Ka moe a The ki a Apunga ka puta ko O
rlkau iti katoa o te ngahere, ntiahi o nd)
ngltara o te whenua, me dgmanu ote
ngahere, ngrlkau iti katoa, ko Manono, k
Koromiko, ko Hanehane, koamuramu, ka
Ramarama, ko Putaweeta rdahi atu o ng
r(kau iti o te ngahere.

Tane married Apunga and begat all the sny
trees, the insects and birds of the forg
Among the snihtrees were included th
Manono, the Koromiko, the Hangehange,
Karamuramu, the Ramarama, tReitaweeta
and a number of other shrubs of the forest

Ka moe a@a Tthei a Mumuhanga kia puta K
Totara  nui, ko Wara poriro, ko Wara
torowhenua, ko Tawini. Ka moe @a Tane i
a Tukapua ka puta ko Tawai, ko Kahikawa
ko Mangeao, métahi atu o ngrCkau nunui o
te ngahere. Ka moe a Tana Mangonui kia
puta ko Hinay ko Tawa, ko Pokere, Kk
Kararaka, ko Miro, ko Taraire.

Tane married Mumuhanga and begat Tot;
nui, Totara poriro, Totara torowhenua ar
Tawini. Then Tane married Tukapua &
begat Tawai, Kahikawaka, Mangeao an
others of the larger trees of the foresthen
Tane married Hine wao riki and beg
Kahikatea,Matai, Rimu, Pukatea, Kauri an
Tanekaha. These are the conifers with sr
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rough foliage Then Tane married Mangon
and begat Hinau, TawaRokere, Kararaka
Miro and Taraire. These are the larg
broadleaf forest trees with edible berries.

Ka moe a@a Tlthei a Rurutangi-akau kia
puta ko Kahikatoa, ko Kanukiap te Kahikatog
te tkau e kianeietedk er o whak
tao huata te karo, he na aitua, tu tonu e kg
taea te karoo.

Then Tanemarried Rurdtangtakau and
begat Kahikatoa and Kanuka. It is from t
Kahi katoa comes t he
spear can be parried, but that of death sta
forever o.

Ka moe a@a Tlthei a Rerenoa, kia puta ko
Rata, ko Tataramoa, ko Kareao, koaaaka, ko
Poananga, ko Piarero and Kaweaka.

Ka moe a®a Tlhei a Puwhakahara kia pu
ko Maire, ko Puriri.

Tane then married Rerenoa and begat R
Tataramoa, Kareao, Akaaka, Poanang
Piki-arero and Kaweaka. These are {
climbing plants that scramélfor life on the
trunks of other plants Tane then marrieg
Puwhakahara and begat Maire aRudiriri.

Ka moe a@a Tthei a Punga kia puta ko
Kaponga, ko Mamaku, ko Punui, Wsheki, ko
Kotukutuku, ko Patate métahi a® o nga
ngarara. Ka moe &a Tand a Tutorewhenua
kia puta ko Raruhe (ko te aruhe tenei e kai
nei e o tlou maatua. Ko rg putake
rahuruahu e kainga ana e dot maatua
engari ko nfmea e tupu anangUwhenua
tChoata anake.

Tane then married Punga and bega
Kaponga,

Mamaku, Punui, Wheki, Kotukutuku, Pat
and a further number of ferns and inseq
Again, Tane married Tutorvhenua ang
begat Raruhe. (These are the edible f
roots consumed by our ancestor but restric
to those thagrew in the pumice lands).

Ka moe a@a Tlhe ia Hinemahanga kia put
ko Tupaatiki, ko Kakaho, ko Toetoe, ko Wiy
ko Raupo, ko Parapara méahi atu o ng
tamariki a Xhe kei te repo e tupu ana.

Then Tane married Him@ahanga and
begat Tupaatik Kakaho, Wiwi, Raupd
Parapara and ot hers
grew in the swamp.

Ka moe a@a Tlhei a Tawaketoro kia puta ko
Manuka.

Then Tane married Tawakero and begat
Manuka

Ka moe a@a Tlhe i a Huna kia puta ki
Harakeke, ko Kouka, ko Tikapu, ko Toi.

Then Tane married Huna and bed
Harakeke, Kouka, Tikapu and Toi. The f
and cabbage trees

Ka moe a@a Tlhei a Tawharanui kia puta ko
Kiekie, ko Tuawhiti, ko Patanga, K
Mokomoko, ko Kiekiepapatoro.

Then Tane married Tawhaisui and begat
Kiekie,

Tauwhiti, Patanga, Mokomoko and Kiek
papatoro.

Ka moe a@a Tthei a Hinetu-maunga kia
puta ko Paravhenuamea, ko te wai whaka
maakuukuu tenadingUputake o ntamariki a
Tane. Me mutu | konei ngk@ero kia mau a

te tapu. He kupu whakamarama, kaua e V

Then Tane married Hingl-maunga and
begat Parawhenuemea which are the wate
that moisten the We
close now that the sacredness may
respected. As a clarification, do not be aftr:
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ki tenei whakapapa, kua oti ke | ofthese genealogies, they have besaxed
whakamaamaa kia ngawari ai, kidou, mea | and subdued to protect us and futy
t(ou whakatupuranga. generations.

Thisis avery powerfulnarrativeandrelationship notknownby manyNew Zealanders,
thataccountdor the variety of plantsin anecologicalandanthropomorphienanner It
explainshow the plants cameto be createdby T U nneating with various female
personificationsTawhaoTioke (Urewera, T | h gresentedhisataw U n a im the
Bay of Islands.| wasprivilegedto receivethis accountandadvisedl waswelcometo
usethisin my teaching(R. Te RatanapersonatommunicationJune26, 2014).

Reclaiming storytelling and retelling our traditional oral narratives is to engage in one
form of decolonisation. The use of pilrUkau
been one of th&eywaysof sustaining and protecting knowledge within Indigenous

communities (Lee, 2009).

P T r Uhowayer,shouldnot be relegatedo the categoryof fiction andfable of the
past.P T r U & teaditional form of M U o mairative,containsphilosophicalthought,
episemologicalconstructscultural codes andworldviewsthatarefundamentato our
identityasMU o P T r Uskea aollectionof traditionaloral narrativesthatshouldnot
only be protected but alsounderstoodas a pedagogicabasedanthologyof literature
that are still relevanttoday. Furthermorep 1 r Udarecontinueto be constructedn
variousforms, contextsandmediato betterunderstandhe experiencesf our lives as
M U o -rincludingtheresearcttontext.(Lee, 2009,pp. 1-2).

What u mud and tukutlka iark taonga (treasure, valued) and are in the realm of
mGaurangaNb r i ( MUor i  k n o wl UeridThie knowtedge has beenthandeal 0 M
down, from generation to generation through oral narratives (Taituha, 2014).

All culturesevolve overtime as new technologyis introducedand as variousethnic
groupsareexposedo oneanotherFurthermoreall culturesin contemporaryimeshave
taongafrom the pastthat serveas cultural indicatorsof the way in which its people
behavedindasremindersof wherethey camefrom. (Taituha,2014,p.19).

This means that knowledge regarding whatu m
context, is linked to the transmission of knowledge across generations and embraces the role

of the kairaranga abe facilitator of this transmission process.

FortheKahuiKairarangaoral narrativeplayedanintegralrole to assistn thetransmissiorof

suchskills throughouthis time of colonisatiorandculturalinterventionism.
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For thousands of years, Indigenous knowledge has evolved because Indiggomles pave

a close and interconnected relationship with their surroundings, observe their environment
carefully, and learn through experience. Here, the teachings of Indigenous peoples come from
observing and learning from the water, the moon, the pldr@sanimals, the stars, the wind,

and the spirit world. In turn, the world of Indigenous knowledge includes language,

governance, philosophy, education, health, medicine, and the environment (McGregor, 2004).

For IndigenousPeoplesoral narrativesare relevantin t o d asgcigtgbecauseoral
narrativesconnectthe pastto the present.Here, the orator constantlyevaluatesand
balance$i éold customswith newi d e (€rsiikshank1990,p.21)As suchto address
these challengesand to avoid resistanceby the young generation teachingoral
narrativesand storiesnecessitatgualification, guidance and creativity of the elders
who needto bridgethe pastto thepresentindeedoneof thesignificantelementof the
Indigenousharrativess i é understandingf aworldviewembeddedh Aboriginaloral
t r adi (Archibadds 2008, p.13). A lack of cultural understandingf a particular
Indigenousworldview limits the processof uncoveringthe layersthat are embeddd
within thelndigenousstories andindigenousral narrativesnay havemanyvariations,
metaphorsandsymbolswith implicit meaningsandlayers(Cruikshank,1991,pp 11-
21).

In her book, TeachingCritical Thinking, bell hooks (2010) addsanotherdimenson to oral
narrativesThetwo chaptersTelling the StoryandSharingthe Storyarecompellingbecaus®f
the similarity to M U o aral narrativesandthe transmissiorof knowledgefrom generatiorto

generation.

Telling storiesis oneof thewaysthatwe canbeginthe procesf buildingcommunity,
whetherinsideor outsidethe classoom. We cansharebothtrue accountsandfictional
storiesin a classthathelpusunderstananeanother (hooks,2010,p. 41)

Shecontinuesstoriesenchantandseducéecaus®f their magicalmulti-dimensionality
(hooks,2010,p. 51).

Indigenoustruths, or whatM U o nreferasp 1 r U pakiwaitara(legend,story, folklore) or

k @ r #ivhito (ancientstorie, particularlythosepertainingto the creationof theworld and

how specific skills, arts or similar knowledge,was gained(Morvillo, 2010). ForMUo r i ,
Indigenougruthsform animportantpartof M U oideblogy(Anaru,2017). RanginuiWalker
(1978)maintansthat;

€ mythology canbe likenedto a mirror imageof culture, reflecting the philosophy,
normsandbehaviaral aspiration®f people Myths canfunctionin suchametaphorin
two ways.First,asanoutwardprojectionof anidealby which6 h u merfarmancean
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be measurecandp e r f e®etondydsadr e f | of cutrentsonialp r acini c e 6
which caseit is more aboutvalidationof existingbehavioursandprecedentgp. 20).

Kaupapa M U o Rangahau

This studyadoptsan6 i n g ied e rapproabhdstheresearcheis:

1 M U owith genealogicalinks to N g UMaiapoto;
i A recipientof traditionalknowledgerelatingto rarangaandwhatumuka;and

1 A kairaranga.

Nepe (1991) describeskaupapafias a conceptualisatiorof MU o knowledgé a n MU o r i
knowledgehasits origin in ametaphysicabasethatis distinctly M U o (p.il7). Thisresearch

is locatedin akaupapavl U oideblogicalframework,asit will allow for ananalysisof MU o r i
knowledgefrom a M U o worldview. KaupapaM U o nesearcthasemergedrom the wider
kaupapaM U o education movementthat seeks solutions from within MU o cuitural
understandingst is a culturally safeandrelevantresearctapproachhatis locatedwithin the

M U owoildview andrecognisesheimportanceof tereomen gtildangaM Ubri (Irwin, 1994).

Nerida Blair (2015), an Indigenous scholar from Australia, supports the researcher's stance in
stating,fil am an Indigenous thinker unapologetically in the centre of this research with other
Indigenouspeoples. | priledge Indigenous Knowing rather than Westen Knowlédg®).

As a staff memberof the institution Te WU n a o fotearoa(TWoA) for the last 20 years,
startingasa Rarangaaiako (weavingteachey andnow in a moresenioracademiaole; the
ongoing compromiseof our cultural identity has beena continual battle. In saying this
however kaimahi(staff membersyithin ourinstitutionwerenotfully coherenandcohesive

in our approachto lived practicehencethe implementatiorof kaupapav danga(Edwards,

2013). Kaupapamatterfor discussionwU n a iftgdiscuss)is definedasa paradigmfor
researchmethodologiesand ethics. Westernframeworksand processesave directedour
practices but the implementationof this paradigmprovidesus an opportunityto privilege

M U o wisdom and knowledgewithin the institution. WU n a hageulture,wU n a mapa
languageandwU n a hageaavay. Within theinstitution,kaupapav U n a drigesthewayin

which we rangahayresearch)y utilising elementsof koha(gift), U h u r u (sadespace)

practicekaitiakitanga(carefor) andachievem U uoraistateof inneressencer peace)2013).
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As the primary driver of this concepffor TeWU n a p AotearoaEdwards(2013)positions

thefollowing,

KaupapaRangahaus a localisedapproachdealingwith methodologyandethicsfrom

ourperspectivelt recognizeshatwe wishto claimandreclaimplaceandspacesuitable
to our tastethat recogniseghat we havea distinctive culture, languageand ways of

beinganddoingthatrequiresdiverseapproache§n.193).

Usinganinsiderapproachrangahaus thetermof which theresearchealignsto, andwhatin

mostcasesis linked closelyto non-M U o qoritextresearch.

Rangahainasa holistic deepemeaningthatis very differentform the westernnotion

of research. For MU o thereis a s simple explanationof Rangahault resonates
throughoutour culture,we breathet, we eatit, we hearit andwe seeit in ourw h Onau
h a @midiwi, onourmarae(TeWU n a p AosearoaRangahawBtrategicPlan20151
2019)

Indigenous ResearchEthics

Although there are and have beenmany negativeconnotationsof how researchhasbeen
conductedwith, or without MU o we havenow learredto participate,or not, assertingour
termsand proceduregor researchFor example,Clarke (1998)metaphoricallyrefersto the
researchas muka (the fine inner fibres of harakeke New Zealandflax) and describeghe
procedure®f researchasbinding andfitting together,a function of flax for our peoplefor

centuriesaspartof adistincttechnologicabndnaturalisectulture.

Mead (2003) has suggestedomeculturally specific ethical considerationgo be observed
whenconductingresearctin aMU o goinmunity. Thesewill beappliedto this studyaswell.
Mead (2003) espousedhat these ethical approachesare relevantto researchin an iwi
environmentandaretheresponsibilityof theresearcher.

Smith, (1999 offerstheseelementsf researclprocesses,

w Aroha ki tetangata (A respecfor people)allowing peopleto definetheirownspace
andmeeton theirownterms

w Kanohi kitea: (The seerface)theimportanceof meetingwith peoplefaceto face

w Titiro, whakarongo,kdero (Look, listen and speak)the importanceof looking,
listeningsothatyou developunderstandingndfind a placefrom which to speak.
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« Manaaki ki te tangata (Shareandhostpeople be generousjakinga collaborative
approachto researchresearchrainingandredprocity.

w Kia tl pato (Be cautious)peingpolitically astute culturally safeandreflexiveabout
ourinsider/outsidestatus

w Kaua e takahi te mana o te tangata (Do not trample over the manaof people)
sounding out ideas with people, disseminatingresearchfindings; and about
community feedbackthat keepspeopleinformed aboutthe researchprocessand
findings.

w Kaua e mahaki (donotflauntyourknowledge)hisis aboutsharingknowledgeand
usingour qualificationsto benefitor commuirity.

(p.120)

It is, contendedhatM U o aethicsandkaupapaangahatethics,areuniqueanddistinct. Ethics

flow from the ongoinglife of the communityandareembeddedn the customsof theh a p |

w h U radiwi andwhatM U oreférto astikanga(correctprocedurecustom) rangahauand

kawa (protocol, custom)that is ethical considerationsnvolve presentcommunity realities

(Edwards & MoekePickering, 2005). Edwardsand Moeke Pickering (2005) infer that
tikangarelatesto practicesand thoughtsthat are contextualy acceptableandwise and are

specificto aplace spacetimeandpeople Following on from this statement, it is evident that

MUOori were not always, treated with the resp
them.(Smith 1999)

According toLambert (2012i Kaupapa Rangahau is the applice
framework to rangahau activities, culminating in a framework for engaging in rangahau
activities in Te Wananga o Aotearoa. In this respect, the ftadegermine the way rangahau

takek s place in the institution at @4I l evel s &

Bishop (1996) offers a further example of cultural redefinitiborough colonisatiorhas
di storted MUo.rThis disportioh has graduatitence s M Oaorativeand
ways of knowing the world. Kaupapa MUori the

it carves out a space for MUori to articul at

ways that are culturally appropriate
It is fair to acceptthatIndigenouspeopleshavenot beentreatedwell in the areaof research

either with or without their knowledge. This conviction has beenwell documentedby

esteeme@cademicén both Aotearoaandotherindigenouscountries.
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Theword'research’ itself is probably one of the dirtistds in the Indigenous world's

vocabulary. When mentioned in mahydigenous contexts, it stirs up silence, it conjures

up badmemories (Smith, 1999)As Smith (1999) points oufiWe have a history of p@le

putting

MUOor i

under a mi

croscope in the

the looking are giving themselves the power to deéf{pd).

Moorfield (2006) also states the following

It is of courseimportantthatthe sourcesof writing areacknowledgedin the pastthis
hasnot alwaysbeendone,an examplefrom AotearoaNew Zealandbeing,thetextsin
M U o aoliectedby Sir GeorgeGreyin themid-19" Century.While mostof his material
waswrittenby M U o espegiallywiremuMaihiTeRa n g i k ridmeef theseauthors
wereacknowledgedby Greyin his publicationg(pp.115116).

Durie (2011) providesinsight about the ethics of engagementvith MU o fori research

purposesEngagementvith M U o is rore effectivewhenthe termsof comingtogetherare

clear and when the acceptedorotocolsfor encountethave beenmet. Table 3 below is an

Indigenoudbioethicsframeworkdevelopedoy MasonDurie. Thetableis brokendowninto

three categoriesvhich articulatesand providesthe researchewith an understandingf an

ethical researchframework. This frameworkby Durie (2011) definesthe developmentbof

relationshipsasanessentiaklemento the outcomeof theresearchiesolution.

Figure 6: An Indigenous Bioethics Framework

Ethical Domains

Ethical Principles

Ethical Outcomes

Ecoconnectedness

Mauri-ake(integrity of species)

Integrity of ecologicalsystems

Tangata whenua (people &
environment

Balanced relationship between
peopleandenvironment

Ma t ghdurance)

Resourcesustainability

Engagement KawaUiwi (proceduratertainty) Humandignity, safety& vitality
Koha(reciprocity) Mutual regard
Wh a k a m Qenlaghtemment) Gainsfor futuregenerations
Empowerment Rangatiratangéetainedauthority) Guardianshipf data& processes

Kaitaikitanga(Guardianship)

Increasedesearcitapability

Whakamandcapability)

Benefitsfrom research

Note Theethicalframeworkhelpsto defineandvalidatether e s e a warldview. daptedfrom
N g tihi w h e tNavigatingM U o futiresby M. H. Durie, 2011.
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MoanaJackson(2014) offers yet anothervariationto the ethicsof researchAs a keynote
speakeratthe He ManawaWhenudndigenousResearclConferencen 2013 Jacksorrrefers
to the greatii r e d eof whovee iare, ElsdonBestwho wrote uncivilisedfolk suchasour
M U o arenot boundto do muchthinking, or to indulgepurposefullyinme t ap hy(¥d c s é 0
Kotahi Researchnstitute,2014). In his keynote Jacksomotedthe commenty Bestasquite
foolish andstupid.WriterssuchasBestarewhatl r i hRamseleénéfersto aséethnographic
trapperéwho portrayandcreatenegativamagesof M U o andthesestill tendto dominatethe
views peoplestill haveof M U o (Td Kotahi Researchinstitute,2014) As Jacksorargues if
theearlyethnographievritersexploredvl U o auliureandits languagawith trueethicalintent,
then the negativeimagesand definitions they advocatedrelating to MU o wduld seem
immediatelyfoolish (Te Kotahi Researchinstitute,2014).

Indigenous Methodologies Models and Pedagogies

Many Indigenousscholarsare developingtheir own exemplarsfrom which to explain their
researchwhich arelocatedin anindigenoudrameworkastheyaregroundedn anindigenous

worldview.

Blair (2015) providesa perceptiveexampleof how she as an Indigenousresearchehas
contestecher spacewithin a sectorof colliding coursedetweernthe Academyandindigenous
knowing.Blair (2015)refersto the academyasthe Brick WalldandIndigenouk n o wias g 6 s
ONaterlilyd She namesher model of research,A Philosophical Foundationi Lilyology.

Lilyology is notjustthewaterlily, it doesnot existwithout a furthercontext.

Furthermoreaccordingto Blair (2015)waterliliesaregroundedn the Country:water
Country, connectingand relating throughrhizomes,deepin the subterraneanvorld.
(Blair, 2018,p.37)

Blair (2015)further explainsthe watercountry connectghroughthe rhizomeswhich lie deep
in the subterraneanvorld. Rhizomes,act as a vehicle for storage,carry nourishmentand
growth. Therhizomeshold the spiritualk n o wi andjitGsghesestores alongwith wisdom
thatguiderespectiveontology.Fromtherhizomesnergethewaterlily which hasalong slender

stemrepresentingn Lilylogy, Indigenousknowing(Blair, 2015)
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Figure 7: Lilyology reclaims and repositiomsustralianindigenousk n o w iimagibrant,
theorising space

Note: From Privileging Australian IndigenouskKnowledge: Sweetpotatoesspiderswat er, &and | y 6 s
brick wall by NeridaBlair, 2015

Indigenousnethodologieselpindigenousscholardo frametheirresearchto locatetheirwork
andto utilise culturally appropriatgparadigmsFor examplethelate JohnTe Rangianiwaniwa
Rangihaufi d e v e & diagrantmaticamodel, which was designedto assistnonrM U o to i
understandheM U owoildviewmoree f f e ¢ (Kadi-Mdhyta)2010,pp.16-17). The

RangihauModel demonstratesi t hddistic nature of the M U o wairldview and the inter-
connectednessf MU oaulturalc o n ¢ ¢Kadi-81ahuta,2010,p.16).
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Figure 8: The Rangihau Model

Pikehatanga Pakehatanga
I |
Politics Reo Mauri
| -
Economy Mana Thrangawaewae
\ / Archa \ /
Whanaungatanga ~— Kawa Archa Maoritanga Aroha Tapu ——  Wairua

\ Archa / \ ‘
/Hui Kat Marae ———  — Hakan \

Tangihanga Whenua Arts & crafis

Pakehatanga Pakehatanga

Note: The RangihauModel is diagrammaticabndhelpsnonM U o understandhe M U o worldview.
Adaptedfrom Ka‘ai & Higgins,2004,p.16.

Another example is the@nga Model developed by Dr Rachaeldaviahuta (2010) for her

doctorate. Keai-Mahuta(2010))u s ed t he Rangi hau Model as a t el
natureofaMbr i wor | dvi@Mah ( tpa @TEehgaMedaidd e monst r at es
different concepts can be woven togethethia form of traditional raranga, the art ofUbfi

weavingo (p.20).

Furthermore, Kéi-Mahuta (2010) states,

This traditionalart form, is closelylinked to the performingartsastheyboth belongto
Te Kete Aronui. Te Kete Aronui is oneof thethreebasketf knowledgeandpertains
to love, peaceandthe artsandcrafts.Furthermoretheyarelinked throughwhakapapa.
Rarangdalls unde themantleof Hine-te-iwaiwa, whois the Atua of childbirth,raranga
andanythingpertainingto women(p.20).
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Figure9: The Toenga Model

Note:TheT®@ nga Model hi ghlights how MUori cultural
Ka&i-Mahuta, 2010, p.20.

TakinginspirationfromtheT ¢ e Mapel theArts andCraftsconcepin theRangihauModel
will be usedas a portal from which the researchehasdesignedan Indigenousmodel and
methodologyspecificto this researchThis modelwasdevelopedor theresearchés Master
of Arts thesisandis framedwithin one specificiwi constructthat of the researchés iwi,

N g UManiapoto. However, it hasbeeninformedby the collectiveiwi knowledgeacquired

by the kairaranganvolvedin thisresearch.

Themodel, calledT e K a w a is th#ltiligenousmodel the researcheevelopedor her

Master of Arts thesislt reflects her creative pectice in the making of her cultural artefact
because she made a korowaconsists of four diamonds with 18 triangles in each diamond, a
total of 72 inner triangles. Each of the four diamonds shapes are two triangles joined together,
one reflecting the ther as a mirror image. The nine inner triangles within each of the eight
larger triangles symbolise the battle formatibre K a w a, @ hallhthrk of the leadership

of the ancestor Maniapoto.

35

c

0



Figure 10: Te Kawau Model

NAV \ A 4
AA

v aitinkitang,
Harakeke 'A' Koha

Note: The model Te Kawau M U r depictsthe strengthof weaversand their commitmentto the
preservatiorof therarangaart-form asit pertainsto the makingof korowai Te KawauModelby G.
Taituha,2014.

The colours contained withihhe tri angles relate specifical
Mani apoto in whatu muka. These colours are r
(bark used for dyeing reddi s h)afmdithe matulal,colobrd nau
of the mukafibre. Forty-eight of the inner triangles across all four diamonds, that is twelve
triangles each <contain key concepts relatec
Maniapoto

Thefollowing Indigenousnodelhasbeendevelopedo reflectthe creativepracticeof making

awhariki, the cultural artefactfor this doctorate. Themodelis called,fiTe Pl take 0
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Figure11l: TePT t ak e

The name for the model in Figure 11Tise P Twhiehkmeansthe Foundatiod It is an
appropriate name for this modes itserves as eeminder to the researcher of the importance

of thefoundationallearning undertaken in the makingtwrw h U r i ricrieative piece.Of
significance, ishatt he name Te Pitake was wused in a fo
her own maraé Napi Napi. Therefore, the researcher relates her learning and teaching back

to her own whUnau, hapIiThisgves vdicerio the dolledihvg Byt i Ma
showing another example of mahitahi through rarasga in this instance, the making of

whUr i ki

Likethe T 0 e Mgdal andthe Te Kawau M U r Model the designis basedonmUt aur ang a
M U o(r N1 U knpwiledge mndspecificallythedomainof Hine-te-iwaiwa, the spiritual guardian
of rarangaGuided by Hinge-iwaiwa, womenare the main practitioners of weavjrand the

guardians of the knowledgé rarangdor future generations.

Eachof the 18 strandsof harakeken thew h U rcontainsa nameof a techniqueor process

usedin themakingofwh Ur i ki

Name Meaning
Hono Tojoin
Tapiki To lock off
Whakairo Pattern
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Whenu Bladeof harakeke

WhUr i ki Mat

Tapiki Tahi/Rua To lock off over and under ong over and
undertwo

Hauhake Harvest

Papa Wh U r parieli

Hiki Seami to join betweereachpapa

TahaMaui Whenulaid to theleft

Harakeke Phormiumflax

Takitahi Overandunderone

Takirua Overandundertwo

Raranga Toweave

Tikanga Thecorrectway

Ara Row

HOpi ne To soften

TahaMatau Whenulaid to theright

Creatinglndigenousmodelsof researchprovidesan anchorfrom which to embedindigenous

knowledgeor mUt a u M& o ipta the narrative. It allows the researcheto anchorher

researchwithin aspecificindigenoudramework. It alsocreatesa seguento understandinghe

useof M U opedagogyn theresearcherearningasthesupervisiorprocessvith hersupervisor

wasbasedn the culturalconcepiof 6 a kleaf).

Mabhitahi i An IndigenousPedagogy

ProfessorTania K aabof Te IpukareaResearchnstitute designedan Indigenousmodel of

supervisiorto illustratethe way shesuperviseser postgraduatstudentslt is simply called

Mahitahi T a collaborativepractice. K a ¢ 8mithhHendersonMcRaeTarei, Taituha, Te
Ratana& Abraham(2021)say,

Mahi t ahi

MUoTr i

i s
approach

under pinned

to

by MUor i

supporting

succedtsf ul

phil osophies

alsosupports teaching expertise and development of skills for the supervisor/s in their
teaching and learning practice. Mahitahi adopts strategies such as tteikana
methods, whanaungatanga methods, culturally responsive methods that encourage
cultural identity, sense of place and belonging and establishes the relevance of

mUt aur

anga

MUo T i

in postgraduate
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environment . Centr al ar e MUOor i concepts and
whanaungatanga (buildingf respectful relationships, creating a sense of belonging),

manaakitanga (the caring process entwined within building respectful relationships

required to build selbelief and confidence in learnesshich are important elements

of theMahitahi Model The use of these MUorI concepts and
and enable a safe environment for teaching and learning. It also strengthens the

relationship between student, supervisor, the institution and the comrpmit{16).

Figure 12: TheMahitahi Model

Academy Academy

(Sour c etal, 28206 a i

K a Oetail(2021) describes th&lahitahi Model in Figure 12s

é f e at g] mal-level interrelated connections and elements that are central to

MUor i and Pacific postgraduate studentsd educ
research capabilities and skills required for working within their communities. The
Mahitahi Modeli s grounded firmly in te ao MUori; and

pou (pillars) that underpin the model.

The learning that occurs in the mabhitahi process, shifts from traditional Western models

of educatord supervisord teachers possessing all theokledge, to a model that

affirms manee nhancing propensities for al | invol ved
advisors to MUor. masters and doctor al st ude
operating at the same level and as such, allows for ako (recifgacg@hg and sharing)

to occur which is integral to the postgraduate le@snsuccess. Furthermore, the

Mahitahimo d e | provides insights on how to support
learners to be successful in both academia and when researchiiyg tivitin own
communities. Through a greater wunderstanding

learners experience postgraduate research supervision and their journey navigating the
tertiary institution environment understanding the factors that affeepledion (either
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positive or negative), the academy is in a far better position to take actions that address
any existing barriers to MUori and Pacific 1|e
systems and processes that can enhance completion of thidications(pp.1516).

It is the Mahitahi Model that was the cornerstone of our (three weavers within the
collaboration) supervision with the Professor. It shielded us from the impact of Western rules
and processes of the O0academy deaningandhelpedv e hi s
us to be ourselves in the procefbe Mahitahi model and indeed Te Ipukarea provided the

space and the pedagogical framework that sui

The timeline and period of this exegesisl86031970, will highlight the approachthat the
kairarangavasrequiredto adoptwith theintroductionof a newlanguagenewmaterials new

technologyJocal andnationalgovernmentaw andthe interactionwith newcultures.

The impact of colonisationon the kairaranga
Durie (2005)states,

The colonisingprocesshasbeencostlyto MU o nait only in economictermsbut also
in termsof humansufferingandculturaldegradationUnderstandingf tikangathathad
servedas guidesfor socialintercoursejnteractionwith the naturalenvironmentand
encountersvith othertribes, meantlittle in the new world wherelaws andregulation
designedor westernminds, andderivedfrom British commonlaw and custom,held
sway(p.14).

Durie (2005) providesfurtherinformationto a timeframeof eventsin thetablebelowandthe

responsefo colonisation Durie (2005)states,

é thatwhile severelytestingM U o endurancecolonisationhasalso boughtbenefits
thatwould not only positiontribesto copewith situationsof loss, but alsoto acquire
skills necessaryto competein a wider arenaincluding educationand technology,
agricultureandsilviculture,tradeandcommerceandmanagemerdndprofessionalism

(p.16).
Figurel: MUori response to colonisatio
Positive Overt Withdrawal Accommodation Reclamation
engagement| opposition
Time- 18201859 18601879 | 18801899 19001974 1975
frame
Trade Resistance | Retreat Acceptance of new | Political legal
systems restitution;
autonomy
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Technology | Defiance Isolation

Features | Education Warfare Detachment Statedependency
Religious
conversion

Note TheM U o responséo colonisation Adaptedfrom Durie, 2005,p.15.

Thevariousformsof assimilatiorforceduponour peopleduringthe periodof Te Huringa(the

changing)had a directimpacton the K U h Kiairaranga.This was one of the main reasons
leadingto formidablebarriersin the transmissiorof M U o kndwledge languageresources
andcustomarwaluesrelatingto N g Mahi a Te WharePora.

Pendergras(1994)confers,

In the early daysof the twentiethcenturycloak-makingfell into badtimes, seeming
almostto have beenexhaustedy the creativity and innovationthat had inspiredits
remarkableorogresgor overahundredyears Hugeareasf forest,andwith thebirdlife
that dependediponit, had beenclearedfor farmland The protectionof native birds
becamenecessaryandtraditionalfeathersvereno longeravailablefor cloak making.
The economicdepressiorandthenWorld War 11 disruptedthe rhythm of village life.
You menleft for the battlefieldsof EuropeandNorth Africa, andwomenmovedto the
citiestofill gapsin theworkforce.Thelastgeneratiorof cloak-makersventto join their
tupuna(ancestors)taking with themtheir knowledgeandskills. The craft almostdied
(p.12).

Durie (1997)furthersubstantiatethis,

But the greatestblow to the organisationof Maori knowledgeand understanding,
occurredin 1907 when the Tohunga SuppressionAct was passed.By outlawing
traditional healers the Act also opposedMaori methodologiesand the legitimacy of
Maori knowledgen respecof healing theenvironmenthumanbehaviourthearts,and
thelinks betweerthe spiritualandthe secularn(p.34).

To be fully understood and appreciated, the kairaranga mustbbkeatéd from the
historiographies of the Western world that relegate raranga and by association kairaranga, to
art and craft, and those who insist on explaining and describing them from outside of their

culture.

Conclusion

This chapter provides the fourtaa from which to understand the origins and evolution of the
teachings of NgU Mahi Te Whare Pora and t
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collective, that is, Te KUhuiringaaTheiraportamcg a wi t
of a wdrlddew iand the methodology adopted to frame the research. The chapter anchors

the kairaranga iTe Huringa from 1860 to 1970 and begins to identify how her role changes

with the impact of colonisation. Intrinsically, the kairaranga, draws upon th@ngamf her

tupuna and aligns herself intimately with her whakapapa throughout this period to survive and

to protect her artform for future generations.

O coming generations, listen be strong,
Uplift the arts left by our ancestors for the good of the people of Aotearoa.
Be strong o youth lest the treasures of your ancestors be lost as a portrayal for the
future,
my inward strength stems from the dim path bought by our ancestors from Hawaiiki.

Rangimarie Hetet2015)
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Chapter 2

Te Aho Tuakiri: Examination of socichistorical constructs

Introduction

The second thread examines effects of sba@torical constructs by timespan that have
impacted on the identity of the Kairarang&ocichistorical processefiscussed in this chapter

involve a combination of social and historical factors relating to soclatthis circumstance,

the interaction bet itsdngact oM thevolitionandgourfeWdf taeh U a n c

Kairaranga waved within these effects

For the purpose of this exegesis, attention will be given to the impact oftsstmdcalfactors

on the rol e of .Llibrotedihhthese fastard idertified witgirathis chapter

are not the full and findlisting of factors. The chapter intends to highlight a number of
corroborate oppression systems and the impact of these activities to the historical and social
influences of Aotearoa and teatalystef f ect on t he KUhui Kairar anc

The trickleeffect of these oppression systemmsubtle, unseen, implicit, but probe deep into

t he cor e of Witthese éffecs contie @atiruptbut necessargivoto f t he KUh u
Kairaranga to hold her place within her customary spaeetinga fight or flight moded a d a p t

o r .dSheawduld endure, tribal warfare, land wars, educational and cultural restéiicts

did not respect and recognise heveredstandn g wi t hin her -whUnau, hap

To comprehend the impact of assimilation during the Te Huringa period, it is crucial to go back
in time and to gauge thaindsetof European intruders who ventured to our lands. It is fair to
say that those European éoqers who sailed into the largest ocean in the world were shocked
to realise that the islands they initially thought they were discovering for the first time, had not
only been discovered prior to their arrival, but had been settled for a long peiiné biytthe

Polynesian people (Finney, 1994).

Whenthe early Europearexplorersdid happento crossoneof the Polynesiarslands,
the presencehere of thriving communitiesof tall, handsomepeople puzzledthese
intruders from anotherocean.As proud Atlantic seamenwho had only recently
developedhetechnologyof theocean spanningvesselsandof waysof navigatingfar
outof sightof land,theyhadtroubleconceivinghowtheseseeminglyprimitive islanders
who were without ships or compasscould have precededthen into this greatestof
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w o r lock@nsSomerefusedevento considetthatideathattheancestorsf theseStone

Age islanderscould haveeverysailed greatdistancs into the Pacificto discoverand

settle the island there, and they soughtto explain the presenceof thev oy ager s 6
descendantis the middle of the ocearnby othermeans(Finney,1994,p. 5).

The supposition from the earliest of European explorers of Polynesian methods of seafaring,
including their canoes and methods of navaatwere incompatible with intentional
exploration and settlement of the numerous islands of the P#Eifioey, 1994). These
seemingly primitive islanders who coul]Jd not
were in fact leading a very industriaistencehowever theywere soon to be invaded by an
incursion of European explorers (Finney, 19930owing globalawareness of minerals, flora

and fauna and of the people in Aoteatmgan to intensify European explorer inter@steanic
exploration vas driven by the entitlement ideal of scientific investigatibms began the

charting from island to island, cataloguing the plants and animals and investigating the

islanders, their languages and customs (Finney,)1994

The dri ve t assiailatidns whithOmas implemented through the Education
Amendment in 1847 and wunderpinned by Govern
1960s, and the wider implications of Government policy which impacted on the resources,
whi ch t he K Uheavily relleédn to@antmumegheir practice.

Westerncivilisation whenit arrivedon Aotearoa'sshore,did not allow its womenfolk
any powerat all - theyweremerelychattelsin somecasedessworthy thanthe men's
horsesWhatthe colonizerfoundwasaland of noblesavagesarrating... storiesof the
wonder of women. Their myths and beliefs had to be reshapedand retold. The
missionarieswere hell-bent (heaverbent) on destroyingtheir paganways. Hence,in

the re-telling of our myths, by Maori male informantsto Pakehamale writers who
lackedthe understandingndsignificanceof Maori cultural beliefs,Maori womenfind

their manawahinedestroyed(Jenkins 1988 p.12)

Astute theorists such as Fi nlimdggnous paples@vitho mk s y
an immense collection of literature describing the intention of early European explorers to

conquer and in turn oppreBxligenous peoples throughout the world.

Prior to the arrival of Europeansh a pakre the main political and economicunit,
recognisinghe mana(authority)of a seniorchief. Therole of the chief, the conceptof
mana,andtheimportanceof thec h i ability t® providefood werecrucialaspectof
earlyM U o sodiety.M U oleatlershimndkinshipprincipleswereresilient,flexible and
adaptabléwWard, 1973 pp. 5-10).
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Tribeshadmorethanoneprincipalfood supply.Aruhe (fern root) wasa staplefood for
all, with coastatribesalsorelying heavilyonfishing andinlandtribesnaturallyrelying
moreon forestproductyFirth, 1959 p.67)
These examples of observations from a colonial voice provide yet a glimpse into the society

that the KUhui Kairaranga was a part of, and

Between the decades 8601970 socio-historical isses influenced the design of weaving
practceswoven artefacts and t hePossiblyeven morételingy e KUHh
is the silence of the KUhui Kairaranghs i n av
timeframedefinedas the priod of mass colonisatiqshcroft, Griffiths & Tiffin, 2013) saw

the erosion of t,ncudingthe staiua of rafdigaas a reveneligencais y

art form.

As well asdirectandindirecteconomiccontrol,thecontinuinginfluenceof Eurocentric
cultural modelsprivilegedthe importedover the indigenous;colonial languagesver

local languageswriting over orality; andlinguistic cultureoverinscriptive culturesof
otherkinds of languaggdance graphicarts,which hadoftenbeendesignatecas6 f o | k
cultureéd (Ashcroft, Griffiths, & Tiffin, 2013p, 53).

Socichistorical systems and structures strategically put in place a snowball of assimilation
f orced upon-histdhealrcircumstanSes andthent er acti on bet ween

P U k erbabically begarhie evolution and development of Aotearoa New Zealand as a nation.

M U o Societywasin disarrayin theearlynineteenttcentury.ln theyearsfollowing the
signing of the Treaty of Waitangi, British forces,imposedpeace bringing an endto
intertribal warfare, torture, slaveryand cannibalism.The outcomefor M U o wai not
catastrophibutdemographicecoveryastheM U o populationsteadilyrecoveredrom
theravage®f theterrible past.Theway aheadcouldthenbebasedn commonidentity
andequality. Thatwasa greatachievementto be celebratedRobinson2016,p.5).

The abovestatemenby Robinson(2016)f t lwash greatachievemento bec e | e b (p.8)tdeed 0
notsit well with theresearcheiTheinteractionbetweerM U o andpakehaboughtaboutfurtherunrest
for MU o this unrestwas centeredaroundland confiscationleadingto loss their turangawaewae,
identity, culture and language. It is also importantto note that the unrestand injustice evolves
throughouthedecadegoncentratednin Te Huringawith societalsystemsandeventshatimpacted
ontheidentity andof the Kairaranga.With theseeffectscometheabrupt,but necessargtanceof the

K U hKairarangao holdherplacewithin hercustomaryspacetriggeringafight or flight mode6 a d a p t
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ord i @verthedecadeshehasendurediribalwarfare Jandwars,educationaiindculturalrestraints,

all of which havenotrespecte@ndrecognisederreveredstandingwithin herw h U nraaumriwi.

The researchehasidentified the following socichistorical factorsthat validate this notion of an
evolving effect on the Kairarangaand not a stagnantor completedone. The lack of voice of the
Kairarangagasoutlinedin thebelowsocichistoricalfactorsdoesnotvalidatethattherewasonimpact
onthe Kairarangamoresothe oppositeasthe lack of voicein mostcasesvasdueto theinability to

havetime andspaceo create put a concentratioron meresurvival.
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New Zealand Settlements Act 1863
Prior to land losses and the immediate decades following the Treaty of Waitangi signing,
MUOori were | paNewgZeéeakadddseetonomy with muc

produced managed and labouredy MU o r i

Economicactivity throughouthis periodwascharacterisetly trade alliancesandnew
enterpriselntroducedcrops,suchaspotatoesandmetalimplementsvereincorporated
intotheeconomyTheBritish Governmensoughto regulateheaffairsof NewZealand
throughthe signing of the Treaty of Waitangi. Following the signing of the Treaty,
M U o comtinuedto increasetheir economicproductionand participationin the cash
economyin orderto fully participatein theincreasedconomicopportunitiegprovided
by growingnumbersof settlers(ConsedineB. 2007, p. 2)

Firth (1959 ¢ o nlfdobeshad miore than one principal food supply. Aruhe (fern root) was a
staple food for all, with coastal tribes also relying heavily on fishing and inland miaibesally

relying more on forest productép.67)

European settlers who were struggling to survive in Auckland and other towns were being fed

by MUori. Land was a commodity an#&QWgi kahgal
(led by King Tawhiao (Fjure 14) refused to sell (Ministry for Culture and Heritage, 2020).

The fact that a people who were characterised by colonial empires as inferior were holding the
upper economic hand did not sit well with European communities making their mark in Ne
Zealamd . The Soci al Darwinism theory of ofatal
to not work fast enougtwhittle, 2009) MUOori werendt just disapp
connecting with European settlers. Someaghhmad to move this along and justify that

Europeans could win the survival of the fittest.

Settlers and their supporters were successful in lobbying the British Parliament to establish a
New Zealand Parliament in turn to give them more authority toicmore landThe use of

law would provide the desired colonialpper hand on MUor i as with
new parliament meant voting rights would go kEndownersalone. Landowners were the

settlers, not MUor i

The New Zealand Settlements Act of 1863 is felt by many iwi across the nation as the single
pece of | egislation whods whole and true puropyp

(Waitangi Treaty Grounds, 202@Ye Kotahitanga o Te Atiawa, 2019 is upon the basis of
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this legislation, that many iwi have and continue to claim compensation and cultural redress.

The New Zeland SettlementsA set in motion the sale of MU
to make decision about their la@d Ma |l | ey, TPHWed 9Act connected an\
groups of protecting their rightful land as rebellious activity against the Crown and her subjects
within New Zeal and. The option for MUor i b
According to the Ministry of Culture and Heritage (2020), legislation was passed by parliament
enabling Athe confiscation ( todavpendagelinapén MUo r
rebellion against Her Majestyds authorityéo
given to them by Her Majesty herself ensuringiipemary legislative mechanism for raupatu

i sweeping land confiscations that wesepposedly intended to punigiebelliord while

recouping the costs of fightithe ware( O 6 Ma | | ey page 2Wnbid

Thiswasa hattering blow for MUor i, w bt faced t onl
generations of institutionally racisgislation. The Crown made amendments to the Act which

meant that the land would be returned, but under the Crown rather than customary title, making

it easier to be ogold whichledtd h e ¢ o lovenership &king dold.

O6 Mal | 8)writes,2 0 1

Within parliamentitself, Jamed-itzGeraldwasoneof few MPsto offer anythinglike
unequivocaloppositionto the SettlementsAct, which he describedasanie nor mou s
cr i andfbc o n tothaTregtyof Wai t angi 0.

As Native Minister two yearslater, FitzGeraldwaspersonallyresponsibldor someof

the largestland confiscationsunderthe A c t é FPelUnk éntpasitionsof powercame

out of thestoryunsullied(para.15).

With the devastating impacted ownership and access to their traditionaldaoéssibility to
sights of significance and natural resoucés a t K U h u i adr€liad onfar geaenatioas h
to continue their practice (Taituha, 2014)

New ZealandLand Wars from 1860s

The Treaty of Waitangi was signed by 40 chiefs in 1840 ofatie at Waitangi in the Bay of

Islands. According to Robinson (2016), in relation to the signing of the Treaty was a great
achievement . But was this in fact an achi eve

settlers began to arrive by ship eeti to Aotearoa New Zealand by the New Zealand
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Companywi t h the promise of | and. According to
began to feel the effect of the settlersd at
was the beginning of tal conflicts in 1847 with the final campaign in 18These wars

touched many aspects of life but the common and most obvious reasons for such conflicts was,
MUo T i had | and and the British wanted it

Throughout Aotearoane can often see the ridged hills, where fortified villages once stood or
cenotaphs acknowledging a battle sit€hese landmarksare visud reminders of thdand
conflictsthattook placeduringthe period of 1848872 Within the Tainui boundaries, these
visual reminders can be found and felt in the trench wabfaitée siteof Rangiriri (Pihama &
Bennett, 2021)

For the people of Tainui, the proclamation to forcefully pledge allegiEm@eieenVictoria
onthe1¥July 1863 was a terrorist attack on the
saw the rapid entry of troops into their ©bo
signalling the beginning of a new warfare, not agaother tribes but against a new common

enemy of all tribes. In the eyes and hearts of Tainui, this movement clarifies the primary
objective of the Crown aradnihiat® (Phama & Benrigit,ey at
2021)

Figurel5: Kongi TUwhi ao

Note:F r o m GCydopesliaof New Zealand [Auckland Provincial District], I§yclopedia
Company Ltd, 1902hitp://nzetc.victoria.ac.nz/tm/scholarly/Cyc02GYid-Cyc02Cycl0151a.htrl
CCBY 3.0

1 The New Zealand Company wagrivate company formed to encourage people to move to the colonies
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Inter-generational scars of injustice created in this period are also found in the names given to
places caught in the crossfire of conflict. Within close proximity of the Rangatitle sitels

the |l ake K@plera named after the those gunr
attempted to flee the battle. Within Tainui, there are also many of the second and third
generations of | and defender s si mpléy absut p

examples of the enduring pain or injuries of these brutal battles.

Historians refer to the wars of thel® e nt ury i n New Zeal and as t he
Anglo-MUo r i War s o rOA&Chd a8 nlg, 200R andWalker, 2004). The
warstestedMU o r i a n do seldtienshipFhe@awmd acqui si ti on of | anc

wasin most cases hbiprce. Theeffects ofcolonialwarfare caused thousandsf Mttt leave

their turangawaewae (homeland), consequently giving the Britisiportunity to settle and

or take possession of those larfél® r Mt émpact ofheéloss oftheirland continues today

with ongoing land claims, negotiations and dispui€kere was a growing awareness amongst
MUor i of the col opactefasettlers arrivipg flora Brigas, Iraland and
Europe (Walker, 2004pp 110-112). iiSupporters of the King Movement (primarily the North
Island) sought to retain their land, which they recognised as being the basis of their economic
soci al ad IOErpdB8).( W

From its origins in the 1850s, the King Move
a new polity with which to confront the onslaught of colonisa{®allara, 1996) Historian,
Sinclair(1991)contends the main agon for war was competition for land, with other factors

such as the determination of the colonial government to assert authority over New Zealand and
friction due to racial prejudice.

By 1865, the Crown had acquiredthe Southlsland, Stewartlsland,and much of the

North Island either by purchaseconfiscationor it had beenclaimedas6 wa st el and 6 .
Therewas,however alargepartof the North Islandwhich remainedeyondthecurrent

reachof colonisatiorandsettlementnuchof which now cameunderthe scrutiny of the

NativeLandC o u tLaw$passedhroughthis periodwereoftenconflicting anddueto
frequentamendmentsjot alwayseasyto understanar apply. The Native Land Court,

throughits variety of laws, bestowedegal rights on individual MU o ini1865some
nineteemmillion acresof landwasconsideredo bein M U o qustomarytitle. By 1909
morethaneighteermillion acresof this land hadbeensurveyedandwasin individual

ownership Almost noneif thislandhadbeensettledoy M U o (Cbnseéhe, 2007,p.6).

51



Figure 16: Map of the New Zealand Land Wars

MNorth Ivland of
New Zoaland
“Ie 1ka a Maui

g WRLLINGTON

o S )

Note: Ryan & Parham, 198@&dapted fromhttp://newzealandwars.co.nz/maps/

The New Zealand Land Wais now acknowledged more accurately within mainstream New
Zealand as not a romantic or unfortunate war, but a strategic move towads al mo st

i ncompr ehensi bforeits Indiggneus natiohg Q oMaslol ey , 2019) .
O6Mal | ewtatds@ @1 9) he wars were fought bet ween
mi sl eading because for one thing, MUori foug
the Crown were promised that their lands would be retained and protected of which did not
happenfl O6 Mal | ey, 2019). The f,bght MUgprimapolcaee¢ ye
to sufferat the strong arm of British assimilation and colonisation. The New Zealand Land

Wars touched the |Iiving, along with those ye

In the context of the Kairaranga, the New Zealand Land Wars provides a point in time where

the forced removal from lands would have also forcibly removed Kairaranga from their
harvesting systems. It i's the r esgllelmvec her 6 s
disrupted the ability for a Kairaranga to continue theaving practicesm the environment

they were accustomed to. Because of warfare, the ability to have the time and space to create
may have taken a back step to the need to survivedep er at e ci rcumst anc
communities had to make | ife or death decis
hap 1T ( O6 Ma | Dmef these detiSions would be to move into areas with less harvest
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or harvest that now required to support aggburce more population. It is the authors opinion
that the forced removal of the Waikato peopl
over-population(Belgrave, 2017) In the two decades after the Waikato wars, the Waikato

Mani apoto people under the | eadership of the
and survival by retreating to the thick bus
within a sta¢ as its bordersolidified,and i ts constitutional i dent
necessary move increased the population of T

t he ar eads nat aiteraféctsof varsatsa placed an. unpredetish economic

and social, economic and spiritual depravity on the collective, with many accounts of the
months after the battles being remembered as a time of hunger. Itietlsee a opnlore r 6 s
that the ability to lift out of a space of depravity toditime and space to create would have
been a mountainous challenge. The fact raranga survives today is testament to the ability of

the Kairaranga to do this, but the number would have decreased sheerly by death rates in this

period.
Figure 17: At Haeaehuka, King Country, 1885
: "i!‘~/"’/‘l; .
=Y
“:wéfl:m;}},.h ‘
Note: Haerehuka is identified as a primary meeting |

The image also provides a visual representation of the decades after war where no wovewahes885,
New Zealand, by Burton Brothers studio, Alfred Burton. Purchased 1943. Te Papa (C.010034)
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Native Schools Act 1867 and Native School Code 1880

Education in traditional MUor i society was
knowledge from the beginning in the womb. Motherantedriori (lullabies) to their unborn

children (Calman, 20H} . Children grew wup witngitha a wh
activities that were cruci al to t hEhildemr vi val
were taught activities such as gathering and preparing foodpheeaveto carve and prepare

for warfare. They leaedwithin an oral culturgsuch asvaiata (song) whakatauki (proverbs),
korero tawhi t ofstofids)asdtwbakapaggenepldgy).Bllost importantly they

learredto work within groups, learning how to cooperate with others for the betterment of their

e x t e nd e dThekaltanagaiwithin this setting was both a teacher and a learner within

this setting, a part of a circle of knowledge that was creatively transmitting and embedding

knowledge into pieces for storage for the next generation.

Still in economic, social, culturabnd spiritual disparity, the Kairaranga would now see a
foundational component of the ability to continue legacies of Raranga within communities
would be replaced with imperial teaching and learning structdveshe Governor of New

Zeland from 18451.868,George Grey through the power of the pen implemented a suite of

Anraci al amal gamation policyo (Cal man, 2012c
Ssystem. According to Cal man, the effect was
themeinMUori education policy until the 1930s0

for many colonisedindigenous nations is to take pity brdigenous peoples who have found

t hemsel ves i n tsoucthurdne ptrhaevm tid(Rdltean, BPa, maa.p Br i t o
This assumption was yet another belief of the time of British superiority and their proficiency

of civil i samndwseen by Mé&goveinmeasebeaten down enough where they

would make a favourablgung colonyfilled with laboures at the disposal of the Crown

The 1867 Native Schools Act established a system of secular village primary schools

under the control of the Department of Nati ve
policy to as shUlhkiddmetymstrivtibo wais to berconducted entirely
in English. Under the Act, it was the respons

school for their children, form a school committee, supply land for the school and, until

1871, pay for half of the buildingcoss and a quarter of the teach
this, many communities were keen for their children to learn English as a second

language and by 1879 there were 57 Native Schflotwaries and Learning Services,

2017,p.3

The Native Schools Act of B and the implementation of its systems under the Department
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of Native Affairs set in motion the battle o
removed from their language this time, and given instruction in English with harsh penalties

for reverting back to native tongue. The bullet had been replaced with the strap with dire effects

on the language still being felt within families and communities over 150 yegrskoa-6 a i
Mahuta, 2011; Ministry for Culture & Heritage, 2021).

Missionary schds were established under the arm of the Anglican Church Missionary Society

and soon to be followed by Methodist and Catholic churches; and by 18Hatikie School

Act was implemented. This would now see iW@lage primary schools under the control of

the Native DepartmenMUor i wer e r equi r esthods@anddniributettoe | an d
the costs of a building and the salary of a teacf@alman, 201&, p.3.

According to Royal (2003), Marsden referred to the 1867 Education Acltasal genocide.
The 1867Native SchooAct decl ared t hat MUori were not e
and the school grounds were deemed as a place of cultural conflict. By suppressing the

| anguage, MUori cul tur e wsumed(Boya), 2800®.r oded, and

Furthermore, Mead (2003) argubs mere fact that a minority have an inherent understanding

of tikangatkKBoamament to the ferocity of the
and its policydriven intention to underm&en and rej ect any forms of
valuable. Mead blames a variety of reasons for this lack of understanding. Reasons,include
Afactive suppression by agencies of the Crov
general belief among both poligns and educationalists that progress and development meant
turning away from MUori culture and accepti
w o r |Mead, 2003pp.23).

Accor di ng t o heSnspedtonfor N&ti@elSZhpols, Mi dames Popeduced the

Native Schools Code in 1880he Native Schools Codeas the foundation of the wake

education system was to operate, and it also outlined the process for establishing Native
School® ( p FuBte)more, the Code informed teachers thatéeo MU oO r | was onl
used in the junior classes as a tool to introduce English to children. This assisted in reinforcing

the assimilation policy androdingt he st atus of te reo MUor i as
in Aotearoa New Zealand (Smith, 201
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The Native SchoolsCodeof 1880acceptedan assimilationistanguagepolicy, calling
for theinitial useof MU o andrapidtransitionto English.By 1903,the new Inspector
of nativeschoolssawno reasonfor any delayin using Englishandimposeda ban on
theuseof M U oin school,aimingto implementthe Direct Methodfor the teachingof
foreignlanguage¢New ZealandDepartmenbdbf Educationl917). Theseassimilationist
languagepolicieswereamajorfactorin thedepartmenof bilingualismandthegrowing
statusof English. M U owereonly permitted backinto schoolcurriculum,asanoption
subjectin 1909(Spolsky,2005,p.70).

: Kar‘i.oi In

AucklandCity Libraries- T U m &PKJit K & i eSir @eorgeGrey SpecialCollections
Reference7-A12343) (heritageimageRecord(aucklandcity.govt.nz)

gant Class Worlc

The drive towards MU o mssimilation was implementedthrough socichistorical
educatiorsystemsuntil the late 1960s. Within the contextof a Kairarangatheir place
within the transmissiorof knowledgehadbeendevaluedand primarily deleted. Her
ability to learnandto teachhadbeenshiftedfrom a centralcomponenof the fabric of
hersocietyto ahobby.

Tohunga Suppression Act 1907

MUor i i nherently understood and recogni sed
communities they set values that reflected a close and intimate relationship with people and the
natural environmen{Durie, 199). Tr adi t i onal MUor i heal ing en
psychic, physical and ecological with a wide ramgéealingactivities being practiced by

tohunga gkilled person, chosen expert, priest, hggRurie, 199). However, by the start of

the twentietc ent ury, the MUor i approach to healing
the official of the day. The colonial pen would continue to challenge this worldview, and
consequently the Tohunga Suppression Act of 1907 was introduced.
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Every personwho gathersM U o raroénslhim by practisingon their superstitionor

credulity,or who misleadsor attemptgo misleadanyMU o by professingor pretending
to possesssupernaturapowersin the treatmentof cure of any disease,or in the

foretelling of futureevents(Durie, 1997.p.44).

The Tohunga Suppression Act was |l egislation
healing practices that had a supernatural or spiritual element (Norris & Bedford, 2011). Legally

the Act may have been seen as indffecwith only 9 convictions nationwid@Ministry for

Culture and Heritage, 2021)he Act allowed for the general mocking and devaluing of
traditional practices which hagenemwesn Thisel d w
would have impae d on apssehd | eowards those of high
communities. It woul d have also i mpacted o
practices. This may have forced tohutggo underground and altiigh their skills were not

entirelylost t heir place within MUori society was

Figure 16: Terrorism by Tohunga Editorial, Poverty Bay Herald 6th September 1912

TERRORISM BY TOHUNGA.
AN “UTTER FRAUD.”

(Per Press Association.)
WAIROA, this day.

At the Magistrate's Court a case of
tohungaism arising out of the death of
the native Wiri Kupa at Mohaka some
time ago was investigated by Mr Barton,
S.M. Whare Taha was charged under
the Tohunga Suppression Act with cer-
tain unlawful practices. The case was
ably conducted by Detective Xemp,
Napier, resulting 1n a conviction, fine,
a.m}) expenses, totalling £33 9s 6d. It
was found that accused treated several
persons at Mohaka and 'Wairoa for
devils in the sick persons, whom he so
terrified that they feared to call in a
doctor. He suggested that some of the
women were wasting their lives on old
men, and made overtures on his own ac-
count. The accused in his defence de-
nied that he treated the, patients or
charged them, but said he only prayed to
God for them. Mr Barton character-
ised accused as a gigantic fraud and a
low blackguard, and expressed the hope
that this case would be a warning to the
Maori people not to consult such an
utter fraud.

(National Library of New Zealand, 1912)

The worndga®dt oohaus an i dentifier of expertise
including the expert Kairaranga. Thragic loss of language, culture and knowledge and the

interruption of the intergenerational transmission of knowledge and associated tikanga

57



(customs or customary lore) by the revered and wise kairam@agdmpacted by the stigma

placed on tohunga through the Act

This was a time of enormous social change, w
generation. The Tohunga Suppression Ac1 907 was intended to tu
traditional medicine. In fact, it went further undermining their spiritual and philosophical

valuesAn exampleofthe nder mi ni ng of MUor i cul t uheal pr a
Tohunga Suppression Act@Bis that ofthe story ofTe Hikapuhi Poihipia descendant of the

hapl NgUti Pi kwasao toofh uThey aArodwa he art of tU
raranga. According to Ratana (2012), Hikapuhi was also a practising tohunga at the time that

the Tdhunga Suppression Act was passed.

Figure 17: Woven piece by Hikapuhi Poihipi for Augustus Hamilton. Held in Te Papa
Tongarewa, the Museum of New Zealand, Wellington

Note: FromRitual in the making Critical exploration of ritual in Te Whareoraby Te Ratana, 2012.

KnownasTeHikapuhiof Te Arawa,shewasbornin 1850,thedaughtenf WiremuPoihipiandHarete

N g U p S8hemarriedAlfred Clayton,asurveyorfrom Tasmaniawith whomshehadfive of herseven
children. A healerand midwife known for her knowledgeof M U o meidicine; Te Hikapuhi did not
hesitateto use Europeanmedicinesas well. Shelived amongN g URailkawaat Otaki, andN g Ot i
Kahungunun theWairarapaShewasanaccomplisheaveaver andoneof two M U owoinent ttoko
(tattoo)exponentbetweenl 900and1920.

This was a time of enormoussocial changewith M U o laws and customsdeclining
with eachgenerationThe TohungaSuppressioi\ct 1907wasintendedto turnMU o r i
awayfrom traditional medicine.In fact, it wentfurtherunderminingtheir spiritualand
philosophicalvalues.A controversiafigure, Te Hikapuhiwas scrutinisedby officials
underthe Act. Despitepressuresheasserteder right to maintainthe practicesof her
ancestors.Shediedin 1931,andwasburiedatTeWh a r e tMdko,mepidakeRotoiti
(Te PapaTongarewano date,para.3)

Mick Pendergrast (2011) in his booRar anga Whakairo: M @lsor i Pl a
acknowledgeshe work and creativity ofe Hikapuhi for her contribution to raranga. These
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patterns have been significant in the history and development of rasitiggy ar¢he earliest

recorded examples of named patterns that exist.

The last century sawéhragdc loss of language, culture and knowledge and the interruption of
the intergenerational transmission of knowledge and associated tikanga (customs or customary
lore) by the revered and wise kairaranga. Tosswas further, exacerbated by the Tohunga
Suppession Act 1907, which outlawed tohunga and forced them underground to operate out

of sight and in isolation for fear of retribution.

Influenza Pandemic1918

The1918i nf |l uenza pandemic arrived in New Zeal a
RMS Niagara Speculation was further fuelled by rumours that the vessel had been cleared
only because two prominent passengers, Prime Minister William Masskehis deputy Sir

Joseph Ward, had refused to be quarantined. The ship arrived in Auckland with cases of
influenza on board a fortnight before the second wave took hold in th&h&ynfluenza was

in New Zealand from October to December 1918 anddsehreemonths, New Zealand lost
approximatelyas many people to influenza as it had in the whole of the First World War
(Ministry for Culture and Heritage, 2020).

Worl d War | had a deowevatheinflugnzaipamgemimlso hisvild oMUo r i
hard with approximately 2,500 deaths. Throughout the country, there were communities that
were decimated and there were communities that escaped, unscathed (Ministry for Culture and
Heritage 20200)Ac counts of MUori fat ahbyP Uk lrtdhlistse no't
of which prompted Aperatama Rupene oflthigManiapoto descent, to write to the editor of

the Auckland Stain 1918, providing an account of the devastatiap@indemic was having

on MUori communities.

Rupeneremindedreaderghatwhile manyM U o rad6 s t shauliierto shouldewith
hisp Uk & In O t daringthée GreatWar thathadjust ended someWaikatomenhad
beenimprisonedfor resistingconscriptionin protestagainstthe confiscationof tribal
land afterthewarsof the 1860s. He continued:6 i mostM U o hoiinesthereis weeping
anddesolationBoys havedied acrosghe war, whole families havebeenwiped out by
the influenza, and there are many aching heartsbecausetheseboys arein gad . 6
(Ministry for CultureandHeritage 202Q p.5).
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MUor i communities were |left to fend for thei
remedies to cope with the dreabiscourge. The King Countryhad | os't 118 MU
November 31, 1918,and it was on this day thatManiapoto Council Joint Health Committee

was held with a st rheatgnspddioosrwere givided sipimadestrictsMU o r i
to visit kainga(homes) distribuk disinfectants and medicine, check that the communities had

food and report backingh evening. Al though MUor i i n Te Kt
the efforts slowdthediseasslown MUor i women were praised for

Figure2l: Te KI i ti Paa used as the MUor i

Note: From Te Kuiti Temporary Native Hospital by Dawn Marsh
(http://ketekingcountry.peoplesnetworknz.info/site/images/showg-Kuiti-temporarynative
hospitat1918 CC BY 3.0.

MUor i from Tuahi wi i n North Canterbury suff
epidemic, but also condemnation and discrimination within their commutity meeting of

the Canterbury Hospital and Charitable Aid Board in Februar® {i@lthe aftermath of the

epidemig, a nasty quip was made about MUori . Du
6Maor i pas6 to avoid another epidemic, a Wwol
start by cleaning up t(MrgstyMoa @uiture amlderitageoZaMU o r i

p. 6). This unpleasant play on words brought a rebuke frorDW. Barr et t , a MU
Tuahi wi near Rangiora, who recounted his mar

marae belongs to bHKhe NY§AcomdmdtatheiMinistryfor Qulture |
and Heritage (2020Barrett wrote that the Tuakaii MUor i

2 A central North Island region stretching from Taumarunui in the South, to Kihikihi in the North
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€ resentsuchlanguageandthink it is aslighton all usM U o randsostuncalledfor,
asduringtheinfluenzaepidemicour M U o pawasfar cleanerthanthe majorportionof
Christchurchandprobablycleaneithanthewomani n t e r hogne dsearlyad the
MU o rini tree Tuahiwi MU o paiwere down with the influenza, but not one death
occurredhere which, | think, speakdor itself. TheM U o masfeel very muchtheslight
castuponthem.Looking on the sadside of things, it doesseemhard that someof the
M U o mais,whosesonshavebled anddied on the battlefieldsof Gallipoli andEurope,
for theliberty of usall, shouldhavesuchunkindthingssaidaboutthem.Therearemas
andhomesin M U o pasthatwould do creditto someEuropeangp. 6)

PostWar Rural / Urban Drift

Duringtheposwor | d War | I periods from the 1920s, N
to urban areas, asotearoa New Zealanaias experiencing booming economy that lasted

until the 19709 Gilbert & Newbold, 2006 Metge, 1995 The booming economy created a

demand for unskilled workers in low paid manual occupations. Due to urbanisation and the
detachment from oneds societal structure, MU
to fit into their newly found urban white society. These pressures effected their wellbeing and
sense of identity, wultimately changing relat

bet ween MUori and PUkehU (King, 2003; Sincl a

Urbanisation intensifiedhe cultural loss initiatedyc ol oni sati on for MUor i
Further more, moving to the city saw MUor | f
that of a nuclear arrangement which led to social alienation (Durkheirh).188banisation

resulted in an addition to the already snowballing effects of colonisation and impacted heavily

on the decline of many parts of MUori soci et
to Penetito (2010),

In the urbansetting, the contextfor interpretationof social justice amongM Uois i
relatedto the separatiorof w h U nfrana the traditional well-spring of MU o custom
andbelief (themarae)forcedassociationsvith nonrM U op @ o p ltheddminationof
mainstreaninstitutionsandp r a ¢ t (p.65¢. s é

The i mpact for MUOor i l i ving in the urban ce
standard, and MUor | featured high in stati:
educational achievementtd onSmiMUm,r i2Glat,e dp .dd 5)
cities with employment, being refused entry into bars, hoaeld restaurants (Derby, 2011).

The accumul ative effects eroded MUori and th
lives. As McCarthy (1997) ghlights,
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Living away from the tribal lands and separatedfrom relatives it has become
increasinglydifficult for MU o to meetobligationsassociatedvith whanaungatanga
andto sharein w h U raetivties(p.7).

Jack Hunn was the Deputy Chairman of the Public Service Commission and also, at the time
the Acting Secretary to the Department of M
review of the work the department undertook and presented his findings ustAafgl960

(Biggs, 1961). His report (known as thieinn Repoitwas released in 1961. According to

Biggs (1961),

TheReportis atoncea statemenbn the Maori [sic] situationat presenta manifestdfor
future action,anda theoreticaldiscussioron the inevitability and desirability of rapid
racial integration,definedsomewhatmystically as a combinationbut not a fusion of
Maori [sic] and Pakeha[sic] elementsin one nation, with Maori culture remaining
distinct[sic] (p.361).

Jenkins and K@i (199%) interpretation of the Hunn Report was that it was based on the notion

t hat fAwe are one ideologyo (p.153). Despit e
his recommendation did not come to any realisation as those involved in State education in
Aotearoa New Zealand were not supportive of his recommendati@dai{Blaman, 1988).
Furthermore, according ®iggs (1968)it he Hunn Report drew atten
di sparity between MUori and PUkehUhform&nly O.
against 3.78% for PUkehUo® (p.24).

Ka a@-Oldman (1988) beliewk that the Hunn Report advocated integration rather than
assimilation. This view is supported by Gallhofer, Haslam, Nam Kim and Mariu (1999) who

note that the Hunn Report, alonghwit t he Curri e Report, was t he
relations towards promoting O6integration6o
Hunn, it implies that both parties should consent to integrating and that both should have input
intowhatth s woul d entail . This interpretation w;
education system (Smith, 2017). To gain an understanding of the interpretati@rOKiman

(1988) wuses the kahawai and shar the kahawal. o gy ,
Have | any choice? He repliedo (p.24).
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MUOori resistance became mo r & ageneratioriohueanised p ar t
MUOor i | e a d e with thatcame tiggwodestsaaballand,languageandthe Treaty of
Waitangi(Ministry of Culture & Heritage, 2020).

SocicHistorical Impacts on the Kairaranga

Cultural, socialpolitical, and historical processes are known to influence identity construction
of people over time (Houkamou, 201Mloreover, Houkmou, (2010) writes,

Women born prior to 1950 and raisedin traditional M U o communitiesinterpreted
MU o identity asrelatedto communaleconomicsresourcefulnesandM U o gpiritual
beliefs.Thosebornafter1960raisedin urban(multi-cultural)communitiesstruggledo
form a positive senseof being M U o during their formative years and reported
6 di s | dronatheir Mlhoddentitiesasadults.Thosebornafterthe 1970sexpressed
strong political views that reflected their early exposureto affirmative ideologies
regarding U orightsto equality.Markeddifferencesn w o me stasieshighlightthe
overarchinginfluence of MU o identity politics at a collective level for personal
interpretation®f whatit meango beM U o (p.179).

Socichistorical influences such as education, legislation, urbanizaindluenza,and the
worl d wars changed t h &anmomd2069econfefs asMiitto ather s o ¢ i
academic schol ar s, t hat MU o socichistarical irfltegiceswa s s |

of the Te Huringgeriod,

Sinceearly contactiimes,thebasef M U o sodietyhaveshiftedprofoundly.Fromthe
original subsistenceconomy,a peasanmodeof lively-hood developedwhereflax,
timber, food and kauri gum were sold to Europeantraders;and later the industrial
societywasintroducedto New Zealand with M U o pedplemostly operatingaswage
earnersin the laboring echelons From being an undisputedmajority in the country,
M U o wasbroughtnearto extinction at the endof the nineteentrcenturyby military
clashesdiseaseandtribal warfarewith the musket(Salmond_2009,p,18)

Political and socie conomi ¢ ci rcumst ances wdentified as TéMUo r i
Huringaalso affected the status thfe rangatira (chief) responsibilities. According to Katene
(2013), @he term rangatira is gender neutral. The rammgaangatira is an abbreviation of
raranga andtira signifies a group. One of the characteristics of a rangatira is to weave the

groupinto one; to provide a sense of uidit{p.33)

This validates the primary role and function
Huri nga. The KUhui Kai r ar an g@nomicjamd spintuals i nt e
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wellbeing of her community &s forced into usinglternativematerials introduced by the new

settlers and was unable to attain the customary resources prohibited by new local body councils
and Department of Conservation | egislations.
iwi constraints were forced upon her, by former colonial directions. Despite these obstacles

and barriers, the Kairaranga continued to pr

Since the creation of the Settler Governmentby Crown with the 1852 Act, that
Governmentand its successorsiaveimposeda blatantly mono-cultural approachto
legislation. By that process,the resourcesonce owned by MU o r i Hawerbeen
appropriatedby theagentof theCrown(Government)whichhasresultedorMU o r i d o m
infA t massivedevelopmenbfu n d e r d e v éRoyalR608,0.24)0

By the 1950s, there was & Welfare lcecaguetor the surivaln  t h e
of the traditional art of Nbri weaving. The introduction of new materials and resources into
Aoteara gradually started replacing those traditionally used by the weavers. The new materials

were easily accessed and required little to no preparation for use.

The MUor i Womenods Wel f aintreductioe af ghe eew matesigisp n d e d 1
seeking asistance from its members to teach the traditional art form. Dame Rangimarie Hetet,

her daughter Dr Diggeress Te Kanawa, and members from the Mariapatm c h o f t he N\
Womends Wel fare Leag Wee ofthestipangdlivie(prototots dthdve c al |
tribe) adhered to at this time was that it was not appropriate for women of one iwi to teach
women from another iwi. Driven by the concern for the survival of this traditional art, the
women gained the consent of their kdima (elder) and started teach the art form. Turi

Ti akitali (2015) refers to two women who fdha
weaving. They were brave, courageous and hac
in their homes. This was the beginningadégacythat would transcend beyond the lifetime of

these people. An example dfitergenerational knowledge transfer was between Dame
Rangimarie and Diggeress Te Kanawhich was to ensure the survival of the art of traditional

and contemporary MUori weaving.

Te Huringa was a time of devastation aotbnisationin its beginning and evolved into a time
ofdecol oni sation and transformation of MUor.i
and significance of raranga ipeacticerepeatedly contested in Waitgi Tribunal Claims such

as WAI262.The hallmarkof WAI262 isthat activities nitiatives,and events is premised on
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channeling awarenesdt h a t raranga must be grounded an
particular ti kanga Hbuiksofihe kainararga captured in this erasaed t h e
the position she held withih e ao MUor i i n contemporary ti me
our society to dismiss the traditional role of the kairaranga, to merely a woman whose pastime

is basketry. Tailha (2014) says

Theartof raranggweaving)andwhatumuka(finger weaving)astraditionalM U oarts
originatefrom Te Ao MU o (the M U o world). Suchart forms are more than merely
quaintartefactsfrom the pastassociatedvith an antiquatedpasttime or craft of the
M U o mative of daysgoneby. On the contrary,theseart forms werea critical activity
often associatedvith political decisionmaking of the tribe, trade and exchangethe
clothing of the peopleandcommunityandthe adornmentf nobility andthewharenui.
Implicit in theseart-formsis a setof customarypracticeqtikanga)andprocessewhich
drive particularbehaviors.This knowledgewas passediown throughthe generations
togethemwith awhole setof languageeflectingthe significanceof the transmissiorof
knowledgeacrosggenerationgndthe survival of rarangaandwhatumukaaswe know
it todayin N g UManiapoto(p.ii).

Binney(1984) statethatfin traditionalM U othoughtthereis a continuing dialogue between
the pastandthe presentAncestorsappear tahe living, the living assumehe actionsof the

ancestorsand histonyis therebyr e n e Wpe3d6d.

Hewharepora Wovenknowledge
Marangaimaiana Ancientknowledge
Teaotawhito Indeedemerge®nceagain
Nekep U p anaaThatslowly butsurelyreleases
Ngapaparangae Informationfor thenextgeneration
Hei nihotaniwha To be painstakinglyunearthed
Ma teruanukue By its family scholarsof raranga
(Te Ratana, 2012, p.30)

Te Huringa spans a raft of historical events {Jostty to the New Zealand Wdsing, 2003)
including the i mpact of di seases brought [
whooping cough, typhoid fevettysenteryand respiratory related diseas&scording to King
(2003),thedi seases took a toll on t haeted brltleeromce p o p u |

revered role of the kairaranga.

The erosion of traditional kinship structures and the change of demographics and population
had a severe impact on the mana and leadership status of the kairaranga. This in turn brought
into question theelevancy of the attributes of the kairaranga who struggled to maintain their

role and function in this nevaurgeoningand pluralistic society. This change brought severe
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consequences to the art form iimomrhoa éactivityt r edu
of the ordinary person, the majority of whom embraced in part, the introduction of new

resources as they saved time, which was convenient.

During the Te Huringa period of 18601970, with the migration of new settlers to Aotearoa,

new mateals were introduced including candlewick, dyes and wool which were replacing
harakeke, muka and other traditional resources. Mead (1968) states, that the settlers introduced
new animals and the domesticated fowl into the country, and these too, brbagbes to

MUor i clothing. Cloaks adorned with peacock,
Furthermore, with the arrival of the settlers also came industry. Textile mills were established

that produced fabrics and the insistence of modesty bgt@ity saw further reduction in the

role of the kairaranga as western clothing clawed its way into the structure -@ojmosal

MUor i

turbulent and a time of change,

S 0 c i -Eately Lentfer, Me Rau,e& Taituha, (2013) describe this period as

Duringthis periodcameatime of inevitablechange.By 1858thesettlerpopulationhad
surpassedhe M U o population. New Westernstructureswere introduced,including
economicpolitical, educationallegalandreligious. Assimilationinto Westernsodety
producedprofoundconsequence®r M U o atall levels.Prolongedcontactcausecthe
substitutionof traditional M U o attire with a Europeanclothing style that gradually
dominatedoy the endof this period(pp.155156).

Figure 22: Socichistorical and cultural impacts for Kahui Kairaranga

Te Huringa i 18601970

Impacts

Forced removal from Mana Whenua

Social Battle 9 Disparity causes a time of silence
environment | Death creativity due to the emphasis ¢
Depression survival

New
materials

Wool
Cotton
Candlewick
Nylon

Silk

Twine
Mop string
Rafia
Rayon
Plastic
Wire

Faw fur

Kairaranga settles for introduce
materials and the accesscostomary
resources diminishes.

New

Weaving loom

1 With new technology, the Kairarang
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being completed by one person. Ku
pertaining to the customary practi

was not required for the ne
techniques.
Tikanga 9 During the period of1 95006 s 1 Ti kanga associ at

intergenerational teaching now widened
those who wanted to learn to weave by v
of schools and wUn
MUor i Womenoés Wel f
Roopu Raranga/Whatu Aotearoa.

Kairaranga and her role in society w
lost albeit to the few. Wester
teaching took priority.

9 Traditions of Te Whare Pora gradual
disappearedas the kairaranga and socie
adapted to the western way of life.
Te Wao-|f Restriction by Bpartment of Conservatiol Knowledge, practices, resource
TUne Council and Iwi agencies to the access language antikanga associated wit
natural resources. the customary pr
I Tohunga Suppression Act Te Whare Pora
1 NZQA funding restrictions and th

reluctance to recognise weaving as Tao

Tuku Iha

Note Socich i st

Buck (1970) claimed that peBuropean changesuch as the manufacturing of clothing

orical and cultur al

i mglere. tFeonThitita, 2610 h u i

Kair afl

caused the art forfinarangalto almost disappear, and be relegated to a handcraft taught mainly

in schools,

Downwardweavingmay be taughtasa handcraftat schoolsto exercisethe handsand
the mind, but our youngwomenmustnow devoteso muchtime to learningnew skills
for a permanenbccupationthat they havelittle time to sparein learning, muchless
practicing the,onceimportantbutnow practicallyobsoletecratt of downwardweaving.

(p-178)

During

monocultural system that was slowdyoding theirself-esteemhumanity,and dignity. This

resurgence in MUor i do threatafshe monatulturat systemr (Rogab o n s e

2003, p, 37).

MUOor i

i nterest

t his t i

me of

to the sett]l

be attached to spiritual value?

Royal (2003) states,

assi mi.l

er s.

ation a rthe

g u i set thay their Rrdd® gvariyrests,and mountains were of an economic

col o

M Uiohow couddegjislation,s p i r i t

Thereis no specifictermin M U o forithe word value. With the holistic view of the

UniversetheM U oideaof valueis incorporatednto theinclusiveholistictermé t a o n g a

T a treasure somethingprecious,hencean object of good value. The objector end
valuedmaybetangibleor intangible,materialor spiritual. (p.38.).
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Conclusion

MUo T i | Indigenous peloperendured the settler colonialism of poliecalhomicand

social institutional structures. The structures are both intentionally and incidentally biased
towards the settler, particularly in the eaylars of colorgation (Reid, Rout, Tau & Smith,
2017).

Rangihau (1986) writes,

[The] history of New Zealandsince colonisationhasbeenthe history of institutional
decisiondbeingmadefor, ratherthanas by, Maori people Key decisionson education,
justiceand social welfare, for example havebeenmadewith little consultationwith

Maori people. Throughout colonial history, inappropriate structuresand Pakeha
involvementin issuescritical for Maori haveworkedto breakdown traditionalMaori

society by weakeningits basei the w h U n thethapu,the iwi. It hasbeenalmost
impossiblefor Maori to maintaintribal responsibilityfor theirownp e o pd.24)0

There are two reasons for this. The first reason which is philosophical, is that even when the
various aspects of the settler institutions are modified, they tend to remain foreign structures
that replicate the alien worldview of the settler (Reid, Rout, Tau & Smith, 2017). This
worl dview i s, i n some f unda me ndviaw, whera the |, ant
former is abstractionist, rationalist, dualist, progressivist, universalist, and individualist and the
latter emphasises phenomenological, holistic, cyclical, local, familial, and tribal (Barker,
2009).

The traditional patterns of Te Abawhito in the time of preontact were replaced with new

patterns in Te Huringa, which were influenced by Western ideology and technology. In some

instances, however, the patterns were design
and MWbtrar &l | ens. For exampl e, Te Ara Pout
as Ostairway to heavend while a MUori |l ens w

o f  Thli-rangi to retrieve the three kete (baskets of knowledge); TeTKetari, Te Kete

Tuatea and Te Kete Aronui.

Royal (2003) clarifies the meaning of these three basket&ete Tuaurconcerns the world
of Te Tuaurii 6 bey ond iTe KetelAmnucbaceriksdhe world we reside ifg Ac
TFRoa( 6t hes tlaonndgi n Je Anduall t & peferred to a3e Aemutunga kore,

the eternal world.
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The MUor i |l ens of the pattern Roimata Toroa
Aithe albatross tear so i sticdarlyractopsdHamisom 2985t i n g
Niho means teeth and taniwha means a mythical creature. This symbolically illustrates the
realm of mythology. It is like a saadged pattern of the chief and his lineage from the gods.

|t is the priocweali mgtinbrméal ltyYynsken on the
symbolises whUnau housed within the tribe.
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Figure 23: Poutama Design

(personIcommunicationTaituha.G,)

Figure 24: Niho Taniwha Design

(personalcommunicationTaituha.G,)

Figure 25: Roimata Toroa Design

(personalcommunicationTaituha.G,)
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PUk e h BlasHedigvai nst MUori |l ore from the 1840s c:
clash of worldviews. This related totheinvasive st ri cti ons upon MUor i
that were introduced reflected a Western | en

structure, which permeated whUnau, hapl and

é indigenouscommunitiesandtheir environmenta relationshipi unlike that of the
conquerorscrucial to their understandingf their 6 b e iaof the land ratherthan
merelyonit (Ashcroft, Griffiths, & Tiffin, 2013,p.72)

Consequently, Western | aws have ilydssoleinged on
t he Kgtbhp)where Kairaranga had no choice but to go their separate ways and operate

in isolation,

M U o assertionof sovereigntyhavebeenexpressedor at least160 yearsand have
assumednanydifferentfacesfrom lobbying,makingsubmissionspresentingetitions,
mountingdeputationsto occupyinglandunderdispute prganizingestablishingsarious
movements, organising marches, protests, boycotts, pickets, symbolic acts and
demonstrationsgndestablishingolitical parties( K a & ldiggins,2004,p.181).

Access by weavers to natural resources have, over the years, proved problematic, as they have
been restricted by government agencies such as the Department of Conversation (DoC).
Access to the DoC estatand DoCcontrolled speies(wherever theymay hé s f or MUor |
issue of the greatest significanbecause without accessltwligenous flora and fauna and the
right to harvest, mUtauranga. MUori (MUori kn

Kairaranga retreated to safe spaces and plateing this period such as their tribal
communities and marae (courtyardhe open area in front of tlveharenui (meeting house)

where formal greetings and discussions take place often also used to include the complex of
buildings around thenaraetha they affiliated to. Here they could practice the art forms in a
space which is considered to be the | ast bas

postcolonial period.
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Chapter 3
Te Aho Toi 180010030 i Ar't

Without the word we would be a peoplewithout a past, without a culture. No
wonder, therefore that M U o artistsusewords stronglyin their work. They are
visual symbolsin themselvesThey affirm the connectionwith the creativespirit.
(Whiting, Adsett,lhimaera,1996,p.90).

Introduction

Thisthreadhayst r i but e t o the many MUor i ahspetidligst s wh o
education dvisors and teachers in schools exploring techniques, colour, texture, form, creative
practice and the various aspectscomponents of mahitovhi ch el evated MUo1
respected discipline, influencing and shifti
a mere pastime or simply folkto f a O damgpectechatte 6 m connected t
originsandt e t ai ao, t h e . Maayt ofithead artidtsUrtegrated wamtenhpdrary

and traditional MU os;Howeser, many workjed in inedia athertthae i r W

raranga and whatu.

I have chosen a sel ect imymheingdiver permisson tdittudei art
imagesoftheea r t i st dény afthemkwere born in the Te Huringa period (:86@0),

but the impact of their work often extended beyond this perioHowever, this
acknowledgmend f MU o risinot finitetands mention must be made of others who have
contributed enormously to this field includifyuck Nin, Hirini Moko Mead, Fred Graham,

Para Matchitt, John BevarF o r d , Ral ph Hotere, KOt erina Mat
a doubt kairaranga from across tlweenua have also contributed to the development and
evolution of MUori art. But given they/ we <c
have chosen not to profile anyosygecificallyin this field Furthermore,his chapter explores

how MU o rrtihas @volvedhroughout the Te Huringa period and th#uenceof European

culture and imported materialpontheseMUor i ar ti st s .

't i s i mportant for me as a we atkeowledgethese i n a
champi ons ihdir ariwlrlk, their craative practice and their impact on the evolution

of MUor i art of t e n cuitunef andi impoced cnatebialé\s wellra® p e a n
kairarangaot her tradi ti onal MUori art iMJtodattoof whal
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designs on the face or body done under traditional protocols)@vitakvhai (painted scroll
ornamentation, commonly used on meeting house raftergg also beeninfluenced ly
European settlers. This chapter asploresh ow MUor i  a setl new maeridisande u t i

adapted to the restrictions imposed on them that prevémathccessg natural resources.

Thelmpact of Te WUnanga o Aotearoa on MUori Ar
ltisfromthee MUori artists and their emerging art,
as Orauangi 6, that we have a nexus between t

According to Kim Marsh (2021Kai rur uku Toi Raua,ngle &WivJeorr g
Aotearoa (TWoA)theterm@a u a n g icanediyak®reti Rautangata to explain tveU o r i
Fine Arts.

This is what we now r elfigmy uhderstamding tMdl the i Vi sual
translation of Raii angi is a reference to the finestlioies on a whakaircAs a point of

whakapapa in Rauangi we always |l ook to Buck N
0 Aotearoa, being a well knawpainter as well as an educationalist. Buck is )
acknowledged as being one of a group of painters who have tcohtut ed t o MUor i 8

becoming more integrated with the western gallery traditions which many artists now
participate inln terms of the founding whakapapa of Toi at dAvhe stands alongside
Paki Harrison and Diggeress Te Kanawa as artists our kaiakadaonkheir respective
strandgKim Marsh 2021: Personal Communication).

Te WOnanga o Aotearoa is currently the bigge
New Zealand with an average of 700 enrolments per year covering five dorsireards
including: raranga, whakairo, mau r Ukau, MUc
Buck Nin, a worldrenowned visual artistvho was the advocate for mahi toi and rauangi at Te
WO0nanga o Aotearoa. He al s orangedbpmgrammesdicrdso r t h
the institution.Dr Buck Nin cited in Scribe Ltd, Cullen & Henskes (20G&)id,i ét he cr af t
and the arts are basicébut on that foundat:.

point, to make the (3)i ce of the people heard
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Figure 23: Untitled

(Source:Scribe Limited, Cullen, & Henskes, 2005)

He was followed by tohunga whakairo, Dr Pakariki Harrison (and his wife Hinemoa, who was
also a weaver). Harrison regenerated whakairo as a relevant art foomt@mporary times
by developing the whakairo curriculum and for teaching hundreds of students, sharing his

knowledge and expertise along the way.

The originsofMUor i Ar t

Prior to colonisationearly European explorers used art to depict their undefisiguof the

New Zealand environment. The topographical sketches surveyed the landscape and its
features i dentifying Al and suitable for sett
Culture and heritage, 2018, p.2, paratiywever, he importanceohrt t o MUor i i s
in the creation narratives which describes a holMtid o worldview.

RUOrangi maunga ti te ao, tI te p@, rUrangi
A range of mountains stands day in and day out, but a line of people is lost, is
(Mead, 1984, p.20).

Mead (1984) uses ¢habovew h a k a t anarkalpgy o slescribe how ancient artworks can

be likened to a range of mountains, they [the artwork] remain despite being created by an artist

of another era.
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According to New Zealandhistory (no date)Europeanartists had visited Aotearoa New

Zealand to sketch their impressions of the country long befdomisation. Their sketches

surveyed the |l andscape and its fors@dnantand whi c
encouraging emigrationo (p. 2, par a. 1) . M (
civilisationo (New Zeal and History, no date)
arrived in Aotearoa New Zealand tended to inferthBt®dr i art hel d 1 ittl e |
Europeans arrived. Furthermore, they believ
arrival, but in fact, Mlintock 1868 ms of MUor i a

Royal (2007) dicusses the interdependent relationship between people, birds, fish, trees and

the natural elements and how this view is recounted through whakapapa and pakiwaitara
(stories). An example of this,ish e MUo r i 3cwhiehahtisibeen passedodovyonir

generation to generation. It kegwith lo Matua [Kore] (Supreme Being) and was followed by

Te Kore (the nothingness) e PO (tehred ntilgeht ) Te Ao MUOr ama
enlightenment) Papatl Unuku (Papa) and Raoingdasu i (R
one. However, their children wanted to separate them to allow light to come into the world.

With their separation, the children becanegtiesof different parts of the natural world (Royal,
2005).0ne of t henuiar anogs, hehBavans, whb is also teity of forests

and birds)responsible for pushinigis parents aparthen hunted for a source of light for the

world created by their separation.

TUne found HinerauUmoa, the s muwdshlsosheferaaed mo s
element hénad been searching for to create humankirdm ths union came Hinde-iwaiwa,

the spiritual guardian of weaving, childbirth, and the cycles of the ni@oided by Hinete-

iwaiwa, womenare the main practitioners of weavjrand the guardians of the knowledufe

rarangdor future generations.

lo matua [kore]

Te Kore
Te PO
Te Ao MUr ama
Ranginui + Papatl Unuku

3 Each iwi has their own variations of theeation story
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Toi te kupu, Toi te mana, Toi te whenua
Language (kupu), authority and prestige (mana), land (whenua)
Toi T Origin, source, home, knowledge, art. (Barlow, 1991)

From the creation story, comes multiple pr
view the world and how these stories continue throughout time. They are not only told by way

of the word, butlso by way of visual interpretations of a stofigure 2 below is a perfect

example of a visual interpretation of the creation narrative by Cliff WhitiHg. usesthe

medium of wood which he has carved and painted.

Figure2s: Te Weheng&oRapaRangi r Uua

FromMataorai The Living Face1996 by Adsett, Whiting, Ihimaera.

Early ethnographers such as Best also discuss the origins of the kairardi8$®. Best wrote,

fiof the origin of theart of weaving, HT. Pio says, the first of our ancestors to understand the

art of weaving clothing was Hirierauamoa, who was the wife of Tanei-a r angi 0 ( Lan
2011, p. 63). Best further describes Te Whare Pora (inltheeTarea) afspecially seaside

for teaching the art of weaving in its various branolfeanders, 2011, p. 63).

Within the scaredness of Te Whare Pora, a toh(exgeert)would lead the teaching of a tauira
(student) to ensure thpow&nowtedbecomasanp, ¢
would be fixed in her mind in a single lesson. She is now the daughter of Rua arid Hine
ngar oa éukétape 1989, p.2). It is from this origin story that we learn the art of
whakairo, symbolic patterning of whichkes us into the world of Tangaroa, the deity of the

sea. Hinengaroa, a contemporary of Rua has taught us the art of whakairo in weaving.
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For MUori, art features in their carved hous
( MUOor oing)t Howe wer , the arrival of PUkehU saw a
nearly a century, with the knowledge (tikanga of mahiatad rauangiheld by a few tribal
elders(Harrison, Te Kanawa & Higgins, 2004 addition, much of the literature written in

the colonisation era was by PUkehU which mea

of traditional arts have not been recorded o
2004, p.123).
Rsources that MUor i commonl y ustoee@dandflax,randar t  p

within the making process the adherence to kawa and tikanga was paramount. With the
introduction of new materials and techniques, the creator and creation of aliefmuido take

on the Western 6makingd of art process. I n
MUor i art grew, resulting i n new i(Hamrisom,at i ons
Te Kanawa, & Higgins, 2004).

Cont empor ar yNeM tbolsitachnigued and styles tell an ancient story
Contemporary MUori art f orsnso mfithesadtthemeasentas a
and the future. Within the period of Te Huringa, the most dominating story to be told is the
arrival of the Eur ope aatforms wérd usad eosemphasiseAhet e ar
impact of, the land wars, loss of land, laage and culture. The effects of European
colonisation changed the social and political role of thenaiter.The function of art changed
from a primarily spiritual role to protest a
beliefs (Ministry ofCul t ur e and Heri tage). European a

through their art forms.

According to Harrison, Te Kanawa and Higgin
culture, a resurgence i MU0 Higs irathme ameritigthicentugy ! MU o
embraced the introduction of new materials, styehniqus, and innovation, as this allowed

for them to incorporate old practices into a contemporary context. With tleé #vedSecond

Worl d War , MUo r i themastcleangieg spaat dne cultuialincgnditions in
Aotearoa New Zealand, and the urge to uproot and move to the cities was not only compelling,

but a necessity to survive the I mpacts of <cc
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begantobequesi oned and more MUor i artists were dr

that the urban environment and context offered. As M&heoki (2014) highlights,

éa MUor i art movement began to emerge in the
had studiedatuné&/r si ty art school s. They were introdu
the types, styles, themes and materials of both classical and modern Européan Art.
4)

MUor i artists such as Sel wy nuryWretlasRankiiflateAr no |l d

knownas Kawharta nd Mar gar et Sampson were among the
School of Fine Arts at the University of Auckland who had qualifications in fine arts {Mane
Wheoki, 2014)In 1958 Northlandb as ed cont e mp o r dphMotekt[Paraténe p ai n't
Matchitt, Katerina Mataira, Muru Walters, Selwyn Wilson and Arnold Wilson held an
exhibition. This was a first of its kind. These artists adapted Western modernism and
incorporatedn di genous MUor i traditias primitivbra fManei bed a
Wheoki, 2014).

The following section captes impactful histodgrahiesof some of the significant people who

have contributed to the status and devel opme
architecture and sculpturenal t r adi ti onal MUor i art forms s
tukut uku. Of significance is that they saw
Zealand society.

Sir Apirana Ngata (b. 1874 d. 1950) and Sir Peter Buck (b. 1877 d. 1951)

SirApiranaNgata nd Sir Peter Buck al so known as Te F
were responsible for retaining knowledge about raranga and whatu tech{Bguesison,
1996, p.1)

Ngata was particularly interested in cultural activities. Whs an exponent of haka and
promoted the MUori per f or mi.mg waa respensiiehfar o u g h
collecing and recorahg hundreds of songs and chants from the(ixibbe[s]) of AotearoaNew
Zealandwhich became the four volumesdfg U M @ twithatrnslations and annotations

that he coeauthored witHPei Te Hurinui Jones.
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Ngata also encouraged and supported the decorative arts especially whakairo and.tukutuku
Ngat adouse nicnef saw the establ i shmentinle2b/27ande Sc hc
he was instrumentalin the constructionof wharenui around the country (Sorrenson, 1996;
Harrison, Te Kanawa & Higgins, 200d)n c | udi ng whar enui  dinkirit he Ea
Marae which was opened in 1934 in Tokomaru.Bde walls of the wharekai, Hinematikotai

at PUKkirikiri Marae ar e ThdSshoobd d MU mwad baskd tt Is t u
in Rotorua to take advantage of the master
sc hool would Amaintain traditional ways of

number).

Figure 25: Students at work on several poupou (carvesipos ) at t he Rotorua
Arts and Crafts

From Rotorua Museum of Art and History. Ref #ZR! https://teara.govt.nz/en/photograph/43109/rotorua
schoolof-maortartsandcrafty

Sir Peter Buckvas gprofessionahnthropologist for a significant part of his adult life spent
considerable time in the Pacific and Aotearoa, New Zealand on fiedddnipcord the culture

and music of Mieowas a pmldiereseancher ane sriter gnublishedany

essays in th@ournal of the Polynesian Sociegnd a monograpi,he ev ol uti on of
clothing was published as a Polynesian Society memdi926.Buck also spent considerable

time in the Cook Islandsnd published his findings,ifthe material culture of the Cook Islands
(Aitutaki)in 1927.1t is said, that througlthesemeticulous studies, amply illustrated by his

skil ful l i ne dr awings, Buck established him
culturefor his time. His corpus of work is still used and cited by scholars globally, particularly

those studying Pafic anthropology, history, languageshd cultures.
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Gordon Tovey (b. 1901 d. 1974)
People refer to thde@®Gamdon hTevey bBreaal$4€£6 h
art specialists including Pine Taisaghatist a r er

who made a big impression in the 1950s.

Toveyodos talent was in painting with his fir
Academy of Fine Arts6é (Henderson, 2000) . H
posters for a railway copany. Tovey and his family returned from England in April 1930.

Tovey applied and was successful in securing a tutoring position at the School of Art at King
Edward Technical College in Dunedin (Henderson, 2000). With his flare, leadership qualities
andeducational skills, Tovey was promoted to head of thectwtol,and he began adding his
touch by introducing 6éinnovative programmes,

(Henderson, 2000, no page number).

Toveyis described aa visionary and revolutionist in the art world. Tovey saw the importance
of MUori art and held a bevUoefi iom atlh e airmmdri t

€ an early advocateof biculturalism, encouragingthe teachingof Maori cultural
activitiesalongsideEuropearonesto bothMaori [sic] andPakehdsic] children.Tovey
[oversaw]theinductionof Maori artistsé into art educationn the 1950s.His support
[would] provecrucialin the developmenbf contemporaryMaori art (Bamr 1992, pp.
203-204).

Toveywrote the bookThe arts of the Maoiin 1961 which was issued to every schodNew
Zealand Hewas i nstr ument al in introducing MUori
the time many schools did not take part. Even though there was reluctance, it wastblavious

change was comindd@rrison, Te Kanawa, & Higgins, 2004).
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Figure 26. Education Department Bulletin

Education Department bulletin fiThe Arts of the Maori
and crafts. From NZEI Te Riu Roa and National Publicity Studios. PAXBdI-01-011. Adapted with
permission.

John Scott (b.1924 d.1992)

John Scottwas avisualartiso der n MUori art started to make
in areas such as architectur e 8&aoottdvasvinsgreda | art
by buil dings in New Zeal and that resembl ed
page number)Scott designed a chapel for hisoldsci®al Johnés Col |l ege i n

led him to being commissioned to design the Futuna Chapel in Karori, Wellijsg@®irigures
15 and 16 below).

Figure 27: Futuna Chapel Entrance

IEEEEEDE|

| I

Commissioned by the Catholic Society of Mary, designed by John Scott and built by the Brothers of the Society
of Mary. Fr om i CioMg & npodirgdlr uhMUharkie t aarntg-Whedkio(20H4). by J. M
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Figure 28: Futuna Chapel Ceiling

Commissioned by the Catholic Society of Mary, designed by John Scott and built by the Brothers of the Society
of Mary. From https://futunuatrust.org.nz

According to Waldren (2000) the Futuna Chape
meeting housd a central pole, rilhike rafters and low eavet with traditional church
architectured (no page number) . These el en
architects, thus portraying the blending of two distinct areas. The FutunalGhagten
referred to as one of John Scottods best WO I

careeréa masterpiece of national and interna

CIliff Whiting (b.1936 d.2017)

In the beginning was Te Kore, the voitieh came Te Po, the potential, then te ao
mUr ama, enlightenment, such was the creation
creation of my ar{GardinerHoskins, 2015)

Cliff Whiting is often regarded asoneof Néwe al andd6s most influenti a
Huia, 2015). Whiting went to Wellington Teachers Training College to study art. He further
honed his art skills at the University of Ot
art. ltwasthroughdvey that Whiting, along with three
Muru Walters and Te Para Matchitt went to Ru
art (Waka Huia, 2015). While in Ruatoria, the artists met Pine Taiapa, a masterfrcarver

Ti ki ti ki. Pine Taiapa taught the artists th
(Waka Huia, 2015). Through the work of Pine Taiapa, Whiting began his service to the
community in helping to restore the whianeand tukutuku panels the area. He worked with

| ocal MUor i communities and with schools to
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The lack of availability, and price of native timber led Whiting to investigate the use of modern
materials in particular particle b@hand bold colowd paint Whiting viewed the marae as
playing a vital role in the .nhisisde@cedintwve and
projects he led beyond 1960 (see Figures 17 and 18 below).

Figure 29: Te Rau Aroha Marae

TE.RAU AROHA MARA

Na GlifEWhiting . 2003

From Waka Huid CIiff Whiting. https://www.youtube.com/watch?v=wB5LK4nJOnY

Figure 30: Te Hono ki Hawaiiki

From Whakairoi MU o r i ¢ €arwng in grban environment8y B. Graham, 2014Modern marae: Te
Hono ki Hawaikii Whakairoi MU o r it TerAna Entyglopedia of Ne®ealand.

During his lifetime, Whiting acquired a wealth of knowledge about raranga, dying, creating
honaki, and tukutuku from his experiences
Whangapar Uoa (Cape RApaauway) in Te WhUnau
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Arnold Wilson (b.1928 d.2012)

Arnold Wilson was avisual artist and sculptoo f Ng Ui Tihoe and Te Ar
RuUt oki . Wi |l son att endandwakEsl atnmh eS ctfoiorl sto ft oF i
Di ploma in Fine Arts wit {rhefAitsfeunhdation, 2081% Heh o n 0 u |
went on to Auckland Teachers Training College and became an art teacher, a career he held
for many, many year s. Wil son was one of man
in schools and the wider community. Howeveargcading to Skinner (2008 as cited in

Graham, 2014), Wilson is reported as sayii@gy e v i v-calted Masro[sic] arts is a dead

|l osséall theydre getting is a template of wt

the template that was createdthg Ngata revival (p.12).

Wil sonds bicultural background can be seen t
to explore and exper i mentdiwiitom @doldnvadaadr ii an 16
Wilson | Arts Foundation (thearts.co.nz) Wil sonds work expanded

projects, one of which was Awataha Marae on the North Shore of Auckland. He took students
back to the marae where they experiencedtiasidthe cultural practices in a marae context,
such as gifting work back to the marae and community, which highlighted the concept of koha,

the customary gifting practice.

Wil son was an influential MUoripractisteswhd d
and PUkehU art traditions. Wil sonbés work a
Davis fdas raw, crude and powerfully express

tremendous c h alhinhaera 4dsettWhitingpl®96,9.623.0 (
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Figure 31: Arnold Wilson in his sidio

Influenced in its development by both Polynesian and European traditions, his work reflects his strong originality
and integrity of purpose. TFerAo hou, 32ph3@33Scul pt ur e of Ar

John BevanFord (b.1930 d.2005)

John Fordisatoh er i nfl uent i &obrd ddddialised with copoured linksamdt i s t .
liquid acrylic and at times, colourgmistelsand graphite. He was of the early generation of
contemporary MUori artists. For 17 years, F

was involved in tertiary education for nearly two decades; he was an arts lecturer at Hamilton

Teachers Colige from 19761 973 and a senior |l ecturer i n M
Palmerston North, from 19749 8 8 . I't was at Massey Univer si
vi sual arts into the degree programme in MUo

Acrossthe pasttwenty yearsmy work hasbeengreatlyinfluencedby the cloak. This
originatedfrom ourfamily history,whereherein AotearoaNew ZealandheMaori and
Europeanbrancheseach neededthe flax plant to carry forward their futures. As |
conemplatedthe mix of outcomesfrom the 1840s,the rope works, the trading, the
marriagesthecontinuingmigrationsetcthesehoughtshecamenaterialisedn twisting
fibresthatgrew into greattaniko borderedcloaks.Like birds who migratedaspeople
did the cloaksfly into the sky. (BevanFord,2019)

Ford became a fulime artist in 1990 and his work has appeared in collections around the
world. He has worked at the most prestigious museums and art galleries around the globe, such
as the Museum of ModerArt in New York and the British Museum in London. His work also

appeared in galleries in Aoteardéew Zealand.For dés wor k ranges from
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for marae, to sentinel figures in the minimalist style, to renderings of trdaditions in ink.

His inspiration was from his genealogy | inks

Figure 32: Aotea by John Ford

Aotea by John Ford. FroMataorai The Living Face1996 by Adsett, Whiting, lhimaera.

Sandy Adsett(b.1939- current)
Sandy Adsetis a painter and visual artist. Hes consi dered one of the
artists in AotearoaNew Zealand The Tairawhiti Museum (no date) describes Adsett as

fipri mary mover and shakceer tohfe t1h9e5 OMUbo r(in oV ipsauga

Adsettdos art speciality is painting, ,abdut he
stagedesigmnd of cour se {((Th&kArts Eokndatiom,md date)UAdsek bas

commi tted a | ifeti me t oexpressio antlds beerminvelvedic e me n t
some of the most instrument al mo v élloweyn t s I n

generatio An e x p o n eisubl arpand desibo, rAdsett has taught painting and
k dwh a i wdvedlkertiarpstudents over the years.

An advocate for MUor i ViAdsatthds bearpivatal imsetting U o r i
numerous art school s adToinoukiMd(Gisbiorne) and Toimairangie i n,

(Hastings) for Te Adéélimaa inflyenced govkromeatal departments,

devel oping structural systems to support M
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internationally. An example of thisissh devel opment of Te U0tinga C

Whiting and Kura Waru Rewiri and others.

Adsett is one of the artists who was responsible for resuscitating the figurative and non
figurative traditions of @vhaiwhai, liberating & form and its limited colour palette and

returning it to its original vitality and exuberance. His work has centred almost exclusively

on the form of abstrac@whaiwhai, allowing it to leave the meeting house and find new places

in schools, art galleries, museum and ofiitebe articulated to the evelnanging relationships

of MUor i within the worl d Qfsighificaricd is thatWusett i ng &
has been involved in the restoration of the wharenui, Hinemihi at Rauponga, including the
creation of tukutku panels.

Figure 33: Sandy Adsett

o
o+

| e

An important point to make is that several of these artists were highly proficient speakers of te
reo MUori (the MUori 1language). For examp
contribution to MUorii art often toeand rauargiie d acr
and as such helped to retain language specific to these elements which has helped in the
revitalisati EBtefi na eo HBaheh@iedmpleottEsi Bosm wa s
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in Tokomaru Bayn 1928, she was an artteacherindexr | y years; another ¢
fl ockod. Then she, with t-heveluppeoedtTefuNgai aP
of teachi ngtlisingc wriesoe 'vdJiorre r ods ( r b&sedwjitheand s p

Silent Wayby Caleb GattegnoMat ai ra became a champion of te

As an artist, a teacher, and an author, Mataira, along with several illustrators including Peter
Gossage, Julia Crouth, Joy Cowley, Yvonne Morrison, and Joy Watson, produced numerous
childrends Mibsi Thegealgeobh® provided childr
an introduction to thevildlife and the native flora and fauna of New Zealand, stories of
grandparents armafal narratives These books (@wert[s])icoloartulimdfesr i k u
and captivating story |Iines to enhance the |
three novelsTe Atea, MakoreagandRehuathat were watershed moments in her career. Even
though Mataira passed away in 2011, her legakgps alive by one of her children who is an

artist in his own right and was an illustrator for some of her books in the.1960s

Al'l of these MUori artists mentioned through
of MUor i art. coi@orated aspects oflihe traditioaal/irdo the nontemporary

and repositioned the mana of MUori art as re
contemporary worl d. E mihi ana ki a koutou

koutoungoil UnU koutou katoa.

Defini ng M$)baustomdry art brinesvtart?

ManeWheoki (2014), statethatMU o r i artists found a politicesa
towards the lack of honour toward the Tiriti o Waitangi Contemporary MUor
were practising visual arts outside of a customary tribal context were embracing the adaptions

and innovations of European influenceThe work attributed to this style was called into
question by MUori traditi onalnissths gcd d mgihrt g di tt
artists were dependant on, and controlled by, European c(iinestry of Culture and

Heritage)

The relationship betweenthis new art and customaryart remainedunclear.
Practitionersaandcritics vigorouslydebatedvhetherit representedontinuity with
tradition, or rupture. K Ut e Mataira noted the strong MU o wffiliations
influencingthe sculpuresof Arnold Wilson andParatenéviatchitt, andthe useof
M U o maitifs, carvingandk @w h a ipattermsin the paintingsand designsof
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Muru, MatchittandWhiting. ForM U ojouinalistHarry Danseypntheotherhand,
it wasthe 0 a b s @ sudfaeedecoation andthe presenceof a smooth,lustrous
f i n thanhatkedoutthe modernaspecbf contemporarM U owobd sculpture.
He was baffled by H o t e austdyeformalist abstractionspbservingthat they
show. Whatwould he havemadeof the work of Matt Pine, who wasat thattime
basedin Europe,and practisinga severeminimalist sculptural style? (Mang
Wheoki 2014 p.2).

RobertJahnkd s an example of a MUor i artist who hi

artwork. For example, in 1996, bghibited a remarkable use of new technology that portrayed

the optical effects to capture UGamatheMOrir i no't
of light from the darknesspT e P @. The e x hiadthird refleationexplaresd AT A
MUOor i c rratiees dandpnopheta imagery through light and reflection.

Jahnketranslatesneon forms into diamonds,triangles, crossesand clubs, and
words suchas ATA and TUKU, into illusionary, spatialreflectionsthat appear
endless and multi-dimensional. His approach uses rectilinear compositions
associateavith tukutuku,particularlythediamond.He revisitskey iconographical
devicesassociatedvith the Christiancrossandthe club that becamepart of the
millennial religion of RuaK Uama.Textremainsa key elementin J a h n Wwoekd s
assourcedrom key tribal housesasearly as1842,or from the gatewayentrance
toHQ o K B n a mandh®useWhenbuilt in 19078 in the remotesettlementt
Ma u n g a pMithsappartfrom both T T h and Te Whakatoheathis unique
structurewas embellishedwith clubs and diamonds.As Jahnkestatesin this
respectfi t greundingof the work in relevantnarrative context maintainsmy
desireto locatemy work within aculturalparadigmof significance(Friend, Smith,
& Jahnke 2016 p.5.

Figure 35. Robert Jahnke

FromHami | tonds nA&Aweéptorsauldopt wr ¢ he ot her side (o
by M. Mather, 2019
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Conclusion

MUo r i many bfiwioin Began their professional lives@ists as @ specialistsgducation

advisors and teachersinschobhla ve made a huge i mpact on el ev
in contemporary times through their work éxploring techniques, colour, texture, form,

creative practiceWesternmaterials, tools, methodsd the various aspects or components of
mahitoiand rauangi, influencing and shifting hi
They were indeed cMaaynfthese arists mtegrakét) @omtémpamarytand
traditional MUor i sahowevef, manynwork[ed) in media bteer than wo r k

raranga and whatu.
The work of these artistsontinuesto provide stories, paintings, carvings, sculptors and

| anguage of a teie nompletely elisenfrédiiibedr from theirtraditional

homdands from theirlanguage anffom theirculture.
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Chapter 4
Te Aho Matua

Introduction

This is the & thread of this exegesis which will focus on the preparation and beginning of a
three papa wh Whakdaiurargisis ippontant tomdte tHatithe researcher a
practitioner of whatu muka and customary tukutuku, is taking on the role ofra, tiauihe

making of the whUriki. The documentation of
in Chapter 5.
This thread wil!/ al so cover the researchero

Whakaaturangahat being, preparationofheru, aho and t Uni ko aho, f

The creative practice features three components:

Al ndividual pieces by each of the respecti ve
AA coll aborative piece designed by all three
A Whakaaturangat t he Apakur a Camparswiolfl Tee WUntasmmagm ¢

al | three kairaranga as well as a curator.

To further articulate the process of making
Ker et Rautangata whouhase deawdlrap eadn daokma caeklo
Aot e,gdarhoea | argest provider of MOor i art prog

foll owing model as the Toi | deol ogi cal Model

There are six components of the Toi | deol ogi

f Toi @@eeative Rmreaddswv)e ipy otcktss which MUor
within the field of Toi MUori (MUori art).

T Toi (lErxopl orati on) : This principle is conce
processes, potentialsefofmamediialtso aenxdp i ee:
and cultural perspectives, communi cating

movement .
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1 Toi RauUu@rmagani sation): This principle is

and organisation delivme anti gbgaatcey po

al so incorporates the observance of tikang

T Toi H@@rgeaat i on): Toli Hanga is the applicat

to mani pulate a medium and transform thi

principle also relates to the abilpay of
Toi Awe, Toi |l ro and Toi Aro to their crea
T Toi (AReof |l ection): Toi Aro refers to an art:.
the <creative process. Through this proce

directi oons dcan ebde s

1 Toi HQ@ampl eted Body of Work): Toi Hua i s
Toi Awe and Toi Raupapa that resul ts in
combined all ow the artist to flecxurailgh )i man
have al|l the skills necessary to produce

Figure 36: Toi Ideological Model

Note.TheToi Ideologicalmodelis a creative process that is framed by philosophical underpinnings of
practice as cultural practitioners in developing their own individual work and their collaborative
Whakaaturang®e-adaptedirom Rautangata, K. (2013J.oi Awe, Toi Iro, Toi Hanga, Toi Hude
Awamut u, New Zeal and:(ppB@l).WUnanga o Aotearoa
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A Visual Diary/Journal is the standard pract

evidence of the cultural practitioners think
the journey, to 6the execwuteiadn vendupgmpatent aA
cont a@iems, concepts, experiments, sketches, i
communication quotes, observation notes, pat
seldfl ection notes, etc.

ToiweRooki ng SionsthhosSquitrfreldis s pi omt@a omhosen topic o
At a supervision held in RuUtoki in June 20.
discussed a model to describe the process involved in preparing artefacts for an exegesis and

the WhakaaturangaTlhe process described in Figure below is importaohtierstand as it

will determine the quality of the final creative works. Importantly, this model shows the long

process of creating the artefacts from planning to harvesting natural materials and the
preparation process to making the artefact$\fbakaatiranga

Figure 37: Creative Process

Making the c_reativ Ezngrzgic ;?Ivrgﬁ(n
works , curating the and is informed b
exhibition and y

; the theoretical
evaluating through component of the

selfreflection exegesis
Harvesting the Design the creative
natural resources component[s] and
according to the the resources
seasons and required including
availability of the creating sketches
resources and marquettes

Planning the
harvesting proces
and identifying the
resources required
and where they can
be obtained

From this model I have drawn upon and artic
underpinnings of practice that have been adc¢
individual worlkalodat ihwad&Vhakahturanbae c tt oa n d
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This model of thinking and understanding is not a new concept, however agarkgrhave

never articulated the process andiputnt o a vi sual representation.
intrinsically following a process that has been taught and handed down to them. For the
purpose of completing a Phi? is important to define, clarify and share this learning. As a
practitioner of astomary practice, | have an obligation to share this learning to ensure that the

learner, can if they wisldell my storydin my context, space and time.

TheWhakaaturangand exhi biting of the completed art

iwi, does not sit comfortably with me as practitioner, howglhanderstand the requirements

to complete this study. The work | hawe comp
hapl, I Wi a n d ; thisiwdri has lmeenraonuibutiobty my various marae of
which | affiliate to in NgUti Mani apoto and

In the submission of my PGR9 to the Faculty of Culture and Society AUT Academic Board |

stated the followg;

It is intended that the/hakaaturangwill be informed by oral narratives and te reo

me ngU tikanga MUori (MUori | anguage and cust
is located within te ao MUori and mUtauranga
9 It will tell the story of the origins of Raranga

T It will showcase the natua | resources within the environme
90t wild. be a mani festation of l'ife in that r

living organisms that give expression to our rituals and traditions

1 1t will symbolise interactions between humans and hasrend humans and the
natural world

9 1t will celebrate the mana and leadership of the kairaranga and her relationships
with natural resources deemed to be her tuakana relating to whakapapa

T It will show the creative potential contained within the kairaraaryiher ability
to conceptualise, design and produce magnificent works inspired by the atua
(deity) that maintains the integrity of the iwi

| am also reminded of a question that was posed duringrésentatiorof the PGR 9 which

wasi i wh at  wisligdificabceo ft htehe artefact to the exegqge
possible artefacts may beline with my speciality of whatu muka and customary tukutuku,

butl was unsure at the time of what would be made. The question prompted nrtkiti the

artefact/s.

1 What to make?
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1 Why am | making this?

1T Does this contribute to a need within my wf
1 Will I be challenged as a practitioner?

1 What story will it be telling?

| chose to make whUri ki for dackmowledgemertbmyeasons
treasured mentor Aunty Digger. During the time of learning whatu muka and customary
tukutuku from Aunty Digger it was alwaystendedthat | learn tadRarangéandin particular
whUriki. Contribution to our marae and whUn
teachings of muka korowai , customary tukutu
which she referred to ad g Baongae Toru. Unfortunately,| did not get the opportunity to

l earn whOri ki before Aunty Diggers passing i

Secondyl saw a need f or pAateatoacarmunityy Mofirg karékiam a n g a

at Apakura is a time where all kaimaghiaui ra and extended whUnau |
ahead. @mariki and kaiako who attend the Early Childhood Cenfre K(kano Apakura, are

part of this time and for many years they have used a mat purchased from a local Coin Saver
shop to sit on and participate in Karakia. Making my first whariki foseh@amariki made

compl ete sense as a gesture of koha to this

Toi Iro: Understandingthe Knowledgeresearched

Toi Iro identifies the knowledge researchitd explorations and applicatiohgh Ur i k i has
pl ace inaMdompiadomrns placed on whUri ki have
tl puna.

The word whUriki has b-&&mi&xplmaiamedgasd hrme & oiu
The fouratuaarethe, TI1, RongogsahdaWhemoh Ebndarer of

a reminder to us of the attributes that we share with these atua.

There are various types of h U rusekl ffor different purposes as Erenora Pukekgtet
describesin herbook Maor i Wedba)lvi ngd (

1 Tuwhara course mat placed under a fine mat

1 Tienga, tianga or porera fine Kiekie mat usually patterned

1 Pokepoke course mat may usually onbe one width wide
1 Hipora course mat made from untreated harakeke
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1 Porapora plain mat
1 Tapau or tapou small mat to lie on
1 Takapapa mat to spread food on

Wh U riri the past during the classical period and transitional period were used to cover
the floors ofwhare However, toward the end of the transitional period and into the
modern periody h U miakiing depleted and in this current space and time, adraee
tupunahave only one or two treasuradh U randkini some cases none. This was due

to the advent colonial imperialism and the introduction of woollen carpets and mats. It
has only been in recent years that our people have wartied ¢ whikh we have been
fortunate enough to still have knowledgeable ones that are willing to share the
techniquegPaparahi, 2018).

WhUri ki were traditional Icgremorsaeveh Ur hkiri t @alnaam
takapau. Takapau was also used during the initiationenidhare pora the weaving house also

known as te whare parapara andawehtakutaku in other districts (Mead, 2003)

Jacqueline McRa&arei(2013)states;

According to my Il earning at | east two whOr i ki
or more whuUriki are woven so they are not mok
to reinforce and retails the | earning knowl e

waever volunteered to weavesaparatavh Ur i Kk i alongside. This appr
together what | have been taught and my present developing creative thought process
as a contemporary weaver (p. 31)

Toi Hanga: The Designprocess andCreatinga form

Design

My journey as a tauira in the making of this
Ng Ut RepatehiNg Utwhras i s of Ng &eni, wak one ofmy kst taure

learning whatu muka and customary tukutuwenty years agand shehas continued her

learning and teaching to the present day of which she is now runs her own class as a Kaiako
under the Maniapoto CaagQBthdsdecoMd areerpgrentio Aot
WhUr i ki skialrlisn gwihter vwhUnau, hapl and i wi

The design will be Takirua with one row of nitaniwha on each papa. There will be no colour
added.
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Harvesting and preparation
When harvesting, it is important to follow all tikanga in relation to this process. Tikanga can
vary bet ween iwhstitsasimportéanetpadhere to the correct practise and this

can be as simple as using ones6 common sense

The PU Harakeke iieacdh kplnemdt tios whahe(ehid), of ma
awhi rito (mother & father) and tupun@randparers). The rito and awhi rito are never
harverstedi this ensures the continual growth of the plant. We harvest from the tupuna

outwards cutting on a downward slant (§gares39 and 40

Harvestingn what you need ,isaways goachpeaite ay lawestimgmote o

than required and not be able to be prepared quick enough could baulvast

| n prepar i ndarvesting fot ench papeh(fianel) Wil be done seapartely. This
will allow me to gaige how many rau (blades lofrakeke) will be required for the first papa.

In discussion with my kaiakédwill harvest and prepare 600 rau of which will be sized in width
and from this | will gain 1800 whenu (sized rau). Depending on how wellllhafBkeke has
been looked afterat all harvested rau can be used. Unused harakeke forntUrigrBkeke is

taken back to the plant for decpasng naturally.

Figure 38: Identification of Harakeke

(personalcommunicationTaituha.G)
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Figure 39: Harvesting awhi rito

(personalcommunicationTaituha.G)

Figure 40: PUHarakeke left clean and tidy

N
y
H

(personalcommunicationTaituha.G)

Figure4l: Cut away t Uke(butt)

(personalcommunicationTaituha.G)
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Preparation for width and length of harakeke
The use of a shearing comb is now required to size each whenu (blade). In discussign with m

kaiako, | will need to prepare at least 600 whenu all the same widthragtd.I&ach whenu
will provide at least 3 to 4 smaller whenu. The shearing comb is pushed into dull side the

whenu to create a slight incisignfrom there each smaller whenu will be sepea out,

preferably still attached to the butt.

Figure 42: Sizing for width
S >}

(8N

(personalcommunicationTaituha.G)

Figure 43: Sizing for width

(personalcommunicationTaituha.G)

Hapine (to soften)
Hapine is a process to soften the whenu in preparation for boiling. Each weaver will use

whatever tool is suitable or available for this process. | am using a steel rod to complete this
process. The dull side of each whenu is softened prefably stillated t o t he t akU
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harakeke). When the harakeke is boiled and dryed and then ready to use placing , 4 whenu

together allows you to use 4 whenu at one ti

Figure 44: Steel rod is used to hapine

(personalcommunicationTaituha.G)

Figure 45 Mahi hapine on the dull side

(personalcommunicationTaituha.G)

Rui (sorting for length)
Whenu can novesorted into lengths. Another process that will help withorganistion of

my harakeke. Bundles of 25 whenu in specific lengths will allowgood management of my
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project. Well thought out orgésation in preparation faompleting an art piece is important.

I am preparing for my first papa and | should have enough harakeke for the completion. The
length of the harakeke must be long enough to allow an adequate width for each papa. You
must be mindful to allow for the addin of the next papa to be joined. It is better to have it

too long than too short orélpining of the next papa will be problematic.

Figure 46. Mahi Rui(sorting for length)

(personalcommunicationTaituha.G)

Figure 47: Mahi Rui (sorting for length)

i

(personalcommunicationTaituha.G)

Again the importance of good orgaationat every point of preparation and tying in bundles

of 25 means your harakeke is organised by the amount and ready for the next process which is
to boil. The harakeke is tied in bundles of 25 and then two bundles of 25 are joined together to
be boiled. Thg arejoined in a way that can be hung over a line to dry. This alsogwiake

much easier to retrieve from the boiling water with a stick for safety pruposes.
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Figure 48. Tying harakeke imundlesof 25

(personalcommunicationTaituha.G)

Figure 49: Tying in bundles of 25

personalcommunicationTaituha.G)

(
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Figure 50: Tying 2 bundles of 25 ready to boil

(personalcommunicationTaituha.G)

Boiling of the Harakeke

Harakeke needs to be boiled to be preservec
harakeke can be stored until required for use. Once water is boiled a small amount of salt is put

into the potasthis will help the preservatn of the harakeke. Harakeke is then immersed in the

boiling water. Harkeke is placed on a stick and placed into the boiling water. Leave for about

2 minutes and then take the harakeke out with the use of the stick. It can then be hung to dry

Figure 51: Boiling

—

(personalcommunicationTaituha.G)
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Figure 52: Boiling

-

(personalcommunicationTaituha.G)

Figure 53: Drying

(personalcommunicationTaituha.G)

Figure 54: Dried and ready toveave

\

(personalcommunicationTaituha.G)
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Commencement of whUri ki

the Takirua weave

Figure 55: Beginningthefirst 3 ara using

(personalcommunicationTaituha.G)

Figure 56: Starting Takirua imagestaken form my Journal)

Lay your 1%t 2 whenu down toward the
right Place 1 over the 2 facing toward the left

Next placement is to your right. Its important to always

make sure that your working in twos, image 3 u will see

:tl)wl"ljenu tonthe right, this images u have placed one
eside it

The first of the 2 laying to right you fold back on itself
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Next move is to pull back the whenu next to the one that is
already pulled back, you can now start to the takirua technique
Next placement is to your left, placing the next whenu over 2. taking shape, also u see the one on its facing the right?

Next move is to put a mate next the one that was on
it's own, see image 6,. Here u will see 2 folded back and
2 flat facing the right, takirua has mow started Now place your next whenu over 2, as in the picture

Here is where u fold back the whenu that is next to the
Here is where u fold back into place the first whenu remaining one that is folded back. By doing that u have
that was pulled on itself 1 on it's own that needs a mate. See.next image
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Here is where u place a whenu next to the one that was on it's own,

again remebrr never to leave that 1 on it own, that is how you will

loose your ara. Also looking at the 2 folded back It is important to This image shows the next step which is a repeating the
always have 2 folded back, if not then your ara will be out. Looking at beginning pf the previous steps.

this image u have complete the starting technique for takirua onna

whariki

|
|

& '

. i\

(prsonalcommuniatilon‘Taitu ha.G)

Figure 58: Much better tension

=

(personalcommunicationTaituha.G)
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Figure 59: Joinirﬁ_the width to meet thglength

{7 '/\}/:/.~
= ',

(personaicommunicationTaituha.G)
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(personalcommunicationTaituha.G)

Figure60indicates a mistake of losing the ara. | have struggled with this technique continually
loosing the aralt is important to keep an araaght. You will not know what it means to do

that unless you are dagnt; making mistakes is good because you then realise the extra work,

like having to unpick your raranda fix the mistake. With unpicking you start to wear the

whenu down and it will deteriorate quicker over time. If you keep to the technique, takirua,
working both ways, left and right in sequence you will not go wrong. And it is important to
always stop and check your mahi rararidaving left to right is not as easy as it sounds

made many mistakes and had to continually unpick. | knew that | waisguhe harakeke
which was really frustrating. Trying to keep

was a disaster.

So,1dn thinking okay wherés your common sen8a/Nhy are you not getting this righBut

of coursejt will come in time, patience armerseveranceill alwaysprevail.

Figures6land62s how t hat | have made an enor mous mi
weaving and to begin again | needed to dampen down the harakeke. | dampened it too much

whichmeant oncalrieda st ain mar k woul d show. itMyis kai ak
ruined and cannot be fixedo. Swe6d4dbndbsmhgvan t he

the new papa nearing completion.

110



This time | c 0 mme nhe badakeketwas stillid&imp iork the advice of ray t
Kaiako. | am still tryingoget t he &étouchd of the harakeke a
takirua stitch. With the harakeke being damp it has been much easier to Raranga. My Kaiako
hasemphasisethat tte tension needs to be very tight to allowdbrinkageas this time | have

not allowed the harakeke to dry out completely. My Kaiako made the decision that | should

work with the damp harakeke and not wait for it to dry as | was struggling to comprehend

much to dampen and how much not to dampen. | feel so much more in contraistiogv,

harakeke is moving where | want it to and | am not continually unpickgp, the harakeke

is not being ruined and needing todiscardedits being treated asshould be with love and

care.

(personalcommunicationTaituha.G)
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Figure 64: End of the row

(personalcommunicationTaituha.G)

Figure 65: completedength required

(personalcommuniationTaitu ha.G)

Toi Hua: Arriving at a place of Resolution for public Presentation
Toi HGQampl eted Body of Wor k) :

Awe and Toi

Raupapa that resul

all owi shetarfl ourish in their-r

necessary to

5 of which the finalprinciplesof this process will be articulated andntextualised to the

completed body of work.
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The Collaborative Creative Work: Whakamata

The name given for our collaborative creative work is Whakamataakamata is the name

given by master weaver Diggeress Te Kanaltds the very first line of whati n  a k Uk ahu
The whakamata was placed 15 cm from the top of each wHemas the first ara (line) of

whatu that marked the boundary between the t

The name Whakamata prompts conversations of rituals of Te Whare Porbebefd
systems. The whakamata is connected to each of the turuttinis ara begins from the left

peg (noa) and ends at the right peg (tapihe concepts of noa and tapu is prevalent in the
weaving of the whakamatal'his emphasises two points, fitsie need to maintain a balance

of noa and tapuSecond, in the context of weaving the Whakamata, as you weave and complete
each line, you continuously connect to the source of tapu and the knowledge of the Whare

Pora.

Hence, the name Whakamata is vadidd appropriate as it derives from the whakapapa

knowledge of weaving and weavers.

R e s e a r aomtrdutiendo the Collaborative

Thecollaborativework hasbeen discussed between my peers andthéxturation of this PhD
journey. There were many concepts of what this piece or pieces would be but ultimately, we
came back tahe notion of bringing forward the teachings of the past to the present day and
then onto the future. The understanding and fiskeotechniqueised to create Whakamata

took priority asWhakamata is not commonly used and therefore could easily be lost over time.

My contributionwas to prepare 500 whenu and 200 aho, documenting the process, techniques
and tikanga associated withe prepaation of whenu and aho for a Muka Koroweased on

how | was taught.

Identifying the source

Taeore and Kohunga are the two common varieties of harakeke that the researcher uses for the
making of thiskorowai. Taeore is used for the aho Kohunga for the whenu. Kohunga stands
erect with a very thick texture which is essential for the body of a korofaeore in

comparison, has a drooping appearance; it has long silky fibres and once processed, these fibres
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are very much I|like fine cotton. Har akeke, I

resources, is harvested aceotHenMUboi MBetlt i ef
values which are present in the many practic
Karakia

Many weavers have their own beliefs and practisggarding karakia. There are those
individuals and groups who recite karakia prior to hamgsharakeke. However, the
researcher has been taught to recite karakia at the beginning of the day and at the end of the

dayasthis ensures a positive musett for the duration of the day.

Harvesting

Harakeke is a taonga and must be nurtured to ensure continual growth. The roots or clumps,
from time to time need to be broken up and replanted when they become too thick. The
harakeke blades are cut on a downward slant and as low as possible to théheoots.and

the awhi rito are not normally cut, with the exception of pruning to ensure the wellbeing of the

pU harakeke. Only the blades that are on ei't
and as close to the root of the plant as prabte (Te Kanawa, D. 1992, p6). The tikanga

applied is to harvest a manageable amount of harakeke to minimise waste; one must always be
conscious to Aharvest what you need, not whe
and left at the base oftpeU har akeke; these wil. eventuall

parent plant.

Figure 66: Harvesting the Resource

(Gloria Taituha, 2014)
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Figure 67: Harvested Rau

(Gloria Taituha, 2014)

Preparation of whenu (warp thread)

This is divided into two sections: Toetoe; to strip into required width and rui; to sort into
required lengths. Each harakeke blade was then stripped; the outer edge and back ribs of the
blades were strippedway, and the remaining parts of the blades wstrgpped into even

widths. The centre of the bladedikely to have more muka content, therefore the technique
used was to strip from the centre to the outer edge. Once all blades had been stripped into the
required width size, the hard ends of the bfadere then trimmed off. The harakeke outer

edges and back ribs were then discarded and returned to the bush to provide.compost

Figure 68: Mahi Toetoe

(Gloria Taituha, 2014)
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Figure 69: Mahi Rui

(Gloria Taituha, 2014)

To rui, the blades were bundled into a workable amount; the hard end of the blades were placed
on the ground and the top ends were held firmly. Sliding one hand up to the tips and releasing
the bottom hand allowed the shorter strips to fall away thus bundlemafeke in various
lengths began to form naturally. The blades were then bundled into groups of 25; the tips were
cut off all the blades which were then stored. Harakeke can be stored in a damp cloth, in a dark
area for up to seven days before commendiegiext process noting that harakeke tends to be
more effective if it is damp, especially for the processaslofa kampd h Ur o .

Wh a k ap U a-prdpariddifor the extraction of muka
Taking a bundle of 25 blades with the dull sides facing upfiadéhg the midway point of
the bundle, a gentle incision was made in each blade. This technique takes alot of practice to

perfect and master to ensure the correct depth of the cut.

If the cut is too deep the blade is cut in half; if the cut is not daepgh, the fibre cannot be
separated. You must hold the entire bundle in your hand; by doing this you can gauge the depth
of the cut more easily and you are conscious of cutting through to the next blade or your knee.
Some weavers will take each blade arake the incision on a piece of board. It is not advisable

to do this as you will never learn to gauge the depth of your cut.
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Figure700 Mahi WhakapU (shiny side)

(Gloria Taituha, 2014)

Figure7: Mahi WhakapU (dull side)

(Gloria Taituha2014)

A mUkoi I's now used to extract the muka. A
have one that fits comfortably into the palm of your hand. The gteénp ped mUk o ar
fragile for this work and the researcher has found that her fasouihUk oi can be gat
Maketl in the Eastern Bay of Plenty.

The bundle of harakeke is now turned over wi
is then placed over the cut. The right t huml
placed on the right thumb. The right hand ststy§ and the left hand pulls upwards without
pushing the mUkoi . The | eft hand should do

Drawing the blade with the left hand, you can then begin to see Miukanuka is taut with a
flax loop against it. Continuing to hold the flax firmly, the left hand pulls until all the muka has
been extracted from the blade noting that the hard end of the blade is always scraped first.
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This process takes much practice, the secret is to always pull with the left and hold the

mUk o i firmly with the right hand. When teac!tl
have to be watching them to know if they are following the correct procedure. If the researcher
hearsagtai ng s oa mmd similardo @ails ob a chalkboard, the tauira are pushing the
mUkoi , however, i f t heshhhi®s essarmd Hear Hheoaras saofdo
like a broom on lino, then this is the sign that they are allowing thédefl to do the work.

Eventually, each weaver starts to use their own senses in that they begin to understand how to
feel the depth of their cut; that they must pull with their left hand and hold the right hand still.

All these techniques come with praetiand patience.

Figure72 Mahi HUro (shiny side)

47"
S

(Gloria Taituha, 2014)

Once the hUr o wthehard endspf thee imekd wereavrappedoafound the top
half of the bundle until the researcher was ready for the next process. The harakeke are put into
bundles of 10.

Miro

The bundles of muka were then undone and t he
The strip of muka is divided into two equal
end is added to the thin end to attain equal thickness of each sttendtrands are held

halfway along with the left hand; and with the fingertips of the right hand, one end is placed

about a hand span above the bare right knee with the strands about 60mm apart.

Pressindfirmly, you roll the strands towards the knee; laes strands meet, then lighten the
touch and the miro will have rolldthlfway between the wrist and elbow of the right arm. By
rolling backwards along thihigh, by the time the hand reaches the starting position gtywo
cord should be formed. This mipgyactice is continued at the other end of the strand, which

118



then forms the whenu, that is, the warp thread of the kortvisimportant to have all whenu

the same length and the same thickness. All whenu are placed in bundles of 25 and are washed

in lukewarm water, using only cakes of sunlight or taniwha soap. Two whenu are set aside to

be dyed black; these ar e c aflrmheetwistthan the othere nu t |
whenu as it is used for the bodpinddhefirstdnd Kor o

the last white whenu, at the two edges of the korowai.

To complete an average sized korgwaie normally needs to have prepared 6800 whenu.
While learning this process, tauira begin to understand the physicality involved wothkis
and the importance of looking after their physical vibeling to be able to continue to practice

these artforms.

Figure 73: Mahi Miro

(Gloria Taituha, 2014)

Prepare muka for whiri whenu, patu and k@mur
Whenu are now ready to be made into whiri whenu. Secure the tops of 50 whenu using both
hands. Hold the bundle in the centre; twist the strands in the right hand backwards and then
twist the strands in thieft-handforwards. Release the middle, third dittle fingers on the

left hand to hold the right strands and release the same fingers on the right hand to take the left
strands. Release the left forefinger and repeat the process, whiri whenu will now be formed and

is ready for the next process.
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Figure 74: Mahi Whiri Whenu in preparation for mahi patu

(Gloria Taituha, 2014)

Figure 75: Mahi Patu

(Gloria Taituha, 2014)

Patu

It is not advisable to patu more than 400 whenu at one time as this is a very strenuous process
onyour body. Tools equi red for this process are a S mo:
researcher uses a wooden patu which is made
heavy. This process requires two containers of water where the whiri whenu arakieit $o

a bucket of water until the patu process begins and then they are transferred to the second
bucket of water. The patu process of each whiri whenu is repeated at least three or four times.

All whiri whenu are placed in cold water and once theysatarated begin to patu by placing

one whiri whenu on the k@hatu and begin to
process a rhythm soon begins to emerge, count 1,2,3 and patu, 1,2,3 and patu and so on until

you have removed most of the moistwa the whiri whenuUnplait the whiri whenu, shake
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well, re-plait and place into the second container of water. Once all whiri whenu have been
processed you unplait and hang out to dry until only slightly damp. The next process will be

Kk @dmur u.

K@mur u

The whiri whenu should al most be dry, but s
process. Grasp the whiri in the left hand, leave abott21®m above the left thumb and
forefinger and with the right hand, rub the whiri clockwise. Rub anlitle at a time. This

process can leave your skin very tender and may even cause bleeding. Hold as much of the
whiri in the palm of the hand and then release what you have completed. The whiri should now
appear to be a wave like shape; it is then pakbnto a whiri whenu and stored for use. If the

whi ri |l ooks straight, i1t will then require a

Figure76: Mahi K@mur u

(Gloria Taituha, 2014)

Aho

For the aho, the preparation differs from whenu. Taeorerefarred variety of harakeke used

for the preparation of aho; the long silky strands are easier to gauge the thickness that is needed
for aho strands. In some cases, the outer edges of the kohunga harakeke are set aside for the

purpose of aho while prepag for whenu; however, the researcher prefers to use taeore.

As with the preparation of whenu, the extraction of muka from the hard end of the harakeke
blade is completed first. Place the green (soft of the blade) between your knees and slightly
jerk themuka end of the blade; with your right hand, gently brush the shorter muka downwards
which will then be extracted with the remaining half of the blade. Only the longer muka will
be kept, as the aho needs to be all the same length. Complete 10 blad@sgaehls process
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and tie all muka together.

The muka is then washed in lukewarm water using Sunlight or Taniwha soap; once dry, take a
hank of muka and begin to miro the strands. Take two strands from the hank and lay them
across your lap; take anotheré st rands maki ng surTemiroofiit op &
aho must be very tight as the aho binds the garment together. Once the aho have been
completed, 50 aho are then put into a kaka. For an average size korowai, you will need to have
prepared fivesix kaka and you will use at least eight aho per line of the korowai. It is important

to remember that when making whenu, you miro, then wash the muka, but when making aho,

you wash, then miro the muka.

Individual work -Wh Or i ki

The processes, techniquand methods used to prepare the harakeke and commence the
whUri ki has been v &ungderstahdand How to manipuiate the hmnakkekec u |l a
of which has been mentioned during the Toi Hanga sedibthese stages are familiar to me

as ORQOwbut n ioteferanse tavldhrikii n g 6

Ng U Ma WhareaPora @vers a wide range of teaching and although | have been fortunate
enough to have learnt whatu muka and customary tukutuku, it is with the utmost humility that
| take thisopportuniy to learn another practice of weaving.

I have much to learn to complete this taonga in the required time ensuring that it is of quality
and ready to be presented to the pudidmeeting the criteriafol oi Hua:Arriving at a place

of Resolution for public Presentation

Tribute to my mentor Whaea Diggeress Te Kanawa
Unli ke the WhUr i ki iliarhith the gmeessemathbdsand techniques r vy f a
of Muka Korowai. These skills have been learnt in her own iwi of Maniapoterutie

guidance and mentorship of Diggeress Te Kanawa.

| have had the privileg®r the last 14 years to sit at the feet of a humble lady, respected
mentor and soul mate, to learn, listen, watch, practise and practise again until perfection.
While learnng the art of whatu muka and customary tukutuku aunty taught me how to
patient, to be strong of mind and body, to manaaki te tangata. She felt there was an
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urgency to hold fast to the customary teaching; we must never let these skills fade hence
one of myfavourite whakatauki that she would always refer to:

A task that calls forth your agility of mind, abundant enexggt patience; a craft of our
ancestors to keep for coming generations.

Aunty was also passionate about empowering o

mar ae, hapl and i wi by way of contributions o
must teach our people tlo the mahi themselves as there is nothing more empowering
than to know that you have done it yourself. 0

Aunty by nature was giving; she gave of her heart, her home and (zaiagded rom
Mana Magazine 2009, p.10)

The trialsand strugglesf the new learninghe researcher has endured during the making and
completion of the whUriki comes witmadgreat p
and haskept to her mentor, that is, to learn all three aspects of rafangatumu k a, wh Ur i k

and korowai muka.

Conclusion

The art legacy passed down from the ancestors to the generations of todafy of grgat
magnificence a thing of beauty to many, a gift that touches our very souls. (Mead, 200
253) Mead(2003 also wries that;

Often the question is asked; How was it that our ancestors were able to create such
beautiful art forms and produce such fine and measured work? There are many
answers to the questions. An obvious one is that the artists worked with thee peopl
and for their people in a cultural context. There were shared beliefs and shared values
(pp. 25354).

Ma te rongo ka mohio/Through perception comes awareness
Ma te mohio ka marama/Through awareness comes understanding
Ma te marama ka matau/Through undensling comes knowledge
Ma te matau ka ora/Through knowledge comes well being
https://www.rangiorahigh.school.nz/schoolAdke panuku/kiaeke panuku _ 1.30215
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Chapter Five

Teeraa Te Awatea

Chapter and Installation name explanation

The name gifted for the installation is derived from a WaHhdémiapoto waiata of the same

title (Waikato Tainui & Winte¢ 2013) The waiata is known as a memorialisation to the
deceased bits provi ded by whUnau as apragieet aehor i c
journey of mourning having similarity to the journey of creative process, where dark periods

make way for the dawn of new findings, new enlightenment. The name also acknowledges the
many who have travelled into the night, who have foughtfa founded art forms known

today. These ancestors have made way for creativity, and although our pain will never cease

in losing them, we are blessed with lhabhe dawr
also acknowledge the mountains and lakeEltioe and Hauraki, the ancestors dhde and
Hauraki who have traversed the way for the a

of enlightenment (M Toka & G Taituhapersonal communicatiopdan 23 2021)

Teera te awatea, koohae ana mai
Tetara ki Taupiri, maarama te titiro.

Ki ngaa haerenga maha, o ngaa tuupuna.
O te iwi nui tonu, kua mene ki te poo.
Ngaa parekawakawa, i mihia iho nei.

Teenei maatou, kei roto i te aroha.
Tuurangawaewae, te mahuetanga iho.
| te mate kua ora.
| tawhiti kua t& mai.
E kore e mutu ee!

Introduction

Indigenous curatorship places emphasis on social history and the collecting of contemporary
cultures in a dialogue with the community (Mallon 2019; Schorch, McCarthy, and Durr 2019).
In Indigenous curatorshijpbjects are not treated as frozen in a timeless pastather they

are living beings connected to the present and futureaircontinuous ongoing
relationship(McCarthy, Hakiwai, and Schorch 2019pbjects connect people, places and

events and also regsent histories of continuity and change (Mallon 2019).
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Teeraa Te Awates a culmination of shared practibetweenJacqueline McRag Tarei and
Rose Ratana weavers and collegues of the researcher. Aisha Roberts, Pout&KT el oi

WUOnanga o idedandsupported the@orial processes

The various wUnanga required Whakaatuangavast o a r
pivotal in summarising the writteand the practicawork of all three reearchersof which

Mahana Tokand Glendd& aituhg generouslyprovided.

Equally important to the researcher was the venue and location\Whihleaaturangaand as
all three weavers work for Te WUnanga o Aot e
set upas Waipa Kokiri Art CentreTe Awamutu is both meaningful and respectful to the many

whUnau wha ec &raruipead a fom itstinbeptionvttitine presgrat day.

Site of significance Pre-History of the Apakura Site

Thebattle for ManaViotuhake had been foughtdwon onthe sitecaf e WUnanga o Aot
generations before it was builtT he battl e of Hi ngakUkUp t ook
southern end of Lake NgUroto, in close proxi
0 Aotearoa and its Apakura Campus was built. As Jones and Biggs (1995) state, this battle

was thegreatese ver f ought AnAbefore the advent of gun

The battle which has been dated at around 1¥#membered as a mammoth clash between
Ki ng WP®s aftamt her, Te Rmeuadthegoalition of Aainaitrbds again€ 0 0
Pikauterangi and 10,000 men from the southern and eastern tribes of the North Island.

The battle which brewed between #&ilbleaderdor over three yearss a testamerto tactical
warfare of MeOrowrii r ownhneernet twhaes used to provide
bush. The illusion using toroa feathers moving in the bush tricked the enemy into thinking
there were large numbers of wardavaiting to attack.lt is alsoa battle that has accounts of

the use of the formidable battle formation 0
it created a wedge between enemy contingents, splitting them away fromehe/éatparty.

The history and scars of the sdsilat Te WUnanga o Aotearoa has

orcanci dence. The organisationés founders wo
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Motuhake. Their weapon of choiceasthe power of educational equalityTheir battle

formation, theforrd abl e Kawau MUro which cont

nues

colonial educational practices, lispthem totaking a journey of transformation through

education.

Figure 78:

The Greatest ‘Pre-Musket’ Battle
Ever fought in the History of
Maoridom’... (About 1790)

Lead by Te Rauangaanga
The Chieftain Warrior,
(King Potatau’s Father)...

With 3000 men, defeated &
crushed, upwards of 10,000 of
Pikauterangi’s men ...

At Te Mangeo (south of lake

Ngaroto, just north of TWOA) s

(personalcommunication Rautangata, K.)

The Batt |andtchfe Hien gkaakmkuU MUOr o

Rautangata
The Batiles of Hincakaka'

A= Huahua 500 strong
(intrepid Maniapofto)

B = Te Rauangaanga 1600 men
(Ngati Mahuta, Ngati Tipa,

Ngati Tamaoho, Ngati Te Ata,
Ngai Tai, Ngati Whatua

C = Tiriwa 900 men
(Hikairo, Apakura, Ngati Hourua

1, 2 &3 = Pikauterangi gathered
10,000 plus men, over 3 years,
From Southern & Eastern Tribes

Or North Island, 10,000 (plus) men

(personal communication Rautangata, K.)
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Figure79: The Batt | of HingakUkU &Radangathase 3 ¢
PHASE 3 ‘The Batile of Hinpakaka'

“E Hua, Tukua i Te Kawau Maro

(The Crushing Swooping,
Cormorant Attack
Battle Formation,...

Executed fo Devastating Effect!)

(personal communication Rautangata, K.)

The I Hi ngak Uk U

‘The Batile of Hingakaka’

Figure 80: Battle of and Phase 4 ¢

TE RAUANGAANGA;
. ‘A Master ‘Warfare — Strategist
& Commander’,...

In understanding & utilising.
the elements of nature,...

fo his Advantage,...

fo overcome the 1 to 4 “odds”

Pikauterangi’s ‘dis-array’
of his 1 & 2 contingents,
over-powered by the

(personal communication Rautangata, K.)
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Figure81: The Batt|
PHASE 5
Te Rauangaanga & his Forces

e of

With their Final Crushing Defeat,
Used as ‘Exemplar of Defterence’

For any future Invasions.
Te Rauangaanga’s Success

Intimate Knowledge
of Nature!...&...People!

‘Ko wai ahau?’

‘Ko Au te Whenua,...
Ko te Whenua, ko Au’

(personal communication Rautangata, K.)

Tihei WUnanga: Apakura Sit
Rongo Weteredfted in Scribe Ltd, Cullen & Henskes, 2Q05tates;

We have had a concerted drive atichtegic plan that has gone on for the last twenty

e and t

Hi ngak UkKéretaRautandata a s e
STheBaile o Thnoakaka

years on how we can turn this country around, how we can provide educational equity
for the people who have been deprived of opportunities. In the past, our systems have
been largely unresponsive to theeds of the indigenous people of Aotearoa. We stand

here to make a differen¢p.4).

The earliest r oot aoalmefan dsen éd busichagnzarain aAsmalle

farming community of Te Awamutu, and to use the project as an opportunity to train young

MOor i (Scdbe Ltdh, Cullen & Henskes, 20457). Rongo Wetere at thénte was a

member of the Te Awamutu College Board of Governarsl witnessed a high number of

youth being expel Rendo,alongavithyBoyMarigu who Mas che only

MUOori teacher at the college

| acked awareness ofemMUng ithkealltaarnifugthenr

TheOtivhao Marae project woul d

sSsaw a

serve

and as well to hopefully facifite understanding and awarenessvb o r i

5 ¢

he ear |
system f a
MU

as a plac
cul ture ani

into the local community The Te Avamutu Board of Governors sanctioned this project

however once the news became general kreolgg the wider Te Awamutu community saw

no relevance or need fond the project.Although the project had been funded, the funds to

realise it were not, so begthe arduous work of fundraising and using networks to find people

willing to support the project with little or no pay.
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(personal communication, A. Robegrts

Many artists, carvers, weavers, painters and stetlers, were asked to support this project
from around Aotearoa, which was led by Tohunga WhakBirdakariki Harrison. @Givhao
was officially opened in 1985 he Te Awamutu Dairy Company kindly dondtan unused
shed to construct the carvings and weaving and funding was secaredhie Labour
Department under a Work Skills Training Scheme.

Figure 83: Te Awamutu Rubbish Dump 1983

(Source: Scribe Ltd, Cullen & Henskes, 2005, p.17).

Fromthe OtWwhaopr oj ect saw the beginning of what we
The WaigJK kiri Arts Centre was built on the site known as Apakilitze only piece of land

that Rongo Wetere and his teaffhe Waig) Kkiri Arts Centre could acquire was th@e

Awamutu rubbit dump. This was purchased for one doll&anks were unwilling todnd
unsecured money which meahteemembers of the committee needed to use their homes as

collateral for the bank loans.
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Construction began with the support again frora airy Company. The unused shed
previously used for the Gwhao project was offered but needed to be dismantled within two
weeks and removed from the Dairy Company property. The New Zealand Army were enlisted
to help with this projecand with great carand precisiora lot of the materials were able to

be reassembled for the new building.

Figure 84: Deconstruction of work shed

(Source: Scribe Ltd, Cullen & Henskes, 20058p.1

Figure85: Wai pU K@kiri Arts Centre comg

(Source: Scribe Ltd, Cullen & Henskes, 200526).

The corrugated roofing in the Apakura Gallery now known as the Marie Panapa Gallery is a
constant reminder to all kaimahi and tauira from Téh#dga o Aotearoa of the humble
beginnings andonstantchallenges wéave faced as a tertiary provider. The car park at the

back of Apakura, theld Te Awamutu Dum, wasthe only place that could be purchased by
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