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Abstract

This exegesis examines the role of traditional art in Cook Islands society as the temporary instantiation of taeddithi@eole and
function of O6akairo (artistic motifs) in generat iinogn 6t hhee raee srtehfe

the aesthetic realisation of an othworldly abstraction in a concrete form in this woildn Kaeppl er d6s terms fAmak

visibleo (OKagppleAn 298 work that achieves such status is reg
rapport with the gods)Whi | e a great number of Cook I slands O6akairo used to
tangat a), others represent el ements of nature or cosmthétsegy r u

derived fom the land, sea and shore, from flora and fauna, and from the stars and skies.

Such 6éakairo are regarded as (1) statements of relat deAoess or
(this world) and their divine ancestorsine P@ (for the purposes of this study, such r
within |ife storiesd (Eakin, 1999; Bi s h enpantalichPt® divine gn@&3torsacs in mn e mo
Kaeppl er 6jsetteirimsed ipbayer so (Kaeppler 2007; 122) and (35, as a
where the act of wrapping is seen as contathbag HhHaeopenadd Vb5 awl

carving can be understood as a kind of binding [ritual wrappin

Finally, these themes are themselves instantiated in an art work which affirms human relatedness to the divine, atydotharttmli

glimpse divintywh i | e, at the same ti me, acknowledging the wultimate wunk



Table of contents

Abstract

Figures and tables
Attestation of authorship
Acknowledgements

Preface

Chapter One: Introduction - Method and Indigenous Methodology
Summary

Chapter Two:6 Ak ai r o eMOer MUamd the | mage

Introduction

Atua, tadunga and artists in the Cook Isl ands
Te At uG@Godthéaaimating essence

Tadunga

Art in context of the Cook Islands

Summary

Chapter Three: A ai r o Ko i Scalptufe(Blylisation and Design
Introduction

6Degenerationd or abstraction

O0Absenced6 of fish and birds in representation
Conclusion

Summary

Chapter Four: 0 A lo Alukuteve 1 Images of Nukutere
Introduction

Method

Tiki and tikitiki tangata

page
I

XXi
XXii

XXxiii

(G20



Representation of Tangaroa tiki with additional minor tikitiki figures
AAn assemblage of relationsbo
Summary

Tudabh(@mapter5 TUur a kil The d&inkArt Cord to the Gods

Ko teangata MUOori 60 t@na 6irinaki

Te MUori 60U te au pUkau tU rUtou

Chapter Six: Mei t e T o kRromkaiStorte o a Tdiciof Union
Introduction

Selecting the medium

Conceptualisation and naming of the art piece

Rauteve

Selecting a rock

Progression of the work

6Akairo

Installation ad unveiling

- Karakia for the movemet of the stone to its installation site
Wrapping the stone

Dedication of the stone at its unveiling

Summary

Bibliography
Glossary

anga
anga

53
54
58

165
168
170

177
177
177
178
178
181
191
191
208
209
212
213
213

216
221



Figure 1.1

Figure 1.2
Figure 1.3
Figure 1.4
Figure 1.5

Figure 1.6

Figure 1.7

Figure 1.8

Figure 1.9

Figure 2.1

Figures and Tables

Figures )
The author prepares to cut the tUura pito or umbi9ical cor
Te PWY, the place of its origin or inspiration. Through th
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private collection $ource photograph# BON83852, Bonhams, London, UK).

Vii


https://raffdergi.com/picasso-henry-mooreun-hayran-oldugu-polinezya-heykeli-sanilandan-eskiymis/

Figure 3.12

Figure 3.13

Figure 3.14

Figure 3.15

Figure 3.16
Figure 3.17

Figure 3.18

Figure 3.19

Figure 3.20

Figure 3.21

Figure 3.22

Figure 3.23

Figure 3.24

Detail of Mitiaro staff god $ource photograph # Oc.1988).121,© Trusteeof the British Museum
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© Trusteesf the British Museum).

Aitutaki atamira or carved seat, Auckland War Memorial Muse&ayice photograph # M12995,
Auckland War Memorial Museum).

Aitutaki atamira, Auckland War Memorial Museu®dqurce Archey 1965:18).

Vaka (canoe) Abuadbu, <circa 1900, Cook I sl ands
CC BY-NC-ND-4.0 FE010422)
Vaka (canoe) Abuadbu, <circa 1900, Cook I sl ands

by

by

63

64

67

68

69

70

71

71

Dani el a

Dani el a

viii



Figures 3.25

Figure 3.26

Figure 3.27
Figure 3.28

Figure 3.29
Figure 3.30

Figure 3.31

Figure 3.32
Figure 3.33
Figure 3.34

Figure 3.35

Figure 3.36

Figure 3.37

CC BY-NC-ND-4.0 FE010422)
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(Source photographtAM12995, Auckland War Memorial Museum).

The tupuna onu motif, found in the bottom layer of designs on an Aitutaki atamira or carved seat
(Source photograph #AM12995, Auckland War Memorial Museum).

Detail, Aitutaki unu Source © Trusteeof the British Museum).
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© Trusteef the British Museum).
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© Trusteesf the British Museum).

Detail from the Aitutaki unu in Figure 3.35.

Deity image made of wood, sinnet cord, coir, barkc(&burce photograph # Oc, LMS.44) Trustees
of the British Museum).

73

73

74

74

74
75

76

76

77

78

79

79

80



Figure 3.38
Figure 3.39
Figure 3.40
Figure 3.41

Figure 3.42

Figure 3.43

Figure 3.44
Figure 3.45
Figure 3.46

Figure 3.47

Figure 3.48
Figure 3.49
Figure 3.50

Figure 3.51
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Head of a staff god made of casuarina wood, Rarotongs;etfiury, 112 x 16 cmsSpurce photograph # Oc1919,
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Cambridge University).

Tattoo design, AitutakiSource Hiroa 1927; 366).

Detail,V a k a

0 PouréedaiPaga Tongarewa, National Museum of Newl&@med, Wellington).
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Detail of a Mangaian paddle, ®1@entury Source photograph #M# 9912-70/53508, President and Fellows of 89
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Preface

Orthographic conventions

Words in the Cook Island MUor i | anguage are foll owe de foupdirathet r an s |
Glossary as further reference. The use of a long vowel has been denoted with a macron with the exceptibquiftelsrecThe use of the

hamza denotes a glottal stop. All direct quotes have been incorporated into the text in quotation marks whereas loagedoetestyped in

11 point font, single spaced and indented so that they stand out from the teid.clsé) quotation marks have not been used. Square barackets

are used to denote comments by the author to qualify or interpret quoted texts.

Research focus

This research critically examines the role of art and the artist in 'traditional' Cook Isl&iety. b focuses on the role of decorative motifs
(bakairo) in generating the aesthetic ¢t amnrdameldi wnesgudfr erda pd o rotbh j vei
I n Cook | sl arsdck insMttiations arditied foredivine engagement with the affairs of this world. Manghi power which

results from this rapport between gods and people.

Images

Copyright has been obtained from the respective holders/owners of the images used in this exegesis.

1 Taura 1(n.)1) rope, string, thread, cotton. 2) priest, ritual specialist, medium, healer. The meaning 'priest etc' originatesrfeteplioe of a priest as aisg that connects human beings
with a god or gods. Syn. Aho, tari, kati2.) taura pito natrahg. (Syn. te tauraote pjt@ é ( Sour ce: T o n gh&p//penrbyn.cookislandsdictianary.comf) T a -atuaé an
officiat i ng priest of the ancient gods, a sorcerer, a wi8ard, a diviner, one who enquire
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Chapter Outline

Chapter One: Introduction: Method and Indigenous Methodology

This chapter discusses the method and methodologies used in this exegesis. It will help the reader to understand hcatiagheoapp
conventional research methods combined with Imtbge Cook Islands wordiews provides a rich ideological framework from which to
understand this research. It also provides a strong foundation to understand the application of Indigenous Cook kstamseuiglies and

philosophy within thisresedic of t en cont ai ned within key cultural concepts such

Chapter Two:6 Ak ai ro eMUer MUamd t he | mage

ChapterTwo suggests seven defining criteria for traditional Cook Islands art and the role of the artist which are relevant to dhsAstistje

achievement is defined #ise aesthetic realisation of oth@ror | dl'y abstractions inkcogctaeei hormi bt
Kaeppler, 196: 120). The artistodsa gmeadi ums dfo rcapepdret adopiéseifdctrtdtiedigeinl i n k
this world.

Chapter Threee 6 Ak ai r o k ioSculpeure TStylisatiean and Design
ChapterThreee x ami nes t he controversy ovVver )cAeenhey ativedirRendiogahabstrach'degedeaation’'i r o
from three dimensional sculptural forms as claimed by the evolutionists Read and Stolpe? Do they existdadsitiyhigh sculptural art thus

disproving Read and Stolpe, or are they geometric designs that have no relationship at all with the humsuwcliorned by Te Rangi Hiroa?
Thechapter argues that Hiroabds i nnsrattettran as eepreséntatiohsef the real gvorld (ofdidmarg birdlsa i r o
fish etc.) is both contrary to the evidence and hisvwprnddotheisantestoes s pi r

in Te PQ@.
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Chapter Four: 'Akairo o Nukutere - Images of Nukutere

ChapterFoursur veys 100 oO6akairo identified on Caudkhe easly 28centigy. dhistseveya ct s ¢
broadens the range of known 6 akai r mgraphicdorigm.ritodenionstases that, icotteary ¢coeHiroa,f t h
6akairo are abstract representations of things derngisalsogontfarytom t he
earlier scholars, for example Read (1892: 152pwhii f ound not a single representation of a f

ornamentation]. o

The chapter argues that repeated displays of &éakai retweenthe divineman f «
ancestor and the chiefs of living tribesod (March 1 8&6naand®egbds. I n

t hat created them, a critical relationship denied by Hiroads i nsi

0 A k a isariled intomwood ostone or woven in sennir pandanus, or in more contemporary form stitched into tivaevae (quilts), are seen, in
Kaepplerds terms (2007:122), as fAobjectified prayetsocareoetdhe@agho
where binding ties people to chiefs to godH wherawrdppingrseeks elcdptire antd e r ms

contain atua and mana during their paary instantiation in Te Ao.
Chapter Five: T (kute Atuai The Link or Cord to the Gods

In Chapter Fve, a narrative in Nukutere (Rarotongan) language summarises the content contained within Chagteeptlring the full

meaning of any MUori concepts |l ost in English.
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Chapter Six: - Meitetokakit e t Oura (From a stone to a cord of wunion)
ChapterSix contains a journabased chronology, reporting on the conceptualisation of the artefact to its potensaltealion as a t Our &
contains photographed images of all the stages during the process and a description of the creation of the artefaay ihfemsalissions in

Chapters 1 5.
Artefact/Creative Componenti T Uu r a - Thé Goal of Union

The artefact is a visual representation called u r a which rafers to a cord of union or rapport between people and gods, and between the
visble and invisible wordsof Te Ao (lighty and e P& ( .dRor farher information abouff Uu r a refer toaGhapter Six.
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CHAPTER ONE: INTRODUCTION:
METHOD AND INDIGENOUS METHODOLOGY

Introduction

This chapter discusses the method and methodologies used in this exegesis. It will help the reader to understand hcatiagheofipp
conventional research methods combined with Indigenous Cook Islandswewll provides a rich ideological framewontorih which to

understand this research. It also provides a strong foundation to understand the application of Indigenous Cook stamseglies and

phil osophy within this research often c orlp)bamdpoa emritual exuviee)n key cul t ul

1. This research project applies largely qualitative research methods in the exegesis component, relying on existigditanats, academic
writings and publications. The research also focuses on traditional éshgeviand familk @r €r om t a u n & B reedgeed
body of experts), and elders of the tribe hence the uae tridigenous methodology specific to the Cook Islakd®wledge can also be
extracted and analysed from the poa associated wittidread artefacts, legends, history, traditional life skills, the land, the ocean, and the

people.

22For the purpose of this study, the relationship bet wetbrought he hu
vaerua (spirituat s sence) are treated as fAheld within |Iife storieso (Eaki
increasingly accepted as a valid model within social sciences where people construct-gteny[ifes] as a means of construgtitheir past
in a meaningful way (McAdams, 2001). McAdams (2001) posits thasstifiees include a record of significant events providing an

explanation of how previous events give rise to current circumstances; therefore vaerua can be found intthe cootén a -pt@y. sonds |



3. This study elustcsiadkapt s ess e@irrchi cagprpr oach. The researcher is an
cultural topic not readily spoken about by the Indigenous community. Indigenousucoty research, where the researcher is a member, has
both advantages and disadvantages. Arguably the positives outweigh the negatives. Possibly the biggest challengénsidermssefrch
i's t he rpeaspeaadiiakshgeall hhembers of the o mmuni t y. Whil e no o6conflict of intel
conducted, it is recognised and debated vigorously amongst insider researchers that this approach has the potentiedtmnainggagand
develop a rich repository of digpand meaning (Kanuha 2000; Sherif 200Kldhe, 2003; NabobBaba, 2006)

4. The research approach is collaborative

KotOleuraurau, koautaa 6au r
E ora ai te tangata
My food platter, your food platter
Gives life to the people

As thist U k Buggests, human survival relies on collaborative human action. The same is true for the production and ongoing trahsmission o
knowledge in the Cook Islands. In the Cook Islands all production is collabdrativee arts (music, performance, carving)eh religion,

(imene tuki, marae rituaih economic production. Receattempts to articulate the social and collaborative nature of knowledge production in
the Cook Islandsmbdel 6dde v Hedgas (2009)amelabarated by Ava (2011). According to Te A@2011;

47-49, the core values to be observed in Cook Islands MUor | knowl ed

Taokotai (collaboration)s important when learning within a community group. Not only is striving to achieve sharetvasémportant,

but so too is patiently practisiniyaevaemaking. The sewing of thévaevaeinvolves both time and inspiration as the pattern fitting
gradually evolves. ¢€éé¢

Tu akangateite{respect) is fundamental in the productiortichevae ¢é Accor di ng t o Ro n gtivkeeaasugfeadtd 0 1) , t he

2 Tivaevae are quilted coversan art form introduced by missionary wives in the 19th century. Tivaevae are made cobllgctivey gr oups of women (the vaodine
role in affirming social relatedness (see Kuchler and Eimke, 2009)



l earning is a form of respect i ng-Hdddes, retipnocahvdraetidegewhiohfbotiotheheaches #ndtheAc c or di n

learner contribute is vital. Likewise, the Coolalstis women develop reciprocity abilitiesigri kite) that produce dvaevaee é .

Tu inangaro(relationship) is valued in the makingtofaevae é . . A process of relationship making occur

spent on spiritual matters, sdrvation, demonstration, listening, practising, analysing, experimenting and reviewing the task of producing a
tivaevae é

Once an adroitness in handlingh\aaevaehas been reachetivaevaestudents share their arts with the commurAtairi kite (shaed vision)

is highly respected among Cook Islands women makingitaevae When the women come together, they have a shared vision of how the
tivaevaeis going to turn out. Rongokea (2001) stated that shared visitimaglvaeis based on constructing éwledge incrementally,
complementing personal growth and development. According to Rongokea, shared vision is culturally responsive becasesatst trepre
values oftu akangateite{respect)iu akakoromak{patience) antke kauraro(humility)

In addition to these values, Te Ava (2011b:58 describes the stages of knowledge production in terms of tivaevae cieltidoi (data

collection), tuitui (analysis), and akairianga (presentation of results)

() Collaborative data collectioniit Ko i k o i refers to the gathering of the patterns need

and readied for discussion before being sewn together. ... The tivaevae model allows participants to be involvediansliseer a

considerable time period in which the focus is determined by the interests of the participants. They, in effect, wingrtheid pat t er ns 6
to show and evaluate. ....The nature, degree, direction, pathway, place and time are circumsgreuiheddty the participants in their

immediate surroundings, and shaped by their world views. This is a dynamic interaction -0élBtayydebating, reflecting, sharing

knowl edge of geneal ogies, along with food and other necessities.

(i) CollectiveAnalysisiiTui tui, the sewing or stitching of the pattern on the
tuitui to make the tivaevae, they make connections with each other and begin developing relationships. In this resesych, maki
connections means that over a period of time, by speaking both English and te reo Maori Kuki Airani relationships wigmgsrtici
families, teachers and schools are progressively established as well as acquaintances shared. This Cook Islands way mofdavau n e 6 s

soci al standing is similar to socialisation i n t hyenpwpmosefud of ti vae

relationships that aligns with the tivaevae model. This is a crucial pattern for the tuitui pageshévbecause the strength of those
relationships, positions, and connections determines the beauty and complexity of the finished tivaevae. Thus in teamth afnes
the relationships which are part of the research, the degree of honesty and tagspasiearing information, opinion, and attitudes are
well identified. o



5.

(iii) Presentation and sharing of resuit8 A k a i F Thia is theaevaluating and offering of the tivaevae to the community or to individuals

as a gift. In the Cook Islands tuwde, the tivaevae represents a symbolical token of two Cook Islands values, aroa (love) and tu
akangateitei (respect). o

The research is additionally framed by the O6Akapadaaedgan | deol
Aot ear oa New &Higgihsa20@4). Th& mmadel was collectively conceptualised by a number of Cook Islands postgraduate
students at the University of South Pacific, Cook Islands in 2012. Students contributed knowledge from their own exaatiesiaes

communities. It is described as a living generic Cook Islands ideological framework. It provides a cultural lens fromdiviniicial
models can be further developed.
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7.1deally, from a methodol ogi cal perspective, traditi elamguagekitm owl ed
sustain the 6tapud and O6manad of t he pratementdnt Nukutére (Rardiongapgeagedn t he e

Chapter5, which will try to capture the full meaniraf any concepts lost in English.

Summary

Indigenous peoples around the globe have been the subject of research interest sirféeeheuyd(Given, 2008).Colonisers exploited

Indigenous peoples as evidenced in eateudi es i n developing theories sdthefitraduction ofa | ev
civilizing institutions to govern i ndi goeossothesPacificohanve lercoudterend thé &me e n
treatment. Thepave been the object of and subjected to Oout-MUdrirsoThesad
experiences are not unique to Polynesians, in fact, Indigenous peagbediygface similar experiences. Cram (2001) reports that research
undertaken by O6outsidersd often results Ain | udge meathérthanthelivedg ma d.

reality of the i84digenous populationo (p.

The researcher and the research for this exegesis is intimately linked to the researcher as an edutiatactinoner anca community leader

Therefore, the researcherresceanr chhe r &l a stanstuthyiiheadielddiosivldehrthe deseavchée detongs
(Unluer, 2012). Adviaems agrechefd baine;g an Oinsider

1 A greater understanding of the culture being studied;

1 Not altering the flow of social interaction unnaturatiyd

1 An established intimacy whichrgmotes both the telling and the judging of truth.

(Bonner & Tolhurst, 2002)



Research al soresdacahessodionoandbe considered biased, through ma
lead to the loss of objectivity (Hewattaylor, 2002). In undertaking a comparison of being the researcher and alabjbet of the

research, the challenge will be to remove interpretations in order to allow the research to speak for itself.



CHAPTER TWO: 0 AKAI RO E -ME ORU ORIND THE | MAGE

The idols were covered with curiously nettéaet of finely braided coceaut husk, and ornamented with red feathers. They varied in size,

some being six or eight feet l ong, others not mor ei;afddhnose as many in
representing the natioa | or family gods, toos [todo] . I nto these they supposed
prayers of the priests. During this indwelling of the gods, they imagined even the images were very powerful; but whigrhéte sp

departal, though they were among the most sacred things, their extraordinary powers werdtisnd829: 203).

To the Polynesian mind, there was nothing miraculous about the existence of pyschic rapport between objects and perstnge asia
wh o | ldandy (1927: 4).

Introduction
Traditional Cook Islands art works are evaluated in terms of their aesthetic appearance as suitable temporary insfaattigtityeds) and for
their "effect in the worl d. Trheodarotliestod) tared ttatbas ngal I(e&kmntoiwd ee drgaet

first chapter concludes with seven criteria defiainguiCao&t lalamndt

rapport with the divine.

Atua,t adunga and artists in the Cook | sl ands

Every object, substance and place had a spiritual being or guardian and every situation, state and work of man ahdsphateleting
deity (Williamson, 1937: 20).



The core of Cook thastiisavorld s novdlhaman wobidebltia éiviine Wwosld governed by atua. To cut a tree, to harvest fish,

or food requires the permission of the atua that createddercesand requires a t Uur ad kai (gift or off

Atua presided over theceans and its navigators, and over the valleys used for planting. There were atua of fish, atua of medicine, atua of
sorcery and atua of labourers, planters, net makers, and canoe makers, etc., (Williamson, TB8%e€0hds were instantiated manyforms

- in objects, myth, ritual, and ritualized practices. Valeri notes that deities may be manifest in colors; days of thepenmukh;of the day;

natural phenomena such as thunder, light, seawater, and so on; plants; animals; seasons; ceftaiowgifeifmations; a particular number;
birdsongs; and so forth (1985: 15ff).

Atua resided in Te P@ which, in Cook I slands cos mol Ag nccordmagte t he

Gill, arei

mere transcripts of what was supposed to be going on in AvailkP[P&heir knowledge and skill being derived from the invisible world
(Gill, 1876:130-1).

The art of this world [Te Ao] are fasimilies of what primarily belonged to the nettiend [Te P @and were taught to mankind by the gods.
The visible world itself is but a gross copy of what exists in spirit land. If fire burns it is because latent flame emsrhidd wood by
Mauike in Hades. If the axe cleaves it is because the fairyt]sgiitihe axe is invisibly present. If the iramood club Kills it is because a
fierce demon é is enshrined in it (Gill, 1876:154) .

Thomas describes Te P@ as

the sourcenot only of divine influence, but also of fertility, children and general efficacy. Agricultural growth, successful fistintgaay
forms of specialized work ranging from tattooing to hebs#gding required sacrifices to deitiaghich would ensure theipresence or

S For exampl e, ATane was given Forestry and hence c deitytof woddIcrafidmen. Befoeesa treelwould desfelled im the foress e c t |
for a voyaging ship or an important house, Tane had to be placated with a ritual chant or invocation; and before conmiemmngra task, an offering was made to Tane by the
craftsmm ¢ ( Hiroa, 1939:38).

* WYnstantiated i s used h e rworldyabstraetianrin contrete forneiathisveoddt i on of an ot her



favour; chants at the beginning of such activities summoned the deities from the world of darkness while those atubigin smght to
compel the gods to return. This auspicious presemiasirable temporarily rather than permanenttgndered activities, places and objects,
tapu, a ondition of heightened sanctdy. c ont agi o u s | y -tapuhpersoastoreobjects i the wicinity.dapu thus required delicate
management. It had to be protected for the duration of a task, suahcabuailding or planting, but subsequently had to be lifted, so that the
object or product could enter into common use (19957)06

Te At (i &odkthé animating essence

Ko 6o U 6atua nui o te rangi tua tinitoni
Te atua mekameka maraurau mana kanake

Il 6o the mighty god of the many heavens
The onmipotent and omnipresent god; he and he%only

A further relevant aspect of Cookdads cosmology, is the beliefh at f ar beyond Te P@ and Te Ao, beyo!

realm of theSupr eme Bei ng, I 6 o matirey tspirid withoot parentshé lifeo creatihgeforca that made the universe out of
not hi ngness. |l 60 refertshetd itflee ecssreancef ampehihre@rt ofarctrheGat (i Wanréd:
1927:97)i 1 6 0 t e -terapgatuatinuti i rkii . Knowl edge of | 60 was, according to Hand)

| 6o was wever made.

5 Savage, 1962: 12
6 AiThe word "i6o," commonly used for "gotdhe¢ @omo@eird yt osnetams t'pee h, tthergddcowas bdél aevedet
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Figure1.1iThe aut hor prepares to cut phei tddr@i pi¢aves] umbnkircagltitios dné¢ wify
origin or inspiration. Through this ritual, the tapu is removed and the canoe can enter into mundane use in Te Ao, the eveaydworld (Source Mike
Tavioni, 2005).

Figure 1.21 the double rainbowi 6t he bel t Tafigndfautagpss footle ¥aka launcliSource Mike Tavioni, 2005).

11



Tadunga

Writing of Tongareva, Hiroa noted that the atua were invisible to ordinary people but

aaconveyed by the word kitea (seen

€. .were seen (pitea)sbg the ttaan
t The priests made materi enémiestsepr esent at

S
communication with he gods.
could use in aemonial procedures (1932;87).

Writing in 1833, just 10 years after the arrival of Christian missionaries to Rarotonga, the Rev. Charles Pitman daseriaspests of the

work of the then still extant t pitedmediamsimar ae (r el i gi ous adepts) ol

They had a meeting of their taura atua & people when they were inspired by their gods & related to the people whatdtietr gedhad

said to them the previous night in a dream, or what he had seen in the po & and would sayhe& ssavthere who was then living,

signifying he would soon die, which proved to be the case. When the god was displeased, the prophets would open theirdsamred t

places (maraés & sweep away the dust, cobwebs, etc from the floor where theivgs placed & from their deity also. The prophet

would then take off his [the atuabds] robes (i mmefemfoundthd | s of nat |
excrement of rats, their nests &c in it & large holes eaten tsethacrilegious intruders, which when discovered the prophet would inform

the people of the cause of the anger of their deity & give orders for fresh cloth to be made & a riew kigkiddzed out, as the only means

of appeasing the anger of the offended. This was the employment of T8pa&lso to karakia (Pittman, 2000:166).

The unwrapping of the tapa (bark cloth) covers, r e c ods theegbd black Pi t m
to the net her MB:r113fyet letvhsebehmady id the Hared$ df the chief and priest, some residual power in the form of spiritual

7 More probably the 6éare atua or god house of the marae

8 Savage (1962; 105) defines ki di ki di as fAn. an ar mamearet ami itchn orr aretcioalad eo fi daod &r; n meret ¢
refers to the wooden god clothed in tapa and seems related to the Tahitian ivordiki.

Tupei a sub chief of Ngatangiia, and a Chief Judge in the missionary pege€(scombe, 1983; passim).

12



exuviae removed from t he ki 6ii dea féotnote 8)v dhisdesidual matierrisskaogvm as gadaiinotire Nokfiterea g

language.

Figure 1.37 the robes of the atua $ource © Trustees the British Museum).
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Figure 14T acr oss section of a kRar otwomgapre d@dumea Cf Toustablshe®ritish Maspeua).

There are many types of tadunga in Cook I slands soci everyheirfieddac h wi
of speciality. There is, for example, the tailseaty,&umeta (foadibowlsldtco i s
the tadunga tarai vaka or canoe building special i sdteatdilness;thea 6 ung e
tadbunga akabdbanau, a skilled mihdewicfoen;s ttrhuec tti adummga rmdriage owlso pdwaeres
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eyes), who sees fish; the taodunga akara etu, astromuog®rkerastthmro

of knowledge, history, genealogy,ar aki a or prayers, and the tadunga purepure or pr e

Figure1.5Tsurrender of the ki 6i ki 6i Sourdedournaha Civilizatioa, @cobar 16p1844), Rarotonga (

They dropped at our feet fourteen immense idbls,dmallest of which was about five yards in length. Each of these was composed of a
piece of aito, or ironwood, about four inches in diameter, carved with a rude imitation of the human head at one emdaambsaene

figure [phallus] at the other, wpped round with native cloth until it became two or three yards in circumference. Near the wood were red
feathers, and a string of small pieces of polished pearl shell, which were said to be the mamaiaf the godWilliams 1837 30).
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Thet abunga i s associated with an ability to 6seed or egxample@aithee wha
construction of a vaka, the tadunga vaka | oo kfshewaka whichkbhlsogstablishes t i s

the top of the vaka; then he looks for the stern and bow. This is the moment of inspiration when he sees the fulltpetakaoin his mind

while everyone else sees only a log. Apprentices turn the log until itldye way t he tadunga wants it. The
homage and to honour his brother, the tree, whose | imhkeadymbslicb e en
cut or cut a line the length of the log andthet he wor k starts. The tabéunga guides the tool

[ Handy (1927: 283) points out that every tabdunga had,alscuadepsr hi s
others assistart or apprenticeso].

Rongokea (1992) refers to the inspired role of the ngaanamwheh i n t h

has adapted the traditional roles ofi the tadbunga and the group, |

Most women know how to cut and sew tivaevae, but only a few women are expert in the art of designing, cutting and ssaedStindn

women have attained the status of being a tabdunga sbeaablpesayon who i s
where a particular idea for a pattern has come from, but may find inspiration in their environment, drawing an integiretsdictiney see

directly onto the fabric, or onto paper before transferring it to the fabric (Rongokea, 1992; 2)

A tabunga tivaivai may design and ictohetactualuealdation dfgshe ivhevap letng teerwork of then d = w
vabine tini (group of women). Il n many cases awdn tthlag drheu pg @D umagra
motif and cut it and many women worked on sewingit, mk e ( 2 0 0 9 )f the tivatvai watesdisilalgeal, tfor ifistance in an annual show,

only the ownerdéds name matt er e (Ejmkep2009:31) he prai se 1 f any was given |

16



As with carvingi the historical spear of Ninaenua, forexamplet i s t he owner 6s name, Kari ka Tar aape

the makers. Its origin or inspiratth r emai ns i n the supernatural world of Te P®@.

More Tabunga (1990) points to the complementarity ofondcladbhemoga and

top of the othersé) in the collective t ask oHumagnbendswithitregofls i n t hi s

Ka tui tUOtou ia tUtou ki te kada, kUre e piki ki runga, ka tui
No te mea, me piki ki runga, Kakaranga ia koe e tivarevare.

Me tui ra koe ikoe, teirotdt o 6 ou t oit o § o tiigotovti & cove ki k o.

Ko te mUOkave tUr0 o te kabda.

The production of art is never a mundane or everyday actiiptu (2013;340) notes the placing of a tapu (spiritual protection) on the vaka
making ground during canoe construction in Atiu in 1992 which excluded womegirtmftom the site. Table 2 below, derived from Teiotu
(2007:5) lists six contemporary tapu placed around the production of tapa on Atiu.

' The word o6inspired i sofadvaeordugernatural beinginparting a tiuth or ide@alto ssneanas (©xford English Dictionary).
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Table2i Tapu

Not e

Ta 6Unga Tutu

Anga

Contemporary Tapu Associated with Tapa Making Source Teiotu 2007:5)

be

of

r

€

Al f any of these rules ar e (Bouc&Teioty, 200m® anga wil |l

Kare tUtadi uaat u|Theymustnotsleepith their husbands unti

akatikaia kia moe ki tana tane i te reirg the Anga is completed.

tuatau. Kia aat.i They must not work during their monthly

reira ki runga i te Anga menstrual periods.

Kia akapapu ko&aine e, kare koe e They must banish men from the area in

rokoia mai e toou tuatau maki maramg which they are working

kotou e tutuanga nei. They must completely strip when washing

Kare tUtadi uat u |the fibre in the pool of water selected for th

akavaitata atu ki teia angaanga. task.

Ka noo tabdakaua t|Theymustneverstepoverthe Tutunga

te tamaanga o te au kiriau i muri ake i| (anvil).

ina anga me kare rasmga. Ka tamaia t{ They must not eat or drink when working

reira ki roto i te puna vai. with the fibre. The

Kare tUtadi wuat u |whenitistime to eat.

Tutunga i te au tuatau ravarai.

Kare e akatikai a

manga i te tuatau angaanga. Na te

Vadine Tabunga e
I n entering the work site, t he t ad un gtaasma apuiplce and kaaatifging tha wotkothe tralv e
materials, the tools and the workers. At the endrgthihg pnopécin
eveyday) again. Thus tundertakeo asla spoitual dndh spirittally Samciignad emtegpridenwisanctified or tapu space.

According to Handy
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The main features of all kinds of consecrated enterprise were everywhere fundamentally the same. These were: organizatibonand
under master craftsmen or adepts, and priests; worship of patron deities who were commonly deified men by means of thexyer and
presentation of offerings; tapu and purificatory rites designed to insulate the work, the workers and the product, fileentakiihg of
omens relative to the outcome of the enterprise; empowering workers, places, instruments, and the product by usingafondnataaad
endowing them directly with mana through spells; consecrating the finished product by means; dnitdfadally feasting and general
merrymaking to mark the end of the consecrated period, to enjoy the product, and to render thanks to the gods (Hart)y,1927; 28

Whil e some of the tadunga were sacr edknboywlveidrgteu e koafr atkhi eai,r eatscs.o, c inac
At the time of working, the tadunga entered a consecrdladéodheor t a
creation of carved works, performances, etc. Once work waslcempe d t h entered thalevayyalay warld having completed various

rituals for the removal of tapidi r oa (1934; 135) specifically arguéds against regarec

Gill [1885; 274] states that carving was the employmésaored men and that when Rédarved the set of gods for the national god house

[of Mangaia] he was believed to be specially assisted by the gods. When employed on important work, the craftsmenhaddépaditesl in

the marae overnight and used in@dions to give edge and strength to their tools. But though religious observances were kept on particular
occasions, the craftsmen as a class, were not sacred, as Gill states. During his period of work, Rori may have bein ésdedas spect,

but ke was not a priest and was no more sacred than any other person of his social grade. Although some of the priests were master
craftsmen, their sacred attributes were derived from their priesthood.

On the other hand, Handy, citing Gill (1894; 342; 1876;141) wiites

The carpenter priests (tadunga) in the Cook I sl ands syhbolwaser e char ge:
the sacred adz, constituted a priestly ordet thaof f er s a ¢l ose parall el t o, and perhaps was a
(1927;1512)

Yet Handy goes on tufungajslkllédegerdorsjanmas applied on sonmdustrial experts; apparently no religious adepts were

honow ed with that titleo (1927: 152).

11 Rorii Mangaian carver of the late ®8entury, who sheltered for many years in the Mangaian karrenfeld or makatea following a change of government on tlegiislasdh&grandson
of Una a Tahitian tabdunga kar ai and is attr i &ounowhdechisonngdd Teipa was carvagl byehls &iend Tapawif(sed Hirea, 1644;) or g
362) At least five of these carved god images remain in museum collections.
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Il n contemporary Rarotongan | anguage, t: 865 Y Bugeaand Taringa,r18958;471)dut ascdBusa s 0 p

and Taringa (1995; 341) also point out, the-@teistian term for a priestwgsi 6 a at ua 6god container6; [ i n N
god), or kauwaka (mediur) . I n the Cook I slands only the tadunga mar ae, taodun
class, with recorded descent lines recalledeineglogies (see for example, Hiroa, 1934-113).

Unli ke the Opriestly clansd or kau tadunga (or der Islarfds historg, wihai e st h
few exceptions (for example, the Mangaian artistRori)l t appear s that the tadunga artist was n
the transmitter of a style. The tadunga was not a onotherbeasons.dlis a pr
isnottosay hat tadéunga were not recorded geneal ogically as de¢hatsamgday m
families were regarded as tabdbunga families, with knowoevtimegFerne al og

exampl e, the Tarkaarte of arhiel yn,gattda o uvagkaea or the Tupe family mentio
celebrated as the creators of specific works, including all the great masterpieces of Cook Islaittistilaetknown exception of the Mangaian

carverRorit* Gel | observes that whatever personal recognition came to tI
i ndividual tattoo artists among the MU o r ieir work nstamtiated] better thaa theirp e r s o n a |
competitors, wha't MUoO T i col l ecti vel y i notlipeausd their tatos were apprledialechase i n t he
di stinctive productions expr es s iocuturatlyfrecagmsed linkage between ariistic eXcellehcexandd u al i t y é

the expression of artistic individuality, and since genres and motifs were subject to such stringent canons of styksiie cibhie much
more apropriate to tthramati nd@d oli ldaatl isv iatsi aisdn tiscassidhe oEWegtdrreg@ell 198: t han it wo

158).
2 Also fiany person skilled in any special 3&Wt; an artisan; an accomplished craftsmanod
¥ Handy (1927:160) notes fAThe Mangaian word [pio6a at-bakdfofheh#Berliiempbogmbodinmengusl b

of such mediums as wakaéo (19e2a7r;l1lyé OQh rRiisttmaann (c200n0v0e:r t9s7 )r enfoetrerse dhotwo i mages of Chri st as
14 Hiroa (1944, 472) suggests that a possible reason why Rori is remembered is as an iconoclast of previous religiouanarttiimsrasn exception to the rule of stylistic umifity and

coherence. fiRor i evidently followed his own form of aub€&l 8&e form afedabgaRamni rel i gi
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This is not to deny the possibility of innovation as the result of individual artistic activity and even in adhering ¢sttl&ingent genres in

taat oo, the tadunga tatau is free to be innovative sihgindivheal markea of

or signature.

In any case, the description of the Cook Islands artist, given aplaees them at some distce from the stereotypical western artisandy

(1927; 149) describes the tadunga as not only an aershiptoenalbhe himi s s p
to organse and direct the labor of other workers in commdn e n tTehrep rtiaséeubn ga gener ates an inspired V
be directly involved in the realisation of this vision as a finished art piece. Their key role appears to be to leadatitkigspug ia body of
consecrated workey some of them also adepthh@ r s as si st a n(Hasdy,DR7288)ptpensune b shareds/isionatairi kite'® in

the process of reahition'®,

Mana, for a tadunga, derives from tdaenrmddtte dbrfe it )etd hspither@bilitytoc he i B
share this vision with a group of assistants who will work on realizing the final product. The art work thus producexldafiinigsits owners

(the commissioning ariki or priest), and ultimagtéd the atua, or descendants of the dtuwt exclusively or necessarily to the artist as an
individual. The artist is recognized, given mana and rewarded during his lifetime, but is not recorded in history gsiesiefand warriors
are.InMoreTabungads terms, he i sihae sdoeasn dn catmosnege kb uthoe it 6ocs| naankbeedrs eonnn itto pwoo r

15 Kite T knowledge, vision ; akairi to add to the top, to top pi.e. every person addiseir contribution to the existing knowledge

16 This is also evident in the description of a dance performance on Atiu i ivMe s srs. Ander son and Burney saw, at a small di stanc
with red feathers,gnaged i n a dance, which they performed to a sl ow and inshedagaaipofapgrompterrsung by t he
mentioned the several motions they were to makeé. o (Cook, 1784: 114) .

1 n Tahiti, éasommedbi sgubuwaof hi m, rather than in him, that élsi,veads iwh etnh eh eP od,r etahnet 00 t(
1937; 204). In the Cook I slands, fia manmr&elspivieirt tlwaes islpmased ot holl dlace®ntviee slkeodvy tihn t &
This was their explanation of dreamso (Williamson, 1937; 220) .
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Art in context of the Cook Islands

The main forms of art in the Cook Islands have traditionally been

(1) Material art, including
(1.1) Religious or sacred attart crafted for the marae, such things as atuat®ann d 6 a t a épus the atamila {waaden)
chief seats), tokotoko (staffs or war spears), tapa for the gods or priests or chiefs, head dressesn tivaist band, fibre
sandals for the ariki, priests and helpers on the marae
(1.2) Decorative art art for adornment and for identityfor example, tapa designs for each nidatatau designs on sKité?,
designs on mats and tapa, intricate designs oredajects, including the vaka.
(1.3) Functional or practical artvaka, kumete, nets, eel traps, fish hooks, baskets for food gathering, weapons for warfare, etc.
(2) Performance artdance, drumming, imene, dramatic performances, festhfalseral dirges and ey and associated instruments and ritual

props (drums, flutes, unu, etc).

8 Unu-Captain Cook refers to the unu as a fAPteceesf dE€alenpeadisandedCedk ditgd inWhrechc18938089)ei r gods wer €
¥ Rev Charles Pitman (2000: 213) r e p ocanvil] endwhdt theoNativé women deat theein doths) fioticindntiee carved woidg, rwassinfofmiedithattimisgnas
the sign of the tutugna [tutunga] of a chief, the poor people could not obtain it.o
20 Writing of Atiu in 1777, Samwell noteisi Thei r t at ¢ ke wkinl gf Heraldeynis thdse of the same tribe or Family were marked exactly alike, however our stay was too short to
make certain of s uc8m€AccoantsmfsAtVayage o South Seas imildBBeé 1738 Written by David SameweBurgeon of the Discoverin Beaglehole, 1967;
1009 .
21 According to Hiroa fiAn island developed its own tattooing patterns, which were respected by others as much as if they were protectedditgadem of the old Rarotongans, on the
back of whose neck | saw theutevemo t i f é, t ol d me t hat btteryouagmen vwho plamree avisitno Talhiti aad whor ath waptedattieveto show that they
were RarotongdmlaAd ORAEI L4 0148RAN CI O ATA 50ATCA jcnnmed opoeq O)1 OEI AO 1 #mbAIA QA £/ A GEY 1xa
A 110EZLZ xAO ADPPOI POEAOAAR AT1T £ EAO Al OOAA OOOAE Al 1 Mmh&dilhe Berk ok dnk Olie @& Atbléh bycafdingr, OEA A OIT «
EEGCEO AT OOAAd j#O01 AT T AA AT A #O1 AT i AAh ¢nmmod ¢@uQds8
2 For a description of ACeremonies and Festivals broed9ht by Tangi 6ia to Rarotonga from
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Figure 1.67 Tribal designs of Te Manahune, Ngati Tane, Ngata Akatauira, Ngati Ruaunuku and Ngariki of MangaiaSource Pal-0-1233076
Alexander Turnbull Library, Wellington).

None of these categories was exclugier example, the painted vaka was both decorative and funcéfiptie carved unu was decorative and
sacred and played a role in rituals and festli vaand .v eKrabealp |l arrt swriin

(2007; 122) and has argued that it was a

2 ATwo of these boats were most curiously staino6d orngmsaiéd ed. taHdy osveeamond ttho bH awek tiank & m
than punctuating their Aownoubrondayls .oo0f AWiMolyiaagne AMiaddeer isiBemglaioles 190Ma8file st y6s Sl oop Resol uti on
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combination of product and process that makes objects sacred and divine, and that the performative elements of the prosess ar
important to give divinity to the .[objectdjemselves as well as to what they contain (2007;123).

Figure .71 New Zeal anddés trade with the | sl ands: Taki ngSodrce AWNS 120906063%2® a st e a
Sir George Grey Special Collections, Aucklandlibraries).

What set performance and productions apart &veass their suitability as media to instantiate atua in their communication and dealings with

the mundane world (Te A@)t o become, in effect a tUOura atua.

When invoked, the patron spiwas evidently supposed to descend into a figure [or object] in much the same way as a spirit was believed to
enter the body of a prophet and possess him (Handy, 1927: 122).

24 In the Cook Islands thereisnosuchwordasart. ltso s est cognates are the words akamanea, meaning, trovesthatcor at e (
represents images of some sort; ta tatau, ta meaning to hit or smack, or to cut or pierce skin and make margstatadesiganing to read or for reading.
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This process of instantiation of a person or object by an atua is referred to as haatopa te etua (to cause the gothéoMalijjuesas and

faaiho (to use prayers and ceremonies to procure the presence of a god in or with the image) in Tahiti.

Theysupposed their gods were powerful spiritual beings, in some degree acquainted with the events of this world, and gemanadly go
its affairs; never exercising any thing like benevolence towards even their most devoted followers, but requiring ltbotzeghbemte, with
constant offerings; denouncing their anger, and dispensing destruction on all who either refused or hesitated to camitdyth@ubeople
supposed they were spiritual beings, they manufactured images either as representatiorfsrofi theid emblems of their character, or as
the vehicle or instrument through which their communications might be made to the god, and his will revealed to th&29(E385) 1

The term é6tUurad is often glossed as 6éprophetd or Omediumd. For

Taulaf Odr @si gni fied one who was subject to possession by adsgod or spi
orspirs were supposed to enter in order to speak to mené.. At the tir
mediums were regarded by the people as living embodiments of the gods or spirits believed to be in possession of theifatdtes

They perhaps might better be described as vessels or containers that held the indwelling spirits (1927;159).

Hence the Mangaian term for these oracles as po6ia at gemtinooter god ¢
natural and artifical, animate and inanimate objects, including animals, insects, birds and fish associated withfanexdmnple, the veri or

centipede for Pa Ariki, or the ika moeava or shark for Kaindkuanimal thus instantiating a god owitie ancestor is also referred to as a

6t Uu r aBat tiky gogtsticks and other carved objects could also instantiate the divine, and become divine containers and thus meet the
definition of tUura atua, as c othd nmbst peautiftil and/or zkilfal exen.andlwomen [ieeKaroifveeee o f

chosen to attract the presence of atua to their perfornfances

% According to Teuira Henry, for Tahiti, AThe men set ywepedreetfronf personal defectspas theegeds veyeosdpposezir e  a b
to reject a man with a éish, such as having a hump back, bald head, blind eye or eyes that squinted. They must be deft of hand and suas foattéal beoawkward in the service of a
godo (1928; 155).
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Hooper in his introduction tBacific Encounters Art and Divinity(2006) writes that

MUor i def i ni toaestheticstb assesstments of tdauty, tastetform and skill in manufacture. Anyone viewing objects in this
book [Pacific Encountefswill notice the enormous care and refinement with which they were made. These qualities were pleasing to the
makers and sers, and also effective, for such care was intended to please the gods as a form of sacrifice designed to bring ailabut benefi
effectsé.. These things were made to do a.job, to have effects in tI

AEf fect don (tThee AwO)rli s al so HMHoibperabi defiyntoi bni of§ mboat effects
(Hooper, 2006: 37) . These fAeffectso might include, f atitieseffish,map | e , a
spear or club that brings great military victory, an adze that creates exquisite carving, a magic token generatingcdlingsg death, etc.

Similarly, Handy describes mana as experienced in

MANIFEST ACCOMPLISHMENT; in objects, riteand processes it was exhibited in PROVEN EFFICACY (Handy 1927agitals in
original).

Thus, as Hooper notés

€.a god image and a <chief, or a magnificent feat hered cificl oak and ar
occasios, as vehicles suitable for the physical manifestation [instantiation] of divinity in the mundane world (2006: 31).

Il n such circumstances, these items be¥ome tUura atua or medi ums

% According to Handy (1927: 126)enbeetlewhZeaabamdoMUbncawoantdi 6ar bé ¢-17)who eéefimbscadaitomeant of a
ifithe conception of a materi al representation of opmseitaiontéeef omaimm bei whgi oh condstviosi bl &
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For this sort of image, the god can be sumedprtoaxed or entreated by offerings to enter the image for the purpose of communication with
humans be this for medicinal, divinatory, military or other reasons. Once the human/god exchanges are completed tles gmad retir

distance and its temporaryssess el r eturns to finor mal o mundane | ife (Hooper, 2007: 172
In my own art practice, some work may have intrinsic mana (the result of inspiration or visitation) while an ordinarjkelgeateapon,
tokotoko or staff may have no intrinsic mana at all. 8sitHandy (192728) pointsout i Bei ngs and objects of alll
greater or |l esser degree of being mediums and r eser vbyiforexamplé, di vi
placing an objectonamaraet t h t he owner or tadunga asking or praying for it toc
Object s, persons or product s & instantimtipn wese imbued with mana anly Wherr utiliaed byatuaufer 6 st
this purpose. For the period of vis at i on, objects fAbound and wrapped and O0decor at €

6depictiond of the god, but the body of he god in artefact for ma

The following chant from Mangaia (recorded and translated by Gill, 1878; 219; translated March, 1:8%h82Favioni) illustrates a number
of these point$

27 The temporary nature of visitaton fromPe@ s i | l ustrated by the fact that #fAtemples [ marae] we miedbythte i n
priests, and the tenmlcourtyard and surroundings were cleared and weeded. Any necessary repairs to the stonework and woodwork upon thenedertowehe priests and their
attendantso (Hiroa, 1939; 27) .

Hiroa noteg fiThe piece of sennit representing T&ie and the ennit roll representing Mokoiro were ordinary material until priestly ritual converted specific pieces into religious symbols
€éThe representati on oMandaibbg sosimpdleiao objedt as @ shell tripet ghay appear contradictosy gertbral rule of simple objects for minor gods but the
particular shell trumpet was used by the king to call the warriors together for a campaign in the name dffRenige. sound of the trumpet was the voice of R§h§44; 464 emphasis
added)
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Tataia i te tanga o Tane Beat the drum of Tane

O te vaa i a | tFrom the kadar
voice issues

Taipo e Go on!

Kua tangi reka te vaaTane So thrilling is the voice of Tane
Rutu ake i te tangi [i.e., the drum]

Ka rutu au, e Tane! The very heavens are shaken
€. O Tane, | will beat your drum!
E kakara tuputupu Abundance of fragrant leaves
E kakara koritonga Beautiful sweet scented flower
E maire titatoe e a kake With garlands of maire for the

arrival (of Tane)

Taipo e Go on!
Uru are te kakara i tau ai And white pandanus blossoms
Ae! Ayel!

Here, flowers, scentdde aves (maire) and the drum (kadara) are used to enti ce

embodies Tane. As March observes

It is evidentéthat the drum é.was regar ded a sthatfhanstrdcls and forbtled i me n t ; w
kadara [drum] fissure it was Tanebs voice that issued (1893; 328).
For the period that the god is present, the beat rma#étuat he drum i ns:
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Figure 1.871 Anel abor ately carved slit gong, ORanginui 6. This figureefrom Mang
anthropomorphic representations of gods (Hiroa, 1944: 463). Yet the drum figure can be seen as instantiating the gégdw h e ndrutn kvas beaten
it was Tane that was struck; and for the Roaréecar@afwWed mdr dmsskhimewntawaéGR

formerly in the Oldman Collection, now on loan to the Cook Islands Library and Museum Society).
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Figure 1.97 Head-dress made of tapa, barkcloth, feathers, shell, sinnet, tropic birfikathers, cane and human hair. Red feather rosettes feature
prominently (Source AN215856001 Crrusteesof the British Museum). Red feathers were considered attractive to the gods.

The corollary, when the god does not come, is described by Pitman for Takitumu i 1835

I't appears that Tagnaroa [ Tangaroa] their g olokethetaseantheit nesiccesss hem & wen
in war, or the illness of some great chief. A great quantity of food was instantly collected, with pigs &c & taken toathéohiavite his
return, which when he saw, he would sometimes return. But if his displeasuwenyageat & he did not return, they would cut out another
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kiikii, i.e. representation of their god & clothe it with rolls of new cloth & often times erect a new Marae in ordes thagdi might be
appeased (Pitman, 2000:23%).

Meanwhile atua that had become ineffectual in this world, were discarded, as in the case of the ariki Tamatoa of Aitutaked/hes marae

and abandoned his god after his daughter di ed d(&iBigms,tl87:1®). Infkeo ki n g
Dirge for Atiroa (Gill, 1878:2812) Koroneu rejects his god Tane following the loss of his son and calls for the image of Tane to be plastered
with faeces and farted on (ud), s anoughfgrthisfadt Heee thk image modonger funaiontasa r a n

t Uura atua or medium of rapport and has to be refashioned to achi

The presence of atua was further induced by the addition of red feathers to the artefact opte r f or me r . As Thomas (1¢
feather artefact enhanced the efficacy and diiviedi tfyeadfther s éwavanmr
valuable offerings that could be presented; to them the power orno#us the atua was imparted, and through then to the objects to which
they might be attachedo (EI'l i s, 1829: 2 6RejolutiopisitingiAttunm tha& Cablelsladsn ( a
in 1777, noted that the red featherswere s er ved f or decoration of the ari ki or senior p

€ they now appeard without their red feathers which weddamondkd.foor

(Beaglehole, 196; 8 4) Lieutenant Gore noted that the Atiuans fiware [sic
templeso (Beagl ehol e, 1987, l; 87n) . The presence ofestskadthef eat he
performer also sought inspiration/ communication thr oegdandbacki r pe

again. This summoning of gods through performance is most apparent in maraé rituals

2% This overlooked reference definitely identifies t heidehtificatipreof Te RengoRritigh MiBaumoLM$ 169, 89cm, 6 st a f f
ex LMS Collection) which, in my view, should also be identified as Tamg.
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All the priests of theMangaian tribal gods were inspired priests who became possessed by the gods when their advice was needed. They

were allpi‘a atua When Rangi wished Motoro to manifest himself, he consulted Papaaunuku. As the priest worked himself up into the state

of posession, Rangi cried, "Ka uru Motoro!" (Motoro enters!) The eyes of the priest became suffused, his face and body isvitchgd, h

opened'etmama , and finally he spoke the words of the godé(Hiroa, 1934; 17

At this moment the priest instantiatedth®@ d, and became a tUura atua.

Summary

This brief discussion of Cook Islands art and of tthelth¢traléafthgg a or
artist which are relevant to this exegesis.

The 6artoeworkh @moimgmumatati on/inspiration/visitation from Te P
The medium of this inspiration/divine communicati on dresnovtlhe t acd
of tapu, etc.,) thelivine presence and the process of its instantiation into an artistic product or performance, to have effect in this world
(for example, influencing the outcome of war, the process of healing, etc);
T The tadunga, acting i nwely wihd graup bf gpprenticesmoo adepts,awdrks ¢orcreatedhe feeeptacle or vehicle
for this instantiation in material form or performance or enterprise, often in a physical area designated as tapu. Bagreeiaprises
such as fishing and plantimgquired the observation of tapu rituals, such as sexual abstinence, to ensure success ;
i The finished product or performance manifests the aesthetic standards required to successfully instantiate the thoughtscatioms
or visitations of atua fronrT e Pa&nyt hing | ess would not be worthy as the tempc
perfor mance, 6speaks6 and has effect; in it, the engpvi si bl e bec
1  The finished productim ot regarded as the exclusive product of the tadunga

engaged in its realisation;
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The finished product has mana in the sense ofan ddéercydi (Haypd
37) . It is valued for its fAmanifest accomplishment and prove
No art work retains its power or mana without renewal by rituals, offerings, and karakia to atua and periodic renovatonstnaction.

The contemporary art of tivaevae (quilting) has successfully incorporated some aspects of this tradition, with tivaéicadypepgened,

inspected, repaired and rededicated.

Art which observes these criteria can be regarded as hawogssfullyachieved the realisation of otheorldly abstractions into concrete form

n

this world, thus becoming a tUura atua or medium of rapport wi
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CHAPTER THREE: 0 AKAI RO KO -BPEGILATURERSNYLISATION AND DESIGN

Introduction
This chapter | ooks at O0akairo or design motifs usstahtiaileatuaCook | sl a

Controversy exists in the | Idarethega two dmernsionalrabstcaet rdegetan! fron? threeydimensionaln 6 a k
sculptural forms as claimed by the cultural evolutionists Read and Stolpe? Do they exist side by side with high sdutptigaligroving
Read and Stolpe, or are they geometric designs that have no relationship tt @deviiuman 'tiki' form, as claimed by Te Rangi Hiroa? The

researcher disagrees with Te Rangi Hiroa and challexgpests ohis critique of Read and Stolpe.

6Degenerationd or abstraction
Cook Islands O6akairo wer e a fdcholrsiotheldte Y8aadearly 20 century. nThe dabate ecoacermed tgo o u p
opposing viéews) obaloamikrmo ras simple geometrical designs, or (2) 0:

human form.

The starting point of the debate is a statement by the London Missionary Society (LMS) missionary to the Cook IslandbiaReW yatt

Gill, concerning the intricate designs on many Mangaian ddzes

The carving éwas previously intended for the adorni nagterro(hio t heir gods
mango).Other figures are each supposed, by a stretch of the imagination, to represent a man squatting GaNyrii885: 223 my
emphasis).
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During discussions with Gill at Oxford, the ant hr opesatthglassstageE . B.
of conventionabation. Mr. Gill replied that not only was this the case but that theesarecognized certain of them by the name tikitiki tangata

6i mages of mandAdReradlind89@: Td5R3dngi Hi roa, who believed, above &

This statement led Stolpe [1927], Giglioli [1902] and others gane the bar and chevron combinations on the Mangaian adz shafts as
having developed by progressive degeneration from carvings of the human form (1944; 391).

Hi roa also disputed t&itHithngadai asds et edntd hfat dmmki@i mn@geheraofv mano

In the Cook Islands, the verb to carve is Oakati ki @ameatombdusechough it m
in current speech as applying to any form of ornamental carving (1944:391).

Charl es H. Read developed Gill déds observation furthemamemsofahe@aper
E. Pacific.0 In this paper, R e a d degradationiosn the thraet dimBnsnlal yepressntatons obhunmaa me n t
figures fAin the roundd to surface decoration with crooomeRdadihalp &y

reproduced below as Figs 2.1, show his reconstruction of the progression frowlirteasional human representation to geometric symbols.
Readbdbs article appeared after the publication of H jTlaelongmal es&y op | e 6

appeared in 1880 in the journal "Ymer, ' published byStedish Society of Anthropology and Geography. This became available in English in
1903, (translated by H. C. March ifransactions of the Rochdale Literary and Scientific Soeigty-80).
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Figure 2.171 Thef i gur e il l ustrat es ®&mwomesdosconvantivmalizationrollachree dimensmial stulpture of the human form to
a geometrical surface designJource Read 1892; Plate XIV).

Jowrn, Anthrop: Inst. vol X0 . pl. XIV,

S.E.PACIFIC
ORIGIN OF MANGAIAN ORNAMENT.
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Figure 2.217 Another sequence from Read indicating his reconstruction of the process of abstraction oftlaree dimensional human sculpture
(Source Read 1892; Plate XII).

Jonen, Anthreop Tost: vl SXE pd. X7

Stol pebs examination of early Central and Eastern Polynesian dec:

among all the different elements in the decoration of axes and paddle gn@gpEdents an organic relationship exists, which proves that
they have each been derived frome and the same prototype, a human figGtelpe, 1903; 91, emphasis added).
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As notedRe a d, writing in the period bef drhe sm@pdercreissmodndbé&dlsatcrta ®tnd
i mages to symbols. Tylor speaks of this process ascornvenbonaizatiort, i on al

beginning with undoubt1808;93. human fi gureso (Stol pe;

Figures 2.3 (left) and 2.4 (below) examples of
anthropomorphic tiki figure
tangata motifs ceexisting, on their surface or base. This co
existence tends to disprove
an6evolutionarydéd degradati ol
into symbols. Source Figure 2.3 (left); standing figure of
female deity, LMS35 ©Trusteesof the British Museum; Fig.
2. 4 ( badols Waevshipped by the Inhabitants of the
Sout h Sea | E2alnfostispieqe.RAll dxdepst the
large central figure are attributed to the Cook Islands.
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Stol pe disagrees with Readds designation of Oakai r oskildsthi®tdmgr ade d ¢
to be justified and, indeed, often combine representations of intricately carved human figures with the symbos upposedl y oO0degr e

(for example, Figures 2.3 and 2.4). He concludes

the transformations [are not] due to any want of skill on the part of the Herveyan [Cook Islands] carver, because bd tftplaces on the
very same implements thee al i sti ¢ prototype, as well as a whole series of i nt er 1
(Stolpe, 1903: 132).
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Figure 2.57 Deity figure made of wood, sinnetCook Islands Source Oc ,LMS.168 ©Trustees of the British Museum).

This marae ornament from the early ninetheenth century indicates-théstence of
sculpted three dimensional anthropomorphic figures (at top) and abstracted or
conventionalised representations of the human form in the arches or cleats below.
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TeRangi Hiroa also rejects P edla doéssfurthes aguiag that GileRead erd &tolge cire grong th adsuming . 0

6akairo to be conventionalised human figures. He poepskntle that dft
derive from simple geometric designs, based on vari dites hawonami rf atrin
(1944; 393)

Read é.applied the term degradat i oheld thah theyl waeregadl tha was ¢efe of the humandigules mot i f s b
originally used in art motifs in Mangaia. | have shown that Mangaian carving patterns were developed from simpler genatiésridial. 242)
without any connecti on swortehtiorhisibothinaccuratgand nasteadind (Hiroa; £94456@0a d 6

there is nothing to suggest any derivation from a hwmthsformfofi gure or t ¢
design (Hiroa, 1944: 377).

Hiroa concedesoneas e of 0 ak ai -rooe ofate fivie sunvizimy Mangaiangods attributed to the carver Rori (then in the Oldman

Collection now in the The Otago Museum) which he considers

a departure from the gener al t econvamtiompuhandan hodytbut tréghrd igas & dewelopmbneéfromthgp e ar anc e
more gener al formé. On the evidence | believe that Mangadmn carving |
6degradationd from the human figure (Hiroa, 1944; 393).

He makes a further concession in the case of a representation of an Atitian god

The Atiu arch resembles a conventional human figure in which the lozgreaon figure forms the head, the arch, the body, and the other
end the legs. However, this is ardaesult that cannot be accepted as an example of the degradation of an older human figure (1944;468).

% fé.such terms as degradation and degeneration carry implications that we have no rig
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Figure 261 Te Rangi Hi roa presented this diagram to indicate his fiamgonstruct
andcombi nations of the bar and chevrono r atStuee Hirbahl®dd;377)onventi onal i zati on
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Fiouss 242 —Carving motifs and comhinaticns. 8, motifs: |, bar; 2, notched bar;
3, chevron: 4, bar and cheveon; 5, K: 6, unnotched K; 7, trimmed bar and chevron. b,
combinations on pillars: 1, K; 2 K and bar; 3, K and notched bar; 4, unnotched K
and notched bar; §, paired K's; 6, paired K's repeated. ¢, combinations on arches: 1,
chevron; 2, paired chevrons; 3. bar-chevron and bar; 4, notched bar, (hcw‘nn. and
sotehed bar; §, K and bar; 6, paired K's; 7, pair trimmed bar and chevron. When bar
and cheyron are separated by a space they are treated as two distinct elements but
when point of chevron touches bar, they are treated as a cum'pu‘zmd' {bar-chevron),
When point of chevron fuses with bar, it becomes a trie K. Distinction between the
three forms is due to size of two notches between bar and chevron. Mesial lmc' ran-
ming from middle of any K or chevron is formed by an cdue<.duc to cutting out inter-
vening material in a downward and cutward direction on cither side of rnu-.al line.
In trimmed bar (¢, 7) triangular form of bar is dve to trimming arch into a mesial edge
beyond carving pattern,

Later, in his examination of three district atua from the island of Mangaia, now in the British Museum, Hiroa returaggtoibat

Al t hough Gil |l notes that Mot oro was fia r ude(1894246) and eonveys tthe on o f t he
impression that the other district gods carved by Rori had a similar form, there is no support from the objects availabledoy é | t may be

that Gill was so obsessed with the idea that the geometric motifs on these objects represeated hfi i gur es t hat he used t he
formd somewhat | oosely (1944; 279).

31 Gi

'l writes (1876;107) fithe pr i nc iwoaedlroughlpairsed [ntothe hMraan shapgdae]llwwap ge & i wipl ly matices olf ot hdn
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Roger Duff notes Hiroabés reluctance to concede human representat.|

Al t hough our démaestrodé Buck [ Hi coocuion,(the @8advdd arclee fernieatther attachmeottseemt t o  dr |
obviously conventionalised human figures, placed canfatds hi on one above the otheréAs such, t he
powerful symbol of the pantheon of the gods (1969:62).

Commenting on @angaia adz, Duff notes Th@ apparently geometric surface carving of the haft represented stylised human figures as
indicated in the word for carvingekatikitiki € to make like men o uff, I¥69; 63).l¢ goes on to describe the highly geometric ornamentation
on a Mangaia uete [Fig. 2. 7]humasd eéisingndc e( Md96%:i nci,i vempvhaangias aand e dy)l

Figure2.7i Mangai a uete [kumete] fin the di s(Bducehuff,969:8dangai an stylized human
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Archey has also noted how Hiroa Astudiously avoi de dvelaeelfrtmang t he

nativesourcet hat t hey were representations of the

godsé They arpg moreo
(1965;21).

Figure 281 Cleats or abstractions of the humanform.Pr i est 6 s f an made of pal nedtbeasihgs ongwo Mitiagotstaff wood .
gods(Source left: LMS 58 © Trusteesof the British Museum; right details, Mitiaro staff gods - © Trustees of the British Museum).
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Figure 2.9:7 Fan handle, Central Cook Islands, early 19th century, wood, 17% 1/4 in Source David Shaw King).

Archey (Figure 2.10) reproduces part of Reado6s pr ogrmameyitomvardsi n Fi

simplification to angular abstraction and to plastic designo (191

He concludes that Tahitian art Aistands as an art o imagesdeading ®©t i ¢ n

design and decorative motiveéo asCookfdsiratasetied in Fig. 2.10 below. |

the art ofeach of these island groups is comprised of the same eleim@)ta locally characterized figure sculpture; (b) stylizations of the
local figure and (c) designs and patterns derived from the stylization, used either as the composition of a staffdgmbi@tian on useful
articles (1965;22).

45



Figure 2.10i Ar cheyds progression from realism t @Gousceé Anghdyildes;10)at i on t o stylizati

iThe two figures set back t.
invitation for still futher formalism. This is sometimes call
degeneration but is rescued from being so belittled by the d
asserted at every stageodo Arc

The sequence indicatediis
17 realistic natural form, chiefly human figures

271 simplification
3 - stylization
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Figure 2.1171 Mitiaro god staff (Source The Otago Museum)

_ More recently Steven Phelps has written thatidvtit gods (Fig.
'.' 2.11) reveal

T

éa form of stylization which re
exaggerating the protrudireddomen and navel. It is only a short step tc
conventionalize these features into the regular patterns found on this i
(Phelps, 1976:129).

Finally Appel, (2010; 277) takes the ar gument amsAitwaki éemaleffiguretatde r de

serrated carved slabs from Aitutakiiasi meant t o represent superimposed i mages of man,
(2010) also regards Oakairo as a mnemonic device for genealogy ('

Absenced of fish and birds in representation
Read, in further support of his argument t hat 0 ak asiandothex elameritsar g e |

of nature are strangely absent from central Polynesian ornarmantat
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considering the great number of marine deities in the pantheon of these islands, and-shaereehtharacter of the shark, who was believed
to be the servant or messenger of the gods, and who shared with other fishes a kind of divine inspitatibhstanding these points of
inti mate connection with the gods | have not found a single represer

He al so notes the similar absence of birdere nwowshihgpaddi O Re &@a,
implication is that much central Polynesian carving is concerned primarily with the human figure, often in highly coriiseatitoran.
Chapterddi sproves Readds assertion b ym lrdsgefisheandtnmanme speciasnfona, daure andl alémentsrob  d e

cosmology.

Conclusion

I n rejecting Read and Stopleds argument of ©HYakairo as abstracti ol

The fault of the method used by Stolpe and Read is théhfaicthe definite human forms had to be imported from Tahiti, Huahine, and the
Austral Islands to introduce the sequences [of transformation from the three dimensional to the abstract] (Hiroa 1944; 392).

He concludes

Stol pe éspoi leasahinghby grouming the Hervey {Cook) and Austral Islands together as one art area (1944; 391).

while,

Read (1892) éused a sequence of 16 drawings |[see Fi gourfr@mtie above] fr
Australlslands, and seven from Mangaia. The human figures that headed the sequence were from Tahiti and Huahine (1944;392).

It is too much to assume that a composite sequence made up from three different groups of islands indicates what bapperedin ( 1 9 4 4 ;
393).
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sienamedy,ntlee eCook Klandsto inBicatg the 2 . 2)

redr awn Readodos
Readbat

I n Figure 2.12, I have
sequence of transformation from a three di mensjeatnioni ko
methodology while leaving their conclusions intact.
Figure2.12ia reconstruction of Readds sequence (in Fig. 2.2) showlidesign,t he pr
using Cook Islands art aly (Source Michel Tuffrey after Mike Tavioni).
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Summary

Whil e some early writers considered Oakairo to be arepoedeatgtionadfat i on

the human figure (tikitiki tangata), the-existene of both three dimensional sculpture and tikitiki tangata on single art pieces tends to disprove

this (see Fig. 2. 3, 2.4, 2.5). I n rejecting t he whasoedver to the iumand e g r a
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form andinstead represent combinations of simple geometric designs. At the same time, Hiroa acknowledges several exceptionistavhich ten
nullify his thesis. Hi roa is correct to reject t hraartpradgticeiButhief 6 ak
insi stence on the origin of O6akairo in geometry r gdf human, birds, dish as a
etc.,) is contrary to the evidence (see Chafjtend, at the same time, ignores the spiritual role of art as a medium of rapport between elements

of this world and their origins or ancestryTine . P @

As noted, much of this discussion preceded the introduction of abstraction in western art through the Modernist movem@&ievkason
(2008: 845) has written thait

The West has claimed abstraction as its own; however abstraction (as defined ®sthbad/been the foundation of Pacific art production

éthe facility to speak and move metaphorically has reinforced the pt
As we have seen from Read and to a lesser extent Hiroa, faced with abstractionén Pacifit , init was suggested tha
[ or through &édegradationé had | ost] the ability t o ttepokislandess r e al |

had both the skill and artistic inclination to ceedtoth tiki and tikitiki tangata, realistic human forms and abstractions, on the same canvas.

Pol ynesians were practicing abstraction, | ong before it was o0di s
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first saw the Rur

Figure 2.13 Polynesian abstraction and modernisnilhe British modernistsc ul pt or Henry Moor e
t t o

(Figure 2.4) in the 1920s. A copy remains in the entrance hall to his British home, Hoglands. In 1950 Picasso saw acasb&@ A on a Vvi s

of the English surrealist, Roland Perose, and arranged to have a bronze cast. This stood prominently in his studio in the Villa La Californie in
Cannes, seen below on the right of his easel Soukdhtps:i/raffdearghcem/dicasgohenry- s h o wn

mooreun-hayran-oldugu-polinezyaheykeli-sanilandan-eskiymis/)
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CHAPTER FOUR: 0 AKAIl RO O TMAKESIOE RBKUTERE

Introduction
This chapter surveys 100 oOakair o thallaenl8 tothe earty 2ficenturg. oThiksurvey braadedsshear t e
range of known 6akairo and provides evidence of theiodakaistorarce a;

representations of things deriving frohetreal world, human and animal, land, sea and sky. This finding is also contrary to earlier scholars, for

example Read (1892: 152) who Afound not a singl e r epernetsaetnitoant]i.oon
Method

Inmany cases, traditional names for Cook | sl ands O6akaiisrsoggebtedy e no't
determined by the island of origin of the art wasm&de, orhe redeinldancet h e

of the abstract motif to a real object. These are arbitrary and provisional names that will change as more informat® a\zeiiee

This survey is limited to Cook Islands-avbrks dating up to 1930 and does not incltitese created by contemporary Cook Islands artists. For
these, both the name and ownership rests with them. In a number of cases the motifs are universal to the Pacificadrita Irethose cases,

the Cook Islands name and details are recorded.

Where available, an historical photograph of the originathr@ 30 Cook I sl ands art work is presented
photographs derive from research undertaken for this thesis on Cook Islands artefacts in overseas musiuns. avlhece photographs are
not available, an illustration and textumurcear e gi ven to establish the artefactébés prover

isolated and represented graphically and named. It is then, additionally, preeentedd mposi t e f or m, made up of re
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or motif, as is often the case on #mrceartefact. This is followed by a discussion of the motif, identifying details oédbeceartefact and

stories or provenances associated with it.

Tiki and tikitiki tangata
A number of these O6akairo are described as vari ant mensiohal figurask i t i k
representing deities or deified ancestors (for example, see Figure 3.1). Theactiadicarvan ant hr opomor phic figure

the other hand, refers to generally small abstract anthropomorphic images or designs found on carvings representin@ibhgemynofugods.

Figure 3.17 A tiki of the atua Tangaroaii Fi sher mands god or oramatuad Cook | sS$oarcedsTiusteso od and
of the British Museum).
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Whereas gods or atua are represemdividuallyi n ant hropomoipmagefabomvédPtoki aboi)r actel ya,| what

representedollectivelya s o6t i ki ti ki tangata. 6 At the same time, a number of &

tangata in their compostion. Gell r e risteatesthetpropettytsidfsimilarisy atd@iffereatscalesl s 6,
of magnification/ minificationodo (Gell, 1998: 137). Tlhank3.4bdow)s een, |

Figure 3.21 (left and middle, detail) Tangaora(see Hiroa 1944; 316); standing male figure, made of wood, sinnet (probably iron woa@ource Oc,
LMS.169; © Trusteesof the British Museum).

Figure 3.3 (right) Free standing figure from Rar oCGoledigngSoade Oniz, I0%o wn as 0
Cat. Mo. 274, 56.5 cms E Bridgeman | mages). Thi s f i gu meachoatlsethghsxands mal I
buttocks.
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Representation of Tangaroa tiki with adlitional minor tik itiki figures

Figure 3.4 (left) Staff god, figure (Source 0c1919,1014.1 Trustees of the British Museum) i ncl udes small o6éfractal 1 mage
or tikitiki identified in the drawings; some clearly male, some female, some young people and some children. The numbersnadlsimages varies

between atua suggesting these smaller tikitiki repres¢ the genealogical heads of households, sub tribes or ngati.

Figure 3.5 (right) Rarotongan god staff Source© Sothebys).

55



In the more abstract (nedigurative) rendering of gods found on many southern group islands other than Rarotonga, (for theiMplegaian
atua in Figure 3.6 and 3.7) the atua is constituted by4nultie r ed t i ki ti ki tangat a. I n both cases,
assembl age 0f1998d4394 fit besouf{ Gemk, of genaaldogyacfeaniiimg doygt in ti me

AAn assemblage of relationsbo

In Cook Islands belief, the ngati takes its descent directly from a deified ancestor or atua. The repetition of tikitékina@gok Islands art

works, and particularly in the artistic representatofs at ua, can be regarded as a form of akapa
as March (1893 :324) wr it es -tki-Tahgata wecerthe multitudinous humanwinksl betsveen the dinetacastor t i

and the chiefofth | i vi ng tri be. 0

I n the Mangaia atwua figures, the fiassembl age of r elwith éachrobtiie | i t e
component tikitiki tangata suggesting the kinship units descended from the founding ancéktd®98:e140). In short, a god (tiki) given form

by its own lineage (tikitiki tangata).
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Figure 3.67 detail of a Mangaian atua(Source LMS62 © Figure 3.77 Carved staff godmade of wood, sinnet, feathers, human hail

Trustess of theBritish Museum) T a tiki composed of (Source LMS43 © Trusteesof the British Museum).
tikitiki tangata.
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Repetition of O6akairo may also act as a mnemoni c f @ar Repetitorewas es of
regarded bySt ol pe as, in part, a pragmatic response to the spaofe avai
perpetual reiteration of certain ornamental elements, they suggest the divinity to whose service the decorated implemsoine/agay
dedicatedo (Stolpe, 1903:103).
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Whil e a great number of Cook I sl ands o6akairo are derysushdsfdumaom t h
and flora, the sun and stars, ealdlakafi rwhipal se&md egluibccd dwbyyrat sa&ti N
from the human form (tikitiki tangata); (2) from the sea and shore (3) from flora and (4) from Te Rangi. Finally, teeneeaneotifs which

cannot be easily categorised and thofeiwc h ar e compositions of multiple dakairo. An e

(No 52 below), comprising triangle shaped | eafl etso2§fl ora) with

John White (1888, Val; 2), notes a direct symbolic relationship between design motifs and specific gods in the design of New Zealand Maori
toko or god sticks. He describes the stick representing Haumia (Fiure 3.8), the god of the fern root, as having threeshalhich

Airepresented the irregubat whdnt wewt gddligrmpodb T he feko represeni
in rounded waves lines along its whole length to represent the growth of the tuberous kumara as it rasedthieei n | i tt |l e moun
representing Tangaroa, fAthe |l ord of the seaodo, washeywmboéeszefl blel
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Figure3.8i New Zeal and MUor i Souroeknhited888, ¥obld2).st i c ks (

Haumia..

.,

Ronge.

Tanga.~roa..

It seems | ikely that the design motifs identifi ed aoklslandsatualTa0 6 ak
Ari ki Tara Oare (2000: 89)-Urdaersgir i d® s i a piethathas k méar dneok R @ ni baso ugha b

suggesting a very direct relationship indeed.
Jolly (2014; 441) in her discusskannad drawahiidde mqumdan imgg pbatfteu md

Kamehiro suggests that the common image of the sea urchin, evoked associations with an opened eye and the rays dftthes suith an
aristocratic brilliance in making the invisible visible. Following Kaeppler, she observes how a series of stacl#dipewvedbns mediated
by a central line referenced not just the backbone of a sea eel but the seriation of chiefly genealogical successimnstpatheawaiian
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designs, unlike those from New England, were not rectilinear but curved and archedgioragcent moons and rainbows, both strongly
associated with chiefly power.

Finally Stevenson, noting that Polynesian patternpitca emdreao i 1p é @Al
thati

these designs are mailean a pleasing aesthetic; they are integrally enshrined in Pacific lives and have been part of this cultural whole for
millennia. Referencing astronomical, navigational and environmental knowledge, these abstract concepts became mnengothiatdevice
allowed for the dissemination of cultural knowledge (Stevenson, 2008: 84).

Summary

This chapter has surveyed 100 oO6akairo i dé'nathefearly 8 century. Cthie $urveys | an d
broadens the range of known O6akairo and provides prodfo difi rtolaei 1o e
are abstract representations of things deriving from the real world, human and amhadeh and sky. This is also contrary to earlier scholars,

for example Read (1892: 152) who Afound not a singlenamemteastnd @} |

The chapter posits thaitn rheupneaant efdo rdm s(ptl iakyist iokfi Otaaknagi artoa ) represent

ancestor and the chiefs of Iliving tribeso (March 18&6naand®h&gbds. I n
that created them, a dritc a | relationship denied by Hiroads insistence on their
60Akairo inscribed into wood or stone or woven i n s equis) areseanaspand a
contributing to the aestheticqua t i es required to convert inanimate objects into O
in the other worl d. They are, i n Kaepplerds (2007: rs2eyformnar ms,
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Abnding with carved patternso where bindi)hgt darims tpleeoy |l pr dwi cenia fi

where wrapping seeks to capture and contain the atua during their temporary instantiation in Te Ao.
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Sourceartwork

6Akairo

Comments

(1)

forms

Ant hr op o momaqgiife based an Adman r

Figure 3.97 Deity image staff made of wood, sinnet ropes,
parrot feathers (Source OC, LMS.49 © Trusteesof the British
Museum).

There are five distinct motifs on theéua, as noted
below-

ot b b

Ariki Tutara

Ariki Vaine

Maroitiki

Te ika mata a te Rongo
Potiki

These individual motifs are described in more deg
below.

This atua, from Atiu, known as Tangi
Nui, was taken by Rongomatane and
missionary Rev. John Williams from i
marae close to the Orongo marae
Mokoero, Atiu. It was transported
England in the late 1820s and initial
deposited in the LMS Museunit. is now
in the British Museum (see Hiroa, 194
345 Figure 215).

The atua represents a deified ancesto
head of a tribe. In many of the Cog
Islands, the head of the tribe is known
the Ariki Tutara. Accordingly the mai
motif is provisionally naned Ariki Tutara.

The motifs on this carving acts like a k
showing the human form in various stag
of development; from childhood to youth
to adult status, as indicated in the no
following.
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Fig 36: Drwwmng of Teriagurus, the saperior God from Attu, see Fig, 32 and 35¢
(from: Te Rangs Hiroa 1944; 345, Fig 215)

Figure 3.101Hi r oads r epr es eTahgdatNuio n
(Source Hiroa 1944: 345)

1. Ariki Tutara (Supreme High Chief)

i

EEE TR RS

Reading this o6akai
the top, two feet are followed by body a
arms and head. Balanced on top, a |
signifies a chiefd
man of high degreei the ariki tutara of
supreme high chief.
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Figure 3.1 detail of Figure 3.10 above Hi r o a 6 s

representation of the atua Tangiia Nui Source Hiroa 1944

345).

2. Aketairi 7 Te Ariki Vaine

This o6akairo, aTasg
Nui, is a variant of tikitiki tangata an
represents a prominent woman such as
ar i ki vadine. The
body suggests abundance of food 4
wealth. This image is named for Aketai
the wife of Taura Ariki Tangapatoro own
of Te Atua Tangiia Nui, also owner of th
marae Tangiia Nui in Mokoero, Atiu.
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Figure 3.117 Aitutaki deity figure, the lower portion presented
as a pair of stylised human legs; wood; height 51 cms; private
collection (Source Bridgeman Image #BON83852 ©Bonhams,
London, UK).

3. lka mata a te Rongo

<

RRRLLLLLXR

This motif appears on several atua fr
Ngaputoru and Aitutaki. The basic form
like a fish, but in fact represents an ad
female. The Ai ka mat a

(l'iterally @Athe r g
human sacrifice that was traditionall
placed in each corner of a new marae
consecrate it. However, the sacrifice of
urua (giant trevallyCaranx ignobili3 was
considered a satisfactory substitute. T
the o6fish6é or sacr
or peson. Thi s 6akairo
commonly carved motif found on atua

the islands of Atiu, Mitiaro, Mauke an
Aitutaki.

Figure 3.121 detail of Mitiaro staff
god (Source photo#0C1982,Q.121
© Trusteesof the British Museum.
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Figure 3.131 CarvedMangai an kadéar a o
or early 19" century (Source photo#LMS 488 © Trustees of
the British Museum).

4. Maroitiki

I'n this 6akairo,

compressed, forming a straight line w
two legs extended to one side. Mmf the
carvings using this motif are small ai
intricately carved. Mangaians call th
6akairo Maroi ti ki
binding the maro (loin cloth). Some peoy

cal l t his mot i f U
back. 6 Sir Peter H
because of its rest¢g

(e.g., Hiroa 1944: 266). This desig
belongs primarily to Mangaia but similg
motifs are seen on artifacts from t
Austral islands and Ngaputoru. In i
Mangaian form, the back of the heads
two K figures areusually represented bag
to back, but in Ngaputoru, the motifs g
carved individually in isolation an
unconnected.

On Mangai an artif
carved to cover the entire surface area.
an Atiu god, illustrated by Hiroa (1944
345, Figure215) the motif appears as i
individual unit, one of several other simil
motifs, all representing the human form.
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Figure 3.1471 detail of stone adz with ornamental wooden
handle, Polynesia, Mangaia, stone and woo&g@urce photo#
ANT 007020,Peabody Museum, Harvard)

5. Arokapiti

X

Unl i ke Maroi ti ki,
reverse Ks share a common back, rat
than standing sep3dg
said to symbolize the back to back fighti
technique of Mangaian warriors who tig
themselvestogether with a maro or loi
cloth to form a single fighting unit, as
this account

Ua itiki te nga tamariki a Tevaki i to ray
maro e ua aere mai te Ngariki i te puruki
raua. Ua aere raua na te tua katau

purukianga. la oti, ua aere raua matta
kaui i te purukianga. No te ngao oki o
Ngariki (tei karangaia i te reo enua e,
koapa kakabdo te Ng
taua puruki), are atu i reira i rauka ana|
raua i te ta e ua mate atu oki raua.

Tevaki 6s two sons
cloths) together as the Ngariki tribe caf
to fight them. They battled on the rig
flank and when they had finished, th
battled on the left flank. Because of t
large number of Ngariki, (it was said in tf
language of the island, that the Ngar
werel i ke a koapa ka
reed walls] when they went toward t
battlefield) they were not victorious ar
were killed (Unpublished Mangaian ora
tradition).
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Figure 3.157 Deity image staff made of wood, sinnet ropes,
parrot feathers (Source OC, LMS.49 © Trusteesof the British
Museum).

6. Pdiki

1 € € € € ¢

This motif is very prominent on the crow
of Tangiia Nui Atua.

This basic design refers to the most sim
human form, the child, hence tf
provisional name @iki, or little child.
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7. Parekura

The southern islands of Atiu, Mitiaro an
Mauke are known collectively as Nga |
Toru. Their ariki and most of their marg
have the same namesd their motifs are
variations of each other. Although th
6akairo is from Mi
vari ant of 6ATri ki

provisional name is Parekura meaning

23

Figure 3.16-i Detail, Forms of carving on Mitiaro gods
(Source Hiroa 1944: 359)
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Figure 3.171 Detail, carving on thebutt of an atua figure from
Mitiaro ( Source Hiroa 1944: 359)

8 .

Tupuna vaboi

This tikitiki tang
located on the butt of the arches of some
the atua images from Atiu, Mitiaro ar
Mauke (Hiroa 1944:359). Because it
female, it has been provisionally nam
Tupuna Vabine.
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Figure 3.18i carving on the arch of a Mitiaro slab god(Source
Cambridge Museumof Archaeology and Anthropology)

9. Pa Vaine tini

' 4

IR XR

Thi s 6akairo i s f
Mitiaro atua in the collection of th
Cambridge Museum of Archaeology al
Anthropology. The ¢éakai gaad
honours women and is provisional
named O6Pa vadine t

Figure 3.19- Hiroa (1944: 359)
descri bes t h-dosblea s
chevron motif. o

71



Figure 3.2071 detail, Aitutaki unu or marae ornament, late 18"
or early 19" century (Source photo#LMS Oc.1982© Trustees
of the British Museum).

10. Tama Ariki

X
XXXXX

This design or motif, from Aitutaki, is

variant of the Komua design (see belo
The image has been simplified to fit in t
allocated space on the carving.

The body, hands and head have b
compressed into a single triangle.

This motif can be seennoa number of
carvings especially on slabs or u
representing atua or gods from Aitutaki.
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Figure 3.217 Aitutaki atamira or carved seat, Auckland War
Memorial Museum, (Source photo# AM12995-07, Auckland

War Memorial Museum).

Figure 3.221 Detail, Aitutaki atamira, Auckland War
Memorial Museum (Source Archey 1965:18)

11. Matakeinanga or
moumourima

A

This motif represents the human form a
is a variant of tikitiki tangata. It i
predominantly Aitutakian. Found on tk
sideoftheAi t ut aki at ami
(Hiroa 1927: 369, Figure 315) th
continuous joining of hands and feet of t
motif depicts the
of their chief. Thus, it is figuratively th
people and not the atamira that suppq
the chief. Tls design is provisionally
named O6Matakeinang
family.

The alternative name for this mot
6Moumouri maé, me an
and was coined by the Rarotongan carf
Uka Marotini in the late 1970s.

This motif has slightly differentdrms in
the art of other islands of the Cook Islan
In skin drums, ceremonial paddles, &
other artifacts of the Austral Islands, t
motif is more detailed and depicts t
headgear, nose, ears, and mouth am
other detalils.
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Figure 3.231 Vaka( canoe)
Daniela Tangitoru, Terepo. Purchased 1907 CC BYC-ND 4.0
Te Papa, FE010422)

Adbuadu, cCir

12. Matakeinanga 2

AT
AT A
PP
R

This o6akairo is fo
t he Mangai an vaka
Tongarewa, National Museum of el
Zealand. It is a variant of the matakeinan
motif found on the Aitutaki atamir
(above) and is provisionally name
Matakeinanga 2.

Figure 3.24i1 Detail from Figure
3.23
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Figures 3.25 above and 3.26 beloivThe tupuna onu motif is
found in the bottom layer of designs on the Aitutaki atamiraor
carved seat, Source photo# AM12995-08, Auckland War
Memorial Museum).

13. Tupuna onu

N
WO

This 6éakairo is pr
onu or ancestral turtle. Despite t
resemblance to a turtle, theotif is a
variant of tikitiki tangata and depicts th
family or ngati of the chief, united undjq
his leadership.
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14. Tamatoa Ariki Tutara

This design is provisionally name
Tamatoa Ariki Tutara, after the Aituta
ariki of that name. The phallus indicat
the motif is male, and the multiple limk
suggest the chief carried on thbhoulders
of his tribe.

i»)l
b

(((]| CCC

Figure 3.271 detail, Aitutaki unu ( Source © Trustees of the
British Museum).

¢ «dq
((CICC]| CCC
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(CCICC] CCC

(((
«

Altar and Unus.,

Figure 3.291 Aitutaki unu ( Source
© Trusteesof the British Museum).

Figure 3.28i1 the unu located on a marae%ource Ellis, 1829;
217)
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Figure 3.3071 detail from carved dab, Aitutak i (Source Buck
1944, 338, andbelow, Ellis 1829; 355)

15. Mataiapo Tutara

The phallusindicates that this motif i
male. The bar at the head of the mg
represents a parekura or headdn
suggesting the motif is a priest or chief,
indicates someone lesser than an ariki
14 above) and thus is provisionally nam
Mataiapo Tutara.
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16. Tapairu Vaviatini or Ariki Tapiaru means honoured woman, 3

. vaviatini means literally multiple feet;
Vaodi ne thus, this oOakairdg
named Tapairu Vaviatini. A variant ¢
tikitiki tangata, it appears on the back
the unu or o6slab g

Figure 3.7 detail from Fig. 3.31.

Also the motif may be seen as a wom
wearing tapa serrated at the lower frin
and with head gear which suggests
prominent femal e,

a chief.

Figure 3.3171 Aitutaki unu or marae ornament. Late18th early
19" century (Source photo#LMS Oct.1982 Q.1200© Trustees
of the British Museum).
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Figure 3.331 Detail, Aitutaki painted paddle (Source photo#
image 056080_3 © Otago Musuem)

This motif i's pr oy

Tutara, referring to a woman with mal
and power. It is a variant of tikitiki tanga
and is found carved on an unu frg
Aitutaki.
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Figure 3.341 Detail, Aitutaki Painted paddle (Source photo#
image 0560080 _3 ©Otago Musuem)

18. Pa Tapairu

This image is found on an Aitutaki paints
paddle and is a variant of tikitiki tangata.
is provisionally named Pa Tapairu
honour of the women who sailed with H
to Aitutaki.
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Figure 3.351 Aitutaki unu or marae ornament. Late 18" early
19" century (Source photo#LMS Oct 1982 Q.1200 Trustees
of the British Museum)

19. Pou enua or pou tama

This o6akairo, a vg
resembles a pou (post). It is evident on
front of an unu or carved slab fro
Aitutaki (see Hiroa 1944:332 and Fig 3.
left).

The pou enua, or central post, is the m
important post in a house, and sesuthe
structure to the ground.

The motif can, alternatively, be seen a
variant of t he 0alk
the phallus represg
securing the home.
to the young warriors who secure the tri
and keept safe

Figure 3.361 detail from the
Aitutaki unu in Figure 3.35.
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Figure 3.371 Deity image made of wood, sinnet cord, coir,
barkcloth (Source photo #Oc, LMS.44 ©Trusteesof the
British Museum).

20. Tamatoa vero

Thi s O0akai onofromdiutak
represents a young male warrior and i
variant of the tikitiki tangata design.

\‘rl‘\\. h\—’l’ﬂ?«.

] \‘ o
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-

Figure 3.381 detail from Figure.
3.37.
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21.Nuku This G6akairo is pr

meaning a group of people or warriors.
is a variant of the Matakeinga design §
has a prominent phallus, though blunt
The feet and handse typically joined.

Figure 3.397 Carved slab from Aitutaki, wood, 66x 8 cms, 19
century (Source photo# AM31502© Auckland Museum).

Figure 34171 detail from Figure
3.39.

Figure 3.4071 detail from Figure 3.39 above.
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Figure 3.427 Detail of Female deity, Aitutaki , early 19"
century (Source photo#Munich 190 © Museum Finf
Kontinente, Minchen).

22. Tama Potiki

The provisional name giventoh i s
I Potiki - means baby or child. It can K
seen both carved and painted in
continuous line on the side of a female g
from Aitutaki and on other atua or gq
figures.
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Figure 3.4371 Head of a staff god made of casuarina wood,
Rarotonga, 19" century, 112 x 16 cms.§ource photo#
0c1919,1014.1 Trustees of the British Museum).

23. Te Ariki T1 Roa

A
i

Wk
i

This o6akairo is fo
of a Rarotonga Tangaroa staff g
(Tangaroa). These tikitiki represent t
genealogy of the tribe or family that ow!
the staff god. Th
located on the forehead of one of t
ancestor figres. It is provisionally name
Te Ariki TI Roa the longstanding chief.

Figure 3.4 - drawing from Hiroa
(1944:328) with akairo on the
forehead of the tikitiki.
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Figure 3.4571 Detail of a god staff, Rarotonga Source
photo# AN00495552_001_® Trustees of the British
Museum).

Figure 3.4671 drawing by Hiroa (1944: 328) identifying the
akairo (at centre).

24. Mimiti

This o6akairo is fo
tikitki on a Rarotongan staff go
(Tangaroa). It is a variant of titkitik
tangata and provis
or forehead.

Figure 3.47 - Partie supgieure déun
dieu baten, Rarotonga,&és Cook,
Polynggie Centrale, probablement
XVllle si egle ou angeur. Bois. H. -
72,5 cm. Gource photo#E 1895.158
[Z 6099] © Museum of Archaeology
and Anthropology, Cambridge
University).
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FicuRre 311.
Komuaw motive.

Figure 3.481 Tattoo design, Aitutaki (Source Hiroa 1927;
366).

25. Komua

Hiroa, (1927; 366) identifies komua
a ta tatau motif from Aitutaki notin
fiThe komuamotive was introduced b
Irakau, who came by the ariao
canoe and entered by the Taketi
passage.Komua means the forwar
thrust of a speal

The triangé image may be either sol
or vacant and th
tapa, in carving and in ta tatd
(tattoo). It is a variant of tikitiki
tangata
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Figure 3.4971 Detail in Figure 3.23

26. Komua 2

X
XXXXX

This variant of the Komua motif can K
found ontapa, carvings and tatau. Aitutal
is not the only island that uses this mati
the example shown in Figure23.is from
the seat of the va

88



Figure 3.501 trimmed bar and chevron, identified on
Mangaian god staff(Source Hiroa (1944: 377)

27. Maine

ARARARARARA

RARARARARAR
RARARRARRN

LSLLeee

This 6éakairo was
design on a Mangaian staff god by Hir
(1944: 377). The motif is another varig
of tikitiki tangat
Maroitiki (No. 4above).

Although it is a simpleémage, it is also af
attractive and well balanced design. T
provisional name
young woman.
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Figure 3.511 Rarotongan staff god, c. 1827, wrapped in tapa.
Late 18" or early 19" Century (Source photo#BM Oct1978
Q.845, | ©Trusteesof the British Museum).

Figure 3.5271 detail of a Rarotongan staff god, c. 1827, wrappec
in tapa. Late 18" or early 19" Century. (Source photo#BM
Oct1978 Q.845, | Crrusteesof the British Museum).

28. lvi

Ivi is the vertebrae of a human, fish
animal. When minor tribes are joing
in one large tribe they are collective
called an ivi. As an isolated motif, i
is found in weaving, carving and tatg
In composite form it is found in th
stock of the Rateve (No.52 below).

The motif can either be solid
blocked in, or it may be simply g
outline with narrow or bold lines.

The | vi 6akairo
Polynesia and in some Polynesig
outliers such as Tikopia.
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Figure 3.5371 detail of a Mangaian paddle, 19 century

(Source photo PM# 99-12-70/53508 © President and Fellows o
Harvard College, Peabody Museum of Archaeology and
Ethnology).

29. lvi 2

Thi s i s a variant
design, but it is completely solidThis
design is used in many Pacific cultures 3
is almost al ways ¢
of the backbone.

It is used in carvings, in ta tata
incorporated in woven craft such as ma
fans, baskets and ruru and painted on t4
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Figure 3.547 Shoulder ornament, serrated club, Rarotonga,
(Source Hiroa 1944: 287)

30. TCura Momore
(Totem of the Club or Spear)
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Many Cook Islands weapons, especig
Rarotongan spears, have designs or mg
representing the human eye, carved at
shoulder or the base of the blade. The
or eyes provide a connection otlta
linking the wielder of the spear to the g
of war Tutavake. Without theltu rtreere
is no mana in the weapon.

In this case the eywith raised flangefias
been elaboratethto an abstract image (¢
man.

It is provisionally named (ura Momore or|
Totem of the Club or Spear.
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Figure 35571 Carved shoulder ornament, Hervey Islands spear
probably Rarotonga, British Museum (Source Hiroa 1944;

297)

31. TCura Momore 2

\/

2

>
\/ \/ W \/ \/
% & X 5.
DD D
\/ \/ \/ \/ \/
% &% % 5.
D & X 5. 5
DD
R
SN
99 9 9 9
ININININING
SRS
VIELVIEVIEVE
NSNS
S
SSSE3
S

This o6akairo i sUra
Momore motif above. This motif can K
seen at the base of the blade of
Rarotonga serrated club or spear. It
carved in abstract human form (tikiti
tangata).
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Figure 3.561 detail, drum, Central PolynesiaCook Islands, late
18"/early 19" century, wood, fish skin, sennit, 150cmsS3ource
LMS80 © Trustees of the British Museum).

32. TCura Momore 3

/\ /\ /-\ /\ ‘/-\ /\\ /\
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This motif is found on a sharkskin drur
attributed to theCook Islands and is
variant on the T r a Mo mo r
(above). It is provisionally namedUlra
Momore 3.
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Figure 3.571 Te Kakite wearing tapa, from Figure 3.58
showingElders of the NgatiMakea Karika tribe (Source
Reference No. 1/2045075F, Alexander Turnbull Library,
Wellington).

33. Tuke Mata

This o6akairo is fo
Kakite, an elder of the Ngati Makea Kari
tribe.

Thi s Rarotongan o]
open eye or mata painted on a dark brg
tapa cloth. The manvearing the tapa i
called Te Kakite 1
can see. Oagifforpmehsecy. i

Figure 3.581 Detail from Figure
3.57
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Figure 3.59 shoulder ornament on Rarotongan serrated club
(Source Hiroa 1944: 287)

34. Mata

SS===

A variant of the eye designiit wo
with eyeball, Il ids
(Hiroa 1944: 287).

It is found on the shoulder of a Rarotong
spear or serrated club. It is also found
tapa and in tatau designs.

Figure 3.60i Rarotongan carved
staff (with pairs of god figures)

(Source photo#0c¢1905,1114.1©
Trusteesof the British Museum).
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35. Tinokura

Figure3.62iiNgati Ar ug
Ol d Ti me(SobrceeGsidgann
Album © Alexander Turnbull
Library, National Library of New
Zealand).

Tino refers to body and kura refers to t

red of royal ty. T
warrior, or bodyguard. The tapa on whi
the 6akairo is fou

Figure 3.611 Atiu performerintapatunic-i Ngat i Ar
inOl d Ti me(SobrceeGsidgenn Album© Alexander
Turnbull Library, National Library of New Zealand).
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Figure 3.631 Detail, Aitutaki painted paddle (Source photo#
050-080_9 © Otago Museum)

36. Ata Tangata

This 6éakairo is p
tangatai or the Shadow of Man. It i
found on a painted paddle from Aitutaki.
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Figure 3.641 Fisherman's deity,Rarotonga. Late 18th or early
19th Century. Height: 32.500 cm Source photo# AOA 9866 ©
Trustees of the British Museum).

37. Pukai Taringa

G B
b b > s
o o o

This tatau motif represents the human ¢
It is located on the head of a deity figy
from Rarotonga (left and below). Hirg
writes fi <lirhbed ntotif r ée
somewhat resembling thau-tevemotif in
tattooing, is placed on the front of the ¢
instead ofthe back. The vertebra mot
[ivi] is on the thighs instead of the back
the neck. o (Hiroa

Figure 3.6571 detail of Figure 3.64.

99



Figure 3.661 detail of a pare eva or painted tapa mask,
Mangaia, late 19" century (Source photo# 37898 © Auckland
War Memorial Museum).

37. Tuataodi t

¥
AARA

SRR

A

YA
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I
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]

S

This dakairo appea
Avertical l'ines ru
oblique pairs running upwards to mi
auxiliary lineso (
Hiroa 1927: 365).

The motif originates in Mangaia (Hiro
1944:131) and is seen (left) on a pain
tapa mask or pare eva from Mangaia in
Auckland Museum.
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(2) O6Akairo or moti fs

Comments

Figure 3.67 above and Figure 3.6Belowi detail of a Mangaian
paddle, 19" century (Source photo# PM# 99-12-70/53508 © President
and Fellows of Harvard College, Peabody Museum of Archaeology
and Ethnology).

3. Manutaodoi ( Mai

-~
AN AANAAA
B
XX XXX XX XXX

The name of this Mangaian design is
manutai, meaning seabird. According to
Hiroa (1911:96) when used as a tattoo
motif, AManutai ru
the forearm, with the sharp points of the
angles towards the
originally worethis tattoo design were
likely prominent people with some
relationship to the sea, as navigators, ca
builders, or fishing experts (taunga tauta|
It is also found on painted paddles (Figu
3.67 and 3.68) and on tapa.

Hiroa (1944: 130) records the following
Aitutaki chant collected from Kake
Maunga relating to
and papavare

le uria, uria, uria
Uria te manut adi k
Uria te papavaro ki taitikura

Turn, turn, turn
Turn the maideut adi
Turn the papavaro to the other side.
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Figure 3.691 Detail from Figure 3.23

A row of triangl e
teet h, this Oakali

Repeated rows, one on top of the oth
represent a toa (warrior)and again
symbolize strength and valour. Willia
Wy att Gi || recorde
pattern (niodo ma n

carved on the haft
is universal to Polynesia. In its basic fol
it is found in tapa, carving, lashintgtau
and weaving. It is seen here on the car
stern post or repe of the Mangaian va
Abuadu in Te Papa
Museum of New Zealand.
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Figure 3.70Basket made of woven strip®f pandanusleaf, leaf
in black, red & white with vegetable fibre handles attached
(Source photo# Oc,+.20860 Trustees of the British Museum).

40. Nga Ara Nio Mango

A doubl e r ow iorfga asal
nio mango- found in woven mats, baske
and ruru, carving anthtau.

103



Figure 3.71i iMakea Por i ari ki

of

Tea

t he bibl e i n HSowce Wahmy hvilliamg) d.ondod

Missionary Society,
https://en.wikipedia.org/wiki/Makea_Pori_Ariki

41. Onu

This is a turtle design. Turtles wef@od
reserved for chief
was also reserved for the decoration
chiefs. The motif is seen on the knee
Makea Pori and in some versions of f
portrait of Te Po (see Nd2below).

AiThe king, whose
handsomeaman in the prime of life, abou
six feet high, and very stguibf noble
appearance, and of a truly coranding
aspect. His complexionis light ; and, at
the time of which | write, his body wa
most beautifully tattooed, and slight
coloured with a prepatian of turmeric
and ginger, which gave it a light oran
tinge, and, in the estimation of th
Rarotongans, added much to the beauty
his appearance. 0 (
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Figure 3.73i detail of Figure. 3.4, right (Source Williams
1837, frontespiece)

42. Onui Te Po

This turtle design is seen tattooed on the
knees of the Rarotongan ariki Te Po.

Figure 3.74 - Te Po, a chief of
Rarotonga ¢.1830 print in oil colours
by George Baxter Source Williams
1837, frontespiece)
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Figure 3.75 above and 3.76 belowi Tapa Bark Cloth dyed
background and painted designs Cook Islands GSource photo#
A106504C. © Field Museum, Chicago).

43. Kina

This O6akairo is pr
for the spiked seaurchin Echinometra
mathae) which is used for food and fq
medicine.

Thi s 6akairo i s f
cloths attributed to Cook Islands and
various wood carvings.

Figure 3.77 1 Kina, the Pale
Burrowing Urchin  Echinometra
mathaei (Source Cook Islands
Biodiversity Database).
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Figure 3.781 Decorated barkcloth, Aitutaki, (Source photo#
Oc191% 211, ©Trustees of the British Museum).

44,

OEt uke

6 Et uk ethe iesliible pencilrchin
(Heterocentrotus spso named because
spikes were used for writing on slates
the early years of formal schoolinghis is
anot her vari ant o f
found on numerous tapa from Aitutaki.

S CINE ) G MConmeh

Figure 3.791 Brown Pencil urchin
Heterocentrotus mammillatus
(Source Cook Islands Biodiversity
Database).
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Figure 3.801 Tapa Aitutaki, mid 19" century (Source photo#
E1901.123 © Museum of Archaeology and Anthropology,
University of Cambridge).

45. Rei Moana

This o6akairo is p
Moana and refers to the traditional ne
ornament made of pearl shell.

Figure3.81i Chi ef 6 s br ¢
ornament, consisting of a pearl
oyster shell pendantMangaia
(Source photo#0c.99450 Trustees
of the British Museum).
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Figure 3.82- Cook IslandsTapa (Source photo# E337+01.jpg
Australian Museum, Sydney)

46. Etu Moana

SESESEASE

This o6akairo is p
Moana, where Etu refers to a star g
Moana to the ocean. The Etu Moana
Vivid Blue Starfish (Linckia laevigata) i
found in Cook Islandilgoons.

Figure 3.831 Etu Moana or Vivid
Blue Starfish (Linckia laevigata)
(Source Cook Islands Biodiversity
Database).
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Figure 3.841 Sheet of tapa: background of faint cream and
brown stripes decorated with a variety of patterns in black.
(Source photo#0c1981,Q.163% Trustees of the British
Museum).

47. Vana

&
EEBEEEE

I
TR

", . 0 SWEY, {3k
I‘g\ 2, ,’-‘l l‘gi
v » .

Vana refers toSeaeggs with long black
spines (gener®iademaand Echonothriy.
The teardrop spiked images in the taf
opposite and below are variants of the k

motif.

Figure 3.851 Detail of bark cloth
decorated with black pattern on
neutral background. Poncho,
Rarotonga, 200x70 cmsSource
photo#0c1981,Q.15240 Trustees
of the British Museum).
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Figure 3.861 Detail of a tapa atrributed to Cook Islands
(Source photo# AN00857076_001_® Trustees of the British
Museum)

48. Rori Ngata Kerekere

There are several varieties of g
cucumbers (rori) in the lagoons

Rarotonga. Thi s o}
mildly poisonous black sea cucumb
(Holothuria atra/rori kirikiri) . The toxin
from the skin of the rori is used to sti
fish. This o6akaird
Rori Ngata Kerekere.

Figure 3.871 Blood sea cucumber
(Holothuria atra, Rori Toto)
(Source Cook Islands Biodiversity
Database).
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i This motif, a variant of sea cucumber, ry
49. Rori Ngata Kerekere 2 along the length of the tapa in FiguBe38

opposite separating a number of lizdike
creatures. It is provisionally named R(
Ngata Kerekere 2.

Figure 3.891 (Source photo#
AN00857076_001_® Trustees of the
British Museum).

LLLLEELELEA
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Figure 3.881 Detail of a tapa, attributed to Rarotonga, 19
century (Source Photo# 1263, Royal Albert Memorial
Museum, Exeter City Council).

Figure 3.901 Black Melting sea
cucumber (Stichopus black) Source
Cook Islands Biodiversity Database).
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Figure 3911 Fi sher mands God, Rar oxt
15.5x 14cms.(Source photo#0c.98660c¢.986@® Trustees of
the British Museum).

50. Rori Puera

This o6akairo is Ra
painted on the thighs of one of the
Rarotongan Tangaroa god images. It is
provisionally named Rori Puera meaning
the bloom or filaments of the sea
cucumber.
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Figure 3927 Wood club with a flat serrated head and 30
serrations on each side. Mangaia. Length: 61.5 incheSdurce
photo#0c1957,08.10 Trustees of the British Museum).

51. Papa varo

Hiroa recorded this design as an Aitutak
tattoo motif,(1927: 364) generally located ¢
the abdomen and on the front of the thi
Sometimes the design is also tattooed on
back of the thigh.

The Aitutaki name
the tracks made by the varo (a crustace
walking in the sand. The varo is similar to
crayfish or lobster.

The motif also appears in decorative weavi
tapaand carvings.

Figure 3931 Piece of bark cloth
decorated with black pattern on neutral
background. Tiputa or Poncho.
Rarotonga (Source photo#Oc1981,
Q.1524© Trustees of the British
Museum).
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(3) 6Akairo or motif

S

Comments

Figure 3941 Rauteve tatta design on the neck oTupai
(Source photo#SP 15654 E B. P. Bi

s.h o

52.Rauteve

M

>

b
A

This O6akairo compri {
part of the design, with three or four leaflets
the 6Rau teved or 0
yam). The stock is made of the Iviotif (see
No.28 above). In this composite form th
6akairo is wused exc
only in tattooing.

Hiroa (1944; 131) wrotefi | n 192 9,
old Rarotongans who were tattooed. Th
were Tupai of Ngatangiia, age 60, and Pak
and Tai 'Uritaua both cAvatiu and both abou
77 years old. All three bore thau tevemotif
on the back of the neck. Tupai said ti
formerly all Rarotongans who joined ships
sailors had theau tevetattooed upon them t
show that they were Rarotongans, the teve
being an exasive Rarotongan pattern

which they were proud. He stated that he \
the last Rarotongan to be so tattooed. The
tattooing of this pattern extended from t
back of each ear and across the neck i
curve with the convexity downward. Tupa
tattodng was on the left side, and he sta
that the pain was so great that he refuse
have it completed on the other side. His {|
older countrymen had the tattooing on
right side; and evidently they also objected
the pain, for their tattooing stop@ on the
mi ddl e | ine of the 71

See also Hiroal944: 132 Figure72 a &b
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http://nzetc.victoria.ac.nz/tm/scholarly/name-442846.html

Figure 3.951 Pakitoa with a partially completed rauteve tattoo
(Source phot# SP_15652 © Bishop Museum, Honolulu).

53. Rau teve 2

>

>

%
A7

In this version of the Rauteve desigrhich
was tattooed on the neck of Pakitoa
Rarotonga, the blank circle at the center of
cluster of leaves is replaced by an angular
style design (see Hiroa 1944: 18232)
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i This 6éakairo is see
4. Mai r e R u K g Rarotonga sub chief of Ngati Karikand is

provisionally ¢title
transl ates as o6t he
or 6the ferns wi t h
dfrigate bird6.

Figure 3.981 Atiu female chief,
Akataui, in tapa robe with Maire Rau
- Kot a6 a Sourwe phdto# (
~* . . | c/nE6425/10® Hocken Library,

e N University of Otago).

B Figure 3.96 (left) and 3.97 (above) details of tapa
&8 worn by elder of Ngati-Makea Karika tribe

(Source photo# 1/2045075F, Alexander Turnbull
§ Library, Wellington , New Zealand)
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Figure 3.9971 detail from Installation of Makea Tinirau, 30
August 1921 Gource photo# PH-CNEG-C20600 © Auckland
War Memorial Museum).

55. Pua Tiare

R

This design is found on a tapa cloth worn by
one of the sulzhiefs at the installation of
Makea Tinirau Ariki in 1921. It is a simple
four petalled flowedesign. In the Auckland
example, below, the flower is set in a squars
with a motif of leaves in the adjoining squarg

Figure 3.100i Tapa cloth atributed to
the Cook Islands Source photo#
120421 © AucklandwWar Memorial
Museum.
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Figure 3.10171 Installation of Makea Tinirau, 30 August 1921
(Source photo# PH-CNEG-C20600 © Auckland Museum)
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56. Pua Tiare 2

This déakairo is fou
Abuadu, 1906 from
Tongarewa, National Museum of Ne

QV p Zealand.
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Figure 3.1021 Detail in Figure 3.23
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Figure 3.1031 Mangaia Tapa costume 1907(Source Stephen
Savage, USP Cookslands Archive).

57. Pu Tiare 3

This is another stylized flower pattern. It is
very simple but clear and effective desig
seen here on the tapa of a Mangaian perfor
in 1907.
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Figure3.104idet ai | from an AiSouwceak
photo# 987 Auckland War Memorial Museun).

58. Pu Rauti

=

Hiroa collected the name Puauti for a simi
tatau facial design from Mangaia. He writ
AThis is a face pat
triangle extending across the cheek, with
curvedbase towards the ear and apex tows
the nose. From the apex stretch two cur
lines inclining to a spiral form, with anothg
short line near the base of the upper spi
This pattern was usgé
is seen here (Figure 3.91) on amridentified
by Hiroa as from Aitutaki but possibl
Mangaian in origin.

Figure 3.1051 Ai t ut a kSburce a
photo# 987 Auckland War Memorial
Museum).
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Figure 3.1061 Display of Atiu Mats (Source photo# 1/2-
104219F © Turnbull Library, Wellington)

59. Kikau

The kikau motif is an artistic representation
the coconut leaf. Traditionally, kikau ha
many uses, including conveying messa
announcing imposition of a tapu (prohibitior
raui (harvestingestriction), death, etc.

The Kikau dakairo i
3.106) possibly from Mokoerdlui-O-Tautipa
or Ngatiarua village on Atiu. It is used k
many islands in decorative weaving.
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Figures 3.107 and 3.108 t avargmaiat
(Source: photo# AM8353- 8355, Auckland War Memorial Museum,
Auckland).

60. Puvakevake

*

Thi s Mangai an Oakai
moko (taro or young taro shoots). In Mangs
vakevake refers ta brood, or large group o
children. It symbolizes a new generation

regeneration. Hiroa recorded the design,
tatau, on the chest, shoulders amper arms
of one of the Mangaian performers at the 19
Christchurch Exhibition. He wrot
APuwakewake consi st g
at acute angles, with three rays projecting
from the angles. These rays are shaped likg
arms of a Maltese Cros$he site is upon thg
chest, and also upon the shoulder and uj
armo (1911b; 96) .

AAccording to [ Dani

main informant] the number of zizpg lines
have reference to the genealogy of

individual, whilst the three arms projectir
from the angles represent the three anc
tribes of Mangaia. 0
Vairuarangi, and Papaarangi].

Hamilton (1911:101) noted that sometimeg
fourth wedge or ray was inserted to repreg
the assertive and wg
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Hamilton (1911:101) additionally noted of th
motf T AAncestral t 4
tavakevake. This is a copy of the pattern
the breast of Tangitoru. It is supposed
enabl e the bearer td

Figure3.109i TUni era Tangi t g
years(Source Mangos and Utanga, 201,
p.155
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Figure 3.1101 Ai t ut a KSource phéto# 987 Auckland
War Memorial Museum).

61 Vake

X
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Another variant of the puvakevake mof
provisionally named Vake, in this case loca
on an Aitutkai (or
drum.
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Figure 3.111i Detail in Figure 3.23

62.Vake 2

N\ e\ g\ g\ g\ /g

\g

Puvakevake (above) refers to many young {
shoots.This is a variant of the puvakeva
design, a singular taro shoot, provisiong
named Vake 2.
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Figure 3.113i Detail in Figure 3.23

63. Vake 3

Walatatal,
QIQARARAL
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This is anothervariant of the puvake vak
motif, provisionally named Vake 3. It is se
here as a carved motif recurring on {
Mangaian vaka Ab6uabdy

Figure 3.114i detail, carved boards,

Mangaia, Christchurch Exhibition 1907
(Source photo#MA 1063011 Te Papa
Tongarewa, Museum of New Zealand)
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Figure 31157 Detail in Figure 3.23

64. Vake 4

Another variant of the puvake vake mot
provisionally named Vake 4, located on {
Mangaian vaka Aob6uabdy
National Museum of New Zealand.
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