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Abstract

This research project entails an embodied practice of unfolding my
family kolo& through print design, contemporary ng&tuand
garment making. As a daughter of Tongan women, | acknowledge my
responsibility to koloa by utilising motifs and repetition in my
designs. My research is centred on the methodology of fakafetongi
which brings forward connections to my tohihokohéKkbhis project
seeks to developprotect, and preserve traditional Tongan textile
making processes by amalgamating traditional and new methods of
making. | explore the preparation of what | will contribute to our
family koloa, which is ultimately for my nieces to unravel when they

are ready.

! Culturalwealthandknowledge.
2 Traditionaklothe madefrom tutu (barkcloth) from the mulberrytree.

3 Exchange.
4 Genealogy
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¢l fF @dzQl 1A connect myNB & S| NOK LINR2SO0 o ¢KS LIKeé&aa
Y& LN} OGA0OS YR ¢6KAOK L fSI @S FT2NJ
5 ) A ) the form of two large scale Works of contemporary ngatu etched
yatal Aa OdA ddNFE 4SHEGK YR Odif |tll1J motl’f]s and L goﬁectlon of garmentng%s éfxegesus is an)(ot%er 252

NBFfA&S Adz ta LIS2LXS 27 ¢2y3l %orm o% &o%oa thg\ ? Ieave fo an nleces and J\e%engantzs ‘]lt tIS)\ 854

we are born and when we leave this Earth, we are literally and
intended as talanoa, a conversatlon with my nleces nephews and

TAIANI GASSEE 6N LILISR Attt wezdng b @ arTyzstudzentwho may negd some gdence In nawgatlng spaces that
historiOF £ t 8 R2 y20 ©Sft 02YS 2dzNJ Odz & dzN.
¢2 1y2s 12f2F Aa G2 (1y2e¢ 0GKIFIG AG Aa 2ySQa NBalLkRyaArAoAfAde Fa | F

koloa is with us on birthdays, weddinggaduations,and funerals.

member and as a Tongan woman. We must understand, we are . . o ,
g Talanoa is a Tongan practice which is undertaken by way of informal

never in ownership of koloa, it is never reallyrs. Our responsibilit ) . )
P r P y conversation. Tongan performance and moving image artist John

Ad uz LNBASNDS 12tz Famobik BG, Oby | GakailiRnidhRas hdinddtwnidh host pacitic
reaches its next destination. The greatest lesson this research project : ,

cultures are built on; to Talanoa, you converse with another
hastaughtmeistobekindtokolog 2 ¢ 2+ Aa 2dzau ot )\f AAyYaJ Teﬂﬁtbaéappens in my childhood home as well as the

one | live in now, there is an exchange of talanoa every time | am in
In this research, doa is present in many formg, y Of dzR X,y 3 ¥EII ‘-EIdZY)\ t 801 C)Q YLJI yeo 28 OF G.OK dd 3
-

YdAAOZ NBFRAy3azZ drthty2t2 ta 4 Saf ttold What to djo gy my parents th‘roughztalanoa and Wezefxp'zrlelss s AU

my makin ractice focuses on print design and garment makin ) iy
y gp P g g g our love for one another through talanoa. In this writing | talanoa

GKAOK &aS¢g (023SOKSNJ 6KS LIS2L) Sz LXFOSa FyR &ad2NASa GKFG akKl LIS |yl

5 Prelude. "JohnVea,& ¢ IEMICAVENUEARTTHROUGHK ! [ ! b201506.
8 Traditionalclothe madefrom tutu (barkcloth) from the mulberrytree.



through anecdotes, sharing my thoughts as | come to understand dzLJ 2 dzNJ ¢2NRa (2 FAYR (KS avYlftSNJ
and unfold my family koloa within my research and the rolalays bigger wordsconcepts,) YR 62NXI ROASsgd . NBI 1 Ay3
AY LINRPOGSOOGAY3I Odzf GdzZNF € GNFY RAGA2had ONBFGKSR AYRAISY2dza LINF OGAOSa

The United Nations Permanent Forum on Indigenous Issues states While researching into my family koloa, | started to acquire and

OKFG GLYRAISYy2dza fFy3adz- 3S& | NB understand that so much of the information being passed ontoimé A 2 y >
but also extensive and complex systems of knowledge thaeha by my elders was knowledge that | would one day be happats
RSOSt2LISR 20SNJ YAffSYyAl ® ¢ KSe@& onto the rightful audience. Due to the sacredness that @y y G NJ
to the identity of our peoples, the preservation of our culture, relationships with my elders hold, | am choosing to hold onto Tongan
worldviews and visions and an expression of-determination'®. world views and cultural knowledge systems that one earns through

The utilisation of Tongan language in my research project has given talanoa and genuine interest and connection to the Tongalture.

an indepth purpose to my methods and methodologies; | break

8 United NationsIndigenous Language&pril 19, 2018, Backgrounder, available content/uploads/sites/19/2018/04/Indigenotdsanguages.pdaccessed
at: https://www.un.org/development/desa/indigenouspeoplesAvp 29June2022]
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This love Is simple, nourishment for soul
- Che &°

9 KS Cdzz a2 |\ | 28.S.RapifiBMG, 1898 cdipactdis? y






grandmother barely asked for help so when the moment arrived, |
understood that it was important to her. Of course, my participation
INTRODUCTION in helping my grandmother came with every and any question an
impatient descendant would ask of their eldeembarrassingly, it
| received my first piece of koloa when | was born, which is also when 2 Fa YdOK tAlS Fy WENbB ¢S5 UKSNB esd

| inherited the names Delia Aloisia Ngata. Each name communicates

(KS LS2LXS FyR OAttlasa L KI At Whengeweredone folding fiegkploa she smied, thpnked mygcquging |}

Bayamon, Puerto Rico. My parents say that it is irtgrdrl know YR YS FyR &FAR UKFdG y2g 6S YSSRSFH

(iK$a8 GKAy3Ia Fozddi vYeastFs FyR ASNEN&IshAAYI F2N) odzi RAR y2d NBOSA
fold koloa and place it underneath a mattress later s#red to the

Ly ¢2y3ly Odf GdzNBS Fft aLISOALt Waydael ilf mycpthingnagd evealy pRgeNtinte s wagdioex | 2 ¢

The way that special occasions and koloa go hand in hand in Tonga¥hen we got to what it was that my grandmother was waiting on,

is ceremonial; they always go togeth@i was twentyone yeas old physically, we arrived without her. Weeks after helping my

when | received my first lesson on the importance of preparing your 9randmother with her koloa, it was clear that whatshad us help
her prepare was the koloa she wanted used at her funeral service.

AN YRY2IUKSNBRQ FAYLFf 3Saddz2NE Ay

koloa for ceremony. | obtained this teaching from my maternal
grandmother, who walked my cousin and | through the process of & e

preparing and folding ngatu and faldor an upcomingo® a A 2 y @ impgrgance of our cultural processes, but also the amount of time
and energy she saved my mother and her siblifrgs trying to

OPWA2YS | I @SS &/ NP & aWkisperd addf Vanitmdadmoarh y  h ®Fine Tongan matoventogether with pandanus leaves. Fala Tonga is used for
Indigenous Knowledge and ReligiBalynesian Press, 1995). people to gather and sit on. Fala Tonga can and is gifted and received during
special occasiondor SEl YL S ¢gSRRAYy3Iaz O0ANIKRI&aAZ TFo



figure out what pieces of koloa to use in certain situations during her engraving and digital printing allows me to modify our sacred

Fdzy SNI f LINRPOSSRAy3Iaod processes to convey the period | am living in. This is also how | add
to and extend my family koloavly aim is that this project, and my

The title of this research projedt, 2 f 2 4 2 y 3 ¢ WBilé Welz ¢ pacfice within it, acts as a guide that offers my nieceshewsand

Wait, is inherited fromt y R LIt @& K2 Yl 3S (2 Y@ gescendants some comfort in contexts that they may have to

gesture concerning the practice of koloa. Like my name, this title jntroduce our cultural heritage to, like how | have within this

communicates who and where the practice of my research hails niversity art school sei A y 3 @

fromt my ancestors. Like my grandmother, | am now embarking on

preparing my own kolo&or descendants who seek to be closer to So, as | wait, through methodologies of fakafetongi? and

their lineage through the making of our traditional textiles. tohihokohokd® my research project asks a series of reflexive
questions:how can a practice of koloa preserve the taxonomy of
My research is grounded within and extends my familial history in ¢ 2 yaly GSEGAES YIF1Ay3K | 26 R2SA

koloa. The practice component of this research involves 1y 2 5t SR3ISK 2 K2 FYyR 6KFG R28a vYve
contemporary ngatu as well gsint and garment making. I lookat  R&§3 O0Sy Rl yia 6SySTAG FNRBY AYKSNRGAY
how traditional forms of Tongan textiles and making processes such

as hand painting and the use of motifs, can be amalgamated with g | put forward the methodology édikafetongi within my practice,

new materials and methods of making. By leaving space for i jsimportant | state that it is not the act of exchange itself that has

traditional methods my ancesterare given a voice within my  griven my practice, rather what is learned through it. The figure

practice. Introducing new methods of makingfor example, laser below breaks down the word fakafetongi to describe its

2 Exchang. 13 Geneaology.



representation and relatiortsp to my research practice (see Figure The exchange that happened between my grandmother and |

4). through her koloa feels intrinsic to me and who | am. This

knowledgeholder in textile koloa, The Dowager Lady Tunakaimanu
fa-ka CASEI{1SLIHo® {KS adraSa GKFIG aOGKSe

Fatransiates wmber f Thew k . . .
e e T woven into them. They (koloa) are heirlooms, each piece tells a story
time When ka foliows fa, the word faka is 1980,

mplying 3 specifi time ¢ the birth of our children and r@ndchildren, weddings, birthdays,

Faka ks alsoa notional weord often found at the
beginning of a verb eg. fakafeta'iistogive
thanks, fakatotolo is to investigate or to research.
Faka isthe space before doing something

Both allowing space and time.

fe

The word fe asks where?
Fakaafeis an invitation and
fakaafe'| istoparticuiarly

invite someone tongi

Fetorngimeanstocharge or
to switch. Ta torgtongi

meansto carve, to sculpe. To
sculpt something isto offer
charge.

Figure5: Mapping fakafetongi

relationship is explained by The Kithg ¥ 2F ¢2y Al Q& F:



YIye I OKAS@PSYSy(Ga¥ akyRINDFRY®NIKENTPRE2 T & LISNF2NXIFyOS o6S3IAaya Ay |

kindness and patience with me while folding her koloa made me Rl y OS NJp ¢ KNRdzAK KSNJ LISNF2NXYI yOS

realise the importance of preserving not only our Tongan traditions out and revisit the different styles of dance she has excelled in.

but also our textile makingrocesses. For me, preserving the ¢ QS QA 2 T dzNI k&aNdy S she hdeBrpanis SNI 3

LIN OGAOS 2F (12ft21 A& GKS gle& L LWNBRSNDBY IYe @AY FRY2 (0 K&NEDQdzy 3 2 WA ( 2

that the generations that will not physically meet her will know her homage to the people and places that her dance career has derived

GKNRdzZAK 2dzNJ Fl YAf& (2ft2F FNRYDP 'a | NBfIFIGAGS 2F ¢l QSQAf 21
research project as it allowed me tsee the different forms of

The introduction of tohihokohoko as a methodology in ragearch practice which our lineage is embodied within in. The beauty in

project stems from the presence of my ancestors in both my writng ¢ KA OK ¢ I QS QA f 2with her2egeS fixedFo N padtR

and practice. Tohihokohoko translates to genealogy. aLlSri1a G2 ¢K2 Aa G GKS OSYydiNB 27
contemporary and traditinal materials and motifs to narrate and

Like koloa and ceremony, this research and my tohihokohoko go map out the places and people that my practice draws from.

hand in handg in Tongan tradition, one does not exist withtdhe

20KSNY aStS ¢l QSQAft2F Aa | ¢2y3ly RIFEYOSNI YR SRdzOF 02NJ 6K2 A& LI NI

Projekt Teams, a hip hop and street dance collective in Aotearoa. For

2yS 2F (KS O2ftfSOGAQGSUAE fAQS AyaulftflriaAaz2y akKz2gaz WYz | dzQ> akKS 02

an interactive performance that explordser maternal genealogy.

BaY2C2FXY ST TKinblasikX 222 SY > | NIi X AlisgaRe ¢ SOKy 2f 238 3¢
Aotearog accessed June 23, 208iips://artspace
aotearoa.nz/exhibitions/kolefafine-aatrmo-e-tekinolosia



https://artspace-aotearoa.nz/exhibitions/koloa-fafine-aati-mo-e-tekinolosia
https://artspace-aotearoa.nz/exhibitions/koloa-fafine-aati-mo-e-tekinolosia

i, In chapter one of this exegesis¢¥ Y F2f RA Y 3t | discussy 2 f 2 | C
different forms of koloa and how their presentation within a
university critique setting changed the way | share my practice. |

reflect on how a gift from my dad changed the direction of my
research. This chapter establishé® tfoundational methodologies,
fakafetongi and tohihokohoko, that | build my research project on,

and the events that lead my research in the directions it has

Ny oSttt SRO

The second chapter Wy 2 g A y 3 tYagldregsed haw tiie body
holds generationaindigenous knowledge. This chapter reviews my
experience withConnect the Dots Charitable Trudtere | was able

to connect with Tongan elders who are living with dementia. | discuss
where knowledge is held within my own body, and how | use that

knowledgeli 2 ONBIF GS GSEGAE Sa GKFdG FRR @

The third chapter- WC 2 N A y 3 -Yaédresse® fmg Imé&king

Figure6: Mele Ta'e'iloa (2021) process and methods! discuss the amalgamation of urban,
contemporary technologies, and traditional methods of making

within my practice and howdeping the traditional methods that



have been adopted from my ancestors gives voice to whose cloth it ofautemaking 0 KS | € Y2ad f2ad an2NRAR LINI O
Ada L Y YIRS 270 artist and writer, Quishile Charéhwho is healing generational

trauma through craft making and embodikdowledge Kupesi artist
The final chapter W A | Wi c6riaing dulections which are FYR 1y26fSR3IS Kahd RSWEl yWardsthahtlA b I A
titled in Tongan. My use of Tongan language aims to communicate OdzNJ G2 NE ¢l y &l 9Rgl NRaA D L FfA3IY
whothis research is far my nieces and every other brown child that women because like them, | see &gl the importance of keeping
needs it. This chapter, based on my experience, discusses the our ancestor's memories and processes alive by actively practicing,
challenges a student may facevithin a western framed education researching, and speaking while also protecting their traditions in
contextt when their creativity takes heavy inspiration from culilr aLJ) 0Sa GKIFG FNB F2NBAIYy (2 2dzNJ Odz
LIN OGAOSa yR 2FFSNAR a2YS JdzZARFYyOS 2y yI@GAIAFGAYy3I GKIFG aLl OSo

When | was growing up, and met challengdiimges, my grandmother

As a Tongan woman that is navigating my way through spaces that would remind me of the Tongan sayirgtaki ke lahi, which

are foreign to my cultural and familial background, it is important translates tohold onto your grace and to be patierifo me this

that 1 look for and at other indigenous artists whoveatraversed saying also speaks of resistance. In the 1970s in Auckland, the New

similar academic path$look towomen who, like me, use craft and Zealand Police were instructed by the goveent to enter homes

textile making to actively preserve and celebrate their cultural and/or to stop people in the street to ask for documents to prove a

traditions. Artists and practitioners thaflbsition my koloa practice person's right to be in the country. This request was applied

with include aute artist, Nikau Hindt® who is reviving the practice

Bg1 26 bAlldz IAYRAYI LAYQRBOABEY It NYyOLUNDBa! & 1 2YS | y RQuishffeChafard h{o B&RONAYI 0S¢ | 00Saa

Your Home and Garden, February 25, 2022, https://www.objectspace.org.nz/journal/dtome-and-in-the-studio-
2020, https://www.yourhomeandgarden.co.nz/inspiration/peoaad quishilecharan/

places/nikathindinrevivingart-aute.



https://www.yourhomeandgarden.co.nz/inspiration/people-and-places/nikau-hindin-reviving-art-aute
https://www.yourhomeandgarden.co.nz/inspiration/people-and-places/nikau-hindin-reviving-art-aute
https://www.objectspace.org.nz/journal/at-home-and-in-the-studio-quishile-charan/
https://www.objectspace.org.nz/journal/at-home-and-in-the-studio-quishile-charan/

exclusively to Pacific Islanders, even though during the 1970s and dissect, digest, and then place a grade on. Mgaxity to demand

1980s the bulk of overstayers wer@f Europe or North America. space for my ancestors who resisted against and through the Dawn

This event came to be known as the Dawn Raids and equated to an Raids and dreamt for their descendants to gain an academic

AYy@rairzy 2F tIFOAFAO Laft I yRSNA ® qualification, knowing how much further it will take our bloodline, is
sewn through my contemporary ngatu, prinesign and garment

| think about resistance in relation to introducing my cultural practice making. Throughout my research | recognise that this work is the

into the university space, originally a white space, and navigatingthe T o NA O 2F YeYl yOSad2Nna {1FalF 1A

process of examination where my practice is left for others to

17 Katakitranslateso resistarce.






1. UNFOLDING MY KOLOA traditional Tongan textile, worn around the hip by both men and

62YSY RdzZNAYy3a | RFEyOS LISNF2NXYIyOSo
1.1 Talk Week Koloa

August 12, 2021, was day two of Talk Week in Visual Arts at GCH1FTSGFQA S Y QdionoBdeep pratitude fof ¢ 2 y 3

Auckland University of Technology. During this event, artists, and the gifting of words. The expression is entrenched with meanings

writers from outside the university are invited to critically review because the one who is being thanked is appreciated for both having

aidzRSyGaQ I NI LINF OGAOSa | yR 2TT|S)}\I§ T§§(§;@;‘i§1é\lﬂy5<§zg'\qQPZQJFJZ%I%gI-?EF(%QDé

enablesstudents to gain experience in languaging their practice as both oral and material weth. The saying suggests that koloa should

well as the opportunity to see what their peers across all levels in the
NI a0Kz22f |NB R2Ay3o

not be selfishly withheld, but rather shared

2 KAt S L dzy R Srplariatioy &ound the@ $harifgof koloa
| was gleefully ecstatic about being placed in a group with craft | had not yet understood who this should be shared with. This
based Aotearoa Cook Islandari i ! YA h Qb SAf f & 2cHaptdf Hidzisse® hohd myR Didtdke/ 3f oversharing the kiekie
my ancestors, nor realising the amount of people that would attend ¥ { F K QF LI Aa YI 1Ay3 LINROSaa yR (F
my presentation or the context in which | was sharing it, | decided to week redirected the positig A Y3 2F Y& NB &SI NDK®
perform a very small part of the making process for the kiekie
FE1LEFKEQFLI MK UHKS AT A& | FSaidAi JdMygratdidatgrdalNgealdmdinérSdle®s a S it SR Ay ! AK
Islands made with vibrant colours from pandanus leaves. ltisa Ay GKS 18 SA3IKGSSY KdzyRN

BWAR2YS | I @St 3 &/ NP & aWkisperd addf Vanitmgadmoarh Yy h BAfter the examination process, befdies exegesis is published via Scholarly
Indigenous Knowledge and ReligiBalynesian Press, 1995). Commonspersonal names willdoremovedso ago protect the identity of my
ancestors.
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an ode to my matrilineal geograp lineage. This context also gives

K2YSo®d L

a place for my tohihokohoko to physically sit within my practice. |
then chose to perform a small part of the making process of the
1TASTAS FLE{1FKFEQFLIA & | F2NXY
traditional garmentworn for dance performances. When | had
finished my performance, | was met with plenty of feedback from
lecturers, peers as well as our guest Ani who asked two questions
that to this day have helped how | understand and view my practice.
She asked me whany elders thought about my practice, and |
admitted | was having a hard time getting information out of them.
Ani responded with a small giggle and said that sometimes our elders
want to know how much you really want?it In retrospect |
understand that my struggle in obtaining information about our
traditional making methods as well as knowledge is not something
that can be taught verbally. My elders were not holding out
information because they were annoyed at how | bedjfer them

to tell me. My elders simply could not put into words the cultural,

20 Traditional Tongan garb worn around the waist during dance performances,
LI NI AOdzft F N¥ & GKS €F1FEF1F @

takitS knbvBedde I-tHat Iikdd Qi thdtir Abodies. Our methods are
ceremonial and this type of koloa needs to be actively practiced. My
relationship with koloa could not be spokenangxistence by me or

my elders, | had to create my own process. By continuing to explore

in mind, | am working on creating my own process. This allows me to
make my koloa authentic to mend my experiences as well as
1y26f SRIS L KIFIZS | OljdZANBR | f2y3

During my Talk Week preparation, one thing | did not think about

before my presentation was the cultural knowledge that | was giving
away so freely. It was not until after | had presented that | realised

how the knowledge | had worked so hard to obtainnfrony elders,

had just been given away, without thought, to people who had no

business in having it. Although the feedback | received was helpful
and very positive, the feeling | had running through my body was not.
By my own doing, | felt exposed, untrustthy; | had failed my

tohihokohoko. The feeling of evisceration in my gut is still one |

20LGWs NBFSNNAy3I (2
textleYl {Ay3 YSGK2Rao®

260GFAYAYy3 Odz G dzNT €
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cannot fully describe to this day. My peers in my cohort celebrated
one another. There were words of encouragement as well as hugs
shared throughout the studio, butdtill could not shake the guilty
feeling running through me. | went home later that night and cried
to both my parents about it over the phone and was met with a few
giggles and was encouraged by both to simply just learn from this

mistake.






Through the exchanges of conversation between Ani, lecturers and presence, | decet that this was the perfect time to announce the

my peers, my project was clothed in what it needed in that moment,

decision | had made to reel in my methods of presenting. The title of

love. That said, the biggest lesson from my Talk Week experience my presentation wad his is The Last Thing | Want to Do, Daking

was that | did not once stop to consider my ancestors and o

tohihokohoko while 1 was preparing my presentation. | had let others

dissect and digest a tradition that is sacred to my people and me.

Nobody else in that room could hold space in my tohihokohoko and
| decided that they would not gain access to it agarhe gut
wrenching feeling | had felt after presenting created a protectiveness
in me that | had not possessed within my practice before. Moving
forward, | knew that if | was going to continue to make in a way that
relates to and is inspired by my ances, | had to do whatever it

took to protect my ancestors and their knowledge. Preserving their

my presentation | shared my struggle of not knowing how much
information to share and how much to keep so that | was protecting
what is sacred to my ancestors but also receiving a good grade. |
spoke about my shame and how | felt like a-sell after my Talk
Week presentation. It was important that | stated my struggled
what | was going to do about it moving forward because it was the
first time that | had set a boundary on behalf of my research project
(and my ancestors) in the university setting. It felt good. Before |
presentedThis is The Last Thing | Want to Dol my supervisors

and | spoke of the languaging around my research project, and they

processes means that those processes and traditions belong to my encouraged me to declare what it is that my research needed.

ancestors. Therefore, my ancestors are credited for the methods

they have spent time perfectingy R (1 K I (i

Respectfully, my research needs: indigenous citations, indigenous

f AOSR o A (nféthodologids S mdigend & Rekeniners, anddigenous proof

readers. My research is for individuals who may find themselves in a

Following Talk Week was an online crit where only my cohort and situation where their cultural and familial background is the

lecturers were in attendance. Because of the relationships | had

established with everyone in attendance and how safe | felt in their

inspiration for their practice; sharing it in a foreign context requires
I LINBOSOGAGS FTNIXYAYy3IOD



Throughthe love and interest that was exchanged between my
cohort, lecturers, and parents, | was able to realise in my own timing,
where | had gone wrong and even better, | was nurtured by all
parties through the decision to never exploit my ancestors again. It
was from this point in my research project that | began to understand
that the function of fakafetongi within my practice aided its
O2y U Ay dzdzY &

| was gifted readings and art practices to study by lecturers, family
members and fellow cohort peers. Redriy koloa from loved ones

on how to preserve our culture, was doing just that within my

practice. The findings of my research project have been gifted and

exchanged into my orbit through familfyijends,and educators. The
fakafetongi that resides within mgractice is the epitome of the

Al @Ay3 GKFG WAG GF18a

by a village of people who have supported me and my research
through the act of givig, receiving, and sharing talanoa, readings

and artwork.

gAttl 3S

has not come to be on its own or by me alone but instead was raised

The following images consist of the title page for my online crit as
well as a statement | made during my presentation. Prior to this crit,
| always presented works that | had maelg.,textilesand/or prints.

At this point in my research rather than using my craft to express
what was happening in my project, | felt | needed to use my words
to reveal and honour my frustration for my lack of protection for my

culture and ancestors.

G2 NI} Aas |
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1.2. A gift from my Dad

Almost a week after my Talk Week presentation| celebratedmy
birthdayasthe countrywent into alevelfour lockdowr??. | woke up

on the first day of this lockdown to an email from my dad. Dad sent
a gift in the form of my favourite type of koloa, a song and video. In
the message he said that the song and video may help with how |
had been feeling about Talk Week and thatsometimes feels the
same way in his line of workl no longer felt alone. The song and

video shared wabloonlightby African American music artist, record

being treated within the music industry as well as the way they are
GNBFGAYy3a SIOK 20KSNJ FYR GKSANI I NI A
Directed by screenwriter, producer, director and actor, Alan Yang,

the video for the son@/loonlight?®, begins on the set of a show that
CKAA NBYI ]
African American version. The episode being lBnfa A a W¢KS

2 KSNBE b2 hySQa wSIReQ FyR |ttt C

Ol ai
outfits the original cast were wearing in the original episode. The set

is a remake of successful television sitdéerniendsp S
h

executive and media proprietor, J&® ¢ KS f @ NXA Oa A ytak%3£§)reag< gr%fllr@pg angl( érgencan staul comedian and

ad0dz01 A ycafSoSigly st&lSy Bl y % Bccading Q
to JayZ these lyrics are a subtle nod k@ La Landvinning best
picture at the 2017 Oscars Awards, and then having to give it to
Moonlighty aA G Qa NBIFfte |
I NB  Z2TRrgughélis lyricism, | am drawn to the way that Jay

can evoke conversations around the way African American artists are

22 Alert Level Lockdowris aresponseby the governmentto how NewZealand
woulddealwith the spreadof CoronaVirus.At AlertLeveld, schoolsand
universitieswvere closed.

BLKE @Y W Blooktight 20NT S NE

2hA02tS alaWMPIELWYAYE WnYnnQ

{ 2
lfodzy 22NIR t NSYASNBEzZé Al SENIZ |

f';\céo% Jgrgod Carmichael who plays Rossksvaff set to greet his

FNASYR YR a]l KAa (K2daAKia 2y 0K

friend admits that the idea of recreatifgriendsbut making it black

02 Yy i NESE Y [igaandgstiongt giho, agked for ghatGarmihael

returns to the set and contues filming. As they continue, the

OF YSNY aidFNIa 2 F20dza 2y w2aa o0 WS

H n Hhips://www.iheart.com/content/201706-30-jay-z-explains444-song
meaningsheartradicalbumworld-premiere/.
25 JAY¥2 JAYZ - Moonlight
H n vhitps://www.youtube.com/watch?v=FCSh480I¥o
FYyAy3a p LI SFENIwlRAZ2
& B>
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of the cast out visually and verbally. It is obvious that he was still doused in light. Koloa, no mattevhat form, has a way of teaching
LINEOS&daAy3d KAa FNASYRAQ 02 YYSy lihke pdrsygnRecehviBg itpléssbiisyaad kiio@ledfeahatione lcaN BndzyilR
set and out b the audience. Rachel, played by actress, writer, hold onto and when the time is right will pass onto loved ones like |
producer, comedian, and creator of television serliesecure Issa am here in these pages. Receiving koloa from my dad helped me
Rae, then appears from her room, looks at Ross and signals for him understand that my nstake of oversharing was not the end of my

to hush. Issa takes his hand and leads him to a door that leads to the practice, just a turning point. My dad sharing with me the song and
back of set. As Jerrod walks, the song begins togpéayy S & (i dzO 1 vidko/for Mdonlight gave comfort to my Talk Week mistake. By way
fl fclaB®BSY 6KSY ¢S ogAy>S ¢S 3I2y Qoffind scltaraly guid&lyreseaschdjéet, By hope s For all
the second door, he opens it and is met with a park bench. Jerrod indigenous practibners to not have to repeat themselves in a white
walks off set and takes a seat on the park benchleksd sits, he is O2y GSEGT 2dzNJ Odzf GdzNI £ LINI OGAOSa
R2dzaSR Ay fA3IKG FNRY | FdzZAf Y22% o

| relate this video to my relationship with koloa and how | choose to
navigate bringing it into foreign spaces. At the beginning of this
research project, | felt very much like Jerrod who didimte a clear

focus on how he was going to tell his story. | then relate being gifted
the Moonlightsong and video from my dad to Issa leading Jerrod in

a direction that was different to his counterparts but in the end was

Figurell: Doused in moonlight

BJaysrs Gaz2z2yt AIKGE ! dAdza0 mMMI HAMTIE YdZAAO OARS2:
6:12,https://www.youtube.com/watch?v=FCSh480IlvMo&t=1s




2. KNOWING MY KOLOA Il gFAALY &AOK2tFNJalydzZ I yA ! fdAf A a$

Hawaiian Epistemology and the Triangulationaof | y 2008 W

{KS aidl GdSa K lcéntralisgaSe imwhizhRkBowihgais G K S
This chapter analyseswhy the idea of the thinking body?’ is an SYOSRRSRX hdzNJ 62Rée K2f Ra {(NDziks 2
important component in my research. The thinking body refersto 2 dznJ 6 2 Ré K Sf LJA  dz. ThisQde sde mekttink 6 S | N
K2g OdzAf GdzNI t 1y26f SRIS A& KSfE Fapout how involved Tongan women's bodies are in our makitgK S

experience of doing and making. This idea connects to my process. The backs of my ancestors now curve from being hunched

2.1 The thinking body

experience of witnessing my Tongan elders whe &ving with over their lalang® every day, the same way my fingers cramp while
dementia. By assisting kup&sartist and knowledgeholder Uhila spending hours on a laptop designing the perfect print. This is
Nai in teachinga Tonganspeakingart classfor Connectthe Dots relevant to our bodies holding knowledge through our experénc

CharitableTrust?, | had the privilege of observing our Tongan elders  and processes of making koloa and encountering cultural knowledge

emit their koloa making knowledge with their hands while mentally  through this making and through our ancestral stories of navigation

forgetting the conversations we were having. The concept of the | y R NBaAadl yOSo
thinking body functions in my research as a testament to our cultural
knowledge not only living within our physical koloa but more Early in 2021 | was offered the opportunity to assistiNaiinning

importantly, it comes from within us. This concept is discussed by Tongan speaking art workshops for Tongan elders living with

275 NX» a |y dzf HaydlhookeoB@iteal&nd Indigenous Methodolo@esGE Vg ydzt I YA | £ dzf A a SuwhénhEHawdiiayi Rpis@Bofogydndd | y R
Publications, Inc., 2008). G§KS ¢ NIy 3dzZ | (HardgookoFCriticd anyg IRdjgENBLSs A Y

28 Embroideredstencil. Methodologies

294 / & GonnectTheDots Connecthe5 2 (i & = ¢ TheBofsya8d@ssed June H N Mife:3/C:/Users/64274/Downloads/AluliMeyer_Triangulation%200f%20Mea

30, 2022 http://www.connectthedots.org.nz ning%20(3).pdf

31 Weaving.
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dementia. The Tongan speaking workshops took place every
fortnight at different home care locations around Auckland and ran
fortg2 K2dz2NB +4 F GAYS® bl AQa
reintroduce our elders to both Tongan art and kupesi making. After
outlining to me how our workshop would run, Nai turned to me and
said that even though we have a lesson plan what is most important
is that we connect with our elders. | shyly responded okay, let's do
this, but inside | was fretting over whether my Tongan speaking skills
were good enough for our elders to understand. My first language
was Tongan because | had been taken care of bynmaternal
grandparents who moved from Tonga to Aotearoa to help my
parents raise me, but once | started school, my fluency in speaking
9y 3f AaK {iedarjnuted ¢S Ndp first Tongan speaking
workshop at BUPA David Lange Home Care, | quickly rettiged
through conversation, my ancestors had entered the room. As Nai

explained to our elders what her lesson plan was, they responded by

32\Whatisyourname?

33Whereareyoufrom?

34 Commitmentto y’ dzNJi dzN&LJIIE 2 OIA {2
B+ SAGE LIzA A &
relation with another in the form of respect and honour. Usually, these relations
are treated as if two were siblings or parent ahdd.

iraSao

FalAy3
y2g dzy RSNEGFYR GKI G
ZveitapuP® , FsBnethir)Im@ Knumgendedrayds 8ach tivel 1dam (i 2
introducedto other Tongarnyouth or distantfamilymembers Asour
conversationsvith our eldersstartedto flow, | realisedthat speaking
my nativetonguestill cameto me naturally, it still livedinsideof me,

like languageattrition pundit Monica Schmidsays:@ A &tilDtkere,
just buriedanddormante3®. Since this day, | view the speaking of my
native tongue as a form of my mind and body honouring my
I yOoSaid2NAO®

Noticing how organically the Tongan language arrived at my tongue
when | needed it, | wondered what else about my culture lived inside
of my body and was waiting to be worn. This realising created a sort

of discomfort that felt like shame within me, knowgrthere were

¥ LYYl a2KRAYZ a9@0Sy LT |, 2dz2QdS C2NEH
{GAatt {GlrLea 6AGK [ 2dzzé vdzt NIGT X | OOS
H n Hhips://gz.com/1155289/eveiif-youveforgottenthe-languageyou-spoke

20
3a

NE f I ( iki2ryld ahdlawRhatydu @urtiré tidsS 2 asa-childit-still-stayswith-you/.

W1 23%KKO AW YK22 KRAGRIRKL R dZNB SN F IS
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parts of me that were repressed and unknowing how to release

these prime factors into my being.

Through conversations with our elders, Nai and | established that
both our mothers were from the same village but because she was

raised by her pternal grandmother it made sense that we had not

into it. As we were repeating our conversations there was a new
question as elders asked what they should be drawing. Nai
encouraged our elders that we were drawing but more importantly
we were there to fakafehokotaki 6 A 1 K G KSY Fff @
createda sense of calm throughout the room. Our elders continued

to draw, and we continued to repeat our conversations across the

discussed where else in Tonga her lineage existed. Other things we group. | noticed one of our elders comprehending that this was

established during these conversations was how the both of us were
connected to each elder in the workshop. Each elder knew of
someone fronour lineage, was a neighbour of a relative in Tonga or
had simply run the same social circles as our parents and
grandparents when they first arrived in Aotearoa. The best part

about these conversations were our elders figuring out that Nai and

something they once knew but could not remember how to navigate
in the mind. As this elder got more comfortable in our repeated
conversations | witnessed her hands doing what her mind had
forgotten to do: create. Like our ancestors, the knowledge of
creating still exists and although the mind may forget, our cultural

experences and who we are still breathes within our flesh and

%

lare closlyrelated § KS& $gSNB aK2gAy3d YS Kbones.i2 G dzKA @I &
As the making segment of the workshop commenced, | noticedthat ¢ KS&4S ARSI a O2yySOid (2 ¥FWH2HFY (KS
GKS O2y@SNEIFIGA2ya 6SNB a0l NIAYICEt SAKQ O6Hnnp0d H6KSNBE KS RA&OdMASK?2

K Qdz YSA TFSK L SELISOUSK 0StASOS Ay UGKA& yRSHYIX

3G 5 NJ RefiicSblibol of Art and Desigh | ¢aEcgssed June 30,
2022, https://www.aut.ac.nz/about/pacific/oustaff/albertrefiti.

37To connect.
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that carry me as | journey through life. When | look in the mirror, acquired over time became more dominant and their hands were

each feature of mine, from the shape of my ndsehe melanin in now the point of communication. Our elders' hands were

my skin and texture of my hair is DNA | have inherited from my communicating their knowledge wur traditional kupesi design and
ancestors. Like my DNA, the knowledge that embodies my researchY {1 Ay 3 LINRPOS&daSad ¢ KS -intiddaceNdr 2+ bl .
NEFfSOGa Ye yOSaili2NBR® wSTFAGA lelders to kupesi is how our traditional motifs triggered differdny” 3 k LJE
who you are involves the understandinigat your body, your being YSY2ZNRS& F2NJ 2dzNJ St RSNE (GKIFd GKSe@

ol ; q —
. > N SR \

is woven flesh, a genarchaeological matter made of
ancestors/land/community/family. Therefore, your body does not
necessarily belong to you as an individual. Because you weave from [
the flesh of the dead, your body belongs to thecestors, to your |
fanua, the place of birth, and the community that shaped and cared
T 2 NJ3%eTaidzélates to my practice as an entire community live on ‘
through my hands. My ancestors speak through my hands each time ™ K
they draw and paint my motifs, camunicating that they know who h\ \
and where these skills and design methods derive from. This idea of L\M"“ \
knowing was evident as our elders were making; our ancestors were | =
present through their hands as they moved freely over the paperto = =
create their own kupesiThe verbal communication from our elders =& / / / | , I‘&)

lessened and the generational knowledge of kupesi making that they Figurel2CTD, (2021)
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As we packed up our gear and drove away, | understood that we had
gone to BUPA David Lange Home Care to teach a workshop, but Nai
and | were instead the ones being taught. That day | learned two
things. The first being that theegdire to connect is how our Tongan
people tauhi va and veitapui. When connecting with Tongan people
for the first time, our connection is always first and foremost
established by exchanging information about who and where the
other comes from. The seconekikson | took away with me is that the
thinking body is made up of ancestral knowledge. Our ancestors are
in everything we do because their processes live within us through
the practice of koloa. Their knowledge speaks through our hands
while we make koloajsing methods and processes they established.
Our ancestors exist when we speak our native tongue. Our native
language plays an essential role in establishing our identity as it is
another method of preserving our culture. Having Tongan language
recogniseé in my research project in the form of my methodologies
is my way of honouring my ancestors and living family members who
do not speak English, communicating that my practice is first and
FT2NBY2ad F2N dao



consuming to execute in the attempt to avoid diving deeper into a
2.2. Embodied knowing project topic and the pieces of myself that | was required toiptd

it. | failed at each attempt to find something less meaningful to focus
DNA is theinformation molecule and according to The National a project on and each time | was led back to my design and artistic
/' YOSN) LyaidaiddziSs a5b! A& (KS Dorigins of koloabecause it was just what felt righMy story relate® Y G I A y
genetic information responsible for the development and function (2 / I 84 Yy RN} . | N¥wg sometHia§igbodndtt &1 A R
of an organism. DNA molecules allow this information to be passed how we develop a relationship with &% My relationship with print,
from2y S ISy SNI (A% Comparablditk he waB BNAE textile, garment making, and koloa has been contrived into my orbit
functions within the human body, the information retained within  from ancestor to ancestor and then onto me. My knowing of each
my anatomy has been passed down through generations by way of method grew not only byne nurturing each skill through doing but
the Tongan language and koloa. Priextile, and garment making also from the stories and traditional textile pieces passed down.
are meahods | once thought arrived to me randomly but the manner
in which each method arrived and abided by my practice taught me The language spoken in each of my parents' homes consisted of
otherwise. Throughout my undergrad and post graduate studies | 3| NY Sy i O2y aidNHzOGA2Yy S FLFoNROIFGAZ2Y:
often found myself trying to take interest in topics that had no  making is the pactice of my childhood and this is how | sew together

relation to myself and the things that mattered most to me. | tried  my own experiences into my koloa. While diving into my matrilineal

to adopt methods of making that seemeeghsierand less time family tree throughout this research project, | learnt, through my
Va5 STAYAG-NehDictrigary 6f Beénetics Terms A aak yRNY . F NYSG S hdyy 9 A2 GREMAISTR01BS/ 2 K| NB
b / n@AppModulePage, July 20, CURATORAIL SYMPOSIUM

2012,nciglobal,ncienterprisénttps://www.cancer.gov/publications/dictionaries/g H n Mife:2l/C:/Users/64274/Downloads/Kei Roto i Te Whare On Housihg.p
eneticsdictionary/def/dna
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Ly Of S  hit A Z3thaQray gieatgyeatgraiat grandmother to it, Aunty Talavao was bound to sewing like 1 am to garment
Elizd# SGK [20fS& | NNAPSR Ay bdz]l dzzmaking. F I FNRBY 9y3IfFLyR AYy wmMycno
Y2y 340G KSNJIOFNH2 g1 a | aSeAy3ad YIOKAYSS (y2ey G2 0SS ¢2y3IlQa FANERID
While in talanoa with my mum and my Uncle Olioni, | learned that Garments house our bodies. Garments can behave as armour as well
my greatgrandmother Ana Fakalelu, was the seamstress of our as communicate who we are before our mouths do. In my practice,
maternd @Af fF3S W AKIFI &AKS O2dzf R the presence of my ancestors sits within my print desiging/ i & 2
dress without having to measure the bodies of her clients, my great Transferring prints onto fabrics that are then wielded into garments
AN YRY2GKSNJ KFR | NBIFf S@&S T2 Nlisamechanism forthe way | communicate who | am, where andiwkdS NJ
Leata was the same and now my Aunty Talaveos as if all tse I come from. Through garments my practice carries my ancestors,
FyOSaidi2NE fAGBS GKNRdAdzZZIK KSNJ KIFYRINRBZAY3I GKFG &2 dzNva & poious baundank S dzf i
0SG6SSYy (GKS yOSaili2NJ IyR (GKS 62NJIF
| asked my mum how Aunty Talavao came to be so well versed in representation of my ancestors holding me and my body that they
sewing and | learned from my mum each generation in our family filled with knowledge, therefore making our bodies the space
had a seamstress and she took one for team. Additionally, | learned between our ancestors (in this case, our ancestors will be found in
my Aunty Talavao hadwidys wanted to sew, she was naturally good the form of prints and garments) and the world (anyone who will
at crafting a garment together, and she spent a lot of time learning come into the presence of these garments). The garments in my
from and watching my grandmother. | understood then and there research practice behave as armour, doused in motifs that represent
that by tauhi va, veitapui, and through her generational relationship my ancestors and their contribution to our family koloa. When worn,
L Y Of2F1SR Ay GKSANI 1y2¢f SR3IASOD

42 Storytelling.



Tauhi va is to nurte and to care for and protect something or
someone while they are growing. Nurturing the relational and
physical spaces at home, in the university art studio and within the
familial relationships that my research exists in, means that my
ancestors' traditbons and processes are taken care of and considered
throughout every decision made. Through my matrilineal line, my
practice speaks to my methodology of tohihokohoko as | have a
generational connection to sewing and to be in relation to it, | must
nurture that space and | do so by including and focusing on it within
Y& LN OGAOSo

The photograph below (see Figur®) is a diagram that shows how | map
out my matrilineal lines connection to sewing. Mapping out the geography
and crafts of my tohihokohoko helps me connect the generations to one
other. This map also informs me that garment making is not a hobby | have
picked up out of just my interest for it but generationally lives within me

through my maternal bloodline.
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Figurel3: Mapping my matrilineal



2.3. The ritual in my hand

the stem of the mulberry tree. Once the bark is stripped from the

stem, the outer bark is scraped off to receive the white inner bark,

| do things with my hands because the act of imprinting my practice this process is known as fohi tdfuA sharp knife or shell is used for

through my hands is the most successful technique for my brain to the fohi tutu then my Uncle Halafihi will hand the tdfuo us women

register the things | am learning and adopting within my textile

research and making processes. | do not understand sangtimtil

YR GKAA A& 6KSNB 2dzNJ YI 1Ay 3 LINBOS

my body does. For example, key methods within my practice such as The process of making my prints is inspired by the finished product

print design, handwriting and garment making all begin with my
KFyRa® L 0StASPS (KFG GKAA
lineage as the textiles found in a koloa collectase all handmade
from natural materials that have been both hawdllected and
grown on plantations by the men in my family. My family plantation
Ay C21FZ IFQFLIA KFa 0SSy OF NBR
since my grandfather left him in chargé providing for our family.
On our plantation there are rows of mulberry trees that my
grandfather started planting in the 1960s, as well as whatever fruit
is in season. Mulberry trees are a form of income for both the men

and women in my family. Uncleakfihi will then strip the bark from

43 Strippingthe outer barkof the stemof atree.
44 Strippedbark.

YSOKG2RI &

KFra o0SSy (K
2 dZRR) dxaINKS arik

GKFG Aa
Ad

| adopt the hand painting method that goes into designing motifs for

yalddzd ab3l {dz
Aa adAatt 2yS 27

ngatu to create my own contemporary motifs that represent places,

spaces, and people in connection to my practice and lineage. The

function of hand painting and drawing my motifs behavawsa | | t | 7
handshake of sorts to welcome my ancestors to the fore of my
RSaA3dy LINROSaao ¢CKS LINAYG RSaiady:

collections | created during my undergraduate studies when | first
began experimenting with hand painted motifs that repsas

people and places that hold great value within my practice. | bring

Bgb3IF Gdzz [/ dzf (0 dzNJ f 281 fiK 2F (KS Y?\YEIR2Y 2
I 0054 &SR ahttps://atgaldcuituresgachle.com/story/ngatulturak
wealthrof-the-kingdomof-tonga/NOWh gPipunBKA



https://artsandculture.google.com/story/ngatu-cultural-wealth-of-the-kingdom-of-tonga/NQWh_qPipunBKA%22%20/t%20%22_blank
https://artsandculture.google.com/story/ngatu-cultural-wealth-of-the-kingdom-of-tonga/NQWh_qPipunBKA%22%20/t%20%22_blank

my ancestors to the fore of my making to pay homage to the

knowledge and creativity that they have passed down. Below are

examples of prints designed earlier in my practice (see &sgiB-

150 @

Figurel5: Bayamon print Figurel4: Metuisela print



Figurel6: Olioni print



As discussed earlier, garment making is generationally embedded
within my practice. My garment making process begins with cutting
into the cloth that holds my print design. Cutting out the pattern of
the garment to prepare the cloth for sewing speaks to how my body
carries knowledge. There is a ceremonial nature ts fhiactice.
Similarly, in my written practice | first handwrite my thesis, then read Figurel8: Metuisela details
it back to myself before transferring it into digital form. | do not fully

register information until my hands understandcitlike ceremony

and koloa, the two go hand lmand. Below are examples of garments A
& " F M &
made earlier in my practice (see FiguresHl# 0 ¢ a.& i : ,
%(v‘- ? ‘t%
'@
S e
(aegigl. _ &

Figurel9: Olionidetails

Figurel7: Bayamon details




3. FORMING MY KOLOA adapted to unpredictable societal, economic, political, and

, environmental changes. Then and now, the work of women has been
3.1. Research is Koloa

instrumental in the persistence of Tongan cultural narratives, in
| refer to my research as koloa because, the same way my mother particular the practice of koloa, an umbrella tedenoting tangible

and every woman in my matrilineal line have collected, gifted and and intangible wealth and encompassing various forms of cultural

exchange, such as textié| 1 AYThe film,Unfolding my Koloa
GHNHNUL o0& FALYYlF 1 SNI I pfRen@arcéhigal f | NI

fakafetongi koloa, my research is an amalgamation of information |

have collected in different forms of fakafetongi. The meathoof

fakafetongi that has convened my findings have been through gifts footage of the pattened grids of ngatu launifiaAs a Tongan

woman who grew up in the Tongan diaspora in Auckland, | relate to
al TAESQ2 $KSYy akKS FTRYAOGa GKFG al &

of artwork from loved ones, links that have given me access to other

researchers' dissertation or exegesis and stories about my lineal

geography. According to Tongan artist BenjaminNgo> & G K S ?\ﬂjaeCte/g LO have koloa fakbonga, to make tha or gather them by

LINAGAE 38 Ay £ SF NYA Y ® thedeReachings  A0WYingthem. Koloafaka 2 y 31 Ad 42YSGKAy3 L R2y

cannot be found in a typical classroom. In my experience, the forms make properly. | could learn but | have realised my strengths are in

moving images. This is my digital koloa, my contribution to my

Tl YA é8aMyrpsstargedainpredictable societal, economic,

by which these lessons unravel, vary between verbal, acts of doing

and ceremonial exchanges. Hong Kong based writer, Ysabelle

| KSdy3 6NAGSET KN deK Bodgh hak A aR9NGRLA enionmental changes as a Tongan woman are worn

in the form of hand painting motifs that preserve the memories of

%4 . Sy 2l YHAhé ErriéhiNg Value of Tongan Visual Language TawSaraidl yoOS GKNRdAAK Yz2f21F2X¢é | O0SaaSR Wdzy
tKSO20ewSiwzi RQa [ NBSadG | dzo 27F t I On n Hhetps://contemporaryhum.com/writing/resistaneiroughkoloa/ R

Wdzy' S dhlips:Hwww.thécoconet.tv/moanaarts/islandarts/benjaminwork- 48 Decoratedbarkcloth.

the-enrichingvalueof-tongan/. YegC2RAdag! yF2f RAYy3I aé Y2t2F kk ! {2f2 9EKA:

H N X httpsy/muBilagivou.com/2020/07/20/fofolakoloa/


https://www.thecoconet.tv/moana-arts/island-arts/benjamin-work-the-enriching-value-of-tongan/%22%20/t%20%22_blank
https://www.thecoconet.tv/moana-arts/island-arts/benjamin-work-the-enriching-value-of-tongan/%22%20/t%20%22_blank
https://contemporaryhum.com/writing/resistance-through-koloa/%22%20/t%20%22_blank
https://vunilagivou.com/2020/07/20/fofolakoloa/%22%20/t%20%22_blank

my ancestors. Print designs that hold my ancestor's memory and dinner, and so this next passage is addressed directly to them, the
teachings with the additionf garment making means their memory ¥ dzii dzNB® NB I RSNE 2F (KAa SES3ISaray
and processes hold me together everywhere | go. Each method This year you girls camalong with your chalk and within minutes,
adopted and inherited from my ancestors and modified to dwell as our driveway was filled with artworks made by you. One drawing
my contribution to my family koloa. caught my eye as it was a motif that was derived from a traditional

motif Manulua which is one of the oldest Polynesian designs. Its
Receiving the readings, songs, videos, and conversations that my origins are unkawn but similar motifs have been found throughout
village gifted and exchanged in relation to my research has Polynesian art. You can see a photograph of your drawing below,
generated tacit knowledge and understandings that cannot be followed by a piece | made earlier in my research project. Through
explained but is instead felt and enjoyed through my garments. This your own lived experiences, you girls are taking in our cultural
koloa has instilled in me a knowing that | am never alone as my practicess YR Y2 iAFaX | yR Al akK2ga Ay (K
ancestors, through the embodied knowledge | have collected and G2 aKI NS @2dzNJ {y2¢6f SRIS | yR f20S ¥
inherited over time, are not only found in my koloa but also inside of
me. This knowing is shaped by my geography and tohihokoHRdks.
idea connects to how we (my nieces, nephews, and descendants)
know our motifs, not because we were told but because they
surround us in our everyday lives through traditional koloa, our
parents' tattoos and traditional artworks hung in our homes. Our
eyes process things before our brains do and this idea was clear to

me at our Easter Sunday family dinner. My nieces came to that



Figure20: Amelia Easter Sunday, (2022)



3.2.Amalgamating old and new

In my making process | have adopted both old and new methods of
making. Thanks to technology such as the Mutoh 1628TD valuejet
roll to roll printer and a laser cutting machine, my methods have
helped evolve making processes to gew the era that | live in.
These machines not only speed up the making process but the laser
cutting machine allows the aesthetic of my prints to appear as if it
were painted ngatu due to the hues of brown achieved. By the time

my prints are being transfeed through laser cutting and digital

print, the designs have been cleaned, cut, colour edited and have sat
Figure21: Fofola 'ae fala in several different placements in Adobe PhotoShop and/or Adobe
My piecei©OF £ £t SR WF2F2fF WIS FlIil Q ¢Kapfak befdid béiagt wield&daintol 22 pritk.f Thee phdgds i e
which is a saying usually heard in a Tongan household when making process areeated so that viewers do not have direct access
preparing to host guests and/or gatherings of sorts. The fala is a mat, to original ngatu forms. As | make in a space where | have no control
traditionally woven together by pandanus leaves. My piece is a over who encounters my work while installed, | have the
contemporary fala that was firsthand drawn and then embroidered responsibility of protecting who and where these prints come from.
over with cotton so that viewers did not have access to the original For my ancests and tohihokohoko, | keep the original copies of
drawing. The purpose of my piece was to invite my peers into my each painted motif and the intimate stories each motif holds. For the

aGdzRA2 aLl OS F2NI I adGdzRA2 ONXR G AupideRity,d Sharéialsyhiifabstracted and protected version of each

Y I



motift giving just enough for my ancestors to be acknowledged

within the work but not too much for them to own or claim them.

Figure22: An offering (2021)
| begin my physical making by hand painting motifs that represent the

people and places that inspire my research project. Hand painting motifs
F2NJ Yé FFEONRO LINAyda Aa

50 Traditionalwovengarbworn aroundthe waistby menandwomenon special

occasionsnadefrom pandanudeaves.

g . Sy 2l Y#Ahé ErrighiNg Value of Tongan Visual Language
CtKSO20eKSi»2ME RQa [ NBESAd | dzoss&l¥

R2LIISR FNRBY Y&

tF OAFAO LatlyR

Hand painting motifs is a step that sftgrther into their making process

but is the first step in mine. Opening my print making process with a
method adopted by my ancestors is my way of having them at the fore of
my practice. The colours used to paint my motifs are drawn from

photographsor8 Y2 NA S&a GKFd L KF@S 2F Y@ | yoO!

Once my paintings have dried, | take photographs and scan them into

digital form where | prepare the motifs as a repeat print. A repeat print is

a motif that can be repeated vertically and horizontally, forever, witre

break in the design. Repeated motifs are often found painted onto

GNF RAGA2Y L § y3alGddz FyR SYoaN® faBRSNBR 2
Repetition in my print designs help maintain the aesthetic of traditional

textile practices. The use of motifs in my gtiae is another method

adopted by ancestors. For centuries now, Tongan practitioners have used

motifs to narrate our stories. Benjamin Work was intrigued as a young boy

by his mother's koloa practice and has created his own motifs to

communicate knowledgke has acquired about Tongan weapchry

FyOSai2NEQ y3Ikiddz YF1AYy3d LINROS:

Wdzy' S dhtps:Awww.thécoconet.tv/moanaarts/islandarts/benjaminwork-
the-enrichingvalueof-tongan/.

2yisydose FOOS


https://www.thecoconet.tv/moana-arts/island-arts/benjamin-work-the-enriching-value-of-tongan/%22%20/t%20%22_blank
https://www.thecoconet.tv/moana-arts/island-arts/benjamin-work-the-enriching-value-of-tongan/%22%20/t%20%22_blank

Figure23: Write it on the land, seal it on the heart, (2018). Benjamin Work.

| had the joy of being raised by my grandmother while my parents

were at work. Being at my grandmother's home was an experience;
all day she would have 5.31 pi radio station playing and if she was
y24 ¢S @Ay3 TFlL I
day as my dad picked me up, after thanking my grandmother for
taking care of me he noticed she was painting ngatu and sat down to
ask about the motifs shown. | noticed that they both had their own

understanding of each motif and they both celetad the others

2 Ndinting ke2gadu.fOhe a KS ¢ 2 dzf R

understanding. My dad specifically asked about the three dots that
are often found on ngatu. My dad told my grandmother that his
comprehension of the motif was based off the myth that each dot
represented the three ways in which James Coalk wefeated, by
air, land, and sea. My grandmother then shared that she understood
0KS GKNXS R20Ga G2 oS G4KS SeSa |yR
This exchange between my grandmother and dad always stuck with

me for three reasons; it was the first time Icdhéearned something

about the motifs found on ngatu. Secondly, | realised how both my
grandmother and my dad had different interpretations of the same

motif and neither fought to be right; rather, their exchange was to

share the knowledge they both held @oth interpretations were

accepted with love. Through this fakafetongi the third thing | realised

was that both interpretations also represented each of their roles in

my life.

6S NB



5NJ ¢S@AGF hod YIFQAEA Aa I 52whdy 3 After dighallycl2adidgtmy ahd-painted ryfolif& NcReati?af pRc et
speaksabout the representationsof kula®® and uli®* in Tongan print on a digital A3 sized page. This step is important because my
culture. The colour kula represents the man and how kula their skin goal for a repeat print is for it to be seamless so that viewers will not
is after being out in the sun all day while working to provide for his know where theprint ends or begins. This method helps protect the
family. Uli represents the woman for she is much like the Earth, giver placement of the print because when repeated, the print is seamless
of love and life. Both men and womenTionga have their roles and and goes on forever. This method is used so that | can keep some
each one is just as important as the other. My dad's interpretation things to myself, keeping parts of my process allows me to feel less
of the motif shows how seriously he takes his role of being a provider eELI2 8SR | & |y I NIA&dG FyR 188LB G(KS
by going kula at work each day. My grandmother's interpretation of

the coconut eyes and auth conveys how she as a woman provides For each print created there will be somewhere between twenty to
life and nourishment. Traditionally, women and men have their own forty test placements and prints and sometimes even more. There is
role in every Tongan ceremony and making process. Neither role is a lot of colour testing that happens at this point of nrpgess. | test
more important than the other as both roles are necessary to different colour harmonies while making sure that the added colours
protecting our culture one cannot exist without the other. If our compliment the ones that represent the stories behind the print. |
men did not grow and collect our materials from their plantations, ask myself if the extra colours take away from the main colours and
our women would not have the tools and materials to make our this is answered by referring to coloutheories learned in
koloa. If women did not make our koloa, our ceremonies would no undergrad®.

longer hold ourcul dzZNJ £ GNJI RAGA2Yy a®

2TevitaOY I QA f A D Y& b ldae& XzBidkigsEatialied i Mauyand 54Black.
. S & 2 yhR Edntemporary Pacifi¢, no. 1 (2005): 32. Sg. aA0 /2t2N) ¢KS2NEZ¢ | O0OS&aaSR WdzyS HpZ
53 Red. H n Hhips://www.colormatters.com/coloand-design/basieolortheory.



https://www.colormatters.com/color-and-design/basic-color-theory%22%20/t%20%22_blank
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cultural process of textile making where our women create pieces of with the staff and machines used. There are several fabric printing

ngatu and lalanga together, as a village; my paint and print designs companes based around the world that | could go to and pay less

are executed alone, and these steps require time and pa#en money, but those places would not have been able to test on ngatu

When | begin to feel alone and disconnected in my making, | look to or tell me the certain parts of the printer that needs to be raised

GKS 62NRa 2F | AYRAY 6K2 SELINBaagBYy iR A PBSHRGKAY Il Gdz RORY yBD (/SR

Cultural practices come with their own protocols and rely on

relationships with knowledge holders that have been nuetliover My knowledge of these intrinsic details about the fabric printer have

time€%6. Hindins words are a reminder of what and who it took to get been gained by establishing a working relationship with Peter and

KSNB>X L Y SyoO02dz2Ny 3SR G2 KAy thetgamatRBSL. Thiy r2laionShip Bxssts befadse af thg gxhangeioR v a

GKId Ye GSEGATSE K2fR | yR (KI (i khdvledge/pastt ko mé thiughyPeter(pger tii YeArsolityi tzS
exchange of knowledge being passed my way, my confidence as an

Once | am happy with the placement, | then sen@ iF ¥ (2 ! grtitQraw as | knew | had people | can trust to guide me through the

¢SEGAES YR 58SaA3y [0 6¢5[ 0 (2dz98 GySR (R AR (DR oi S &G 2INNEA yLINSYLE DR v :

LI GGSNY F2NJLINAYGAY3I L fAFAAS 6AGK ¢5[Qa YIyYyF3ISNE tSGSNI I Saftz2L) i

out the width of my desired fabric. After a repeat print is finalised, In Tonga, when women make ngatu, they often gather with other

staying on Adobe Photoshoppiepare the print for digital printing women in ther village and as a unit create ngatu. Each woman has

at TDL. | choose to print my fabrics at here because over the past five their own part in the making process and that is the type of

g1 26 bAlldz | AYRAY &Y WS AW It NIyO (i ANDI2020,https://www.yourhomeandgarden.co.nz/inspiration/peoaied-
Your Home and Garden, February 25, places/nikathindinrevivingart-aute.



https://www.yourhomeandgarden.co.nz/inspiration/people-and-places/nikau-hindin-reviving-art-aute
https://www.yourhomeandgarden.co.nz/inspiration/people-and-places/nikau-hindin-reviving-art-aute

togetherness | look for in my practice. Through fakafetongi, TDL is
the village that my practice is physically able to grow within. Once
my piints are returned to me in physical form, | then take them over

to my Aunty Talavao to sew my collection.






When | am making, there are also a series of questions running throughmy 2y S OK 3 N Sy i

mind: why do | want to apply these colours? What do they represent? What
is the silhouette of the garment? What fabrics will | use and why? If this
work represents my ancestors, théwow do we look united but celebrated
individually at the same time? My answers are that colours chosen
represent details about my ancestors that only our bloodline will know. As
we are a small nation it is easy for another Tongan person to know certain
things; for example, know that my grandmother always wore a red scarf to
OKdzZNOK S@SNE {dzyRIFL&ad ¢2 YIS
favourite treat or a certain pair of socks they wore through my colour
selection so that when my family memisegncounter a specific work, they
know who they are looking at. | particularly enjoy the intimacy that these
finer details introduce to the relationship between my family and my
practice. My koloa looks united because every garment has the same
silhouette, which shows a sense of unity. Having the same garment
silhouette for each garment usually does not happen in a traditional
clothing collection but my practice needs the same silhouette to represent
our family makeup; this similarity shows that the thingbat shape us

spiritually and culturally are what connects us. The colours and the prints

51 62dzizé al Gl ' K2 [/ 2tftSOGABST |
H n HhHps://www.mataahocollective.com/about

RN ¢ FTNBY Y& |yoSadazN

about them that only our family will remember and miss about them.

For my contemporary ngatuhave decided to use canvas because of its
material similarities to ngatu. Canvas has a thick consistency and behaves
a lot like ngatu. The cream colour of untreated canvas is the same colour

achieved with ngatu after being beaten with a mallet. An agi®up of

(i K A y 2wahine toa who create large artworks bigger than ngatu is MatajADog § 4 i 3

Aa  O2ftft 062N G
women who produce large scafibre-basedworks, commenting on the
O2YLX SEAGe 2F an2NR fAQdSaéod ¢KSe

authorship which is bigger than their individual capabilities. Mhairk

Collectivé”. dal G I/ 2 tKR2SOUA BS

LINE

titled Kiko Moang2017), made from layers of sewn and slashed tarpaulins
that are eleven metres long and five metres wide, informs this project.
Collective member, Bridget Reweti spoke witladio New Zealandnd
acknowledges that they like to useaterials that are utilitarian. Part of
al G ! K2 Qa KikdQvioéghavesad phakograh tarpaulin in the
wild. Reweti opens up thaKiko Moanawas the first work that the

collective sentoverseas,and they wanted to use a material that the


https://www.mataahocollective.com/about%22%20/t%20%22_blank

communities they are from can recognise and that was their way of taking
their communities with them to an iernational audienc®. Mata Ahois
important to my project because both our practices are held together by
women who use large scale textiles that comment on the complexity of our
Iy OS dive2 NRE Q

BEeKS al GF ! K2 [ 2 f2f SN0 Svphite X | NG iz S NOIPYNZ
H N vhttps://www.rnz.co.nz/national/programmes/standingom-
only/audio/2018668689/thenata-aho-collectives-tarpaulin-art-work.

P ————

Figure25: Kiko Moana, (2016). Mata Aho Collective.



https://www.rnz.co.nz/national/programmes/standing-room-only/audio/2018668689/the-mata-aho-collective-s-tarpaulin-art-work%22%20/t%20%22_blank
https://www.rnz.co.nz/national/programmes/standing-room-only/audio/2018668689/the-mata-aho-collective-s-tarpaulin-art-work%22%20/t%20%22_blank
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