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Abstract 
 

This thesis argues that Indigenous speculative fiction in Aotearoa and the Moana constitutes a 

distinct expression of Indigenous story sovereignty: a cosmologically grounded mode of 

world-making in which literature functions as theory, method, and political intervention. 

Speculative writing is examined as genre and as methodology—a wānanga through which 

whakapapa spirals from Te Kore to Te Pō to Te Ao Mārama, providing conceptual tools for 

navigating ecological crisis, colonial violence, and future possibility. Grounded in 

Mātauranga Māori, Mana Wāhine theory, Pasifikafuturism, and Indigenous relational 

ontology, the thesis develops Kaupapa Māori Speculative Poetics as its overarching 

interpretive method, attentive to huna, uncertainty, relational ethics, and cosmological 

emergence. Through close readings of Dan Rabarts and Lee Murray’s Indigihorror Path of Ra 

trilogy, Gina Cole’s Pasifikafuturist Na Viro, and Whiti Hereaka’s Indigifantasy 

Kurangaituku, alongside the creative work “Kēhua,” the thesis identifies four signatures that 

structure Indigenous speculative writing: rupture, embodiment, refusal, and futurity. 

Monsters, cyborgs, spectral kin, and atua-wāhine are shown to be ontological participants in 

genealogical, ecological, and erotic worlds—not metaphors but agents who register breaches 

in relational order and open pathways for repair. 

Kaupapa Māori Speculative Poetics generates several original critical contributions, 

including the articulation of a Māori Indigihorror hermeneutic grounded in whakapapa and 

cosmological accountability; the development of Taniwha teratology as a culturally specific 

theory of Māori monstrosity; and the theorisation of the cyberwāhine as a sovereign 

posthuman figure whose embodiment reconfigures global posthumanisms. “Kēhua” 

demonstrates this methodology in practice, showing how creative writing produces theory 

through spectrality, whakapapa, and more-than-human relation. The thesis concludes that 
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Māori and Pasifika speculative literatures—critical and creative—reshape genre, 

provincialise universalising posthumanisms, and extend Indigenous Studies toward 

cosmological and speculative horizons, asserting Indigenous story sovereignty as an ongoing 

practice of resurgence and world-making. 
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Ka tīmata te kōrero i Te Kore – te kōpū whaiao o te whakaaro, te pūtake o te mauri. 

E hika mā, tēnei ka mihi ki ngā pūtaketake o tēnei haerenga – ki ōku whenua whakatipu, ki 

ngā wai e rere nei i te whatumanawa, ki ngā maunga e tū mai rā hei pou herenga wairua. 

Ki ngā ringa raupā, ngā reo whakaoho i te hirea tangata, ngā kaihautū o tēnei waka—ka nui te 

ngākau mōu. 

Ki te whānau e hāpai tonu ana i ngā rā o te pōuri, ki ngā tamariki kua noho hei aho ariki o te 

rā, me ngā atua kua noho hei kōrama ki te ara—e kore e mimiti te aroha. 

He taonga tuku iho tēnei, he pitomata i puta mai i Te Kore, kua whārikihia ki a koutou hei 

tohu whakahoki, hei tohu whakamānawa. 

Tēnei te kī atu—kua hoki te manu ki tana ūkaipō.1 

Thought begins in Te Kore—the realm of potential, the fertile void from which all creation 

stirs. From Te Kore unfolds Te Pō, the long night of becoming, and from Te Pō we move 

toward Te Ao Mārama, the world of light, clarity, and understanding. This thesis begins in 

that first space: the origin point where memory, imagination, and ancestral presence 

converge. It is from this cosmological beginning that the purpose of this work takes shape, 

and from which its intellectual and ethical commitments arise. 

 
1 The story begins in Te Kore—the generative space from which thought and mauri arise. 
To the lands that raised me, to the waters that pulse with memory, and the mountains that stand as spiritual 
anchors—I honour you. 
To the hands and voices that stirred this work into being—your guidance is carried with gratitude. 
To the whānau who upheld me in dark times, to the children who became threads of light, and to the atua who lit 
the way—your presence is deeply cherished. 
This is a gift from the potential of Te Kore, laid before you as an offering and tribute. 
And so, the bird returns to its ancestral home. 
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Chapter 1. Te Puna Kōrero | Introduction  

 

I Te Kore te tīmatanga—ko te kore whiwhi, ko te kore whai—he māmā, he au, he 

korekore. Ka tomo ki Te Pō—te kōpū e kawe ana i te mātauranga, te whē o te rangi e 

ngāhau ana i te ira atua. Ka puta ki Te Ao Mārama—te ao tūroa, te ao hurihuri, te ao o te 

tangata. 

From the breathless stillness of Te Kore, through the gestating depths of Te Pō, into the 

radiant unfolding of Te Ao Mārama, the Māori cosmos emerges not through conquest, 

but through relationship. 

 

These primordial realms are not simply stages in a linear genesis—they are realms of 

becoming, spirals of potential, in which existence is woven through whakapapa2. Creation in 

te ao Māori (the Māori world) is a dynamic choreography of interconnection: atua3 birthing 

space and time, whenua4 cradling memory, and descendants carrying the echo of origins. In 

this worldview, the future is not a distant, untethered horizon—it is a return, a reweaving, a 

renewal of relational obligations to the seen and unseen, to the living and the ancestral. To 

step forward is not to sever from the past, but to deepen one's place within the sacred web of 

life. In many Western paradigms, by contrast, the future is imagined as linear, developmental, 

 
2 Whakapapa extends beyond genealogy to function as a comprehensive conceptual framework that explains 
relationships between all forms of existence, situating individuals within a network of past, present, and future 
connections, and shaping how the world is understood and lived. 
3 Atua are ancestral beings with continuing influence over specific domains, central to Māori cosmology and not 
reducible to the Western concept of “gods.” 
4 Whenua is known as land (singular and plural) and is also known as placenta or afterbirth. 
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and technological: an arc of advancement that privileges mastery over kinship. The 

divergence between these ontologies frames the central premise of this thesis. Where Western 

speculative futures are propelled by innovation and rupture, Māori and Pasifika speculative 

imaginaries emerge from whakapapa, from Te Kore as the fertile void, and from Te Pō as the 

darkness of gestation—a space of becoming, concealment, and potential. These are not 

abstract metaphors but ontological realities that structure how time, knowledge, and story 

unfold in te ao Māori. 

From this cosmological ground, the imaginative modes often called speculative 

fiction are reconfigured. Rather than positioning horror, science fiction, and fantasy as 

imported genres to be adapted, I approach Indigenous Futurisms—and specifically Māori and 

Pacific literary futurisms—as expressions of narrative sovereignty. These works do not 

simply borrow speculative tropes; they activate ancestral epistemologies, ontologies, and 

ethics to imagine otherwise. Monsters, cybernetic bodies, atua, and spectral figures are not 

decorative: they are speculative agents grounded in pūrākau, whenua, and atua cosmology. 

As such, they become powerful sites of ontological resistance and future-making. 

CoFuturisms, as theorised by Taryne Jade Taylor, provide a broader collective terrain within 

which this thesis is located—a diverse, intersectional, and relational movement that includes 

Afrofuturisms, Gulf Futurisms, and Indigenous Futurisms (1). CoFuturisms offer aesthetic 

variation on dominant science fiction while proposing alternative worldviews and 

temporalities that unsettle colonial futurity. Māori and Pacific speculative writing, as I argue 

here, is central to this movement and asserts the need for critical frameworks grounded in our 

own philosophical and literary traditions.  

This work begins in Te Kore—the ancestral void, the nothing and the not-nothing, the 

pulse of becoming that lies beyond time. It is not absence, but, as Māori Marsden writes, “a 

state of latent being, of pure energy from which all things proceed” (15). For Tūhoe and 
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Ngāti Manawa, whose rivers speak in mist and memory, Te Kore is not past—it is always 

present, always gestating. It is the poetic, maternal, and ethical ground from which story 

emerges as ancestor, as relation. To begin in Te Kore is to begin in reverence for the unseen, 

to dwell with the unknown as companion, and to write not toward mastery, but toward 

whakapapa. This is the terrain of speculative poetics and decolonial thought—where story 

gives knowledge breath. In this framework, absence is a metaphysical invitation: a space of 

concealment where thought, being, and becoming unfold beyond the grasp of empirical 

reason. What follows, then, is not a literature review in the conventional sense, but a mapping 

of the terrain—structured by three key strands: the overlapping crises of settler colonialism, 

ecological collapse, and epistemic violence; the literary and theoretical resurgence of Māori 

and Pasifika speculative voices; and the development of a critical constellation attuned to 

Indigenous ontologies, capable of holding these stories in their full cultural, cosmological, 

and imaginative force. 

 

1.1. Pūtake o te Riri Kōrero | The Root of Intellectual Struggle 
 

This project emerges from a moment shaped by intensifying crises and increasing calls for 

epistemic, ecological, and imaginative redress. For Māori and Pacific peoples, these crises are 

not new, but are the latest intensifications of settler colonial violence. In Aotearoa, settler 

colonialism persists not only through the ongoing alienation of land and degradation of te 

taiao (the environment), but also through the institutional marginalisation of Māori 

knowledge systems, wāhine voices, and takatāpui realities. 5 These intersecting forces enact 

what Gayatri Spivak names as epistemic violence—systems of knowledge that erase or 

 
5 While the name Aotearoa (“land of the long white cloud”) is widely accepted today as a poetic and national 
identifier for New Zealand, it is important to note that Māori iwi and hapū each possess distinct names and 
whakapapa narratives for their respective rohe (regions). 
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silence Indigenous presence (280). As Angela Burt (palawa) notes, these systems are 

“predicated on Western superiority” and continue to dictate which knowledges are deemed 

valuable and whose lives are rendered invisible (109). Carl Mika’s (Ngāti Awa, Ngāti Pikiao) 

work extends this critique ontologically: the Western demand for transparency and 

knowability is itself a violence against Indigenous modes of thought, particularly those 

grounded in huna—mystery and concealment—and Te Kore. As he explains, “our 

propositions about anything are ultimately partial,” a condition that aligns with huna as the 

speculative potential of what remains withheld, a shadowed presence beyond immediate 

perception rather than what is fully revealed” (Mika 121). Together these conditions make 

clear that decolonial scholarship cannot simply recover silenced knowledges—it must also 

reimagine the epistemic grounds of knowing itself, opening space for Māori and Pacific 

philosophies to speak on their own cosmological terms. 

The second crisis is ecological. The Pacific faces rising sea levels, warming oceans, 

and extractive logics that threaten both biodiversity and Indigenous cosmologies. This 

environmental devastation is inseparable from colonial disruption. As Nasaleta Setani of 

Tuvalu laments, “Before, the sand used to stretch out far, and when we swam we could see 

the sea floor, and the coral. Now, it is cloudy all the time, and the coral is dead. Tuvalu is 

sinking” (Ainge Roy). Her words crystallise the lived reality of ecological collapse in the 

Pacific, where the ocean—source of identity, sustenance, and genealogy—is turning against 

its own people under the weight of global extractive systems. Pacific scholars and writers 

have long understood the climate crisis not as an isolated environmental event but as a 

symptom of colonial modernity’s violence against kinship systems that bind land, ocean, and 

human together. Global Indigenous voices echo this call. As Pauliina Feodoroff (Skolt Sámi) 

reminds us, “you cannot cherry-pick Indigenous cosmological practices in a philosophical, 

artistic or theoretical way . . . we have to undo the damage . . . to the lands that are the source 
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of all knowledge” (176). The resonances between the Pacific and the Sámi worlds highlight a 

shared insistence that environmental healing must begin with the restoration of 

relationships—with land, water, and story as living genealogies. Across Indigenous contexts, 

ecological crisis is recognised as a rupture in relational ethics, calling for a renewal of the 

reciprocal responsibilities that sustain life.  

The third crisis is the erasure of Indigenous women and takatāpui voices—an 

erasure enacted both through colonial institutions and, at times, within Māori knowledge 

traditions themselves. Naomi Simmonds observes that “the silencing of wāhine Māori within 

both colonising and whānau spaces has been the most enduring legacy of colonialism” (14). 

She argues that colonisation’s (mis)appropriation of Māori knowledges has re-inscribed 

patriarchal hierarchies, marginalising mana wāhine and fracturing the balance between mana 

tāne, mana whenua, and mana atua. Within this logic, some Māori men have internalised 

colonial paternalism, reproducing the same silencing structures that dispossessed Māori 

women of voice and authority (Pihama qtd. in Simmonds 14). Parallel histories of exclusion 

shape takatāpui experience. As Elizabeth Kerekere explains, while takatāpui identities were 

once accepted within whānau, “historical takatāpui references were changed or removed from 

the colonial record. As the memories faded, so the discrimination against takatāpui increased” 

(Takatāpui 14). Together, these erasures reveal how colonialism reconfigured Māori gender 

and sexual orders, producing enduring asymmetries of power that continue to delimit who 

can speak and be heard.  

Within this context, the fourth crisis is literary and interpretive. Indigenous literary 

and speculative production is not a peripheral cultural practice but a critical method of 

survival, critique, and renewal. Writing from within the literary space, Kirsty Dunn (Te 

Aupōuri, Te Rarawa, Ngāpuhi) explains, Māori literature offers “counter-creative acts” that 

resist colonial logics, asserting tino rangatiratanga through specifically Māori storytelling 
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modes (“He Waha Rerekē” 14). Similarly, Tina Makereti reminds us that Māori writers have 

never lacked imagination; rather, they have often been excluded from “the house of 

literature,” a metaphor for institutional spaces that marginalise Indigenous worldviews while 

celebrating Eurocentric modes of creativity and critique (“Poutokomanawa” 7). Indigenous 

speculative fiction, then, is not an aesthetic novelty. It is a space of cultural sovereignty and 

ontological refusal—where atua speak, cosmology breathes, and relational ethics reassert 

themselves against extractive and linear models of time. 

Amid the overlapping crises of colonial legacies, ecological precarity, and epistemic 

violence, Māori and Pacific speculative fiction does more than imagine survivance—it enacts 

intellectual and cultural sovereignty. In recent years, Critical Indigenous Studies (CIS) has 

moved decisively beyond the margins of colonial academic frameworks, asserting itself as a 

sovereign intellectual project grounded in Indigenous epistemologies, ontologies, and 

axiologies. Aileen Moreton-Robinson (Goenpul) defines CIS as “a knowledge/power domain 

whereby scholars operationalize Indigenous knowledges to develop theories, build academic 

infrastructure, and inform our cultural and ethical practices” (“Locations of Engagement” 5). 

Brendan Hokowhitu (Ngāti Pūkenga) echoes this shift, describing the field as “grounded by a 

significant corpus of scholarly work” that repositions Indigenous knowledge from symbolic 

supplement to generative source of theory, method, and critique (“Critical Studies Intro” 1). 

CIS thus challenges the disciplinary dominance of Western taxonomies, offering instead 

Indigenous-defined frameworks of meaning. As Hokowhitu argues, academic autonomy 

means “extricating ourselves from the overarching Western knowledge frameworks such as 

‘Humanities’ and ‘Science’” in order to “define, code, disassemble, and weave together the 

knowledge that makes sense to our epistemologies” (“Critical Studies Intro” 2). This thesis 

aligns itself with that project of intellectual sovereignty. It explores how Māori and Pacific 

speculative fiction enacts Indigenous theorisation on its own terms—foregrounding 
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whakapapa, atua, mana wāhine, takatāpui genealogies and relational ethics as speculative and 

philosophical forces. These stories are not simply literary artefacts; they are dynamic 

contributions to Indigenous knowledge production and offer what I call Kaupapa Māori 

Speculative Poetics—a framework that engages concealment, cosmology, and ontological 

resistance as interpretive method. In that sense, this thesis participates in CIS’s wider aim: to 

re-centre Indigenous knowledges and to produce theory that emerges from and speaks to 

Indigenous lived realities. As one reviewer of Moreton-Robinson’s collection Critical 

Indigenous Studies: Engagements in First World Locations (2016) puts it, these forms of 

Indigenous scholarship and storytelling “interweave ancient, enduring stories, with recent and 

new stories of purpose, all at work from complicated locations (within, against, and beyond 

western academia)” (“Locations of Engagement” 16). For Māori and Pasifika authors, these 

locations are often shaped by diaspora, dispossession, and resurgence. Their speculative 

works respond to the challenge of “imagining otherwise” articulated by Daniel Heath Justice 

(57)—what Vicente Diaz (Pohnpeian and Filipino) describes as “canoes that ‘fly circles’ 

around ‘the dead weight of imperial ships’” (qtd. in Moreton-Robinson “Locations of 

Engagement” 16). CIS provides both the ethical horizon and interpretive foundation for this 

study. It enables a reading practice attuned to the literary strategies and world-building efforts 

of Indigenous writers in Aotearoa and the Moana—writers whose stories disrupt dominant 

narratives and refuse containment, offering instead relational, speculative, and 

cosmologically rooted visions of the future. 

Despite the flourishing of (Erin) Indigenous speculative production in Aotearoa and 

the Moana,6 scholarly attention to these works remains limited. Māori and Pasifika 

 
6 “Moana” is a te reo Māori and pan-Polynesian term for the ocean, often used to describe an indigenous 
epistemological framework shared among Māori and Pacific peoples of Te Moana-nui-a-Kiwa (the Pacific 
Ocean). A “Moana way of thinking” denotes interconnected worldviews rooted in whakapapa, navigation, 
kinship with the ocean, and relationality between peoples/whanaunga (human and more than human kin) and 
places across vast ancestral sea routes. See Wolfgramm-Foliaki & Smith (2020) for a model of 
“Moana-thinking” linking Māori and Pasifika epistemologies via the ocean. 
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speculative writing constitutes a diverse and expanding field spanning fiction, poetry, horror, 

science fiction, fantasy, futurist writing, and pūrākau retellings. Building on earlier 

speculative engagements by writers such as Katerina Mataira, Ngāhuia Te Awekotuku, Witi 

Ihimaera, Albert Wendt, Keri Hulme, and Robert Sullivan, contemporary Māori and Pasifika 

speculative production has expanded through the work of Tina Makereti, Whiti Hereaka, 

Gina Cole, Dan Rabarts, Darryn Joseph, David Geary, Sacha Stronach, Cassie Hart, Nic Low, 

Courtney Sina Meredith, Bryan Kamaoli Kuwada, Tihema Baker, Alexis Wright, Tayi 

Tibble, Anahera Gildea, and others. While their approaches differ significantly, these writers 

engage questions of cosmology, futurity, ancestral presence, environmental transformation, 

more-than-human worlds, and Indigenous continuance. Together, these works demonstrate 

the breadth of contemporary Indigenous speculative storytelling across Aotearoa and Te 

Moana-nui-a-Kiwa. The field of Indigenous Futurisms—developed through Grace Dillon’s 

Walking the Clouds—has largely been situated in North American contexts, with Māori and 

Pacific texts too often positioned as regional variations rather than distinct theorists of 

futurity. As Alice Te Punga Somerville (Te Āti Awa, Taranaki) asserts in “Ricochet: it’s Not 

Where You Land It’s Where You Fly,” Indigenous literary scholarship must move beyond 

institutional coherence toward dynamic, relational engagements—ones that attend to the 

“twists and turns” of our intellectual trajectories and the specific cosmologies we inherit 

(“Ricochet” 34). Likewise, Gina Cole’s articulation of Pasifikafuturism signals an urgent 

need for epistemic frameworks that arise from the oceanic, not the imperial, world. 

This thesis is located within these intellectual inheritances and their ethical calls. It 

argues that Māori and Pacific speculative writing constitutes a sovereign intellectual 

movement—one that draws on pūrākau, atua, whakapapa, mana wāhine, and oceanic 

temporality to reimagine futurity on Indigenous terms. Rather than applying existing genre 

models, this project develops a critical framework—Kaupapa Māori Speculative Poetics—
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that centres concealment (huna), metaphysical indeterminacy (Te Kore), and narrative 

sovereignty as analytical methods. In doing so, it responds to the need for critical tools that 

can read speculative literature not as mimicry or metaphor, but as sites of Indigenous world-

making and political intervention. 

This work is therefore grounded in literary analysis and also in a whakapapa of 

cultural obligation. As a wāhine Māori working within the field of critical literary studies—

and one of a small number focused on literature written by Māori and Pasifika authors—I 

write from both within and beyond institutional and geographic centres of Indigenous 

intellectual life. My iwi are Tūhoe, Ngāti Manawa, and Tūwharetoa, but like Te Punga 

Somerville, I live away from my tūrangawaewae. She articulates this tension with clarity: 

“Home is always at the centre / but we each find the orbit from which we can make our best 

contribution” (“Ricochet” 25). That orbit for me is literature. My contribution emerges 

through close reading, deep listening, and a commitment to Kaupapa Māori literary 

interpretation. I approach texts with the interpretive ethics of speculation, grounded in mana 

wāhine theory, Mika’s articulation of huna and the metaphysical valence of Te Kore, and the 

expansive poetics of concealment, unsettlement, and generative absence. My creative work, 

including the short story “Kēhua,” is entangled within this constellation—an extension of the 

same theoretical, cultural, and spiritual commitments that shape this thesis. To write from this 

location is to write relationally—through alternative networks of thought, whenua, language, 

and desire. It is an act of positioning that honours ahi kā while acknowledging the legitimacy 

of intellectual contribution from other coordinates. This thesis is one such contribution: part 

of an unfolding archipelago of Māori and Pasifika scholarship that seeks—as Daniel Health 

Justice (Cherokee Nation) instructs—to “imagine otherwise,” through our own 

epistemologies of light, darkness, and speculative becoming (Green Dreamer). 
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1.2. Te Hokinga o te Mauri Taketake | Locating Māori and Pasifika 

Speculative Fiction 

 

While speculative fiction is often framed as a Western genre—emerging from industrialised 

anxieties, technological imaginaries, and Enlightenment progress narratives—the visionary 

literatures of Aotearoa and the Moana trouble this framing. For Māori and Pasifika writers, 

the future is not a blank canvas or dystopic projection but an extension of cosmological time 

and relational continuity. Speculative fiction is a broad literary umbrella that encompasses 

genres such as science fiction, fantasy, horror, steampunk, cyberpunk, alternate history, and 

slipstream—narrative forms that ask “what if?” and imagine realities beyond the empirical 

world. The “speculative” in speculative fiction signals an orientation toward possibility: a 

testing of the boundaries of the known in order to think through alternative worlds, futures, 

and ways of being. It is not limited to futuristic scenarios but includes mythic pasts, parallel 

universes, and imagined technologies. As Darko Suvin argues, science fiction operates 

through “cognitive estrangement,” creating distance from the familiar to reveal the workings 

of power and ideology (7-8). Margaret Atwood’s conception of speculative fiction extends 

Suvin’s notion of estrangement by framing such narratives as performative acts that 

materially intervene in the world. As Ashley Winstead explains, Atwood “embraces the idea 

that speculative narratives are performative,” treating them as “technologies” capable of 

shaping readers’ consciousness and “producing a different kind of future” (229). For Atwood, 

speculative fiction’s political power lies not in persuasion but in its capacity to act—“to 

generate real objects”—transforming imagination itself into an instrument of change (231). 

Thus Atwood frames speculative fiction as literature that explores “what might happen if . . . 

”—an act of imagination that doubles as critique. Within this capacious field, horror 

interrogates embodiment and fear; science fiction speculates on technology and progress; 
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fantasy revives the mythic and magical; and hybrid subgenres such as steampunk remix 

temporalities, aesthetics, and historical imaginaries. At its core, speculative fiction transforms 

imagination into inquiry, using invention to illuminate the unseen structures—social, 

scientific, and spiritual—that govern our worlds. 

Yet while speculative fiction explores the limits of imagination; Indigenous Futurisms 

begin from ontologies where such limits never existed. Indigenous speculative works do not 

approach the unknown as alien or other, but as kin—recognising the cosmos as an already-

relational field of beings, forces, and temporalities. For this reason, this thesis foregrounds 

Māori and Pasifika speculative writing as a sovereign field rather than as a subset of 

speculative fiction, whose speculative capacities emerge from whakapapa and Moana 

epistemologies rather than from Western humanist traditions of progress or apocalypse. 

These works are not defined by their adherence to genre conventions, but by their epistemic 

orientation: toward relationship, land, concealment, and the speculative as a philosophical 

mode. As Mika explains:  

kaupapa . . . can . . . be thought of as a limitation on our capacity to speak with 

certainty about a thing. The speculative power that comes with this latter notion of 

kaupapa is one that immediately defies the colonised assumption that we can set out 

to know a thing or refer to it without considering our own immersion within it. 

(“Uncertain Kaupapa” 130)  

He further suggests that “we do not so much have a relationship with kaupapa, it seems, as 

we are always already claimed by it and called to present it with some obscurity” (“Uncertain 

Kaupapa” 131). Throughout this thesis, I distinguish between speculation as a cosmological 

condition, speculation as a literary operation, and speculative fiction as a genre category. 

Drawing on Mika, speculation is understood as an orientation towards huna: the mystery, 

concealment, and indeterminacy that arise from a world that remains partially beyond human 
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apprehension. This speculative condition is already present within Māori cosmology and 

therefore exceeds literary genre. As a literary operation, speculation foregrounds uncertainty, 

ontological transformation, temporal reconfiguration, and encounters with more-than-human 

worlds, bringing latent cosmological possibilities into narrative focus. Speculative fiction 

constitutes a further category, functioning as a descriptive term that brings such works into 

conversation with broader traditions of fantasy, horror, and science fiction. The term is 

therefore used here as a comparative literary framework rather than an originating one. Māori 

and Pasifika speculative fiction derives its primary logic from Indigenous cosmologies and 

storytelling traditions, while genre provides a secondary language through which these texts 

may circulate, be recognised, and enter wider critical conversations. 

 

1.3. Ngā Pāpātanga | The Muted Spaces 

 

Having mapped the field of Indigenous speculative literatures, this section turns to what 

remains unspoken, untheorised, or only partially seen. Ngā Pāpātanga—the muted space, 

silence or gap—marks a space of potential: the void from which new thought might emerge. 

Here, I trace the limits of existing frameworks in Afrofuturism, Indigenous Futurisms, 

Monster Theory, and Posthumanism to clarify where this thesis intervenes. While these 

bodies of theory have expanded the imaginative and political possibilities of speculative 

thought, they also carry conceptual residues of the West that obscure Indigenous 

cosmological and epistemic distinctiveness. Reading through “Ngā Pāpātanga” allows this 

thesis to mark where light has not yet reached—to identify the intellectual spaces that call for 

a Kaupapa Māori Speculative Poetics. 
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Afrofuturism 
 

Afrofuturism emerged in the late twentieth century as both an aesthetic and a critical category 

for understanding how African diasporic artists reimagined race, technology, and temporality. 

Mark Dery coined the term in his 1994 essay “Black to the Future,” describing speculative 

engagements by Black artists with futures often denied to them by slavery and racial 

capitalism. Kodwo Eshun expanded this frame, reading Afrofuturism as a counter-history that 

writes Africa into technological modernity through sonic and narrative experimentations 

(289). Alondra Nelson and colleagues, in a 2002 special issue of Social Text, grounded 

Afrofuturism in questions of memory, race, and science fiction, linking it to traditions of 

Black cultural production attentive to dislocation, survival, and futurity (1). In literature, 

Octavia Butler, Samuel Delany, and Nnedi Okorafor exemplify Afrofuturism’s capacity to 

stage race and diaspora through speculative futures, while Ytasha Womack notes, musicians 

from Sun Ra to Parliament-Funkadelic forged “cosmic grammars” of Black liberation, 

merging outer-space imagery with social and spiritual transcendence (34-35). More recently, 

the cinematic vision of Black Panther (2018) and its sequel Black Panther: Wakanda Forever 

(2022)7 has brought Afrofuturism into global consciousness, offering Wakanda as both a 

reimagined Africa and a counterpoint to colonial futurities. Central to Afrofuturism is the 

reconfiguration of time: histories of enslavement and displacement are neither erased nor 

overcome but carried into futures that exceed colonial logics.  

 
7 Black Panther and its sequel, though set in the fictional African nation of Wakanda, was conceived and 
produced primarily by African American creators within a diasporic frame. Its speculative vision of Wakanda 
functions as a diasporic dream of return—an imagined Africa unscarred by colonisation—rather than a narrative 
arising from within African epistemological or linguistic traditions. As such, it exemplifies Afrofuturism’s 
diasporic longing and critique, even as it gestures toward Africanfuturism’s continental rootedness. 
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In response to the diasporic framing of Afrofuturism, Nnedi Okorafor introduced the 

term Africanfuturism to distinguish speculative works rooted in continental African cultures, 

perspectives, and histories from those shaped by diasporic experience. She defines it as 

“rooted first and foremost in Africa, and not in an obsession with or repulsion from the West. 

It is centred in and derived from African cultures, histories, mythology, and point-of-view” 

(qtd. in Womack 184). Jane Bryce underscores this distinction, writing that African 

speculative fiction has “roots in African modes of storytelling that draw on myth, orality, and 

Indigenous belief systems” (2). Where Afrofuturism emerges from the dislocation and 

rupture of the Black Atlantic, Africanfuturism speaks from a different ontological ground—

less concerned with return and recovery, and more with continuity and cultural presence. For 

Māori and Pacific literatures, this distinction matters: whakapapa, pūrākau, and Oceanic 

temporalities offer Indigenous futurisms that are likewise rooted in place, language, and 

cosmology rather than displacement or alienation. Recognising these distinctions prevents the 

flattening of Indigenous speculative work into a pan-decolonial or diasporic frame, and 

instead affirms the need for situated critical approaches. 

 

Indigenous Futurisms  
 

Anishinaabe scholar Grace L. Dillon’s Walking the Clouds: An Anthology of Indigenous 

Science Fiction (2012) names and gathers what has since become a flourishing constellation 

of Indigenous speculative writing. In her introduction, Dillon identifies five recurring modes 

that shape Indigenous Futurisms: the Native Slipstream, where nonlinear time resists colonial 

progress narratives; Contact, reframing encounters between Indigenous and settler worlds; 

Indigenous Science and Sustainability, privileging ecological knowledge systems; Native 

Apocalypse, translating catastrophe into survivance; and Biskaabiiyang, an Anishinaabe 

concept of returning to self through story (8-11). These categories are not a taxonomy of 
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closure but of motion—a speculative cartography of survivance, presence, and resurgence. 

Building on Gerald Vizenor’s survivance—survival as active presence and creative 

continuance rather than victimhood—Indigenous Futurisms imagine worlds where futurity is 

already entangled with ancestral time. Kyle Powys Whyte argues that the apocalyptic horizon 

of climate discourse is nothing new to Indigenous peoples, who have lived through centuries 

of colonial devastation, citing both Dillon and Conrad Scott, the latter whose study discusses 

how “indigenous literature . . . tends to narrate a sense of ongoing crisis rather than an 

upcoming one” (qtd. in Whyte 227). This recognition repositions apocalypse as a condition 

survived through relationship and renewal. Daniel Heath Justice extends this idea by 

describing story as a form of kin-making, a practice that reweaves the torn fabric of relation 

reminding “us of our duties, our rights and responsibilities, and the consequences and 

transformative possibilities of our actions” (75). Within this continuum, speculative literature 

becomes a reactivation of kinship and cosmology rather than an escape into the future. 

Indigenous Futurisms is a major intellectual ancestor of this project. Grace Dillon's 

foundational work opened critical space for Indigenous speculative literatures to be theorised 

through Indigenous concepts of survivance, relationality, and futurity, establishing an 

important point of departure for subsequent Indigenous engagements with speculative 

narrative. 

While Dillon's Indigenous Futurisms offers a foundational vocabulary for articulating 

Native survivance and futurity, its genealogy is anchored in North American intellectual and 

cultural contexts. The relationship is therefore one of ricochet rather than equivalence: 

concepts travel across Indigenous intellectual traditions, gathering new meanings as they 

encounter distinct histories, cosmologies, and genealogies. Indigenous Futurisms thus 

provides a major intellectual ancestor and interlocutor for this thesis, while Kaupapa Māori 

Speculative Poetics emerges from the particular epistemological, cosmological, and 
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genealogical conditions of Aotearoa and Te Moana-nui-a-Kiwa. While Dillon’s Indigenous 

Futurisms offers a foundational vocabulary for articulating Native survivance and futurity, its 

genealogy is anchored in North American intellectual and cultural contexts. To map it 

directly to Māori and Pasifika writing risks misrecognising the cosmological ground of Te 

Moana-nui-a-Kiwa. Māori and Pacific speculative literatures arise from the oceanic 

continuity of whakapapa—cosmological genealogies that move through Te Kore (the void), 

Te Pō (the generative darkness), and Te Ao Mārama (the world of light). Within this 

movement, the future is not a distant horizon but a relational unfolding, sustained by 

memory, land, and atua. Dillon’s The Native Slipstream and Biskaabiiyang find echoes here 

yet remain partial translations. The Slipstream resonates with Māori cyclical temporality but 

cannot traverse the metaphysical journey from Te Kore to Te Ao Mārama, tracing 

cosmological genealogies that already anticipate the posthuman. Where posthuman theory 

belatedly discovers entanglement, Māori epistemologies have always understood rivers, 

winds, and taniwha as kin. Biskaabiiyang’s notion of return parallels whakapapa’s logic of 

renewal, though a local hermeneutic is required, one grounded in mana wāhine, pūrākau, and 

relational ontology. These frameworks privilege concealment (huna), ambiguity, and 

responsibility over revelation and mastery, situating speculative creation as a form of ethical 

engagement with the seen and unseen.  

Through this lens, Māori and Pasifika speculative writing reframes Indigenous 

Futurisms as genealogical rather than geographic practice. It sustains relational energy 

between ancestral homelands and dispersed communities, embodying “energy-filled and 

space-making ricochet” (Te Punga Somerville “Ricochet” 34). The speculative, then, is not 

an escape from history but an ethical return: “we are not aiming at the mound in order to hit 

the same spot but to achieve the best possible ricochet: the longest distance, the furthest 

impact” (“Ricochet” 34). This movement honours the labour of those who remain while 
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recognising the creative obligations of those who leave their home-fires. In her poem, Te 

Punga Somerville writes, “I’ve never been the ahi kā kind of girl / Someone always stays 

home, / But someone has to go fish, garden, collect, trade, intermarry, fight” (“Ricochet” 25). 

Here, departure becomes a form of service, an orbit through which contribution to the 

collective continues. Home is not abandoned but carried, its flame tended through movement. 

Māori and Pasifika speculative texts thus emerge as genealogical technologies—literary acts 

that orbit back toward ancestral fire, carrying with them new knowledges, languages, and 

imaginative futures. In doing so, they enact whanaungatanga and ahi kā roa: the long, 

enduring flame of relation that continues to burn, no matter where we stand. The next section 

turns from futurity to corporeality—from speculative movement to the bodies that bear its 

cultural weight. If Indigenous Futurisms and ricochet articulate how Māori and Pasifika 

literatures imagine forward, monster theory reveals what resists, returns, and refuses within 

those same imaginaries. 

 

Monster Theory  
 

Monstrosity has long been a critical lens for reading speculative literature. Jeffrey Jerome 

Cohen’s Monster Theory: Reading Culture (1996) remains foundational, framing monsters as 

embodiments of cultural anxiety, figures of border transgression, and sites of fascination and 

fear. Monsters, in this reading, are allegorical: they reveal what a culture represses, fears, or 

desires. Subsequent scholarship has elaborated on monstrosity as a site of queer, racial, and 

gendered othering, linking monsters to the politics of embodiment and difference. Yet 

Cohen’s framework, like much of Western monster theory, risks universalising monstrosity 

as metaphor. For Indigenous contexts, monsters may not be allegories of cultural anxiety but 

beings within cosmological orders. In the Australian context, Naomi Simone Borwein 

identifies Indighorror as “a branch of Aboriginal Australian fiction where the horror genre is 
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used as a scaffolding to evoke Indigenous epistemology, metaphysics, and myth” 

(“Synchronic Horror” 141). The body of work she associates with the term extends from 

David Unaipon's “Yara Ma Tha Who” (1924–25), frequently identified as the first published 

Aboriginal horror story, to contemporary fiction by Sam Watson, Alexis Wright, Mudrooroo, 

Phillip McLaren, Raymond Gates, D. Bruno Starrs, Kim Scott, and Ambelin Kwaymullina 

(“Synchronic Horror” 143). These works encompass diverse forms of horror, including 

Aboriginal vampire narratives, Dreaming-based supernatural fiction, crime thrillers, 

speculative futures, and stories shaped by totemic beings, ancestral presences, colonial 

violence, and ecological disturbance. Mudrooroo's The Undying (1998) reworks vampire 

fiction through Ghost Dreaming and maban reality; Watson's The Kadaitcha Sung (1990) 

entwines frontier brutality with death spirits and totemic horror; Wright's Plains of Promise 

(1997) mobilises ancestral and totemic presences to create an atmosphere of dread; 

McLaren's Scream Black Murder (2009) fuses crime fiction with "criminal dreaming"; and 

Starrs's That Blackfella Bloodsucka Dance! (2011) reimagines the vampire through Dreaming 

cosmologies and Aboriginal Fantastic (“Synchronic Horror” 156-59). Kim Scott's Benang 

(1999) and Ambelin Kwaymullina's The Tribe (2012) further demonstrate the breadth of the 

tradition, drawing respectively on the horrors of colonial assimilation and Indigenous 

speculative futurities. Collectively, these texts demonstrate that Indighorror encompasses a 

broad spectrum of narrative forms united through their engagement with Aboriginal 

cosmologies, relational ontologies, and the enduring consequences of colonial intrusion. 

Indighorror has evolved from being treated as sociological data to a literary mode in which 

“the monsters seen in contemporary indighorror retain echoes of both their mythological 

origins and the anthropological readings of monstrosity that once constrained them” 

(“Synchronic Horror” 141). Borwein argues that totemic and monster-theory approaches, 

when filtered through Western horror studies, remain “laced with anthropological 



 28 

imperatives” that misread the Dreaming’s fluid and synchronic epistemology (“Vampires” 

73). Rather than using monsters as metaphors for cultural anxiety (as in Western horror), 

Indighorror positions them as living presences within Aboriginal Australian Indigenous 

epistemologies. The horror arises not from the monstrous itself, but from colonial rupture—

where the Dreaming’s balance between human and more-than-human worlds has been 

violated. 

Within Māori contexts, the taniwha exemplifies this difference. To read taniwha 

through Cohen’s theses alone would miss their ontological specificity. Taniwha are not mere 

symbols of fear but guardians, kin, and warnings embedded in river systems and landscapes. 

Their monstrosity is ambivalent—protective, threatening, relational—and inseparable from 

ecological and spiritual realities. Ricochet here again provides a methodological cue: Western 

theories of monstrosity may strike against taniwha narratives, but the rebound propels us back 

into Māori cosmology, where the monstrous is not abject but woven into whakapapa. This is 

precisely where speculative poetics is most vital, allowing us to read taniwha not through 

allegorical closure but through concealment, ambivalence, and relational obligation. 

In this thesis I adopt the variant spelling Indigihorror, aligning it with cognate terms 

such as Indigiqueer and Indigenous Futurism to emphasise indigeneity as an audible and 

agentive force within the genre rather than a prefix to horror. Indigihorror names horror that 

doesn’t arise from fear of the Other but from the desecration of sacred relations—from 

colonial and ecological ruptures that disturb the moral and cosmological balance of being. In 

both Aboriginal and Māori worlds, the monstrous is not symbolic but genealogical: a living 

embodiment of breach and accountability. Like the “dark side of the Dreaming,” the Māori 

realm of Te Pō is not a domain of evil but of generative potential, “material and ancestral,” 

where the monstrous becomes a site of renewal and relational reckoning (Mika "Il-Logical 

Ethics" 429). This understanding grounds what I call Taniwha teratology—a culturally 
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specific hermeneutic that reads Māori horror on its own cosmological terms, refusing the 

allegorical and anthropological lenses that have confined Indigenous narratives within 

Western horror theory. 

 

Posthuman Theory  
 

Posthuman theory has become one of the dominant critical vocabularies in contemporary 

literary and cultural studies. Rosi Braidotti’s The Posthuman (2011) describes a subject 

decentred from the humanist ideals of autonomy, mastery, and rationality—foregrounding 

instead relationality, affect, and nonhuman entanglement (The Posthuman 1-2). Cary Wolfe 

similarly positions posthumanism as a critique of anthropocentrism, extending ethical 

consideration to the nonhuman and the more-than-human world (xv–xviii). These 

interventions have been crucial in dismantling the humanist universals that underpinned 

colonial, patriarchal, and species-ist logics. Yet, as many Indigenous scholars have observed, 

posthumanism remains tethered to Western metaphysics. Its critique of human 

exceptionalism presupposes a European intellectual genealogy in which “the human” was 

elevated above nature. By contrast, Indigenous cosmologies never drew such sharp 

separations: in whakapapa, rivers, taniwha, stones, and winds are already kin. From this 

perspective, posthumanism’s turn to relationality can appear less revolutionary than 

revelatory—a late recognition of truths long held within Indigenous epistemologies. From the 

discipline of Indigenous Studies, Brendan Hokowhitu critiques this colonial temporality of 

thought, arguing that the “nomenclature of ‘new’ is simply offensive in the broader realm of 

multiple realities” because it “claims temporal ownership of ideas that already existed in 

multiple Indigenous philosophies” (“Emperor’s ‘New’ Materialisms” 132). He likens the 

intellectual arrogance of such discovery to terra nullius, calling it a “cōgitātiō nullius,” where 

European and North American theory re-assumes “a void if not delivered into this world by 
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European/US reason” (132). As he scathingly writes, this “endemic discursive psychosis,” 

bolstered by “delusions of grandeur,” reveals the same invader logic our ancestors endured 

(132). Posthumanism’s “aha” moment—its awakening to the agency of the more-than-

human—thus re-enacts the colonial performance of discovery rather than recognition. 

Moreover, posthuman discourse often neglects colonialism as the structuring violence of 

modernity, framing the Anthropocene as a universal human condition rather than a product of 

specific colonial and extractive histories. Further, where Braidotti and others praise the “new” 

agency of matter, Māori cosmology has long articulated an ontology of material interrelation 

through Te Kore. In this sense, Te Kore can be read as a Māori materialism: not inert matter, 

but a living field of becoming that precedes and exceeds the human. To return to Te Kore is 

therefore not to adopt posthuman thought, but to recognise an already-existing philosophy of 

entanglement that refuses both human centrality and the colonial logic of discovery. 

 

1.4. Te Huripari o te Ao Taketake | Positioning within Māori Scholarship 

 

This thesis stands within a continuum of Māori intellectual and creative scholarship that has, 

over several decades, established the authority of Māori worldviews as both epistemological 

foundation and critical method. Far from implying absence, this research acknowledges the 

abundance of Kaupapa Māori thought and Mana Wāhine theory that precedes it—each strand 

of scholarship contributing to the reclamation of Māori ways of knowing, being, and creating 

as sovereign. Early articulations of Kaupapa Māori research—including, but not limited to, 

the work of Graham Hingangaroa Smith, Linda Tuhiwai Smith, Leonie Pihama, Fiona Cram, 

Rose Pere and Kathie Irwin—position it as an Indigenous paradigm grounded in whakapapa, 

collective responsibility, and self-determination. Their work insists that Māori research must 

emerge from Māori purposes, value Māori participation, and enact Māori aspirations. Within 
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this intellectual lineage, scholars such as Ngahuia Te Awekotuku, Ani Mikaere, and Naomi 

Simmonds and others have expanded Mana Wāhine theory as a framework that affirms the 

inherent authority of wāhine Māori as carriers of whakapapa, wairua, and atua connection. 

Rather than simply returning women’s “voices” to the centre, their work restores the 

ontological and spiritual balance disrupted by colonial and patriarchal epistemologies, 

recognising wāhine as embodiments of ancestral power, ethical guardianship, and 

cosmological continuity rather than as subjects to be represented. These contributions 

reaffirm that knowledge is not abstract or disembodied but relational, lived, and accountable 

to the genealogical and spiritual networks from which it arises. 

A related genealogy of Māori philosophical and creative scholarship—including 

Rangihīroa Panoho (art history), Carl Mika (philosophy), Aroha Yates-Smith (theology), 

Deborah Heke (visual media), Alice Te Punga Somerville (literary/Indigenous/Pacific 

studies) and Tina Makereti (literature)—has likewise insisted that Māori cosmology is not 

metaphor but ontology. Te Ahukaramū Charles Royal’s notion of “whakapapa as method” 

and Mika’s exploration of huna (the speculative potential of concealment) both affirm that 

Māori thought moves through the unseen as much as the spoken. In literary studies, scholars 

such as Alice Te Punga Somerville, Jenny Lee, and Sarah-Jane Tiakiwai have developed 

approaches that treat story as theory, positioning pūrākau as pedagogy and as reclamation. 

Collectively, this existing body of work forms a deep and dynamic critical landscape—one 

that has already asserted Māori knowledge as theoretical, not merely cultural, and Māori 

storytelling as world-making practice. 

Yet within this rich intellectual landscape, what remains underdeveloped is a 

sustained theorisation of the speculative—how Māori cosmological concepts such as Te 

Kore, Te Pō, and Te Ao Mārama generate literary and philosophical forms that move beyond 

realism, troubling the very boundaries of genre and representation. While Māori scholars 
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have richly elaborated mana wāhine, decolonisation, and Kaupapa Māori principles, the 

speculative and fantastical dimensions of contemporary Māori and Pacific literature have 

often been read either as cultural reference or allegory rather than as ontological method. The 

under-theorisation of Indigenous Futurisms, Indigihorror, and Pasifikafuturism from within 

Māori frameworks has resulted in a critical imbalance: international scholarship (Dillon, 

Vizenor, Whyte, Justice) has provided powerful conceptual scaffolds for Indigenous 

speculative writing, but the Moanan and Māori contexts of those same ideas have remained 

comparatively under theorised. To apply North American Indigenous Futurisms or global 

CoFuturisms uncritically to Māori texts risks replicating the very epistemic flattening that 

Kaupapa Māori resists. 

This thesis therefore positions itself as a mokopuna contribution to this whakapapa of 

Māori criticism. It extends Kaupapa Māori and Mana Wāhine methodologies into the 

speculative and fantastical terrains of Māori and Pacific writing—treating cosmology as both 

theory and method. Rather than seeking to replace existing Māori approaches, this project 

deepens and reorients them through the lens of speculative poetics, a practice that listens to 

huna, to the unseen and the withheld, and that reads Māori literature as a site of cosmological 

becoming. Within this framework, story and theory are inseparable: both are forms of world-

making that unfold through the rhythms of whakapapa. Kaupapa Māori Speculative Poetics 

emerges here as a continuation of mana wāhine thought and pūrākau pedagogy, but with an 

explicit focus on how Māori and Moanan speculative texts engage futurity, embodiment, and 

the unseen as philosophical terrain. It argues that speculative fiction is not an imported genre 

but an Indigenous mode of knowing that has always been present in Māori cosmology—the 

world continually dreamed into being through Te Kore, Te Pō, and Te Ao Mārama. 

To claim space for speculative poetics within Māori literary criticism is therefore to 

affirm both inheritance and innovation. The speculative names a mode of inquiry that reaches 



 33 

toward the unseen and the possible, while poetics insists on the shaping of that inquiry 

through form, rhythm, and story. Brought together, they describe a creative-critical practice 

that honours cosmological lineage even as it invents new methods for thinking and imagining 

from within it. It acknowledges the authority of existing Māori scholarship and recognises its 

profound contributions to the reclamation of epistemic sovereignty, while also extending that 

lineage into new terrains of the literary and the cosmological. This approach neither rejects 

nor supersedes Kaupapa Māori theory; it moves within its constellation, guided by its ethical 

imperatives of reciprocity, collective care, and responsibility to the living and the ancestral. 

In this sense, Ngā Pāpātanga—the gap—does not mark absence but invitation: the space 

through which new methodologies, like Kaupapa Māori Speculative Poetics, can emerge in 

dialogue with those who have come before. 

 

1.5. Ngā Pātai Rangahau | Research Questions and Aims 

 

Four central questions animate this study, collectively shaping a methodological and 

theoretical intervention into both Indigenous and speculative literary studies. This project 

situates Māori and Pacific speculative writing as participation in global genre formations and  

as sites of Indigenous epistemic invention grounded in whakapapa, Te Kore, and mana 

wāhine—a Māori philosophy of women’s authority, embodiment, and spiritual power that 

affirms the genealogical and cosmological significance of wāhine within creation and 

community. These questions move from cosmology to corporeality, from technology to 

method, each articulating a distinct yet interconnected dimension of Māori and Pacific 

speculative thought. Together they propose that Indigenous speculative literatures generate 

theory through their own ontologies of time, embodiment, and relation. 
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In what ways do Māori and Pacific speculative narratives activate Indigenous 

cosmologies and temporalities—Te Kore, Te Pō, and Te Ao Mārama—to resist and 

reconfigure settler time? 

Existing scholarship has long recognised that speculative genres can reimagine time. 

Afrofuturism, for example, disrupts linear temporality by ricocheting between the histories of 

slavery and the possibilities of liberated futures (Eshun 287). Grace Dillon’s framing of 

Indigenous Futurisms emphasises survivance and kinship as ways of dislodging colonial 

chronologies that render Indigenous peoples “past” (3). Yet comparatively little work has 

examined how Māori and wider Pacific writers use speculative form to reactivate 

cosmological time as a living temporal ecology that speaks back to colonial modernity. 

Settler colonialism operates through calendars of extraction, progress, and efficiency. Māori 

and Pacific speculative narratives fracture these logics by returning to cyclical, genealogical, 

and oceanic temporalities that affirm continuity rather than rupture. This thesis theorises such 

narratives as temporal technologies of resistance—literary enactments of whakapapa that 

reassert cosmological time against the linearities of empire. Each subsequent chapter explores 

a different facet of this reclamation, from horror’s disruption of colonial chronology in The 

Path of Ra trilogy to the queer cosmic genealogies of Gina Cole’s Na Viro and the looping 

temporalities of Whiti Hereaka’s Kurangaituku. Therefore, this thesis argues that Māori 

and Pacific speculative narratives constitute acts of temporal sovereignty: they mobilise 

cosmological frameworks such as Te Kore, Te Pō, and Te Ao Mārama to rupture settler time 

and restore the primacy of Indigenous temporal ecologies. Through these narrative 

technologies, the speculative becomes a means of reasserting continuity, relationality, and 

futurity as forms of resistance grounded in whakapapa. 

 



 35 

How is the figure of the cyberwāhine, monstrous wāhine or taniwha theorised as both a 

disruption of colonial categories and a vessel for ancestral and speculative becoming? 

Scholars of monster theory, following Jeffrey Jerome Cohen, have often read monstrosity as 

allegory for cultural anxiety (“Monster Culture” 37). Indigenous critics such as Naomi 

Simone Borwein and Daniel Heath Justice counter that such readings flatten the ontological 

status of monstrous beings as “kin” and agents (Borwein 76; Justice 75). Within Māori 

contexts, the taniwha exemplifies this distinction: a relational entity bound to land, water, and 

iwi (tribe). Māori speculative texts extend this framework through cyborg and monstrous 

wāhine, re-embodying mana wāhine within futurist and monstrous forms. These 

embodiments challenge colonial inscriptions of the Indigenous female body as passive or 

violated , instead positioning wāhine as sites of cosmological agency across technological 

and spiritual domains. Building on these portrayals, this thesis reads the cyberwāhine, 

monstrous wāhine and taniwha as speculative vessels for ancestral and futurist becoming. 

Readings of monstrous and maternal bodies in The Path of Ra trilogy, and of cyborg 

genealogies and queer kinship in Na Viro, foreground how speculative literature enacts 

Indigenous sovereignty by reclaiming the monstrous as regeneration—a threshold where 

ancestral power and speculative futurity converge. Accordingly, this thesis contends that 

these figures function as speculative technologies of embodiment, enacting a mana wāhine 

poetics that transforms horror and hybridity into sites of resurgence.  

 

How do Māori tikanga and Pacific cosmologies negotiate the pressures of colonialism, 

neoliberalism, science, and technology—do they fracture under these tools, or 

reconfigure futurity on their own terms? 
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Posthuman theorists such as Rosi Braidotti and Donna Haraway have framed technology as a 

site of hybridity and relationality (Braidotti The Posthuman 1-2; Haraway 149). Yet 

posthuman discourse often elides the colonial histories that structure the very notion of “the 

human.” For Indigenous communities, science and technology have been double-edged—

agents of dispossession but also of adaptation and continuity. Colonial temporalities have 

long extracted and enclosed the idea of the “future,” rendering Indigenous peoples as ghosts 

of the past rather than participants in futurity. Where posthumanism emerges from the anxiety 

of human dissolution, Indigenous technofuturisms begin from continuity—reclaiming 

technology as already embedded within genealogical and ecological networks. Māori and 

Pacific speculative works imagine technology as whakapapa rather than rupture. They portray 

circuitry, code, and climate data as extensions of kinship, rendering technology a living 

participant within cosmological networks. In the creative component “Kēhua”, spectral 

technologies materialise ancestral presences that refuse erasure. This thesis theorises these 

representations collectively as Indigenous technofuturity: the reclamation of technological 

space through ancestral ethics of relation. By reading across literary and creative practice, the 

project demonstrates that technology in these works functions as a conduit of whakapapa—an 

expression of continuity within modernity’s circuits. Thus, this thesis argues that 

Indigenous technofuturity is grounded in tikanga (customary values and principles) and 

whakapapa, envisioning the cyberwāhine and other speculative figures as its evolution 

rather than as ruptures from ancestry—carrying Māori ethics of relation into futurist and 

digital forms. 

 

What critical practices are required to read these texts without reducing them to local 

token accent or folding them into imported theoretical frameworks? 
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Existing critical approaches to Māori literature and Kaupapa Māori research have powerfully 

asserted that Māori knowledge is theoretical, not merely cultural, and that story functions as a 

site of world-making. Work by Te Ahukaramū Charles Royal, Ani Mikaere, Leonie Pihama, 

Jenny Lee, Deborah Heke, Margaret Forster, Carl Mika, and others has foregrounded 

cosmology, mana wāhine, and pūrākau as living systems of thought. At the same time, 

Pacific thinkers such as Tamasailau Suaalii-Sauni, Gina Cole, and Alice Te Punga Somerville 

have articulated concepts like vā, Pasifikafuturism, and ricochet to describe Oceanic modes 

of relation, movement, and critique. What remains comparatively underdeveloped, however, 

is a sustained theorisation of the speculative as method: how Te Kore’s fertile void, Te Pō’s 

generative darkness, and Te Ao Mārama’s unfolding illumination might shape a reading 

practice that deliberately privileges huna (concealment), relational dynamism, and 

cosmological motion over clarity, closure, or generic stability. This thesis argues that 

Kaupapa Māori Speculative Poetics names that practice. Drawing together Te Kore, mana 

wāhine, pūrākau as methodology, vā, Pasifikafuturism, and kindred Indigenous philosophies, 

it formulates an interpretive stance that treats opacity, fragmentariness, and movement as 

ethical conditions of knowing rather than deficits. Instead of stabilising Māori and Pacific 

speculative texts within pre-existing theoretical frames, this methodology reads them as 

cosmological and intellectual partners, allowing analysis to move—like a constellation—

between Indigihorror, Pasifikafuturism, mana wāhine poetics, and creative praxis without 

subsuming them into any single paradigm. In doing so, the thesis advances Kaupapa Māori 

Speculative Poetics as both a theoretical contribution and a practical reading method: a way 

of engaging Indigenous speculative literatures on their own terms, as sovereign, relational, 

and ongoing acts of thought. 
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From these four questions emerge the aims of the thesis. The project seeks to situate and 

interpret Māori and wider Oceanic speculative texts within an explicitly Moanan frame, 

recognising the oceanic continuities that connect Aotearoa to Te Moana-nui-a-Kiwa and 

echoing Epeli Hau‘ofa’s vision of the Pacific as a “sea of islands.” It examines how these 

texts deploy speculative modes—including mythic re-visioning, futurism, and horror—to 

articulate decolonial imaginaries, cultural survivance, and relational belonging across oceans. 

The study analyses how these works refuse settler temporalities, mobilise ancestral 

cosmologies, and envision relational futures across lands and seas. It traces the narrative 

strategies, cosmological logics, and mythic templates through which these literatures resist 

colonial linearity and assert Indigenous futurities. Particular focus is given to figures of 

monstrousness and hybridity, which disrupt colonial dualisms of human/animal, 

male/female, and natural/technological—foregrounding instead the fluid, relational 

ontologies of Te Ao Māori and the wider Pacific. Finally, the thesis includes an original 

creative work, “Kēhua,” which experiments with Oceanic speculative form. This practice-led 

component enacts the project’s speculative poetics by weaving whakapapa, memory, and 

spectrality into a narrative current that connects local Māori experience to wider Pacific 

conversations. Through this dual critical and creative approach, the thesis proposes an 

Indigenous methodology for reading and creating speculative futures that are at once local, 

oceanic, and planetary. 
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1.6. Ngā Kaupapa o te Ngākau Māori | Methodologies of the Māori Heart—

Kaupapa Māori Speculative Poetics  

 

This thesis develops what I describe as Kaupapa Māori Speculative Poetics—a 

methodological constellation grounded in Māori cosmology and extended through Pacific and 

Indigenous speculative thought. It grows from earlier articulations of cosmological criticism 

but expands them into a practice that privileges speculation, concealment, and relational 

dynamism. Cosmological criticism, as I use the term, is a mode of reading and making story 

that begins from the premise that Māori and Moana cosmologies are not metaphor but 

ontology. It asks how narratives emerge from, move through, and reconfigure the movements 

of Te Kore, Te Pō, and Te Ao Mārama; how they stage relationships among atua 

(cosmological ancestors), whenua (land), ancestors, and descendants; and how they imagine 

responsibilities within those networks of whakapapa. Rather than treating cosmology as 

colourful “background” or mythological garnish, cosmological criticism understands literary 

form, voice, rhythm, and image as places where cosmological thinking happens—where story 

itself theorises the relation between worlds, times, and beings. In this sense, a work like 

“Kēhua” performs cosmological criticism in its own right; embodying speculative movement 

between Te Kore, Te Pō, and Te Ao Mārama and allowing meaning to arise through 

concealment, uncertainty, and revelation. At its core, this methodology refuses closure: it is a 

way of reading that does not stabilise Indigenous texts within colonial frameworks but listens 

to what is hidden, fragmentary, and unsettled. 

 

 Te Kore: The Cosmological Ground 
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At the cosmological beginning of this methodology lies Te Kore, the realm of potential and 

the origin of all becoming. Te Kore is often mistranslated as “nothingness,” yet as Māori 

Marsden insists, it is not absence but “a state of latent being, of pure energy from which all 

things proceed” (15). Te Kore precedes the long transformations of Te Pō, the nights of 

gestation, and the eventual emergence into Te Ao Mārama, the world of light. To locate 

research within Te Kore is therefore to work from a cosmology of pre-time and pre-space, an 

awareness that knowledge itself originates in formlessness and relational potential. Te Kore 

resists definition. It is not a thing, nor a place, nor even an event, but the undifferentiated 

potential from which all things unfold. To speak of it is already to risk error, for Te Kore 

exists before speech—before light, form, or separation. It is the pre-time, pre-space, pre-

thought of Māori cosmology: the originary field from which whakapapa itself emanates. All 

genealogies—cosmic, human, and more-than-human—descend from this infinite potential. 

Within Māori thought, Te Kore is therefore not an absence but a condition of becoming, a 

creative latency alive with energy, vibration, and relational possibility. As Māori Marsden 

writes, it is “the void pregnant with possibilities, the source of all being,” the “realm of 

primal energy from which the material world emerges” (56). To dwell in Te Kore is to stand 

at the threshold between unmanifest and manifest, between nothing and the endless 

possibility of everything. 

Crucially, Te Kore can be understood as the first movement in a cosmological 

sequence—the stage that precedes the long nights of Te Pō and the unfolding illumination of 

Te Ao Mārama. From the fertile void arises the gestational darkness of Te Pō, where form 

begins to cohere, and from that darkness emerges the world of light, form, and consciousness. 

This triadic progression situates Te Kore as the metaphysical womb of creation, the originary 

pulse that sets all becoming in motion. In the rhythm of Māori cosmology, Te Kore precedes 
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even time itself, making it both before and beyond temporality—a condition of infinite 

potential that continually births worlds. 

Māori philosophers and writers emphasise that Te Kore cannot be contained by 

Western metaphysical categories such as nothingness or creation ex nihilo. These 

frameworks suggest absence or divine intervention, whereas Te Kore is a condition of 

potential being—an energy from which all existence emerges. Carl Mika’s philosophical 

writing provides a productive lens through which to read Te Kore as a speculative and 

shadowed mode of being. While Mika does not explicitly name Te Kore, his articulation of 

huna Māori—“the shadowy element to an idea, or indeed the world in its materiality that is 

always beyond our perceptual reach, though alive”—illuminates its epistemic texture 

(“Uncertain Kaupapa” 122). Huna describes that which remains withheld yet animate, 

resonating with Te Kore as a generative void whose potency lies in what cannot be fully 

apprehended. For Mika, kaupapa itself demands speculation; it “is both an embodiment of 

speculation and a call to speculation within its possibilities,” requiring the Māori thinker to 

dwell in uncertainty rather than mastery (“Uncertain Kaupapa” 120). In his later essay “When 

Nothingness Revokes Certainty,” (2021) Mika extends this logic of concealment to the scale 

of being itself, describing nothingness as that which “actively demarcates what can and 

cannot be thought and uttered,” and which “devolves to the world the beginnings and 

continuation of mystery” (“Nothingness Revokes Certainty” 203; 08). This reading positions 

Te Kore not as absence but as philosophical potentiality—an ontological and ethical 

condition where concealment, uncertainty, and immersion become the grounds of speculative 

relation. For Mika, Te Kore is not only cosmological but epistemological—it teaches that 

knowledge is never total and that concealment is an ethical condition of relation. In “A Māori 

Il-logical Ethics of the Dark: An Example with ‘Trauma’” (2020), he extends this idea, 

arguing that to think from darkness is to honour the ungraspable nature of being itself; that 
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“neither dark nor light can exist independently” (“Il-Logical Ethics” 429).To locate research 

within Te Kore is therefore to practise humility: to accept that inquiry must move through 

uncertainty, relation and emergence rather than seek mastery or closure. It is also to 

acknowledge that scholarship, like creation, is always unfolding from an unseen source. Te 

Kore thus reminds the researcher that creation and knowledge alike arise from the same 

generative darkness—the pulse of potential that precedes and sustains all becoming. 

While Mika articulates Te Kore as the philosophical ground of potential, Ani Mikaere 

locates within it the generative presence of mana wāhine. In Colonising Myths Māori 

Realities: He Rukuruku Whakaaro (2011), she observes that “the gestational and birthing 

symbolism employed throughout the transition from Te Kore through Te Pō and into Te Ao 

Mārama” reaffirm the “crucial role that women play “ in the physical and cultural survival of 

whānau, hapū and iwi” (300). Here, Te Kore and Te Pō become living genealogical 

realities—atua wāhine (female cosmological ancestors) spaces of gestation and renewal 

where energy coheres into being. Margaret Forster (Ngāti Kahungungu, Rongomaiwāhine) 

extends this cosmological insight into the field of Māori environmental philosophy. In 

“Restoring the Feminine of Indigenous Environmental Thought” (2019) she explains that 

atua wāhine “shape a cultural environmental perspective and codify a set of environmental 

responsibilities  . . .  to guide human interactions with the environment,” grounded in 

relationships that are “enduring, reciprocal and life-sustaining” (“Restoring the Feminine” 

10). Likewise, in “Amplifying the Influence of Māori Knowledge in Environmental 

Management,” she describes the cosmological sequence Te Kore–Te Pō–Te Ao Mārama as a 

genealogy of “potential being” through which “autonomous but dependent domains [are] 

regulated by guardians  . . .  maintaining the mauri8 or health and vitality of the domain” 

 
8 Mauri refers to the life principle or vital essence of a being or entity, encompassing both its intrinsic vitality 
and the relational force that animates people, objects, ecosystems, and social groups (Moorfield).  
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(“Māori Knowledge” 234). Forster’s contribution thus situates Te Kore as cosmological 

principle and as ethical ecology, where the original void continues to pulse through river, 

soil, and breath. Together, Mikaere and Forster transform Te Kore from metaphysical void 

into maternal ecology, affirming that the creative potential of the universe may also be 

viewed as female-coded, cyclical, and embodied, grounding mana wāhine in both ontology 

and environmental ethics. 

Tina Makereti (Ngāti Tūwharetoa, Te Āti Awa, Ngāti Rangatahi, Moriori, Pākehā) 

extends this cosmological thought into literary and creative practice. In “Māori Writing: 

Speaking with Two Mouths,” (2018) she contrasts Western notions of the Void or Chaos with 

Te Kore “the place of pure potentiality” explicating it is “the place of nothing and not-

nothing, the place of pure paradox” (“Two Mouths” 58). For Makereti, Te Kore is the 

wellspring of imagination and artistic genesis. To create is to return to that pre-form state, to 

inhabit the paradox of chaos and order simultaneously. Her vision aligns Te Kore with 

speculative creativity: it is both origin and method, an act of continual re-emergence through 

narrative and art. In this way, Te Kore becomes the metaphysical ground of being and also 

the creative pulse of Indigenous futurity.  

In a complementary way, Te Ahukaramū Charles Royal frames mātauranga Māori as 

“a body or continuum of knowledge with Polynesian origins” that “survives to the present 

day albeit in fragmentary form,” rather than as any “particular kind of methodology or set of 

explicit actions and goals” (112). He distinguishes this from Kaupapa Māori theory, which he 

describes as “used . . . by Māori in a fairly broad way to refer to any particular plan of action 

created by Māori . . . reflecting Māori aspirations, ideals, values, and perspectives and applied 

to contemporary research and practice” (110). Both, he writes, can be seen as “part of the 

same continuum of Māori knowledge,” where mātauranga Māori articulates the philosophical 

and cosmological foundations, while Kaupapa Māori enacts those insights as ethical and 
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political praxis (113). This dynamic view of Māori knowledge systems resonates with Mika’s 

epistemic humility: what appears fragmentary or obscure is not broken but alive—a trace of 

Te Kore continuing to resonate within Te Ao Mārama. To locate rangahau (research) within 

Te Kore is therefore to enter that living continuum, recognising research not as the mastery of 

knowledge but as participation in its ongoing unfolding—an act of reverence for the 

concealed, the relational, and the becoming. 

Synthesised together, these thinkers present Te Kore as a matrix of potentiality—

cosmological, ethical, and creative. Marsden provides the metaphysical foundation; Mika the 

epistemological humility; Mikaere the feminine ontology; Makereti the artistic and 

speculative dimension; Royal the genealogical rhythm; and Forster the ecological extension. 

Their collective vision resists containment: Te Kore cannot be captured by a single discipline 

or definition. It is at once the cosmic womb, the ethical darkness, the imaginative spark, the 

ecological current, and the relational ground of whakapapa. Within this thesis, Te Kore 

becomes the cosmological basis of Kaupapa Māori Speculative Poetics. To read through Te 

Kore is to embrace opacity and listen to what is concealed rather than seek to illuminate it. It 

reframes speculative reading as an act of reverence for the unspoken and the unseen. 

Knowledge arises from relational surrender—what Mika calls the acceptance of “il-logic” as 

an ethical stance. Te Kore thus functions as the dark matter of Māori thought: invisible yet 

generative, ungraspable yet formative, always preceding and exceeding the world of form. It 

is the cosmological ground upon which this speculative poetics stands—the fertile void from 

which story, body, and world continually emerge. 

 

Mana Wāhine: The Embodied Continuum  
 

Flowing from the generative potential of Te Kore and the transformative depths of Te Pō, 

mana wāhine (authority of women) gives that cosmological energy embodied form. It is the 
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pulse of creative power as it takes shape through wāhine—in the physical, spiritual, and 

narrative senses. As Leonie Pihama articulates, mana wāhine is both movement and theory, 

“grounded upon and informed by Māori language, practices, protocol and knowledge forms,” 

dedicated to “the resurgence and reaffirmation of the mana of Māori women, past, present 

and future” (“Mana Wahine” 351). To begin with mana wāhine is therefore to begin with 

continuity—between creation and embodiment, cosmology and voice, Te Kore and the world 

of form. At its most elemental, Mana Wāhine theory can be defined as a Māori ontology and 

epistemology that affirms the spiritual, genealogical, and political authority of women as 

descendants and embodiments of atua wāhine. Naomi Simmonds describe mana wāhine as an 

extension of Kaupapa Māori theory that “explicitly explores the intersection of being Māori 

and female,” making visible “the narratives and experiences, in all of their diversity, of Māori 

women” (11). For Simmonds, this framework does more than correct representational 

absence: it restores the spatial, embodied, and spiritual geographies of Māori women’s lives. 

As a place-based epistemology, mana wāhine centres mana whenua—the relational authority 

between body, land, and cosmology (12). It therefore refuses colonial separations between 

gender, place, and knowledge. 

This grounding in land and relationality resonates across the Pacific. Hōkūlani K. 

Aikau redefines mana wāhine through a Two-Spirit/Queer lens, describing it as “a powerful 

energy that can be harnessed” beyond binary gender, locating feminine spiritual power in the 

ʻāina itself (359). Her work at the loʻi kalo in Heʻeia shows how cultivation becomes a form 

of decolonial practice: the physical tending of earth restores both gender balance and spiritual 

potency (362-63). Similarly, Lisa Kahaleole Hall insists that “feminist theory remains 

integral to the process of decolonization for Hawaiian and other indigenous women,” because 

“colonialism takes place through gendered and sexualized forms that reconstitute both 

individual and communal indigenous identities in stigmatized and disempowering ways” 
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(15). Drawing on Epeli Hau‘ofa, Kahaleole Hall reframes the Pacific as “a space of plenitude 

and connection  . . .  the ocean [that] connects the peoples who are both land-based and 

traveling” (15). For Kahaleole Hall, the deliberate destruction of non-heteronormative social 

relationships was “inextricable from the simultaneous colonial expropriation of land and 

natural resources,” making gender justice inseparable from Indigenous sovereignty (16). 

Through this Moanan framework, mana wāhine becomes a practice of re-navigating 

Indigenous feminisms through oceanic connectivity, remembering that the currents of 

relation between body, land, and sea are themselves forms of resistance. 

Within Māori aesthetics, Donna Campbell (Ngāpuhi, Ngāti Ruanui) brings mana 

wāhine into the material and creative realm. In Ngā Kura a Hineteiwaiwa: The Embodiment 

of Mana Wahine in Māori Fibre Arts, she describes Māori fibre arts as the woven 

embodiment of mana wāhine: “Each thread connects us to atua wāhine, to our mothers and 

grandmothers, to the creative pulse of the universe” (58). The acts of weaving and patterning 

become metaphors for genealogical continuity and creative sovereignty. These practices 

materialise what Ani Mikaere (Ngāti Raukawa, Ngāti Porou) identifies as the female strength 

at the core of Māori existence, sourced in Te Kore and Te Pō, where all life gestates. 

Weaving, in this sense, is both cosmological and methodological—an enactment of the 

continual creation of form from potential. 

In this thesis, mana wāhine provides the ethical and interpretive framework for 

reading wāhine protagonists across the speculative continuum. Figures such as Mārama in 

The Path of Ra, the cyborg Turukawa in Gina Cole’s Na Viro, and Kurangaituku in Whiti 

Hereaka’s re-imagining of her own myth all manifest the creative continuity of mana wāhine: 

they embody the potential of Te Kore within human, nonhuman, and technological forms. In 

Kurangaituku (Chapter 4 of this thesis), the bird-woman figure weaves her own narrative 

back into being. Hereaka uses weaving both as practice and as method: the novel’s structure 
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mimics the rhythm of raranga (weaving), its language looping, binding, and unravelling like 

fibre under tension. Through this poetics of weave, mana wāhine becomes embodied in the 

act of storytelling itself. Kurangaituku’s voice gathers fragments of whakapapa and desire 

into pattern, enacting the continuity between body, story, and cosmos that defines mana 

wāhine. 

Through them, cosmological presence becomes narrative agency. Their bodies are not 

passive vessels but cosmological instruments through which speculative storying unfolds. 

Thus, mana wāhine in Kaupapa Māori Speculative Poetics does more than frame gender—it 

articulates a mode of knowing and creating that is ancestral, relational, and resistant. It 

connects the cosmic womb of Te Kore to the living world of whenua, from the unseen to the 

spoken, from potential to presence. It reminds us that to write, to imagine, and to speculate 

are themselves acts of whakapapa: creative continuations of that first becoming. 

 

Pūrākau as Method: Story as Theory 
 

If mana wāhine grounds speculative reading in embodiment, pūrākau grounds it in narrative 

as epistemology. This section argues that pūrākau functions as a living methodology through 

which Māori and Pacific speculative writers theorise story itself as a mode of knowing, being, 

and becoming. 

Across scholarship, pūrākau is defined as an active, living system of thought. Jenny 

Lee describes pūrākau as a “traditional form of Māori narrative contain[ing] philosophical 

thought, epistemological constructs, cultural codes and worldviews of the people” and insists 

that they must be understood as theory in their own right rather than “simplified myths or 

legends” (1). Deborah Heke extends this understanding through her Te Kupenga 

methodology, where pūrākau “provides a unique way of contextualising knowledge 

transmission . . . acknowledging the position of the storyteller and the audience as integral 
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aspects of the message conveyed and received” (150). Margaret Forster highlights their 

cosmological and ecological force, arguing that retelling pūrākau “restores the feminine of 

Indigenous environmental thought,” reactivating suppressed genealogies of atua wāhine 

(“Restoring the Feminine” 6). Kirsty Dunn, writing of bird-women narratives, emphasises 

their political vitality: pūrākau “reclaim narrative sovereignty” by unsettling colonial 

authorship and returning agency to Indigenous voices (Into the Dark 115). When placed in 

dialogue, these definitions form a constellation: pūrākau are philosophical, relational, 

ecological, and political; they are living theories that transmit mātauranga through voice, 

embodiment, and repetition. To work with pūrākau as method is therefore to read and write 

through a living entity—an organism of thought that breathes, adapts, and re-creates 

knowledge across generations. 

In the context of Kaupapa Māori Speculative Poetics, this means approaching 

narrative as both cosmological archive and speculative engine. Pūrākau inhabit the creative 

continuum from Te Kore to Te Pō to Te Ao Mārama; they dwell in potential, darkness, and 

illumination all at once. As Royal observes, Māori knowledge is fragmentary yet living—a 

continuum that survives through shards and is remade in each encounter (113). Each telling 

of a pūrākau becomes a generative fragment within this continuum, linking ancestors, land, 

and imagination through whakapapa. This methodological orientation transforms reading into 

an act of listening—to silences, to absences, to the speculative murmurs within story. Mika’s 

call for “il-logical ethics” harmonises here: he urges Māori researchers to embrace murkiness 

and uncertainty as fertile states of knowing. Within pūrākau, concealment or mystery (huna) 

is not deficit but sovereignty. The story holds what it must, releases what it can, and in doing 

so sustains a cycle of relational ethics that mirrors the generative darkness of Te Kore. 

Whiti Hereaka’s Kurangaituku demonstrates this living movement. Her re-voicing of the 

bird-woman story transforms narrative into theory—pūrākau as speculative method. 
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Kurangaituku’s spiral narration collapses colonial temporality, rendering time as relational 

wā (temporality) rather than linear progression. As Dunn argues, these bird-woman narratives 

“reclaim narrative sovereignty” through their metamorphic form (Into the Dark 115). Each 

turn of the spiral reactivates ancestral memory while imagining new futures; storytelling 

becomes both analysis and prophecy. At the same time, Forster’s restoration of atua wāhine 

reminds us that pūrākau are also environmental and gendered epistemologies. Their retelling 

re-enlivens the feminine energies of creation and balance within Māori cosmology. Through 

pūrākau, the ecological and the erotic intertwine; storytelling becomes an act of restoring 

equilibrium between body, land, and cosmos. This is where mana wāhine and pūrākau 

meet—both treat narrative and embodiment as cosmological responsibilities. 

When situated within this thesis’s speculative framework, pūrākau operates as both 

theory and method. It is speculative in its forward-reaching temporality, always imagining 

what is yet to come, and Kaupapa Māori in its accountability to whakapapa and community. 

Each retelling ricochets through time: stories bounce and rebound across histories and oceans 

but remain tethered to ancestral logic. Reading with pūrākau thus means reading for relation 

rather than resolution, for vibration rather than closure. In practical terms, pūrākau underpins 

how this thesis reads Māori and Pacific speculative texts. It informs the close readings of 

Kurangaituku, The Path of Ra, and Na Viro, where narrative itself theorises monstrosity, 

kinship, and futurity. It also underlies the creative practice “Kēhua,” which enacts pūrākau’s 

speculative rhythm by weaving spectral memory and whakapapa through narrative form. 

Across these works, story is not representation but continuation: it thinks, feels, and moves as 

a living presence. Ultimately, pūrākau as method affirms that Māori and Pasifika literatures 

are not to be translated into Western categories of myth or genre but encountered as 

autonomous systems of knowledge. They are living entities that theorise through voice, 

rhythm, and concealment. Within Kaupapa Māori Speculative Poetics, pūrākau is the pulse 
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that animates the entire methodology—a speculative, relational, and sovereign practice 

through which Indigenous stories continue to dream the world into being. 

 

Pasifikafuturism: The Oceanic Ground 
 

Flowing outward from Māori cosmology, Pasifikafuturism—a theory conceived by Gina 

Cole—extends this thesis into a wider Moanan frame of reference. Cole defines 

Pasifikafuturism as “the meeting point and intersection of multiple diasporas of Indigenous 

Pacific peoples who envision, dream, imagine, create, or are receptive to ideas that play with, 

and liquify, the boundaries of technology and time and space” (Pasifikafuturism 11). It 

“locates Indigenous Pacific peoples’ creative production within an environment where the 

Pacific Ocean is the central influence in science fiction” (“Wayfinding” 87). 

Pasifikafuturism, in Cole’s vision, brings together Pacific navigational epistemologies and 

speculative creation, positioning the moana as both material and metaphoric site of futurity. 

Cole’s concept draws on Grace Dillon’s Indigenous Futurisms while reconfiguring its 

geography: it centres Oceanic cosmologies rather than the continental or terrestrial 

imaginaries that have dominated North American Indigenous theory. Yet, while Dillon’s 

framework foregrounds survivance and kinship as modes of Indigenous futurity, 

Pasifikafuturism situates these within the spatial, spiritual, and historical expanse of the 

Pacific Ocean. As Cole writes, “Pasifikafuturism is about navigating the spaceways as our 

ancestors navigated the ocean  . . .  the ocean becomes space, and the canoe becomes the 

spaceship” (Pasifikafuturism 13). Navigation, or wayfinding, becomes the central metaphor 

for how Pacific peoples traverse the speculative: reading currents, winds, and celestial 

patterns as both scientific and spiritual acts of continuity. 

In this sense, Pasifikafuturism operates as a methodology of movement and relation. It 

imagines literature as a continuation of ancestral wayfinding—voyaging across uncertainty 
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while retaining orientation through whakapapa. This oceanic orientation invites comparison 

with Māori Futurisms, yet the relationship between the two remains a live question rather 

than a settled taxonomy. Cole’s definition encompasses Māori Futurisms within the broader 

Pasifikafuturist horizon, but the adequacy of that inclusion—whether Māori Futurisms 

require distinct theorisation grounded in whenua-based cosmologies—is one of the questions 

this thesis explores. At this stage, therefore, Pasifikafuturism functions not as an 

encompassing category but as a critical vector against which Māori speculative texts can be 

read and tested. 

Pasifikafuturism also carries within it an ethical and cosmological continuity with Te 

Kore and Te Pō: the generative void and the long nights of becoming. Where Māori 

cosmology emphasises descent and emergence through darkness toward illumination, 

Pasifikafuturism translates this motion into the language of navigation and voyage. The 

canoe, like the womb or the void, is a vessel of transformation. To voyage through the Pacific 

or across space is to re-enact the cosmological transition from Te Kore to Te Ao Mārama. 

The ocean itself becomes a metaphorical continuation of that primordial potential—alive, 

shifting, and relational. This oceanic perspective also destabilises colonial binaries of land 

and sea, nature and technology, human and machine. Cole’s speculative fiction, particularly 

her novel Na Viro, foregrounds this liquidity through its hybrid cosmologies, fluid 

genealogies, and interstellar voyages. The protagonist’s journey through oceanic and cosmic 

realms embodies what Cole calls “a science of the ancestors,” where navigation across space 

and time remains tethered to Indigenous knowledge systems (Pasifikafuturism 88). 

Pasifikafuturism is also inherently queer and relational. Cole’s fluid navigations 

resonate with Elizabeth Kerekere’s articulation of takatāpui, and Audre Lorde’s vision of the 

erotic as power. These frameworks share a conviction that desire is creative, connective, and 

resistant—that to love and to voyage are acts of sovereignty. In Pasifikafuturism, queerness is 



 52 

not a marginal category but an Indigenous mode of continuity. The ocean’s multiplicity—its 

shifting states of calm and storm, surface and depth—mirrors the polymorphous, trans-

corporeal nature of Indigenous being. Pasifikafuturism reimagines desire beyond the 

heteropatriarchal and heteronormative script, transforming it from an individualised emotion 

into a relational, world-making force that circulates across bodies, technologies, and oceans. 

Within this thesis, Pasifikafuturism provides conceptual grounding and site of critique. Its 

emphasis on voyage and relationality parallels the speculative rhythms of Kaupapa Māori 

Speculative Poetics, yet its scope raises important questions about Māori specificity and the 

limits of pan-Pacific frameworks. Can a theory grounded in oceanic navigation fully 

encompass Māori Futurisms, which often remain anchored to whenua and whakapapa lines of 

descent? Or do Māori speculative writers, while participating in Pasifikafuturist movement, 

also articulate distinct trajectories shaped by Aotearoa’s local cosmologies of land, language, 

and atua? 

In considering these questions, this thesis positions Pasifikafuturism as both method 

and provocation. It invites a speculative practice of wayfinding—of moving between 

frameworks rather than fixing them in opposition. Reading through Pasifikafuturism allows 

us to imagine Māori and Pacific speculative literatures as connected yet plural, interlaced 

through kinship and divergence. Finally, this thesis contributes the concept of “watery tribes” 

as an extension of Pasifikafuturist thought. “Watery tribes” describes the speculative 

collectives—human, nonhuman, and posthuman—that emerge across Pacific texts like Na 

Viro: kinships born of current, tide, and technology. These tribes inhabit the liminal spaces 

between ocean and cosmos, body and machine, ancestor and descendant. They represent an 

Indigenous futurist ethic of relation grounded in motion rather than territory. Thus, 

Pasifikafuturism, in dialogue with Māori Futurisms, offers both a horizon and a question: 

how do Pacific stories imagine futures that remain oceanic in scope yet grounded in ancestral 



 53 

return? In navigating this question, the thesis continues the voyage of Kaupapa Māori 

Speculative Poetics—charting a course across waters that are as epistemological as they are 

cosmological. 

 

The Ontological Rhythm of Relation 
 

At the heart of Kaupapa Māori Speculative Poetics lies an ontological rhythm that privileges 

motion, concealment, and relation. Mika and Te Punga Somerville each describe movement 

as a mode of Māori and Indigenous thought: for Mika, the “illogical” rhythm of Māori 

research unsettles Western rationality through opacity and uncertainty (“Il-Logical Ethics” 

427); for Te Punga Somerville, ricochet names a movement that “glances, bounces, and 

rebounds across texts, histories, and bodies,” yet remains tethered to whakapapa (“Ricochet” 

24). Read together, they articulate a speculative methodology that resists linear coherence, 

allowing thought to travel in unpredictable arcs while remaining bound by genealogy. This 

thesis adopts ricochet as an analytical rhythm that moves between mana wāhine, 

Pasifikafuturism, and pūrākau without subsuming them into hierarchy. Building on this, 

Tamasailau Suaalii-Sauni positions the vā as a sacred and social “space that relates, that holds 

separate entities and things together in the unity-that-is-all,” never empty but “alive and 

connecting” (Wendt qtd. in Suaalii-Sauni 158-59). Within Pasifika epistemologies, vā is the 

governing principle of relational balance and ethical responsibility—an existential 

relationality that links the social, spiritual, and cosmic. Through teu le vā, the practice of 

tending and nurturing the spaces between, vā aligns with Kaupapa Māori approaches that 

centre research in relationships of depth, humility, and accountability (160). In this 

convergence, vā extends the relational ethics of Kaupapa Māori into an inter-Oceanic 

register, where the space between is both connective tissue and cosmological responsibility. 

Together with Te Kore, both vā and ricochet recast absence and distance as generative rather 
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than deficient, transforming cosmological criticism into a practice of listening to echoes, 

attending to rebounds, and reading meaning in the interval between movement and return.  

Kaupapa Māori Speculative Poetics therefore names a methodology that is cosmological 

rather than categorical, relational rather than extractive. It unsettles certainty, privileges huna, 

and treats absence as abundance. Drawing from Mika’s speculative ethics, Royal’s 

fragmentary continuum, Suaalii-Sauni’s vā, Somerville’s ricochet, and Cole’s oceanic 

voyaging, it enfolds Mana Wāhine as ontology and pūrākau as living theory. Manifesting 

across both critical and creative practice—including The Path of Ra, Na Viro, Kurangaituku, 

and the creative work “Kēhua”—this methodology affirms that Māori and Pasifika texts 

cannot be contained within colonial epistemologies but must be read on their own terms: 

speculative, concealed, relational, and sovereign. 

 

1.7.  He Puna Tuhinga | Source of Textual Waters 

 

The texts chosen for this thesis arise from affective resonance rather than categorical 

distinction. Each work calls to a shared Indigenous ethic of relationship, transformation, and 

survivance. The Path of Ra trilogy by Dan Rabarts and Lee Murray, Gina Cole’s Na Viro and 

Whiti Hereaka’s Kurangaituku, have been selected not as representatives of discrete genres—

Indigihorror, Indigenous fantasy, and Pasifikafuturism—but as creative expressions along a 

continuum of Māori and Moanan world-making. Together, they articulate how Māori and 

Pasifika writers imagine becoming in worlds fractured by colonial modernity yet sustained by 

ancestral continuity. In The Path of Ra, Māori identity is negotiated within dystopian 

landscapes of technological excess and ecological collapse; in Na Viro, cosmic travel and 

kinship across oceans and galaxies express a Pasifika metaphysics of relational becoming; 

and in Kurangaituku, the monstrous bird-woman reclaims her own story, transforming horror 
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into survivance. These works extend beyond genre imitation to enact Indigenous epistemic 

sovereignty—writing the future through ancestral paradigms of creation, kinship, and 

reciprocity. 

Underlying this selection is a personal and philosophical affinity for the monstrous, 

the hybrid, and the visionary. I am drawn to horror, gothic and futurist texts for how they 

operate: as thresholds between worlds, revealing the fragility of the boundaries we draw 

between human and other, life and afterlife, matter and spirit. The monsters, cyborgs, and 

hybrid beings of these texts are not abject; they are kin. Within a Māori worldview shaped by 

whanaungatanga, I recognise in them the persistence of connection—a whakapapa that binds 

all forms of life in a shared continuum of being rather than focusing on what makes us 

different. They are never wholly good nor wholly evil, only misunderstood, and in this void I 

find aroha (love): a mode of knowing that privileges relation over separation. This approach 

grows from a bone-deep love for others, an orientation to the world that seeks to understand 

through empathy rather than distance. 

Thus, my corpus is assembled less by disciplinary logic and more by whakapapa, a 

genealogical principle of connection that extends across texts, species, and cosmologies. To 

read these works together is to participate in a wānanga of imagination where horror, 

futurism, and pūrākau converge as forms of Indigenous speculative thought. In attending to 

these voices, my research affirms that creative and critical practice are inseparable—that to 

theorise as Māori is also to imagine, to feel, and to story the world anew. In this sense, the 

selection of texts is both intellectual and relational: guided by aroha, whakapapa, and tino 

rangatiratanga (self-determination), each work becomes part of a collective effort to sustain 

Māori and Pasifika ways of being, knowing, and imagining. 

These texts, chosen through a whakapapa of affinity and aroha, call for interpretive 

frameworks that honour the same relational ethics through which they were conceived. 
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Reading them through the interconnected principles of tino rangatiratanga, mana Motuhake 

(sovereignty), and story sovereignty enables a methodology that is both analytical and 

accountable—one that recognises Māori literary creation as a living expression of 

sovereignty and a continuation of pūrākau as philosophical practice. 

 

Te Ngākau o te Kōwhiringa | The Heart of the Selection 
 

The following discussion of narrative sovereignty and story sovereignty forms the conceptual 

foundation of my corpus selection. These frameworks articulate Māori sovereignty as both 

philosophical orientation and creative praxis—establishing the intellectual and ethical 

grounds upon which Māori and Pasifika texts are read in this thesis. Within “He Anga 

Whakarite,” they function as methodological touchstones that guide how texts are chosen, 

interpreted, and positioned in relation to Māori epistemologies of tino rangatiratanga and 

mana motuhake. By foregrounding narrative sovereignty, the section situates each chosen 

text within a politics of representation—the reclamation of voice, story, and worldview from 

colonial mediation. The subsequent discussion on story sovereignty extends this from 

principle to practice, emphasising the creative and communal dimensions of Māori literary 

and artistic production. Together, they frame the corpus as a site of both sovereignty and 

responsibility: literature as an enactment of Māori self-determination, and research as the 

maintenance of ahi kā—keeping the home fires of Indigenous story, language, and 

imagination burning across generations 

To theorise story sovereignty within Māori literary and research praxis, the thesis 

turns to the relational alignment between tino rangatiratanga and mana motuhake. Though 

often conflated, these terms articulate distinct yet intersecting dimensions of Māori 

sovereignty. Tino rangatiratanga, embedded in Te Tiriti o Waitangi, denotes the absolute 

authority of hapū and iwi (sub-tribe and tribe) over taonga—language, land, and narrative 
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alike—and has long framed Māori juridical resistance and political assertion (Durie 3). Mana 

motuhake, by contrast, grounds sovereignty in ontological and epistemological independence: 

the right to be, think, and create as Māori, without reference to colonial validation (Tuhiwai 

Smith 125). While tino rangatiratanga often seeks recognition, mana motuhake presumes it. 

This distinction is critical. In the context of literary and research production, mana motuhake 

provides the metaphysical and tikanga-based foundation through which tino rangatiratanga 

may defend narrative authority within institutional and cultural domains. To begin with mana 

motuhake is to centre Māori self-determination and together, these principles enable a theory 

of narrative sovereignty that is both politically assertive and cosmologically grounded. From 

this foundation emerges narrative sovereignty—the right of Indigenous peoples to determine 

how their histories, identities, and futures are represented and circulated. It insists on the 

authority to “tell your own stories the way you want to tell them  . . .  controlling what you 

want to say and what you want to share in your own way” (Subramaniam 94). Similarly, Badr 

and Miller emphasise that “narrative sovereignty speaks to the power and agency people have 

over their community histories, self-representations, and modes of expression,” underscoring 

storytelling as an ethical and intellectual act of self-determination (Badr and Łchavaya K’isen 

Miller 1). Together, these perspectives frame narrative sovereignty as both creative and 

political—a reclamation of voice from colonial mediation and the assertion of Indigenous 

epistemic authority. 

Extending beyond authorship into creative practice, the reclamation of voice through 

narrative sovereignty finds lived expression in story sovereignty. If narrative sovereignty 

articulates the right to speak, story sovereignty enacts that right—transforming principle into 

praxis, text into relationship, and knowledge into continuity. Story sovereignty enacts the 

principles of tino rangatiratanga and mana motuhake within the creative domain. Where 

narrative sovereignty asserts the right to speak, story sovereignty performs that right, 
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grounding the telling, transmission, and guardianship of stories within Māori worldviews and 

tikanga. It articulates the lived, communal dimensions of sovereignty—the right to represent 

Indigenous life on Indigenous terms—through the act of making and circulating stories 

accountable to Māori ethics of relation. As a more recent discourse emerging from Māori 

literary and digital practice, story sovereignty extends the logic of narrative sovereignty into 

creative production. It describes the capacity to generate, publish, and share work free from 

colonial gatekeeping—“a landscape where you can bring your mahi into fruition without a 

Pākehā person touching it” (Thompson-Browne par.5). For Trinity Thompson-Brown, story 

sovereignty is “the absence of external influence, the ability to thrive independent of colonial 

power structures built only for our muted participation” (par.6), while Māori Mermaid 

(Jessica Hinerangi Thompson-Carr) defines it as “writing what you know and creating art 

inspired by where you come from  . . .  building upon and giving back to your people with 

your creativity” (par.7). These perspectives position creative production as an extension of 

mana motuhake into the imaginative realm.  

Story sovereignty, emerging at the intersection of tino rangatiratanga and mana 

motuhake, expresses both the collective authority and the ontological independence of Māori 

creativity, enacting sovereignty through the intergenerational continuity of storytelling. Each 

generation of Māori writers and artists strengthens this sovereignty of voice and platform, 

weaving activism, digital media, and tuakana–teina collaboration into an evolving literary 

landscape that embodies tino rangatiratanga in storytelling. Te One et al. similarly frame 

story sovereignty as “an important framework for thinking about rangatahi Māori activism 

through digital media,” one that enables young people to communicate “their wisdom, 

aspirations, and solutions for climate change through self-governed channels of 

communication” (5-6). Within literary and research contexts, this praxis mirrors what Mere 

Skerrett and Jenny Ritchie describe as te rangatiratanga o te reo: the assertion of linguistic 
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sovereignty, where te reo Māori is “a taonga  . . .  that should have been protected under 

Article Two of Te Tiriti o Waitangi” (252). If the language itself possesses sovereignty as a 

living treasure, then the stories carried through it are likewise taonga—vessels of 

guardianship that sustain Māori imagination, knowledge, and genealogy. 

In this sense, story sovereignty extends narrative sovereignty from principle into 

practice: where narrative sovereignty declares the epistemic and ethical right to self-

representation, story sovereignty enacts it through creation, publication, and digital activism. 

For both writers and researchers, practising story sovereignty requires operating through 

Māori frameworks—mana wāhine, whakapapa, utu, and tikanga—to maintain the ahi kā of 

Indigenous knowledge. Story sovereignty, therefore, is not merely aesthetic autonomy but a 

tikanga-based responsibility to ensure that Māori stories, languages, and cosmologies 

continue to breathe—each story a lung through which Māori sovereignty itself inhales and 

exhales across generations. 

Read together, tino rangatiratanga, Māori sovereignty, narrative sovereignty, and 

story sovereignty articulate a continuum of creative and intellectual self-determination. Each 

arises from the same ethical foundation: the obligation to sustain Māori worlds through 

relational, linguistic, and imaginative practice. For writers and researchers alike, literary 

expression becomes a mode of tino rangatiratanga—a way of exercising cultural authority 

through story, language, and imagination. Māori creative work is a form of keeping the 

“home fires burning,” a continuation of ahi kā that links artistic production to ancestral 

responsibility (Makereti “By Your Place” 175). In this view, cultural production is an act of 

care, continuity, and survival. To write or to imagine in Māori ways is to enact sovereignty: 

to ensure that our stories, our pūrākau, and our reo endure as living taonga for future 

generations 
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The selection of texts for this thesis follows the logic of whakapapa: a genealogical 

process of relation, responsibility, and renewal. Within Kaupapa Māori research, as 

articulated by Graham Hingangaroa Smith and Linda Tuhiwai Smith, selection is never 

neutral—it is an ethical act that acknowledges the researcher’s role as kaitiaki of knowledge 

and meaning. To select a corpus is therefore to enter into a relational agreement, one that 

privileges continuity, reciprocity, and collective responsibility over hierarchy or novelty. 

These principles ensure that the works chosen for this study emerge as whānau kōrero—

related stories within an expanding conversation about Indigenous futurity and literary 

sovereignty. 

This approach treats selection itself as a form of narrative sovereignty. It affirms 

that Māori and Pacific authors do not simply inhabit Western genres but transform them 

through their own cosmological grammars. Following Heke’s description of whakapapa as a 

“dynamic and reiterative methodology” that allows knowledge to remain relational rather 

than fixed, each text is positioned as part of an ongoing genealogical continuum (156). This 

relational method resists linear or hierarchical ordering; instead, the corpus moves spirally 

through Te Kore, Te Pō, and Te Ao Mārama—the generative sequence of potential, 

transformation, and illumination that grounds Māori cosmology. These stages shape both the 

structure and ethos of the thesis itself: beginning in uncertainty, moving through creative 

emergence, and arriving in the light of relation. 

The principles guiding selection emerge from the interwoven strands of whakapapa, 

mana wāhine, relationality, and speculative potential. Whakapapa ensures that texts are 

chosen through genealogical and intellectual continuity, connecting stories and authors within 

a living network of relation. Mana wāhine asserts the cosmological centrality and sovereignty 

of wāhine Māori as bearers of ancestral power and epistemic authority. Relationality—

expressed through the Oceanic ethic of vā—grounds the corpus in kinship that transcends 
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national and disciplinary borders, reflecting the shared waters of Te Moana-nui-a-Kiwa. 

Speculative potential, or huna (concealment), recognises the unseen and emergent dimensions 

of Māori and Pacific storytelling, treating opacity as creative sovereignty. Together, these 

principles affirm that to select a text is to participate in a living exchange—he taura here 

kōrero, a binding of stories across generations. Each work selected is thus read as literature 

and as wānanga: a site where theory, story, and cosmology intertwine. 

From these foundations, the chosen corpus maps a spectrum of Indigenous speculative 

practice in Aotearoa and the wider Moana. The Path of Ra trilogy foregrounds intercultural 

collaboration, revealing how Indigihorror can express both Māori cosmology and hybrid 

belonging. Na Viro enacts Pasifikafuturism and queer Oceanic sovereignty, extending 

speculative practice into space and kinship. Kurangaituku reclaims pūrākau through mana 

wāhine poetics, transforming the monstrous feminine into a cosmological force. “Kēhua” 

extends these modes through practice-based research, where story itself becomes theoretical 

act and method. This selection resists narrow national or genre-based frameworks by 

situating Aotearoa’s speculative literatures within Moanan and Oceanic conversations, where 

Indigenous, Pasifika, and diasporic voices intersect. Just as importantly, it demonstrates that 

Māori and Pacific speculative writing is not derivative of Western genre conventions—it 

develops distinctive critical and aesthetic practices of its own. Across these works, the thesis 

identifies Indigihorror and Taniwha teratology in The Path of Ra; cyberwāhine and 

Pasifikafuturism in Na Viro; mana wāhine poetics in Kurangaituku; and cosmological 

criticism in “Kēhua.” These texts are not case studies but collaborators, part of a trans-textual 

wānanga through which literature itself theorises futures otherwise. 

In this sense, corpus selection becomes both methodology and declaration: an 

enactment of Kaupapa Māori Speculative Poetics. It recognises literature as a living 

current—an interpretive tide that moves between Te Kore and Te Ao Mārama, between 
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concealment and illumination. These serve as embodiments of sovereignty, articulated 

through the speculative and the cosmological imagination. These principles take form in the 

corpus that follows. Each text enacts one aspect of the methodological rhythm outlined 

above, moving through collaboration, voyaging, reclamation, and emergence. Read together, 

they illuminate a living genealogy of Indigenous speculative thought across Te Moana-nui-a-

Kiwa, affirming the relational, cosmological, and speculative scope of Māori and Pacific 

literary futures. 

 

He Pūkenga Kōrero | The Woven Body of Text 
 

The Path of Ra Trilogy (Dan Rabarts & Lee Murray) — Collaboration 

From the principle of whakapapa as relation, the journey begins with collaboration. 

Dan Rabarts (Ngāti Porou) and Lee Murray’s Path of Ra trilogy—Hounds of the Underworld 

(2017), Teeth of the Wolf (2018), and Blood of the Sun (2019)—occupies a hybrid space 

between crime, horror, and speculative fiction. Rabarts, as a Māori writer, brings a 

perspective shaped by whakapapa, pūrākau, and Māori cosmology, while Murray, a Pākehā–

Chinese author, brings both Chinese experience and marginalised female voices into 

conversation with those Indigenous frames. Together they craft a trilogy that unsettles 

colonial genre boundaries by weaving taniwha, Māori spirituality, and intercultural realities 

into a near-future Auckland haunted by environmental decline and Indigenous identity 

fracture. 

The Path of Ra exemplifies Indigihorror as relational method: horror grounded in the 

resurgence of kinship between human and more-than-human worlds. Its inclusion reflects a 

commitment to examining how Māori Indigihorror emerges not in isolation but in the flux of 

Aotearoa’s intercultural realities. Murray’s diasporic lens dialogues with Rabarts’s Māori 

cosmology, revealing that collaboration itself becomes an Indigenous technology of story—a 
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way to re-imagine community through shared narrative sovereignty. This partnership does 

not dilute a Māori hermeneutic; it amplifies it, showing how Indigihorror ricochets across 

cultural borders while remaining grounded in whakapapa, pūrākau, and mana wāhine. 

Through this collaborative mode, the corpus opens in the register of relation and resurgence. 

 

Na Viro (Gina Cole) — Voyaging 

From collaboration, the movement turns seaward and spaceward—toward voyaging and 

Moanan futurity. Gina Cole’s Na Viro (2022) is the first explicitly Pasifikafuturist novel, 

written by a Fijian-Welsh author living in Aotearoa. Cole’s own theoretical articulation of 

Pasifikafuturism accompanies the novel, positioning it within a genealogy of Oceanic 

navigation, cosmology, and ancestral survivance. Centring on Tia, a Pasifika woman 

navigating both interstellar futures and ancestral obligations, Na Viro mobilises the figure of 

the cyberwāhine to interrogate colonial legacies of science, technology, and desire. 

Cole defines Pasifikafuturism as inclusive of Māori texts within its Moanan scope. 

While Māori Futurisms and Pasifikafuturism share genealogical waters, this thesis reads Na 

Viro specifically as a Pasifikafuturist intervention because its vision of futurity is articulated 

through Oceanic motifs—navigation, voyaging, and watery kinship—that resonate across the 

Pacific. To read Na Viro solely through Māori Futurism would obscure its deliberate Moanan 

orientation, which affirms connections that exceed national frameworks. Engaging Cole’s 

work in its own theoretical current both honours her articulation and demonstrates how Māori 

and Pacific futurisms are braided, dialogic, and mutually sustaining. 

However, while Na Viro is grounded in Fijian and Oceanic traditions, this thesis also 

approaches it through Māori and Moanan frameworks to affirm relationality across Te 

Moana-nui-a-Kiwa. As Te Punga Somerville reminds us, to be Māori is also to be Moanan; 

our genealogies, stories, and futures are oceanic in scope (Once Were Pacific 4). Applying 
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whakapapa, pūrākau, and mana wāhine to Na Viro is therefore an act of kin-making—an 

acknowledgement that Māori hermeneutics resonate with, and are transformed by, Oceanic 

texts. Na Viro represents the voyaging phase of the corpus: movement, expansion, and the 

renewal of kinship through the speculative horizon. 

 

Kurangaituku (Whiti Hereaka) — Reclamation 

From voyaging across the seas, the corpus returns inland—to the forest, to myth, to 

reclamation. Whiti Hereaka’s Kurangaituku (2021) reimagines the bird-woman of Māori 

pūrākau, long vilified in colonial and patriarchal retellings, by restoring her narrative voice 

and cosmological agency. The novel fuses speculative, mythic, and experimental forms to 

reclaim monstrous femininity as sovereignty. Kurangaituku’s bodily excess—feathers, claws, 

appetite—is no longer framed as aberrant but as an expression of power, relationality, and 

mana wāhine. 

This text exemplifies Māori speculative feminist poetics. Narrating from 

Kurangaituku’s perspective, Hereaka overturns settler-colonial and androcentric readings of 

pūrākau. The novel enacts mana wāhine as both method and metaphysics, foregrounding 

Indigenous temporalities that spiral rather than progress linearly. Kurangaituku’s story 

traverses the cosmological planes of Te Kore, Te Pō / Rarohenga, and Te Ao Mārama, each 

carrying its own temporal, spiritual, and epistemic resonance. Her journey is not one of 

personal redemption but of cosmological re-balancing, unfolding through the intertwined 

motifs of song, gaze, and breath. 

In this movement, Hereaka’s fiction demonstrates that the speculative is itself a whare 

tapu wāhine—a sacred house of creation. The figure of the bird-woman becomes the site 

through which erotic, genealogical, and spiritual power is reclaimed. Kurangaituku therefore 
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marks the reclamation phase of the corpus, where story becomes healing, and monstrosity is 

restored to its rightful place within whakapapa. 

 

“Kēhua” (Tracey Hepi) — Emergence 

Alongside the published works examined in this thesis, I include my own creative short story, 

“Kēhua,” as an integral component of the methodology. Rather than functioning as an 

appendix or illustrative supplement, “Kēhua” is a performative articulation of the Kaupapa 

Māori Speculative Poetics developed throughout the thesis. It enacts the theoretical concerns 

of whakapapa, spectrality, embodiment, and cosmological relation through narrative form. 

Set aboard Hawaiiki II in the year 2134, Kēhua follows Kōtiro Matene, a genetically 

modified Māori girl living on a sterile sky-bridge colony orbiting a ruined Earth. Raised in a 

technocratic system that values “utility as belonging,” Kōtiro struggles with her difference—

her limp, her slower productivity, her longing for ancestral song. She finds companionship in 

Kēhua, a bioengineered rabbit used for scientific experimentation, whose consciousness fuses 

organic and algorithmic intelligence. Their relationship unfolds as an exchange between 

captor and captive, child and creature, human and more-than-human—culminating in a 

violent transformation where Kēhua reconstitutes himself through her body, merging human, 

animal, and machine. The story closes with the lab overtaken by organic-metallic growth and 

haunted circuitry: a posthuman ecology animated by kēhua—the remainder, what cannot be 

erased. 

Thematically, the story explores the haunting of futurity by colonial violence, the 

lingering of ancestral presence in technological worlds, and the porousness of categories such 

as human, machine, and spirit. “Kēhua” interrogates how Western biotechnological ambitions 

to perfect life echo colonial logics of “correction” and control, and how Māori understandings 

of vitality, kinship, and wairua unsettle those logics. Through Kōtiro’s liminality and the 
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rabbit’s monstrous becoming, the narrative stages what I term a teratology of relational 

survival—where monstrosity becomes the site of cosmological regeneration rather than 

abjection. 

The story’s language and imagery draw deliberately on mana wāhine poetics—

embodiment, the politics of care, and the intergenerational flow of memory. Kōtiro’s kui 

(grandmother) appears in archived recordings, her moko kauae pulsing with ancestral light, 

establishing whakapapa as both memory and data stream. Her song, suppressed by the 

regime’s metrics of efficiency, re-emerges as the haunting pulse that later destabilises the 

system itself. In this sense, “Kēhua” extends the thesis’s theorisation of Te Kore as a 

generative void and vā as relational space: the laboratory becomes a cosmological threshold 

where data, root, and flesh intertwine, producing new forms of being. 

Formally, the story employs ricochet as narrative method—oscillating between 

registers of horror, science fiction, and pūrākau, refusing closure and linearity. Its speculative 

arc is a relational spiral, echoing Māori and Pasifika storytelling rhythms that move through 

concealment, echo, and return. The presence of the rabbit, a trickster-creator figure who shifts 

between animal, human, and code, evokes Indigenous Futurist motifs of sentient technology 

as kin while foregrounding the dangers of appropriation and erasure. 

In integrating “Kēhua” within the critical corpus, I position creative practice as theory 

in motion, enacting this principle by embodying cosmological criticism—showing how 

narrative becomes a vessel for the speculative imagination of Māori cosmogony. The story 

demonstrates how speculative fiction can perform Kaupapa Māori thought: describing 

decolonial futures and becoming a space of reanimation. Through its cosmological and 

affective textures, “Kēhua” transforms research into whakapapa—an unfolding conversation 

between story, theory, and the living pulse of the unseen.  
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1.8. Ngā Takoha a te Rangahau | The Gifts of the Research 

 

This thesis makes four constellated contributions to the study of Indigenous speculative 

literature, critical theory, and creative practice. Each arises from close readings of Māori, and 

Pasifika texts, yet extends beyond them to contest Euro-Western theoretical dominance and 

to propose alternative concepts grounded in whakapapa and Moana cosmologies. These 

contributions are distinct yet connected, their strength drawn from relation rather than 

hierarchy. Together, they articulate a decolonial practice of speculative thought that affirms 

Indigenous sovereignty, survivance, and the generative power of story as theory. 

The first contribution is methodological: the articulation of Kaupapa Māori 

Speculative Poetics. This practice draws on Mika’s call for Māori research to trouble the 

text—embracing murkiness, refusal, and il-logic; on Royal’s view of mātauranga Māori as a 

fragmentary continuum; on Suaalii-Sauni’s concept of va as the generative space between; 

and on Te Punga Somerville’s metaphor of ricochet as Indigenous scholarly movement. 

Together, these frameworks cultivate a methodology that privileges huna (concealment), 

speculation, and relational emergence as legitimate scholarly moves. It reads silence, 

absence, and void (Te Kore) as creative potential. This rhythm of thinking allows the analysis 

to ricochet across mana wāhine, Pasifikafuturism, Indigihorror, cyborg theory, and the erotic 

without collapsing them into a single framework. In aligning Somerville’s ricochet with 

Cole’s navigational poetics, this thesis proposes a hermeneutic where navigation, not 

destination, guides critical inquiry. Speculative Poetics thus functions as both theory and 

method—refusing colonial enclosure while affirming tino rangatiratanga in interpretation 

itself. 

The second contribution is the theorisation of the cyberwāhine. Euro-American 

thinkers such as Donna Haraway and Rosi Braidotti have imagined the cyborg as a hybrid of 
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organism and machine, or as a posthuman subject destabilising humanist categories. Yet such 

theories often detach hybridity from whenua and whakapapa, imagining the cyborg through 

the lens of deterritorialisation. In contrast, the cyberwāhine—as developed in Gina Cole’s Na 

Viro and theorised in this thesis—extends whakapapa into circuitry and code. She is not 

severed from land or ancestry but woven through atua, kin, and cosmological presence. Her 

body is a living constellation of genealogical and technological lineages that refuse 

separation. To theorise the cyberwāhine is to challenge the universality of posthumanist 

discourse, grounding speculative embodiment in the specificity of Indigenous gender, place, 

and cosmology. This contribution expands posthuman studies by showing that Māori and 

Pasifika literatures generate alternative technicities that cannot be contained within 

Eurocentric cyborg theory. 

The third contribution is the development of Taniwha teratology—a hermeneutic for 

reading the Māori monstrous as a site of rupture and return. Western horror studies, from 

Cohen’s Monster Culture to Kristeva’s Powers of Horror, have positioned monstrosity as 

symbolic: a reflection of cultural anxiety, transgression, or abjection. Yet within Māori 

literary worlds, monstrous beings are not mere metaphors but manifestations of whakapapa 

disturbance and colonial trauma. They emerge where sacred relations have been violated, and 

they demand genealogical accountability. In Dan Rabarts and Lee Murray’s Path of Ra 

trilogy, the monstrous operates as both symptom and corrective—embodying the wounds of 

colonisation while offering pathways of ancestral repair. To interpret these beings as 

allegories of fear or deviance would enact epistemic violence, erasing their ontological status 

as kin and guardians. Through Taniwha teratology, this thesis reframes monstrosity as an 

Indigenous epistemic practice—one that reconfigures the Gothic through whakapapa ethics. 

This contribution provincialises Western monster theory and advances a relational, 

cosmological model of horror as sovereignty. 
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The fourth contribution is creative praxis as Indigenous hermeneutics. My original 

short story, “Kēhua,” is not appended as illustration but as argument. It embodies the 

principle that Indigenous speculative writing theorises through narrative form—that story 

itself enacts philosophy. “Kēhua” brings together whakapapa, memory, and spectrality to 

explore how the presences of the colonised past persist in contemporary landscapes. Through 

voice, rhythm, and structure, the story performs what this thesis calls cosmological criticism, 

demonstrating that creative work can generate theory rather than merely reflect it. In doing 

so, it aligns with contemporary practice-based research that recognises creative writing as a 

mode of inquiry, yet grounds that practice in kaupapa Māori principles of relational 

accountability. This contribution positions Indigenous creative practice as methodological 

theory-making, a form of intellectual sovereignty that speaks both within and beyond the 

academy. 

Together, these four contributions advance literary criticism, Indigenous studies, and 

practice-based scholarship. They demonstrate that Māori and Moana speculative fictions are 

not peripheral to global speculative traditions but foundational to reimagining them. The 

cyberwāhine, Taniwha teratology, and Kaupapa Māori Speculative Poetics together offer a 

kete whakaaro—a woven basket of theoretical tools—that travels beyond individual texts into 

wider conversations across the humanities. What unites them is a shared orientation toward 

sovereignty, survivance, and speculation as tino rangatiratanga: a refusal to be contained, an 

insistence on creative becoming, and a reimagining of futures on Indigenous terms. 

 

1.9. Te Ara Whakatere | The Navigational Pathway 

 

The thesis unfolds across three critical chapters and one creative work, each ricocheting 

across theory, narrative, and Indigenous methodology while contributing to the overarching 
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argument. The progression is not linear but spiral, with each movement returning to questions 

of whakapapa, monstrosity, futurity, and survivance from a different vantage point. 

Chapter Two examines Dan Rabarts and Lee Murray’s Path of Ra trilogy through 

the lens of Māori Indigihorror. Here I develop the concept of Taniwha teratology, a culturally 

specific mode of monster theory that resists the universalising tendencies of Cohen’s Monster 

Culture or Kristeva’s theory of abjection. Instead, monstrosity is framed through whakapapa 

rupture, ecological imbalance, and ancestral accountability. Drawing on pūrākau, mana 

wāhine, and Māori metaphysics, I argue that the trilogy reconfigures horror as a space of 

cultural reclamation. Monsters are not allegories of cultural anxiety but genealogical 

presences demanding recognition—guardians who compel ethical responsibility. This chapter 

establishes how Māori Indigihorror unsettles Western horror frameworks by foregrounding 

cosmological sovereignty and the sacred dimensions of the monstrous. 

Chapter Three turns to Gina Cole’s Na Viro, situating it within the emerging field of 

Pasifikafuturism. Building on Dillon’s Indigenous Futurisms while advancing Cole’s own 

articulation, the chapter reads Na Viro as a work of Oceanic science fiction in which 

speculative world-building is inseparable from whakapapa moana and navigational 

epistemologies. Central here is the figure of the cyberwāhine, a body that extends kinship, 

atua, and whakapapa into circuitry and digital form. Unlike Haraway’s cyborg or Braidotti’s 

posthuman subject, the cyberwāhine is not deterritorialised but grounded in whenua and 

ocean, carrying ancestral presence into the technological sphere. Reading Na Viro through 

queer Indigenous thought, I argue that its watery tribes, cybernetic kinships, and non-

heteronormative desires constitute a grammar of survivance that unsettles colonial 

temporality and heteropatriarchal futurism. This chapter extends speculative literary studies 

by grounding technicity in Indigenous epistemology and asserting queer Oceanic futures as 

critical method. 
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Chapter Four focuses on Whiti Hereaka’s Kurangaituku, a novel that reimagines 

monstrous femininity through the voice of the bird-woman herself. Drawing on mana wāhine 

poetics and Indigenous temporalities, I read Kurangaituku’s narrative not as a revision of 

myth alone but as a performance of pūrākau as method. Her refusal of closure, her 

ricocheting voice, and her reclamation of monstrosity demonstrate how excess, rupture, and 

transformation function as strategies of speculative resistance. In contrast to colonial 

retellings that frame Kurangaituku as deviant or abject, Hereaka positions her as sovereign 

and erotic—a figure of cosmological vitality whose monstrosity becomes a mode of 

survivance. This chapter shows how Indigenous speculative fiction does not simply adapt 

myth but activates it as living theory, affirming wāhine as repositories of ancestral power and 

disruptors of colonial narrative logics. 

Chapter Five presents the original creative work, “Kēhua,” a short story written as a 

practice of Speculative Poetics. Rather than operating as an appendix or illustration, “Kēhua” 

enacts the methodological commitments developed across the critical chapters. It foregrounds 

whakapapa, spectrality, and memory as narrative currents, demonstrating how Indigenous 

creative writing theorises through form and voice. “Kēhua” extends the thesis’s argument that 

Indigenous speculative storytelling is not only a site of analysis but a site of theory-making, 

where narrative experiment generates concepts that reverberate back into scholarship. By 

embedding “Kēhua” within the body of the thesis, I position creative and critical practice as 

interwoven movements within a shared methodological rhythm—each informing and 

transforming the other. 

Together, these chapters enact the thesis’s central claim: that Māori and Pacific 

speculative writing operates not simply within global genre traditions but as Indigenous 

methodology. The purpose of this methodology is to assert intellectual sovereignty—to 

demonstrate that speculative storytelling, when grounded in whakapapa, mana wāhine, and 
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Moana cosmologies, is itself a mode of research. Whether through Indigihorror, 

Pasifikafuturism, mana wāhine poetics, or creative praxis, these works theorise, reclaim, and 

imagine futures otherwise. The thesis is therefore not only an intervention in literary criticism 

but also a methodological contribution: a demonstration that Indigenous speculative fiction 

constitutes a form of intellectual production—a kete of concepts and practices that travel 

across disciplines while remaining grounded in whakapapa, sovereignty, and survivance. 
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Chapter 2. Indigihorror in Dan Rabarts and Lee Murray’s Path of Ra 

Trilogy 

 

2.1. He Tīmatanga Kōrero | A beginning  

The figure of the monster has long been used to narrate crisis. In Western literary traditions, it 

surfaces at the moment of breakdown—when inherited categories lose coherence, and the 

familiar gives way to the unknown. Monstrosity, in this frame, is often cast as symbolic 

disturbance: a site through which cultural fear, social tension, or ethical uncertainty is 

externalised and made legible. These readings frequently encode the monstrous as aberration, 

allegory, or excess. This chapter begins elsewhere. Within te ao Māori, beings such as 

taniwha are not speculative inventions nor metaphorical projections. They are relational 

presences grounded in whakapapa, whenua, and wairua. Their emergence does not signal 

symbolic disorder, but a shift in the balance of relationships. Taniwha arise when 

responsibilities have been breached—when obligations to land, kin, or ancestors are 

forgotten, and when the ethical fabric of connection begins to fray. In this way, they do not 

function as metaphors. They assert presence. They are both ancestral and responsive—agents 

of disruption and restoration whose nature is shaped by the state of the relationships around 

them. 

This chapter takes up the figure of the taniwha as a lens through which to examine the 

intersecting crises outlined in the introduction to this thesis: the violence enacted upon 

Indigenous epistemologies; the desecration of land and environment; the marginalisation of 

wāhine voices; and the literary suppression of Indigenous storytelling forms. It argues that the 

taniwha is not reducible to genre trope or gothic curiosity. Instead, it occupies a central role 

within a Māori cosmology of accountability—appearing as a being whose form and function 
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reveal the state of balance or imbalance within the world it inhabits. Through close reading of 

The Path of Ra trilogy by Dan Rabarts and Lee Murray, I trace how taniwha emerge in 

moments of rupture—not as abject figures, but as kin in crisis. These presences may act as 

guardians or reckoners; they are not stable moral figures, but context-responsive entities 

whose roles are shaped by the integrity of connection. Their dual nature—even in 

contradiction—reflects the principle of utu, where balance is restored through reciprocal 

reckoning rather than through punishment. In these texts, horror is reconfigured. It no longer 

signals fear of the unknown, but response to what has been neglected—whenua, whakapapa, 

and the responsibilities they carry. This chapter argues that such narratives do more than 

resist Eurocentric horror conventions. They actively reframe the monstrous within a Māori 

ethical framework. Rather than metaphor, the speculative becomes a space of resurgence: 

where atua speak, where cosmological logics unsettle colonial genre, and where stories carry 

the weight of spiritual and ecological truth. In what follows, I apply a relational reading 

method grounded in whakapapa and Mana Wāhine theory to examine three critical 

movements across the trilogy: the taniwha’s physical embodiment as a reflection of 

genealogical truth; the descent into Te Pō as a cycle of sacred disruption and return; and the 

confrontation between ancestral sovereignty and neoliberal technologies. Across these 

moments, the taniwha is not only a figure of disruption—it becomes a force of narrative and 

cosmological restoration. 

 

Te Koronga Taketake | An Indigihorror Literature Review  
 

This literature review prepares the methodological ground for my analysis of The Path of Ra 

trilogy by mapping the current contours of Māori horror and wider Indigihorror, and by 

identifying a critical gap within that formation. While Indigenous horror scholarship has 

expanded across literature, film, and visual arts, it has rarely been theorised through the 
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specific epistemologies of te ao Māori. In particular, three areas remain underdeveloped: 

Indigenous ontologies of the monstrous, whakapapa-inflected modes of reading, and the 

relational cosmological labour performed by figures such as Mārama and other guardians in 

Māori narrative traditions. By surveying the works that currently shape Indigihorror—across 

fiction, art, television, and gaming—this section establishes what Māori horror has already 

articulated, and what remains conceptually unexamined. It is into this under-theorised space 

that The Path of Ra trilogy intervenes, offering a rare narrative site in which taniwha, 

cosmology, and techno-spiritual disruption converge in sustained form. The purpose of this 

review, therefore, is both descriptive and preparatory: to delineate the field and to mark the 

methodological opening through which the chapter’s analysis proceeds. 

Across Māori literature, monstrosity and spectrality emerge as expressions of cultural 

rupture, ancestral presence, and ontological imbalance. In the bone people (1984), Keri 

Hulme crafts a haunted, affectively dense world where wairua lingers as living force. Her 

later anthology Te Kaihau: The Windeater (1986), described by Morris as “brutal and 

beautiful, dark and comedic,” stages repeated intrusions of the supernatural into everyday 

life, where characters “struggle with past and present darkness, as well as challenges both 

physical and metaphysical” (Morris). Rather than aligning with Gothic alienation, these 

works reframe the monstrous through metaphysical continuity and the cosmological 

patterning of te ao Māori. Patricia Grace’s Baby No-Eyes (1998) extends this engagement, 

presenting the spectral presence of a murdered baby as enduring relational presence—binding 

the living and the dead in a network of unresolved colonial violence. The supernatural 

operates less as an intrusion and more as a mode of witnessing, one that implicates 

institutional racism, medical violence, and Indigenous survivance. Similarly, Tina Makereti’s 

Where the Rēkohu Bone Sings (2014) interlaces spectral return with colonial history, 

suggesting that atrocity endures beyond the past continuing to pulse in the whenua and in the 
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bones. These narratives deploy horror as a mode of confrontation, engaging spiritual legacies 

of dispossession. Although monster theory and hauntology frequently treat monstrosity and 

spectrality as distinct phenomena, Māori and Moana ontologies do not necessarily organise 

spiritual beings according to these categorical divisions. Ancestral presences, taniwha, atua, 

and other more-than-human entities occupy related cosmological domains, allowing this 

thesis to read monstrosity and spectrality as interconnected expressions of relational and 

spiritual presence. Elsewhere, Māori authors directly entangle atua and mythical beings with 

contemporary horror aesthetics. In Ruahine: Mythic Women (2003), Ngahuia Te Awekotuku 

reimagines Hine-nui-te-Pō as a seductive, dangerous figure whose sexual and spiritual agency 

disturbs colonial binaries of good and evil. This reclamation of atua wāhine troubles Western 

myth structures and reasserts a Māori metaphysics in which female power is both generative 

and fearsome. More recently, C. H. Hart’s Butcherbird (2021) draws on elements of demonic 

possession and ancestral guardianship through magpies, repositioning the bird beyond 

ominous omen into a sentient moral agent. The narrative evokes horror through disruption of 

tikanga and breaches in relational harmony. Across these texts, Māori horror works within a 

distinct ethical framework—where monsters do not emerge from psychological transgression 

but from imbalance in the cosmological and ancestral order. 

In the visual literatures, haunting and monstrosity are explored in Lisa Reihana’s 

Granite Portraits (2003), where tombstone-like slabs evoke both mourning and resistance, 

anchoring Indigenous presence in spaces of historical erasure. Her Native Portraits n.19897 

(1997) engages with photographic hauntology, unsettling the colonial gaze and invoking the 

spectral weight of ethnographic violence. These works haunt as ancestral counter-presence. 

Māori horror has also entered popular media. Television series such as Mataku (2002–2005), 

Teine Sa: The Ancient Ones (2021), and Beyond the Veil (2022) present short-form horror 

narratives grounded in pūrākau, whakapapa, and sacred landscapes. Mataku, for example, 
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includes episodes featuring marakihau and ponaturi—sea creatures who punish the 

desecration of tapu sites. Rather than functioning as Gothic metaphors, these beings operate 

within Indigenous logics of utu, balance, and retribution. Teine Sā: The Ancient Ones 

exemplifies a form of Pacific story sovereignty in the horror genre, foregrounding creative 

control, cultural responsibility, and community-anchored ethics. As directors Matasila 

Freshwater and Ofa-ki-Guttenbeil Faumui note, “Pacific values were integral to their 

directing, particularly the Sāmoan value of tautua, or service,” shaping aesthetic choices and 

the obligations they felt “to their communities in sharing these stories” (Totua). Rather than 

reproducing colonial visual codes in which darkness, blackness, or spirit beings signify 

malevolence, the series reorients horror through Pacific epistemologies. Freshwater 

emphasises that the spirit women at the centre of her episode are “not subjects of fear, but of 

reverence,” directly intervening in film languages that have historically “rendered [people of 

colour, women, trans bodies and queer bodies] invisible or murdered us.” By playing “in that 

grey area” of horror and presenting “something different and new to what that Eurocentric 

view of horror has typically done,” Teine Sā asserts narrative sovereignty: Pacific storytellers 

reclaiming the monstrous as a site of cultural resurgence, ethical relation, and decolonial 

imagination (Totua). In interactive media, video games such as Guardian Maia and Katuku 

Island require players to confront taniwha-like beings and cultural guardians, blurring 

boundaries between horror and education, entertainment and cosmology. 

This turn to horror is not limited to Māori authors. Across the wider Indigenous 

world, horror is increasingly deployed as a decolonial method. Texts such as Leslie Marmon 

Silko’s (Laguna Pueblo) Almanac of the Dead (1991), Cherie Dimaline’s (Métis) The 

Marrow Thieves (2017), Claire G. Coleman’s (Noongar) Terra Nullius (2017), and Stephen 

Graham Jones’ (Blackfeet) Mapping the Interior (2017) mobilise monstrosity and spectrality 

to address land theft, cultural loss, and intergenerational trauma. These texts move beyond 
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adaptation, reconfiguring horror through Indigenous frameworks of relation, kinship, and 

land-based ontologies.  

Collectively, these literary and visual works establish a vibrant yet critically 

underexamined field in which horror is reclaimed as kaupapa (purpose) rather than genre. 

What remains insufficiently theorised, however, are the methodological stakes of centring te 

ao Māori within horror analysis—particularly the Indigenous ontologies of the monstrous, 

whakapapa-inflected readings of monstrosity, and the forms of relational cosmological labour 

exemplified most powerfully in figures such as Mārama. By clarifying what Māori horror has 

already articulated—and where these epistemic and cosmological dimensions remain 

analytically thin—this review identifies the precise gap that The Path of Ra trilogy enters. In 

offering a rare sustained engagement with taniwha, cosmology, and techno-spiritual 

disruption, the trilogy provides the necessary case study through which this chapter develops 

a fully Māori reading of monstrosity grounded in whakapapa, cosmological responsibility, 

and narrative sovereignty. 

 

Ngā Pāpātanga | The Muted Spaces 

 

Despite an expanding field of scholarship on the Gothic in Aotearoa and the wider Oceanic 

South, critical engagement with Māori horror—what I define as Māori Indigihorror—

remains sparse and often shaped by interpretive assumptions that flatten the cultural, 

ontological, and literary complexity of these works. Analyses frequently conflate horror with 

the Gothic, reduce taniwha and atua to symbolic metaphors, or treat Māori speculative texts 

as cultural curios rather than sovereign intellectual projects. These misreadings do more than 

misclassify—they replicate the four crises this thesis foregrounds: the marginalisation of 

Indigenous epistemologies, the desecration of ecological and spiritual relations, the erasure of 
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wāhine voices, and the critical undervaluing of Indigenous literary forms. The following three 

interwoven critiques expose how the gap in Māori horror criticism is not accidental but 

systemic—reflecting a wider set of interpretive habits that fail to meet Māori speculative 

production on its own terms. Together, these critiques build the case for a relational, 

whakapapa-based reading practice grounded in Māori sovereignty and cosmology.  

 

Genre Misfit 
 

The persistent question across Aotearoa Gothic scholarship is whether the Gothic mode can 

accommodate Māori worldviews—or whether its metaphysical architecture fundamentally 

misaligns with Indigenous cosmology. Misha Kavka frames this problem most directly, 

questioning whether a “Māori Gothic” is possible at all. She argues that the Gothic’s secular 

hauntology grounded in estrangement, repression, and alienation, may be incompatible with a 

Māori ontology in which wairua and whakapapa are not aberrant but continuous: “in terms of 

Gothic sensibility, the phrase “Māori Gothic’ poses a fundamental problem because Māori 

traditions of spirits and ancestry do not invite haunting as such” (229). Jennifer Lawn echoes 

this unease, locating the Gothic’s primary affect in Pākehā subjectivity—particularly in 

settler anxieties around belonging, repression, and colonial guilt. Her reading of Scarfies and 

In My Father’s Den reinforces that the “Gothic register” emerges not from Indigenous 

presences but from Pākehā disavowals of history and “engagement with the difficulties of the 

past” (136). Erin Mercer, too, approaches the notion of a Māori Gothic with caution. In her 

reading of the bone people, she coins the term “bicultural Gothic” to describe the novel’s 

oscillation between Māori spirituality and Gothic conventions but insists that these traditions 

exist in tension rather than synthesis. As she writes:  
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the bone people might best be thought of as Gothically doubled: its bicultural plot 

depicting the creation of cohesive identity and cultural rejuvenation is accompanied 

by a Gothic modality hinting that identity contains the seeds of its own dissolution 

and cultural renaissance remains haunted by historical damage. (114)  

Mercer is particularly attentive to how the Gothic mode complicates any easy reading of 

cultural harmony, emphasising that the novel’s spectral voices, uncanny figures, and spatial 

unease serve to destabilise both settler and Indigenous identities. While Mercer ultimately 

affirms the Gothic as a useful lens—especially for interrogating trauma and identity 

fracture—she does not assume Māori cosmology simply fits within it. Rather, she 

acknowledges that “the novel’s Gothic elements suggest that bicultural identity can also be 

dangerously fractured,” a position that aligns her with Lawn and Kavka in seeing the limits of 

the Gothic in fully accommodating Māori epistemologies (115). In this way, Mercer’s 

analysis resists the critical impulse to retrofit Māori spiritual frameworks into inherited 

European genre logics. These scholars collectively identify the limits of the Gothic—but 

differ in their responses. Where Kavka articulates a near-incommensurability, Mercer and 

Lawn still seek productive hybridities. Where these scholars are cautious, Ian Conrich 

attempts to resolve the tension by retrofitting Māori horror into Gothic taxonomies—whether 

through “Kiwi Gothic,” “Transcultural Gothic,” or “Aquatic Gothic.” While conceding that 

Māori “beliefs, superstitions and legends are distinctly removed from the emergence of the 

Gothic in the West” (“New Zealand Gothic” 406), he nonetheless recasts Mataku’s sea 

monsters, taniwha, and ponaturi as generic “monsters” fulfilling “tropes of aquatic dread” 

(“Aquatic Kiwi Gothic” 105). What this flattening of cosmological beings into allegorical 

horror devices reveals is a genre misfit: the Gothic’s reliance on repression, metaphor, and 

psychological interiority does not align with Māori understandings of wairua, atua, and 

cosmological presence. When Māori horror is only intelligible through Gothic language—
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haunting, fear, repression—critical frameworks risk erasing what is at stake: not merely 

cultural aesthetics, but cosmological sovereignty. Such approaches foreclose readings 

grounded in whakapapa, relational disturbance, or utu. This interpretive shortfall constitutes a 

genre crisis that opens the methodological gap this chapter intervenes in: the need for 

analytical frameworks capable of reading Māori horror not as a local variant of the Gothic, 

but through the cosmological, ethical, and relational logics of te ao Māori.  

 

Interpretive Authority  
 

At the heart of Māori horror lies a question of interpretive authority: who is authorised to 

read, theorise, and name its narrative, ethical, and cosmological forms—and through which 

frameworks? While non-Māori critics have made valuable contributions in identifying Māori 

presences within Gothic and horror traditions, the absence of Māori scholarly voices 

continues to shape the field’s limits. Too often, Māori monsters—taniwha, patupaiarehe (fair-

skinned mythical mountain or forest-dwelling people), bird-women—are approached as 

symbolic, allegorical, or culturally exoticised rather than understood as ontologically real, 

relationally grounded beings embedded within whakapapa, whenua, and wairua. 

Māori creative production tells a different story. Across waiata (song), pūrākau 

(mythology), carving, place names, and children’s literature, these beings persist as 

extensions of cosmological and genealogical order. Robyn Kahukiwa’s The Taniwha (2001) 

and Moira Wairama’s The Taniwha of Wellington Harbour (2008) exemplify this orientation: 

Kahukiwa’s taniwha acts as kaitiaki tied to memory and identity, while Wairama’s Ngake 

and Whātaitai function as cosmogenic forces whose movements shape land, warn of 

imbalance, and materialise the ethics of utu (balance) and tapu (sacredness). These texts cast 

monsters as manifestations of ruptured relationships and call for restoration. 
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A further mode of misalignment arises from the critical over-reliance on 

representation as the metric of analysis. Māori horror texts are often read for “cultural 

content”—a Māori name, a symbolic taniwha, an Indigenous setting—rather than through 

cultural logics. Kavka’s “Haunting and the (Im)possibility of a Māori Gothic” identifies this 

interpretive shortfall: without an ontological shift, readings “domesticate” Indigenous 

presences into familiar Eurocentric frames. Critics who classify Māori horror as merely 

bicultural, allegorical, or Gothic-inflected flatten its cosmological density, overlooking the 

Indigenous temporalities, relational responsibilities, and modes of presence that structure the 

work. As already touched on, despite acknowledging these tensions, some scholarship 

continues to retrofit Māori texts into inherited genre classifications. Conrich’s efforts to 

situate Mataku within “Aquatic Gothic,” “Transcultural Gothic,” or “globalgothic” exemplify 

this extractive tendency. Taniwha become generic sea monsters; bird-women become femme 

fatales; cosmological beings are reframed as aesthetic tropes. Even as Conrich concedes that 

Māori beliefs diverge fundamentally from Gothic epistemologies, he nonetheless reads Māori 

horror through Gothic taxonomies. Such interpretive practices misidentify Indigenous 

ontologies as narrative features rather than as the ground on which the story stands. 

Yet the deeper issue beneath these interpretive patterns is not simply genre 

misclassification but the assumption that Māori horror can be analysed from a position of 

critical distance. Carl Mika argues that such distance is illusory: Māori researchers—and by 

extension Māori stories—are always already constituted within Papatūānuku, shaped by a 

“ground” that is both conceptual and material, inseparable from perception itself (“Uncertain 

Kaupapa” 119-20). To read Māori monsters as symbols, metaphors, or generic devices is 

therefore to impose a foundational, Western “ground of certainty” upon entities that arise 

from an “uncertain kaupapa”—one marked by speculation, relationality, and partial knowing. 

Māori creative work does not treat taniwha, patupaiarehe, or atua as representational 
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ornaments but as ontologically real presences whose meanings exceed the grasp of externally 

imposed interpretive systems.  

This gap in interpretive authority matters because it shapes what kinds of readings are 

possible. When Māori horror is interpreted through frameworks that prioritise legibility, 

genre taxonomies, or symbolic extraction, the result is not simply misreading but the 

foreclosure of Māori cosmological sovereignty. What is required is not better categorisation 

but a shift in ground: an interpretive stance that accepts obscurity, relational entanglement, 

and the speculative force of Māori metaphysics as central rather than supplementary. This 

chapter takes up that challenge by reading The Path of Ra trilogy through a kaupapa that 

recognises monstrosity as ontological labour—an expression of whakapapa, wairua, and 

cosmological imbalance calling for rebalancing. The critical absence of Māori interpretive 

authority thus creates more than a genre problem: it produces an epistemic distortion. 

Without frameworks grounded in Māori metaphysics, relationality, and whakapapa, readings 

of Māori horror risk re-inscribing the very colonial logics that these texts work to unsettle. 

 

Ontological Absence 
 

The deepest and most persistent gap in current Māori horror scholarship is ontological. Even 

when critics acknowledge the cultural specificity of Māori monsters, few take seriously the 

metaphysical systems from which beings such as taniwha, atua, and wairua emerge. The 

result is a tendency to classify them as symbolic, metaphorical, or psychologised presences—

readable within Gothic or representational frameworks, but not as ontologically real agents 

who participate in the ethical and cosmological life of the world. As Naomi Simmonds 

observes, “Māori spirituality is commonly described as symbolic and not real,” burdened 

with proving its validity within Western epistemic norms (15). This assumption—subtle, 

persistent, and often unspoken—structures the interpretive habits through which Māori horror 
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is read. Such approaches fundamentally misrecognise how Māori cosmology operates. Within 

te ao Māori, spiritual and physical realities are inseparable; as Simmonds reminds us, “the 

spiritual realities of Māori women are inextricable from their physical realities” (15). This 

ontological fusion extends beyond the human: it is the condition through which taniwha act 

as kaitiaki, where breaches of tapu materialise as danger, and where relational imbalance 

manifests as monstrous presence. Horror, in this frame, is not symbolic crisis but 

cosmological feedback—a tohu that the ethical fabric binding people, whenua, and atua has 

been strained. 

Yet without an interpretive methodology grounded in these metaphysical principles, 

scholarship defaults to the Gothic as a universal lens, reducing Māori cosmology to a 

resource for atmosphere, allegory, or exotic imagery. This limits the explanatory power of 

existing criticism while it obscures the ontological seriousness of Māori metaphysics and the 

cultural labour required to make them visible within academic discourse. Māori horror cannot 

be fully understood without centring the worldview in which its cosmological beings are kin, 

reckoners, and ancestors—not narrative devices but world-forming presences whose 

emergence signals real relational shifts. Recognising this ontological gap is therefore 

essential: it marks the point at which analysis must move beyond genre taxonomy and 

representational critique toward a framework accountable to whakapapa, wairua, and the 

cosmological logics that structure Māori storytelling. 

For Māori researchers, attending to this ontological layer constitutes a cultural 

responsibility. It is part of the intellectual work of making visible the metaphysical structures 

our narratives already inhabit—structures that are often rendered illegible within Western 

analytic frames. This ontological absence therefore reveals the clearest epistemic void: 

without a framework grounded in Māori thought, analyses default to the Gothic as a universal 
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mode. What is required is a methodology that treats cosmological beings as real presences—

kin, guardians, and reckoners whose actions carry ethical, genealogical, and spiritual weight. 

Considered in relation, these gaps—generic, interpretive, and ontological—reveal 

how Māori horror repeatedly exceeds the critical containers into which it is placed. What is at 

stake extends beyond simply misclassification to the erasure of the cosmological structures 

that anchor Māori narratives. For Māori researchers, attending to these structures is not 

optional: it is a cultural responsibility. It is part of the intellectual work of making visible 

those metaphysical orders that Western criticism renders illegible—atua as real presences, 

taniwha as kin or reckoners, and wairua as an active force shaping narrative and ethical life. 

Without a methodology grounded in Māori thought, analysis defaults to the Gothic as a 

universal mode, flattening the ontological specificity of Māori horror. This is the space into 

which this chapter intervenes. Rather than reading Māori Indigihorror as a local inflection of 

Eurocentric genre traditions, I approach it as a sovereign storytelling practice—one that 

demands frameworks accountable to whakapapa, cosmology, and the spiritual labour of 

guardianship. It is from within this gap that The Path of Ra emerges, offering a rare, 

sustained exploration of taniwha, slipstream temporality, and techno-spiritual disruption, and 

insisting on the vitality of Māori metaphysical presence in contemporary horror. 

 

Te Koronga Taketake| The Indigenous Vision 
 

The Path of Ra trilogy functions as a direct intervention into these gaps. Across The Hounds 

of the Underworld (2017), The Teeth of the Wolf (2018), and Blood of the Sun (2020), 

Aotearoa writers Dan Rabarts (Ngāti Porou) and Lee Murray (Pākehā Chinese) craft a Māori 

Indigihorror narrative that emerges from the creative reality of contemporary Aotearoa: a 

landscape shaped by mixed heritages, collaborative authorship, and intertwined cultural 

worlds. The trilogy’s dual authorship is therefore central to its intervention. Rather than 
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imagining Māori horror as culturally sealed or singular, the work acknowledges that Māori 

stories are increasingly created within cross-heritage constellations—yet its cosmological 

centre remains unequivocally Māori. This is particularly evident in the narrative structure. 

Rabarts writes Matiu’s chapters, grounding them in Māori metaphysics, taniwha cosmology, 

and prophetic labour. Murray, meanwhile, writes Penny’s chapters in a way that positions 

Penny primarily through a Chinese cultural script, even extending this frame to her Māori 

mother, Kiri, who is shaped through the conventions of the overbearing Chinese parent. 

Within the narrative, however, this cultural coding becomes a site of transformation. Penny’s 

journey is marked by a steady reconnection to her Māori heritage, culminating in her 

attunement to volcanic atua (ancestors) and the ancestral landforms—Rangitoto, 

Maungawhau—that empower her final resistance against the Touching the Sun cult. In this 

sense, the trilogy reflects a very real dynamic in Aotearoa: that Māori identity can be 

obscured, overwritten, or disciplined by other cultural forces, yet remains an ever-present 

whakapapa current capable of reasserting itself through wairua, whenua, and relational 

obligation. 

Rabarts and Murray are established figures in the speculative and horror landscape. 

Rabarts, a multi-award-winning writer and editor, received the Australian Shadows Award 

for Tipuna Tapu (2016) and was named Best New Talent at the Aurealis Awards. Murray—a 

USA Today bestselling author and five-time Bram Stoker Award winner—has been described 

as “New Zealand’s Stephen King” and “a feminist warrior of our time” (Rae) Her editorial 

work in acclaimed anthologies like Black Cranes: Unquiet Women (2020), Unquiet Spirits: 

Essays by Asian Women in Horror (2023) and Te Kōrero Ahi Kā (2018) further cements her 

impact on the genre. Together, Rabarts and Murray merge traditional and contemporary 

forms to challenge colonial structures and affirm Indigenous and Asian cultural vitality. Their 

collaborative works, including Baby Teeth (2014), At the Edge (2016), and Hounds of the 
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Underworld (2017), have earned Julius Vogel and Australasian Shadows Awards, further 

cementing their impact on the genre. The trilogy’s significance for this chapter lies in how it 

holds Māori cosmology at its core while being structurally produced through a cross-cultural 

partnership. This does not dilute the Māori metaphysical framework; rather, it highlights how 

Māori cosmology moves through contemporary creative networks, asserting narrative 

sovereignty even within mixed genealogical and stylistic terrains. By sustaining a taniwha 

teratology across three novels, centring mana wāhine through Mārama and Penny, and 

staging confrontations between cosmological law and neoliberal technologies such as 

nanobots and solar batteries, The Path of Ra becomes a landmark of Māori Indigihorror: a 

work that refuses the Gothic as interpretive default and instead insists on the primacy of te ao 

Māori as its governing intellectual and cosmological architecture. 

 

Ngā Kaupapa o te Ngākau Māori | Methodologies of the Māori Heart 
 

This thesis proposes Māori Indigihorror as a hermeneutic reading practice—a mode of 

interpretation grounded in mātauranga Māori and attuned to Māori metaphysical and ethical 

structures. It diverges from Euro-Western horror theory by refusing to read monstrosity as 

allegory for psychological repression or cultural anxiety. Instead, horror is understood as an 

expression of relational rupture: imbalance in whakapapa, breaches in tikanga, or failures of 

spiritual guardianship. This orientation recognises that the supernatural in Māori storytelling 

is not metaphorical but ontological—woven into the lived, ethical, and ancestral dimensions 

of experience. 

Within this situated reading practice, I develop a culturally specific analytic tool: 

Taniwha teratology. Centring the taniwha as both cultural figure and conceptual method, this 

approach interprets monstrous beings as ethical agents—punitive, redemptive, or liminal—

rather than symbolic monsters. Their appearance marks when relational balance has been 
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broken and signals the work required to restore it. Through Taniwha teratology, characters in 

The Path of Ra trilogy can be read as taniwha figures who enact the moral and metaphysical 

consequences of colonial damage, spiritual imbalance, and genealogical disconnection. This 

interpretive method is supported by Māori scholarship that emphasises ontological 

embeddedness and relational accountability. Mika challenges the illusion of academic 

objectivity by arguing that Māori thought resists the assumption that the world is simply an 

object of study, reminding us that we are always already implicated through our “immersion” 

in the world’s becoming (“Uncertain Kaupapa” 132). Such insights affirm that reading Māori 

horror requires methods attentive to relational responsibility rather than detached analysis. 

Ani Mikaere similarly positions whakapapa as a method for ordering the world that structures 

knowledge, obligation, and ethical relation (141). Her framing underscores how interpretive 

practices must be anchored in genealogical understanding, not symbolic translation. Tina 

Makereti further highlights the limits of Eurocentric reading tools. Responding to 

misreadings of Where the Rēkohu Bone Sings, she argues that understanding Māori literature 

“does not require you to be Māori, but it does require more than the tools of English literary 

studies” (“Two Mouths” 63). Such misinterpretations—often treating ancestral presences as 

narrative devices—demonstrate why Māori Indigihorror requires culturally grounded 

hermeneutics that take cosmological reality seriously. 

Scholars working with pūrākau and whakapapa likewise affirm their significance as 

epistemic and interpretive tools. As discussed extensively in the Introduction’s “Ngā 

Kaupapa of te Ngākau Māori” section, through scholarship by thinkers such as Forster, Lee, 

Royal and others, ancestral narratives carry ecological, genealogical, and cosmological 

knowledge, revealing how pūrākau function as records of disruption, continuity, and 

relational obligation. Johnson et al. further emphasise the “embodied, narrative-based” 

expertise of Māori women, whose understandings of land, memory, and environmental 
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change emerge through whakapapa and intergenerational storytelling (1318). These insights 

reinforce the methodological grounding of this chapter: that pūrākau are not mythic motifs 

but repositories of relational knowledge, and that whakapapa provides a structure for 

interpreting how beings—human and more-than-human—respond to imbalance or rupture. 

Such perspectives underpin this thesis’s readings of wāhine figures as carriers of 

cosmological agency and of taniwha as ethical presences embedded in living genealogical 

worlds. 

Together, these thinkers shape the Māori Indigihorror hermeneutic developed in this 

chapter. As both method and practice, Māori Indigihorror enables a culturally embedded 

reading of horror—one that centres balance, relationality, and cosmological accountability. 

Taniwha teratology, as the analytic tool within this practice, makes visible how monstrous 

figures function as ethical and genealogical markers, not allegories. In doing so, this thesis 

positions Māori Indigihorror as a sovereign mode of storytelling—expanding horror studies 

and asserting the interpretive authority of Māori ontologies. 

 

Te Tūnga o te Rangahau | The Standing Place of the Thesis 
 

This chapter argues that The Path of Ra trilogy enacts a form of Māori temporal and 

cosmological sovereignty by mobilising taniwha, atua, and wāhine embodiments to rupture 

settler time and restore Indigenous temporal ecologies grounded in Te Kore, Te Pō, and Te 

Ao Mārama. Through a Māori Indigihorror hermeneutic, the chapter demonstrates that the 

trilogy’s monstrous figures—Hanson, Kingi, Makere, Matiu, and Mārama—function not as 

Gothic metaphors but as taniwha whose embodiments register relational imbalance, ancestral 

return, and cosmological critique. Drawing on Taniwha teratology, Mana Wāhine theory, and 

the principles of Kaupapa Māori Speculative Poetics, the chapter contends that monstrosity 

becomes a sovereign mode of becoming: one that reconfigures embodiment, gender, and 
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guardianship beyond colonial categories and activates ancestral presence within speculative 

form. Finally, by interpreting the trilogy’s neoliberal technologies as forces of ontological 

disruption, the chapter shows how Indigenous technofuturity reasserts whakapapa, relational 

ethics, and cosmological continuity against the extractive temporalities of empire. In these 

ways, The Path of Ra offers a critical intervention into Māori Indigihorror and Indigenous 

speculative fiction, revealing the monstrous as a narrative technology through which ancestral 

time, embodiment, and futurity are reclaimed 

 

Te Ara Whakatere | The Navigational Pathway  

 

The chapter unfolds through four sections. 

 “Teratology of the Taniwha” traces an ascending teratological spectrum—Hanson’s 

grotesque corruption, Kingi’s hybrid resurgence, and Makere’s fully cosmological rupture—

to show how the trilogy stages monstrosity as a continuum rather than a category. Each form 

is read through the relational ethics of whakapapa, utu, and atua-driven temporality, revealing 

that taniwha embodiment is not aberrant deformation but the material registration of broken 

relationships, suppressed histories, and widening cosmological fractures. This section 

establishes that the trilogy’s monstrous corporealities are legible only within Māori 

metaphysical and genealogical frameworks. 

“Matiu and the Sacred Darkness of Te Pō” reframes Matiu’s apparent instability as a 

taniwha-like passage through Māori cosmological time. His visions, mirror-fractures, and 

storm-entangled encounters with the city are interpreted as signals that he is crossing between 

Te Kore, Te Pō, and Te Ao Mārama. In dialogue with Kristeva, Foucault, and Mika’s 

argument that Māori interpretation is never separable from the world it reads, this section 
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shows how Matiu’s “madness” becomes a form of cosmological labour—bearing histories, 

harms, and memories that resurface in monstrous form. Through this lens, he emerges as a 

taniwha-kaitiaki whose guardianship spans ancestral, urban, and ecological realms. 

“Monstrous Maternity and Mana Wāhine Sovereignty” follows Mārama’s taniwha-return 

across the trilogy, reading her movements between the mortal world, the underworld, and the 

spiritual realm as expressions of cosmological authority rather than dangerous feminine 

excess. Through Mana Wāhine theory, her so-called monstrosity is revealed as ancestral 

power—an enactment of wāhine-centred guardianship, erotic vitality, and spiritual 

sovereignty that unsettles colonial binaries of mother/monster, spirit/body, and sane/mad. 

This section demonstrates that Mārama is a figure of restoration, carrying forward the 

cosmological work that others resist, forget, or attempt to suppress. 

In the final section, “Technology as Ontological Disruption” examines the trilogy’s Solaris 

battery and nanobots as infrastructures of ontological violence. These technologies extend 

colonial logics by rendering land, time, and whakapapa extractable and programmable, 

threatening the temporal and spiritual orders that underlie Māori cosmology. Placed against 

Indigenous resurgence—Matiu’s awakening, Makere’s catastrophic becoming, and Mārama’s 

restorative return—these technologies become their own taniwha: entities whose 

monstrousness lies in their capacity to sever relational bonds. This section argues that the 

trilogy positions Māori monstrosity as a sovereign counterforce that exposes the fragility of 

neoliberal futurisms and reasserts the endurance of atua-driven time. 

Together, these four movements reveal how The Path of Ra mobilises Māori Indigihorror as 

narrative strategy and as cosmological critique. The taniwha, in this frame, is not metaphor 

but method—a reckoner, guardian, and truth-teller whose emergence marks where 

relationships with land, ancestors, and the unseen have been strained, severed, or renewed. 
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2.1. Teratology of the Taniwha 
 

The taniwha in The Path of Ra trilogy demands a reading attentive to its embodied, 

ecological, and cosmological specificity. While Western traditions often frame the monstrous 

through abstraction—symbolic, psychological, or cultural—the taniwha refuses such 

containment. Its physicality is inseparable from whenua, whakapapa, and the ethical currents 

of utu (balance). Accordingly, this section develops Taniwha teratology, a culturally specific 

analytic tool grounded in Māori metaphysics, reads the monstrous as relational signal—an 

embodied manifestation of imbalance, guardianship, or ancestral intervention. Through this 

lens, the evolving forms of Hanson, Kingi, and Makere are understood as situated beings 

whose bodies register the pressures of land, history, and cosmological disruption. The 

analysis begins by contrasting Western and Māori monstrous functions, before examining 

how taniwha embodiment in the trilogy carries ecological, political, and spiritual 

significance. 

Monsters are confrontations. That the Anthropocene epoch is one “experiencing an 

ongoing emergence of monstrous, weird and ghostly forms of life in response to extreme 

events in earth systems and societies” warrants our ongoing attention (Tsing et al. qtd. in 

Eades 91). In this context, the taniwha emerges both as a spectral echo of environmental 

crisis, and as a culturally specific response to it. This section examines the teratology of the 

taniwha as a distinct articulation of the Māori monstrous—one that disrupts Western 

traditions of monster theory by foregrounding whakapapa, metaphysical presence and 

Indigenous resistance. While classical teratology refers to the study of monsters and their 

deviations from normativity, and Western theorists like Julia Kristeva and Jeffrey Jerome 

Cohen have linked monstrosity to abjection and “category crises,” this chapter locates the 
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taniwha within a Māori cosmogony that does not view the monstrous as aberrant but as 

relational, ancestral and often sacred. This contrast invites a reconsideration of how horror 

functions across cultural contexts—as a deeply situated mode of navigating collective 

memory, ancestral presence, and the boundaries of the knowable.  

Although dominant Western theories of the monstrous illuminate how monstrosity 

functions as a cultural mirror—reflecting social anxieties and symbolic disruptions—they 

presuppose a universalist framework that obscures Indigenous ontologies. In Gothic and 

Victorian literature, monsters embody specific cultural fears. Mary Shelley’s Frankenstein 

(1818) exposes anxieties about scientific hubris and paternal neglect, with the Creature 

exemplifying Kristeva’s theory of the abject—stitched, leaking, and excessive—and Cohen’s 

category crisis, collapsing the boundaries between life and death, human and nonhuman. 

Bram Stoker’s Dracula (1897) operates as a figure of racialised and sexual threat, 

materialising Victorian anxieties about foreign invasion, contagion, and the collapse of moral 

order. Robert Louis Stevenson’s Hyde embodies the “return of the repressed,” in Strange 

Case of Dr. Jekyll and Mr. Hyde (1886) revealing the instability of bourgeois identity and the 

monstrous potential within the self. These monsters are, as Braidotti argues, creatures of 

ambivalence—figures suspended between attraction and repulsion, wonder and horror (“On 

Teratology” 141) . Shelley’s Creature elicits both compassion and revulsion; similarly, the 

maternal monstrosity described by Deutsch and Nussbaum emerges in Le Fanu’s Carmilla 

(1872), where the feminine body becomes a site of uncanny intimacy and threat (15). 

Monsters also disrupt taxonomies and cultural hierarchies, producing what Cohen identifies 

as crises of classification (“Monster Culture” 40). Stevenson’s Hyde, whose devolution 

disrupts Victorian ideals of rational progress, exemplifies this collapse of categories. 

Miéville’s emphasis on morphological failure—forms that are “all shapes and no shapes” 

(512)—finds a literary analogue in Lovecraft’s The Colour Out of Space (1927), whose 
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formless, indeterminate being exceeds descriptive containment and resists symbolic 

decoding. Yet, as MacCormack notes, monsters also gesture toward “excesses, potentialities, 

and infinite protean configurations of form and flesh” (522). This generative potential is 

evident in Octavia Butler’s Fledgling (2005), where Shori’s hybrid physiology reconfigures 

monstrosity as a site of radical kinship, futurity, and social transformation. Across these 

literary traditions, the monster is a metaphorical figure: an embodiment of cultural fears, 

psychological tensions, or ideological boundaries. Horror becomes, as McCammon suggests, 

a “guided nightmare” that externalises internal or societal conflict (qtd. in Keown 115). Even 

when eliciting empathy—Shelley’s Creature or Morrison’s Beloved—the monster remains a 

symbolic vehicle for exploring the human condition.  

Monsters, across literary traditions, emerge as figures that expose cultural tensions, 

yet the meanings they carry differ profoundly across cosmological frameworks. In Western 

Gothic and speculative fiction, the monster is largely a symbolic construct: Frankenstein’s 

Creature materialises anxieties about scientific hubris and paternal neglect; Dracula embodies 

fears of racialised contagion and sexual transgression; Hyde reveals the instability of 

bourgeois identity and the threat of the repressed self. Such figures operate metaphorically, 

externalising psychological disturbance, social taboo, or moral crisis. Their monstrosity is 

produced through deviation—abjection, hybridity, or uncategorisable form—and functions 

primarily as commentary on human culture. Indigenous monstrous figures, including Māori 

taniwha, fulfil radically different cultural roles. Rather than symbolising deviance, they are 

ontological beings grounded in whakapapa, relational ethics, and ecological presence. They 

are guardians, warnings, or ancestral messengers whose appearances signal disruptions in the 

interwoven relationships between people, land, atua, and time. Whereas Western monsters 

tend to express cultural anxiety through metaphor, Indigenous monsters express cosmological 

imbalance through presence. Understanding this divergence in function is crucial: the taniwha 
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cannot be read as a symbolic aberration but must be approached as a being whose form and 

behaviour arise from relational and ancestral frameworks unique to te ao Māori. 

While Western monster theory offers valuable tools for analysing symbolic 

disruption, its frameworks remain grounded in Eurocentric assumptions about what 

monstrosity is and how it should be read. Applying such models to Indigenous cosmologies 

risks reproducing a familiar colonial gesture: treating Western interpretive systems as 

universally valid and reducing Indigenous beings to psychological metaphors or cultural 

anxieties. Yet figures like the taniwha possess spiritual agency, ancestral lineage, and 

territorial presence within te ao Māori—attributes that cannot be accommodated by theories 

premised on abjection, deviance, or categorical instability. To read a taniwha through the 

lenses developed for Frankenstein’s Creature or Hyde is to overwrite the very ontological 

foundations that give the taniwha meaning. What is needed, therefore, is an epistemic shift: a 

break from assuming Western authority over Indigenous ontologies and a movement toward 

interpretive approaches grounded in whakapapa, mātauranga, and Māori relational ethics. 

This thesis names such an approach Taniwha teratology, a culturally anchored mode of 

reading that treats taniwha as situated, sovereign beings whose forms and actions arise from 

cosmological, ecological, and genealogical contexts. Through this methodological 

realignment, the taniwha becomes legible as a bearer of ancestral presence, a sign of 

relational imbalance, and a participant in the cosmological cycles of Te Kore, Te Pō, and Te 

Ao Mārama rather than as Kristeva’s aberration. Having established the theoretical and 

epistemological grounds for reading taniwha embodiment, the analysis now turns to how 

these principles unfold within the trilogy itself. A brief orientation to the narrative arc 

clarifies the progression of taniwha forms that structure the close readings to follow. 

Set in a near-future Auckland marked by environmental collapse, rising temperatures, 

recurrent earthquakes, and the catastrophic effects of industrial overreach, The Path of Ra 
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trilogy imagines an increasingly unstable Aotearoa. Oil has become prohibitively expensive, 

forcing “massive tracts of farmland from growing food for people to growing fuel crops for 

vehicles  . . .  [so] the people go hungry” (Blood 34). Within this broader social and 

ecological deterioration, the novels follow siblings Pandora (Penny) Yee, a forensic scientist, 

and her younger brother Matiu, a Māori ex-con whose lifelong visions connect him to the 

spiritual realm. Matiu has been whāngai (customarily adopted within kin or community ties) 

into the Yee family, yet maintains a deep connection with his biological mother, Mārama, a 

matakite, whose visions and second-site abilities have long been pathologised. The trilogy 

opens with the siblings investigating the disappearance of Darius Fletcher—a case that leads 

them into Auckland’s criminal underworld and the illegal dog-fighting operation run by 

Hanson. It is here that the first taniwha-like manifestation emerges: Hanson’s grotesque 

tentacular transformation, which reveals the initial breach between the human world and an 

encroaching metaphysical realm. As Penny and Matiu follow the trail of ritualised dog 

deaths, they discover that the killings are part of a larger sacrificial system orchestrated by 

Sandi Kerr, high priestess of the Touching the Sun cult. Kerr’s escalating violence—first 

against dogs, then pregnant women, and ultimately whole families—marks her as a human 

antagonist whose monstrosity stems not from physical deformation but from her desire to 

ascend into divine power through violation of whakapapa and the natural order. 

The trilogy’s first manifestation of taniwha monstrosity emerges through Hanson, 

whose grotesque transformation marks the earliest rupture between the mortal world and the 

underworld. Although Hanson is never named a taniwha within the narrative, his hybrid, 

tentacled form echoes the shifting and often unpredictable nature of taniwha described in 

Māori tradition. As Moorfield defines it, the taniwha is “a water spirit, monster, dangerous 

water creature, powerful creature, chief, [or] powerful leader . . . [who] often live in lakes, 

rivers or the sea”—a being whose form, role, and moral valence change according to context 
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and relationship (“Taniwha”). Hanson’s corrupted body occupies the far end of that 

spectrum: a taniwha not grounded in whakapapa or duty, but produced through imbalance 

and ethical dislocation. This context becomes clear through the subplot involving Darius 

Fletcher, whose beloved dog Cerberus is meant to serve as the Sun Cult’s required offering. 

Ritual efficacy depends on emotional connection; the sacrifice must be a creature whose 

death carries genuine weight. Darius, however, refuses to kill the animal he loves. Instead, he 

purchases a fighting dog from Hanson’s Canine Services—an act that converts sacrifice into 

mere transaction. Hanson’s dog-fighting ring thus becomes implicated in a spiritual economy 

built on disconnection, where lives are commodified and violence is detached from 

obligation. This ethical rupture sets the stage for Hanson’s own transformation. When Matiu 

and Penny follow the trail of Darius’s sacrificial substitute to Hanson’s facility, Matiu senses 

“something vaguely human . . . indistinct, shifting, serpentine” (Hounds ch. 11). The full 

horror emerges moments later: 

[I]t’s not Hanson anymore. The glutinous, twisting masses are a part of the old man, 

six, at least, maybe eight . . . Three are lifting him off the chair, his own legs hanging 

limp and useless beneath him. The others . . . roil and snap, warping the air above 

them, a sick shade of purple like bruised clouds, heavy with thunder. (Hounds ch.12)  

Hanson’s hybrid body—part human, part tentacular abomination—reveals a corruption 

rooted in the collapse of relational ethics. As an early and undeveloped iteration of taniwha 

embodiment, Hanson represents the first weak breach between realms, a being shaped not by 

ancestral mandate but by a contaminated environment in which violence circulates without 

connection. His tentacular appendages evoke the aquatic associations of traditional taniwha, 

but their grotesque, invasive quality signals a form of monstrosity that emerges from ethical 

rather than genealogical failure. 
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Hanson’s grotesque, collapsing body registers a profound loss of humanity, 

positioning him as a transitional taniwha whose malformed emergence reflects the spiritual 

and relational dislocations that produced him. Hanson’s corporeal hybridity is horrific on two 

counts: it exceeds the limits of the human body, and it signals a deeper spiritual imbalance, 

where monstrous form becomes a warning of impending cosmological rupture. The “bruised 

clouds, heavy with thunder” around him gesture toward atua such as Tāwhirimātea, whose 

atmospheric forces often signify divine unrest. By invoking storm imagery—purple clouds, 

warped air, thunder—the narrative aligns Hanson’s transformation with cosmic discontent, 

suggesting that imbalance in the human realm reverberates into the spiritual one. This 

atmospheric disturbance exceeds mere decoration; it signals that Hanson’s mutation is 

symptomatic of a broader fracture between worlds. Symbolised by his withered limbs, 

bloated tongue, and dependence on tentacular appendages, Hanson’s body embodies a 

profound loss of humanity and a form of monstrosity defined by deficit rather than power. 

His metamorphosis marks him as a transitional taniwha, a malformed precursor to the more 

evolved embodiments that follow. As a creature produced through disconnection, he offers 

only a faint echo of taniwha authority; he is a being formed from the refuse of broken 

relationships, not through ancestral mandate or spiritual duty. Matiu’s defeat of Hanson thus 

provides only a temporary reprieve. Hanson is a signal, not a summit. His partial humanity 

and precarious animation mark him as both warning and symptom—evidence that the 

underworld’s influence is stirring, but not yet fully realised. His emergence prepares the 

ground for the trilogy’s escalation into more complex and powerful taniwha forms, such as 

Kingi and Makere, whose embodiments are grounded in corruption, and in cosmological 

histories. 

Kingi’s emergence marks a decisive escalation in the trilogy’s teratology: where 

Hanson embodies monstrosity without whakapapa—a taniwha-like form produced through 
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ethical rot and spiritual deficit—Kingi represents a hybrid figure whose bodily power carries 

both narrative significance and political charge: “There’s Simon Kingi striding towards 

[Matiu], with two, maybe four, maybe more tentacles twisting out of his back. And his eyes, 

black pits. Grinning” (Teeth 33). Moments later in a high-speed car chase that ends on the 

Harbour Bridge, the trilogy stages Kingi’s body as both uncanny and indestructible. The 

shaken truck driver reports—“I hit him . . . Anyone else would have died. But not him . . . he 

had tentacles . . . a demon!” —capturing the terrifying charisma of a form already slipping 

beyond the human (Teeth 38). Within a Western Gothic frame, Kingi’s transformation draws 

on tropes of the abject, the uncanny, and the sublime. His tentacular form violates bodily 

integrity and conjures the abject in Kristeva’s sense: matter out of place, a breakdown 

between self and other. His psychic reach—“Kingi’s voice trembles in Anaru’s ear like the 

rustle of pingāo grass . . . the words working their way into his mind, the way an octopus 

reaches its tentacles into the crags of a rock”—produces Freud’s uncanny, a collapse between 

internal and external boundaries (Blood 7). And his supernatural charisma renders him 

sublime: terrifying, yet magnificently ordered, animated by a force beyond human capacity. 

Yet unlike Hanson, whose tentacular limbs control him like a marionette, Kingi retains 

intellect, agency, and memory. He is introduced as “a force of nature, a true taniwha-chief, 

whose wairua-spirit walks with the gods” (Blood 7). This positions him as a more intense 

version of Hanson, and as a different category of monstrous entirely: animated by spiritual 

power rather than consumed by it. His ability to marshal “low-life scum . . . dogs and 

whores” into a militant collective under a pre-Christian cosmology signals a turn toward 

order—not degradation (Blood 8). This Gothic reading underscores colonial anxieties: the 

powerful Indigenous body, fused with forces beyond state control. Kingi’s hybrid form thus 

operates in two registers: abject and sublime in Western terms, but structurally coherent 
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within Indigenous cosmologies that recognise the monstrous as powerful, and ancestrally 

inflected. 

Kingi’s transformation into a taniwha destabilises colonial constructions of 

Indigenous embodiment, shifting the spiritually attuned Māori body from a site of prohibition 

to one of potent, cosmologically sanctioned power. Early colonial structures in Aotearoa 

routinely cast Indigenous spirituality as dangerous, irrational, or monstrous. Refusal to 

convert to Christianity was read as a refusal to be “civilised,” and the 1907 Tōhunga 

Suppression Act criminalised the very spiritual healers responsible for restoring communal 

balance (Durie qtd. in Valentine et al. 65). Such legislation pathologised Indigenous 

embodiments, severing Māori communities from ancestral cosmologies and framing 

spiritually attuned bodies as aberrant. Kingi’s taniwha-body directly challenges this colonial 

framing. His hybrid form becomes a monstrous reclamation of the spiritual knowledge that 

colonisation attempted to extinguish. He embodies a volatile resurgence: the return of the 

spiritually connected, cosmologically sanctioned, dangerously charismatic Māori body. 

Where Hanson’s grotesquerie results from spiritual deficit, Kingi’s power derives from 

spiritual surplus. His fusion of man and taniwha manifests ancestral potency rather than 

corruption, defying categories imposed by colonial medicine, law, and religion. Kingi’s 

leadership of an outcast collective—“Cast-offs come together to make their own tribe, not 

through birth, but of choice”—revives Indigenous modes of allegiance grounded in relational 

kinship rather than state citizenship (Blood 7). His activation of pre-Christian orders asserts 

the endurance of Māori cosmologies despite legal suppression. Within this framework, 

Kingi’s monstrosity is not a symbol of deviance but a site of resurgence, revealing what 

erupts when spiritual, communal, and cosmological frameworks are suppressed. His taniwha-

body becomes the embodiment of what colonialism feared: an Indigenous return marked by 

terrifying vitality. Yet Kingi’s challenge to colonial framings of Indigenous embodiment is 
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articulated through his mana and leadership, and through the very morphology of his 

transformed body. His tentacular form—neither fully human nor entirely other—opens a 

further dimension of the trilogy’s teratology, where monstrosity becomes a fluid and 

ambiguous materiality that exceeds the limitations of both Western and Indigenous 

categories. 

The trilogy’s recurring tentacular imagery introduces a mode of embodiment that is 

neither wholly abject nor purely alien, but fluid, unruly, and insistently resistant to symbolic 

containment. In Teeth of the Wolf, Matiu’s shocked perception of Kingi—“Tentacles. Like a 

fucking octopus . . .  and he’s still there, hanging, lurking” —captures this tension between 

the grotesque and the compelling (Teeth 41). Later described as “something other, sprouted 

from him like tumours . . .  parasites. Clinging to him. Keeping him alive” (41), these 

appendages signal a paradoxical fusion of vitality and abjection that recalls China Miéville’s 

notion of the “abcanny,” a form of monstrosity that exceeds both uncanny familiarity and 

abject revulsion by refusing stable legibility (O’Connor 58). Yet within a Māori cosmological 

reading, this tentacular becoming is not degeneration but resurgence: its multiplicity invokes 

whakapapa, atua, and relational entanglement, repositioning monstrosity as an ancestral 

evolution rather than a fall from form. By routing this cosmological potency through a figure 

cast as an antagonist, Rabarts and Murray deliberately challenge colonial expectations that 

spiritual power must appear in sanctioned or “respectable” bodies; Kingi’s taniwha-form 

embodies the volatile return of suppressed Indigenous knowledge. His tentacles thus index a 

multispecies, cosmological reorientation that marks a decisive pivot away from Western 

morphological horror toward a distinctly Indigenous teratology in which the monstrous 

names sovereign, relational, and transformative presence. This tentacular ambiguity situates 

Kingi as a critical evolutionary stage in the trilogy’s taniwha continuum—an embodiment of 
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resurgence that nevertheless foreshadows the deeper, more cosmologically charged 

monstrosity realised in Makere’s catastrophic ancestral emergence. 

Makere’s ascent from disembodied voice to fully embodied taniwha constitutes the 

trilogy’s most complex iteration of monstrous becoming, revealing how corporeal evolution 

can register the psychic and spiritual legacies of colonial trauma. Makere first appears in 

Matiu’s childhood as an intrusive voice—an unseen twin whose presence is indistinguishable 

from internal turmoil. As Matiu reaches adulthood, this voice intensifies into a shadowy 

peripheral figure, glimpsed at moments of heightened danger, such as the confrontation with 

the tentacled Hanson, where Makere briefly manifests at the margins of vision. These 

intermittent apparitions mark Makere’s gradual push toward embodiment, synchronising his 

growth with the rising threat from the underworld. In Teeth of the Wolf, Makere’s liminality 

becomes more pronounced: he appears to Matiu as well as a mirror-reflection glimpsed by 

Penny—evidence that his presence is no longer contained within Matiu’s interiority but is 

rupturing into the shared world. Mārama, whose prophetic ability—known as matakite9 in the 

Māori world—grants her access across realms, recognises his presence immediately; the 

narration makes clear that Makere “fears Mārama,” signalling that his emergence is both 

familial and cosmological. By Blood of the Sun, this gradual materialisation culminates in 

Makere’s full taniwha-body, described in explicitly cosmological terms: “Makere, half-man 

and half-taniwha, half-formed, half-here and half-there . . .  spreads his tattered wings” and 

lunges at Matiu, his talons “tearing at the fabric that holds the two worlds apart” (Blood 281). 

His partial bodies—voice, shadow, reflection, vapour, beast—chart a progression from 

repressed presence to cosmological rupture. Each form corresponds to an intensifying breach 

between worlds, staging monstrosity as a spectrum rather than a fixed ontology. When 

 
9 Matakite refers both to the verb “to see into the future, prophesy, foresee” and the noun meaning “prophecy; 
prophet; seer; clairvoyant; one with special intuition,” as defined in the Te Aka Māori Dictionary. 
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Makere becomes “[no] longer content to creep along the edges of [Matiu’s] awareness” and 

instead “fills every horizon,” the landscape itself responds: Auckland “wavers and 

whimpers,” signalling earthquakes, volcanic unease, and an encroaching apocalyptic collapse 

(293). Makere’s becoming thus mirrors the environmental, spiritual, and ancestral imbalances 

tearing through the trilogy’s world.  

Makere’s taniwha form becomes an expression of monstrous power, a revelation of 

suppressed kinship and unresolved colonial histories. His corporeality reflects the burdens of 

being trapped, unseen, and unacknowledged—first as the unborn twin brutalised by their 

father, and later as a metaphysical remainder forced into partial form. Like Shelley’s creature, 

Makere is denied maternal aroha and guidance; he is effectively motherless. Victor 

Frankenstein creates his “son” through parthenogenic (motherless) scientific reproduction, 

usurping the maternal role and producing life without a mother’s body or nurturing. Although 

Victor himself was raised by Caroline Beaufort—whose devotion, tenderness, and self-

sacrifice model idealised maternal nurture—he learns none of these ethics. He flees the 

moment the Creature opens his eyes, leaving his creation “orphaned” not only in a literal 

sense but also in emotional and moral terms. Makere embodies the catastrophic consequences 

of severed whakapapa: born into the same lineage as Matiu, yet denied the nurturing, cultural, 

and spiritual grounding that might have anchored him. Where Matiu gradually binds himself 

to whenua and tīpuna, Makere’s growth takes a divergent path—his monstrous evolution 

becomes an overfull return of ancestral force without relational balance or ethical grounding. 

His wings, talons, and shifting mass do not signal mythic guardianship but a distorted 

reclamation of power shaped by abandonment and rage. As the most powerful taniwha of the 

trilogy—and the only one explicitly named as such—Makere functions as both cosmological 

threat and necessary confrontation. His taniwha status crystallises a key distinction within 

Taniwha teratology: that taniwha are not inherently protective or destructive but 
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embodiments of imbalance or guardianship depending on the state of relational ethics. 

Makere’s terrors arise because these ethics have been ruptured—familial, spiritual, 

genealogical. His emergence forces Matiu into a confrontation with what has been repressed: 

the twin, the trauma, the cosmological shadow. Makere becomes the monstrous embodiment 

of the lesson the trilogy insists upon: that what is denied will return, what is repressed will 

materialise, and the whakapapa one refuses to face will arrive in monstrous form. His final 

taniwha-body reveals that monstrosity is not a fall from humanity but a violent overextension 

of it—the explosive surfacing of histories that have been forced to the margins. Makere’s 

taniwha-becoming therefore completes the trilogy’s embodied arc: from Hanson’s grotesque 

corruption, to Kingi’s hybrid resurgence, to Makere’s fully cosmological rupture. Yet 

embodiment alone does not explain why these figures emerge when they do, nor why their 

power intensifies as the trilogy progresses. Their appearances are not random incursions of 

the supernatural, but expressions of a temporal order grounded in atua and ancestral histories.  

Having traced how taniwha embodiment evolves across Hanson, Kingi, and Makere, 

it becomes clear that their transformations are governed by an atua-driven temporality in 

which deep, ancestral time repeatedly folds into the present. Rabarts and Murray situate 

monstrosity within this mythic temporal logic: the underworld is not an abstract metaphysical 

elsewhere but an assemblage of primordial, volcanic, atua-woven forces that periodically 

break through. Apocalyptic signs—such as the aurora australis glowing “like the wings of 

some vast ethereal beast” and recalling “the long-lost fires of ancient Polynesian sailors”—

signal that the boundary between realms is thinning (Blood 174). Matiu’s perception of land 

and sky as cosmically entangled reinforces this reading; Maungawhau stands as a volcano 

imbued with “a promise of destruction which never goes away, just slumbers” (269). 

Crucially, the trilogy rejects imported occultism in favour of Indigenous spatial and temporal 

logics. As Matiu notes of Kerr’s failing rituals, “Now she’s figured out it has to be true to the 
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land. Her magic has to work with this place, these spirits” (96). Ra himself—imagined 

simultaneously as Egyptian and Māori—is invoked as “ancient . . .  burning with bitterness 

and rage,” embodying a transhistorical presence that precedes and exceeds colonisation 

(155). Under this framework, taniwha are not aberrant mutations or supernatural anomalies 

but remainders of sacred creation whose terrifying return fractures Western epistemologies of 

time, control, and order. Taken together, this atua-driven temporality reframes the trilogy’s 

monstrosities as the consequence of temporal imbalance—warnings that past, present, and 

ancestral realms have fallen out of alignment. This prepares the ground for a broader 

synthesis: across all three novels, corporeal transformation, spiritual re-emergence, and 

temporal rupture converge to construct a distinctly Māori teratological landscape. It is to this 

wider pattern of embodied, ethical, and cosmological disruption that the concluding analysis 

now turns. 

In The Path of Ra, Rabarts and Murray craft a Taniwha teratology grounded in 

whakapapa, atua, and the ruptures of Indigenous time rather than abjection or biological 

deviation. The trilogy’s taniwha—tentacled, hybrid, unstable—are cosmological witnesses to 

imbalance, surfacing when relationships among people, land, and ancestors are strained. 

From Hanson’s spiritually hollow corruption to Kingi’s charismatic resurgence to Makere’s 

apocalyptic becoming, each monstrous form registers horror alongside critique—of 

colonisation, the suppression of tohunga (chosen expert/healer), and the erasure of sacred 

knowledge. These beings emerge from whenua-deep histories in which cosmogony remains 

active and responsive. They do not simply haunt the present; they are the present, returning 

what colonial modernity attempts to bury.  
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2.2. Matiu and the Sacred Darkness of Te Pō  

 

This section reads Matiu’s trajectory across The Path of Ra trilogy as a descent into—and 

return from—the sacred darkness of Te Pō, rather than a collapse into madness. This thesis 

argues that where colonial frameworks misread his visions, criminal past, and contested kiri 

tuhi as evidence of deviance or pathology, Māori cosmology reframes these same signs as 

stages in a taniwha-like passage through Te Kore and Te Pō toward renewed balance. 

Drawing on Kristeva and Foucault, I first show how Matiu is “monsterised” within a Euro-

Western regime that polices bodies, tattoos, and spiritual excess; I then turn to Carl Mika, Te 

Kore/Te Pō thinking, and mana wāhine readings of Mārama to reposition darkness as a 

relational, worlded state in which identity is reconfigured rather than destroyed. Through 

close analysis of mirror scenes, prophetic visions, and the storm-transfigured Auckland 

skyline, the section traces how Matiu’s instability becomes a conduit for whakapapa-time and 

Grace Dillon’s Native slipstream, where past, present, and future co-exist. The argument 

culminates in reading Matiu as a taniwha-guardian whose role extends from whānau and 

urban space to the earth itself, aligning his “monstrosity” with kaitiakitanga in the context of 

the Anthropocene. At stake for the thesis as a whole is the claim that Māori Indigihorror 

reorders the very terms through which monstrosity, time, and environment are understood. 

By following Matiu through sacred darkness, this section demonstrates how Taniwha 

teratology can transform a seemingly broken subject into a figure of cosmological 

guardianship, advancing the thesis’ broader argument that Indigenous horror enacts narrative, 

temporal, and ecological sovereignty. 

Matiu’s descent, repeatedly misread by characters as instability or deviance, is better 

understood through Māori cosmology as a passage into Te Pō and Te Kore—spaces of sacred 

darkness, potentiality, and relational becoming. Western theoretical frameworks such as 



 107 

Kristeva’s abjection and Foucault’s governance of deviance cast figures like Matiu as 

pathological or excessive, fixing them within regimes of lack. Where colonial psychology 

demands legibility, definition, and containment, Mika’s philosophy asserts the opposite: that 

beings are never singular, stable, or fully knowable. Māori philosopher Carl Mika offers a 

counterpoint to colonial pathologisation through his concept of “worlded being.” Mika 

defines worlding as a state in which no entity exists in isolation, insisting that “one thing is 

never alone, and all things actively construct and compose it” (Metaphysics of Presence 4). 

Because these co-constituting presences “appear and hide,” he maintains that every entity is 

“fundamentally unknowable,” revealing itself only partially while remaining embedded 

within a wider relational totality (4). His concept of “worlded being” asserts that existence 

emerges from an indivisible relational totality in which all things, including the contradictory 

and the troubling, are already enfolded within the world. In this ontology, even the unsettling 

or disordered is an integral expression of the world’s fullness. From this vantage, Matiu’s 

encounters with darkness and instability fail as evidence of breakdown, asserting expressions 

of a cosmological process in which the self is co-constituted by ancestors, place, and 

metaphysical forces. Read through this Indigenous ontology, the trilogy reframes Matiu as a 

taniwha-like guardian whose proximity to darkness signals heightened relationality rather 

than disorder—a movement through sacred darkness that precedes renewal. 

While Matiu’s growing relationship with darkness might first appear to conform to 

Western monster theory—with its associations of shadow, instability, and abjection—the 

trilogy deliberately unsettles this reading, reframing darkness through Māori cosmology as a 

sacred threshold of becoming rather than a sign of collapse. These encounters with darkness 

occur early in the trilogy, in Hounds of the Underworld, and mark the beginning of Matiu’s 

cosmological progression—early signals that the darkness surrounding him is not incidental, 

but the first movement in his passage into Te Pō. His kiri tuhi (facial tattoo that lacks cultural 
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aspects) is read reductively by outsiders as gang symbolism, and his visions are 

misinterpreted as psychological disturbance.10 At first, darkness seems separate from him, 

animated by affective presence: “the dark had looked at him  . . .  like it wanted him to look 

back” (Hounds ch.2). As the narrative progresses, he recognises his entanglement with it: “he 

knows that he walks with one foot in the shadow” (Hounds ch. 3). Those closest to him sense 

this relational darkness too—Penny sees “Matiu’s dark form hovering near Clark” (ch. 1), 

and Mārama affirms, “It’s the dark that keeps us, Matiu. The dark that owns us” (Hounds ch. 

8). Such moments invite a Western horror reading, where darkness signals instability, 

deviance, or the uncanny. Within Michel Foucault’s framework, the monster enacts a “double 

violation,” transgressing both “the laws of nature and the laws of society” (63). Matiu, as a 

Māori ex-prisoner with a contested kiri tuhi, is thus positioned as doubly deviant within 

colonial surveillance logics. As Taylor observes, horror frequently constructs a “panoptic 

landscape” in which characters are subjected to constant, unseen observation, a dynamic that 

mirrors “Foucault’s panopticon” even in non-institutional spaces (166). Matiu becomes 

caught within precisely this regime of looking: watched, assessed, and misread by police, 

strangers, and even Penny, who reads his experiences through a forensic framework rather 

than a cosmological one. Such misrecognition rests upon a settler impulse to interpret 

darkness as pathology rather than as an inherited relation to Te Pō. Detective Tanner’s 

remark—“‘him with the tats. He’s not one of ours’”—illustrates how his body becomes a site 

for colonial misrecognition (Hounds 161). This externally imposed “monsterisation,” 

compounded by what Weinstock calls “human monstrosity,” where deviation is both feared 

and surveilled, demonstrates how easily Matiu can be misread through colonial diagnostic 

 
10 In Māori practice, moko refers to permanent designs on the face or body made according to tikanga, carrying 
genealogical authority and marking identity, status, and ancestral affiliation. As Ngahuia Te Awekotuku notes, 
moko is “the ultimate engagement of oneself with one’s body,” a practice that inscribes whakapapa and 
transforms the wearer (qtd. in Nikora et al. 478). By contrast, kiri tuhi denotes tattooing applied without these 
cultural protocols—literally “skin writing”—and lacks the ancestral sanction and ceremonial processes that 
define moko. 
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logics (26). Yet the trilogy resists this reading. In Māori Indigihorror, darkness is not a 

symbol of moral failure but an index of ancestral imbalance and cosmological transition. 

Matiu’s instability becomes a threshold, an entrance into Te Pō, where relationality 

intensifies and identity is reshaped in accordance with whakapapa rather than Western 

categories of pathology. This movement through Te Pō is materialised in the trilogy through 

the gradual revelation of Matiu’s own taniwha-status, a metamorphosis signalled by his 

intensifying relationship with darkness and by the resurfacing of ancestral presence in the 

whenua itself.  

The trilogy further unsettles Western readings of monstrosity by reconfiguring 

darkness as a site of Māori ontological identity, inviting a shift from conventional horror 

interpretation to an Indigihorror reading grounded in Māori metaphysics. In this mode, 

Matiu’s trajectory is understood as reclamation: darkness becomes Te Pō, the cosmological 

realm of transition where identity is reconfigured in relation to atua, whenua, and whakapapa. 

Preceded by Te Kore, the primordial field of potentiality, this darkness signals emergence 

rather than erasure. Within this ontology, what appears unsettling or disordered is not psychic 

disintegration but an intensification of relationality. What Western frameworks mark as 

degradation becomes, in Māori thought, a stage of sacred transformation. This 

methodological turn is sharpened when set against the Western theories that initially seem to 

explain Matiu’s instability. Kristevan abjection locates horror in the excess that must be 

expelled to preserve the self; Foucault’s monster violates the laws of nature and society, 

demanding surveillance and containment. But Mika’s philosophy disrupts these assumptions 

by asserting that beings are worlded—co-constituted by human and more-than-human 

presences that “appear and hide” within a wider relational totality (Metaphysics of Presence 

5–6). Through this Indigenous ontology, Matiu’s contradictions—his visions, volatility, and 

proximity to darkness—are expressions of a self moving through sacred thresholds. Where 
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abjection polices boundaries, Te Pō dissolves them; where colonial logic sees monstrosity, Te 

Kore holds potential. This cosmological reframing is inscribed on his body. Matiu’s kiri tuhi, 

dismissed by outsiders as gang insignia, becomes a visible trace of longing for whakapapa. 

Penny’s observation that its spirals resemble “ocean waves and ferns” suggests ancestral 

patterning that persists despite its contested origins (Teeth 236). As Te Awekotuku notes, 

moko is “the ultimate engagement of oneself with one’s body . . .  it changes you forever” 

(qtd. in Nikora et al. 478). The tattoo marks Matiu as uneasily situated yet still in relational 

orbit of Māori belonging, signalling a movement toward cosmological activation.  

One of the trilogy’s most striking visualisations of Matiu’s liminality appears in his 

encounters with reflective surfaces, which become sites where Gothic expectation and 

Indigihorror reading directly clash. Before the rooftop battle unfolds, Teeth of the Wolf brings 

multiple narrative threads into collision at the PWC Tower. The Sun Cult has kidnapped 

Charlotte—Erica’s pregnant sister—for sacrifice, while Erica,11 Penny, and Cerberus12 

attempt her rescue; simultaneously, Mārama has been crucified on the neighbouring rooftop 

as bait for Matiu, where Kingi, now grotesquely transformed under Makere’s influence, waits 

to confront him. It is during Matiu’s ascent through this storm-lashed tower that the trilogy 

stages a dramatic reorientation of the mirror trope. Gothic and horror conventions commonly 

enlist mirrors to stage psychic discontinuity, mobilising motifs of doubling and the 

doppelgänger as signs of a self unsettled or imperilled. Yet the trilogy repurposes this 

convention, rerouting it toward whakapapa and cosmological entanglement rather than 

 
11 Erica is Matiu’s probation officer and emerging love interest, a role that situates her within the trilogy’s 
detective-noir framework. Her search for Charlotte—abducted by the Sun Cult—aligns her investigative 
trajectory with Matiu and Penny as the cosmological stakes intensify. 
12 Cerberus—named for the Greek guardian of the underworld—was originally Darius Fletcher’s golden 
retriever but is adopted by Matiu and Penny. Across the trilogy he demonstrates a marked spiritual sensitivity, 
acting as a liminal guardian who moves between mortal and supernatural realms. His presence joins multiple 
cosmological frameworks within the narrative: the Egyptian cosmology of Kerr’s Sun Cult, Māori cosmologies 
of atua and Te Pō/Te Kore, Pākehā and Western supernatural logics, and Greek underworld mythology. As one 
of the “hounds of the underworld” evoked by the first book’s title, he signals the permeability and co-existence 
of these ontologies. 
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psychological fracture. As Matiu ascends the PWC Tower, racing to save Mārama in a city 

already warping under elemental and ancestral tension, the lift’s mirrored walls become 

portals into this altered ontology: “the mirrors on opposite walls plunge away into twisted 

infinities,” multiplying Makere’s profile “ad infinitum,” and overlaying Matiu’s body with 

“brittle and burnt wings” (Teeth 228-30). Such imagery evokes the Gothic double, but here 

the double is not a fractured self: it is the persistent haunt of whakapapa, the brother whose 

presence loops across temporal and metaphysical planes. In addition, the storm surrounding 

them—“lightning shredd[ing] the clouds,” and the rain that “drench[es] him, like stepping 

through a curtain,”—signals the active presence of atua, whose manifestations through wind, 

rain, and lightning intervene directly in the human conflict (Teeth 229-30). This elemental 

agency coincides with the underworld’s encroachment into the mortal realm, as “a hot wind 

rolls from the [lift’s] open door’ and the “itch in [Matiu’s] arm flares once more” (Teeth 229). 

This invasion of moral and temporally present boundaries is further marked by the rooftop 

transforming where “the space beyond is not concrete and steel, not glass and girders but 

stone, russet as blood. Running through the cracks and joins are long, dark streaks of black 

sand, carried by the hammering rain” (Teeth 230). When the “infinity of recurring faces 

fades, leaving only the black of the storm,” Matiu does not experience annihilation; he 

experiences cosmological stripping, a temporary erasure that ushers him into Te Pō (Teeth 

230). His reflection in the mirrored lift—like his later vision on the clifftop in Blood of the 

Sun, where the blazing sun becomes a tattooed warrior whose face is his own before the cliff 

“gives way” and he falls “into the void”—reveals prophecy not as symbolic foreshadowing 

but as an incursion of Te Pō and Te Kore into the present moment (Blood 203-04). This 

“void” is a cosmological threshold rather than a psychological abyss, collapsing temporal 

boundaries by superimposing ancestral past, mythic figure, and Matiu’s present self. In this 

logic, prophecy enacts what I think of as whakapapa-time: a temporal mode where 
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genealogical, cosmological, and lived time converge, displacing linear chronology through 

recursive, ancestral activation. Within this Indigihorror framework, prophecy ceases to be 

passive foreknowledge and becomes an active cosmological force. The “brittle and burnt 

wings” mark the cost of this labour, recalling both Egyptian sun-cycle myth and Māori 

cosmological repetition: the doomed god whose journey across the sky repeats endlessly. 

Matiu is caught inside a similar slipstream. As Dillon’s Native slipstream suggests, time here 

recursive rather than linear, binding characters to cycles they can neither escape nor disavow. 

The lift’s mirrors—and the clifftop void—thus stage whakapapa-time: an ever-returning 

present where past and future fold back upon the self. Moreover, as the lift doors open onto a 

rooftop revealing “stone, russet as blood,” the world itself confirms that reflection has been 

reoriented through Māori metaphysics. The doppelgänger becomes whakapapa; the mirror 

becomes a portal to Te Pō; the void becomes Te Kore. In this mode, Matiu is not unravelling 

but transforming—his identity stretched across ancestral, elemental, and cosmological planes. 

Reflection does not reveal fracture; it reveals emergence, the moment at which Matiu begins 

to move unmistakably into taniwha-being. 

While Matiu’s encounters with mirrors and prophecy expose the collapse of linear 

time and the intrusion of Te Pō and Te Kore into the present, the confrontation that follows 

atop the PWC Tower extends this cosmological rupture into the landscape itself. The scene is 

staged as a battle between characters and as a contest between ontologies, where the 

architecture of the colonial city is forced to reckon with deeper ancestral forces. The tower to 

which Mārama is bound—an emblem of capitalist verticality—is physically and 

metaphysically altered: its “stone” surface with “black sand running through the cracks and 

joins” (Teeth 230). In a Gothic register, such transformations might be read through what 

gothic critics identify as the sublime—encounters with “a nonhuman world whose power 

ultimately exceeds [ours]” (Alder and Bavidge 227). Yet this framework is fundamentally 
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misaligned with the cosmological logics at work in the trilogy. As Alder and Bavidge note, 

the traditional sublime “describes the validation of the individual through an act of 

transcendence in which the external world is domesticated, conquered, or erased”; moreover, 

its conventions depend on the human subject “ultimately emerging successful from an 

encounter that never truly threatened it” (227-28). Such assumptions cannot account for 

Indigenous metaphysics. In the cosmology of the Path of Ra trilogy, the storm’s violence is 

the literal action of atua; the shifting landscape is not a psychological projection but an 

ancestral force surfacing into the present. Tāwhirimātea’s (atua of all atmospheric 

phenomena) storm further destabilises Auckland’s settler spatial logic, rendering the city “a 

blurry landscape painting smeared with swathes of stalking rain” (Teeth 230). From a Gothic 

perspective, the storm might function as sublime menace, externalising terror; yet in Māori 

thought, its force is relational rather than symbolic. When the harbour bridge appears “like a 

taniwha sinking into the harbour,” this is not a metaphor of dread but a manifestation of 

cosmological presence (Teeth 42). The city is shown to be neither inert nor architecturally 

sovereign: its surfaces, skylines, and infrastructures are permeable to atua, taniwha, and 

underworld forces that predate colonial construction. 

Auckland thus becomes a contested epistemological terrain in which colonial 

modernity is not merely interrupted but rendered permeable. Where the Gothic sublime 

positions the human as ultimately secure, the Indigenous cosmology at work here places the 

human within a living web of relationships with ancestral beings. The urban grid is 

overwritten by whakapapa-time and Indigenous spatial logics; mythic time and material 

space coexist, entangle, and ultimately displace the linear order of the colonial city. This 

reconfiguration mirrors Matiu’s own ontological transformation. Just as his identity is remade 

through the thresholds of Te Pō and Te Kore, the city itself is reimagined through Indigenous 

epistemology—not as a nostalgic return to a pre-colonial past, but as a continuation of 
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cosmological presence within the contemporary landscape. The significance of this scene lies 

in sovereignty, not in spectacle. The transformation of the PWC Tower and surrounding 

cityscape enacts Indigenous spatial authority, demonstrating that atua, taniwha, and ancestral 

forces retain the power to reorder space. By refusing to treat urban Auckland as a stable or 

purely human construct, the trilogy advances an Indigihorror poetics in which place itself 

participates in the horror, revelation, and rebalancing of worlds—a mode that reveals the 

profound limitations of a Gothic sublime reading. 

The trilogy’s engagement with kōrero tuku iho13 becomes most explicit on the slopes 

of Ōwairaka, where storytelling functions as a living epistemology that reconnects Matiu to 

whenua, whakapapa, and cosmological time. Matiu and Erica are on the heels of the Sun 

Cult, who are preparing a mass suicide on the mountain, and as they ascend in search of the 

cult’s entry point, Matiu draws on the stories his mother taught him to interpret both the 

landscape and the danger gathering across it. The cosmological reordering of urban space 

prepares the ground for the trilogy’s deeper engagement with whakapapa-time, where 

ancestral narratives, volcanic genealogies, and taniwha histories surface to claim the present 

as part of an ongoing, living continuum. Matiu recalls the stories “Mārama used to kōrero 

over their walks around Maungakiekie” (Blood 171–72). These kōrero, grounded in the 

volcanic and genealogical histories of Tāmaki Makaurau (Auckland), function as dynamic 

interpretive frameworks for understanding identity and place. Naming the maunga as Te Ahi-

kā-a-Rakataura, “the long burning fire of Rakataura,” Matiu invokes a narrative that also 

contains Indigenous geological knowledge: “proof that early Māori knew the mount was a 

volcano” (171). Here, story, science, and whenua are not discrete domains but interwoven 

strands of whakapapa. Kōrero also resists singular interpretation. As Matiu explains multiple 

 
13 Kōrero tuku iho refers to oral histories passed down through generations; these narratives encompass 
whakapapa, place-based histories, and cosmological knowledge, and function as authoritative sources of history 
within Māori epistemologies. 



 115 

versions—Rakataura “cross[ing] the ocean from Hawaiki riding a taniwha” (171), or the 

account in which “someone murdered his son,” which “might be a metaphor for his grief, or 

his anger, or something” (172)—he demonstrates the multivalence of Māori narrative forms, 

where metaphor, cosmology, and history coexist without contradiction. This plurality 

contrasts with Erica’s insistence that such accounts are “legend” or “speculation,” followed 

by her assertion that “geology doesn’t lie” (172). Matiu’s simple rebuttal—“It might”—

signals the trilogy’s refusal to subordinate Māori storied knowledge to Western empiricism 

(172). In this, the narrative echoes Albert Wendt’s assertion that Pacific stories are 

“genealogical repositories” carrying cosmological, poetic, and historical knowledge across 

centuries (49). Invoking these stories is therefore an assertion of intellectual sovereignty: a 

reanimation of Māori ways of knowing within a dystopian futurist landscape shaped by 

environmental and colonial pressures. Through kōrero, Matiu reconnects to this whenua in all 

its layered histories. Even his humorous retelling of Wairaka as “shit-hot on a surfboard . . . a 

surfer before surfing was even invented” affirms the adaptability and liveliness of these 

stories—whakapapa spoken into the present (172). As they walk, the sky itself responds: 

colours sweep across the “darkening belly of Ranginui . . . pounamu and blood,” and Matiu 

invokes, “Tahu-nui-a-rangi” (172–73). The aurora australis—the great flame of the 

heavens—that Matiu invokes becomes a cosmological acknowledgement that kōrero is a 

mode of activation—an utterance that summons ancestral and elemental presence into the 

immediate moment. In this frame, kōrero tuku iho emerges as a mechanism of temporal and 

spatial sovereignty. It binds Matiu to the volcanic genealogy of the city, situates him within 

whakapapa-time rather than linear chronology, and prepares the ground for his emergence as 

a taniwha-guardian whose identity and authority are inseparable from these storied, living 

relationships. 
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Within this temporal and cosmological frame, Matiu’s metamorphosis is best 

understood as the emergence of a taniwha-kaitiaki, a guardian being whose authority arises 

from whakapapa, place, and ancestral obligation. In Māori tradition, taniwha are both 

supernatural creatures and relational entities whose identities arise from the networks of 

taonga (treasures), whenua (land), and tangata (people) they protect. As philosophy scholar, 

Krushil Watene (Ngāti Manu, Te Hikutu, Ngāti Whātua ō Orākei, Tonga) notes, taniwha 

function as “sleeping protectors” of taonga—“supra-natural ancestors” who uphold the mana, 

tapu, and kōrero carried by place and community (3-4). Their power is defined not by biology 

but by responsibility, by the relational and ethical demands embedded in whakapapa. It is 

within this tradition of guardianship that Matiu’s role becomes legible. The trilogy signals 

this kaitiaki transformation repeatedly. His visions—often misread as psychological 

disturbance—track not madness but matakite, the prophetic sight that links him to ancestors 

and atua (Blood 274). In Blood of the Sun, when he looks into the blazing void and sees the 

sun as a tattooed warrior with his own face striding across the waves, Matiu falls “into the 

void” where creation and destruction meet (203–04). This vision functions less like 

anomalous hallucination and more like an articulation of whakapapa-time, where prophecy 

folds the past and future into the present and pulls him toward his cosmological obligations. 

Later, when he sees the storm-transfigured city and feels his body move in resonance with its 

elemental upheaval, the text frames him as liminal—human and more-than-human, 

responsive to whenua, atua, and underworld in equal measure. These scenes confirm that his 

role extends beyond human community: he is becoming a guardian whose presence unsettles 

oppressive orders while protecting those who remain in right relation. This realignment 

reframes the “monstrosity” others project onto him.  

Watene emphasises that taniwha help “shape the social values, relationships, and 

responsibilities” of their communities, an insight that illuminates how Matiu’s actions 
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consistently orient toward care: for Mārama, for Penny, for Erica and her sister, and for 

Auckland’s wounded landscape (4). His kaitiaki role demands both protection and 

disruption—upholding whakapapa while confronting those who endanger it, whether cultists, 

corrupted gang leaders, or the sun-god’s incursions into the mortal realm. Such a reading 

collapses binary oppositions—light/dark, hero/monster, past/future—into a whakapapa 

continuum where violence and transformation are constitutive rather than aberrant. The 

proverb “Kia whakatōmuri te haere whakamua” (“I walk backwards into the future with my 

eyes fixed on my past”) captures precisely this mode of being, where ancestors, including 

guardian beings like taniwha, remain active participants in unfolding events (Rameka 387). 

Matiu’s dual positioning as matakite and taniwha-kaitiaki is inseparable from this temporal 

sovereignty: his visions are not supernatural excess but ancestral guidance; his darkness is 

relational depth, not internal collapse. Prophecy, then, becomes an instrument of survivance 

and futurity—described as Indigenous literature’s capacity to “reclaim and reshape 

knowledge and cultural practices” through ancestral strength (Rangiwai qtd. in Toko King et 

al. 260-61). By aligning prophecy with urban resurgence and whakapapa-time, the trilogy 

enacts a form of narrative sovereignty that reclaims place from colonial urbanism, time 

from linear progress narratives, and identity from the pathologising gaze. Matiu’s taniwha 

identity is thus not the mark of deviance but the source of his authority: a living embodiment 

of guardianship whose presence unsettles, protects, and renews the worlds—human, 

ancestral, and elemental—to which he is bound.  

Matiu’s role as taniwha extends beyond the protection of people and ancestral 

memory to encompass the wellbeing of the earth itself, revealing that guardianship in Māori 

cosmology is inseparable from ecological responsibility. In the Māori world, humans and 

nonhuman kin share the same whakapapa; as Tā Mason Durie explains, the “tangible and 

intangible” and the “material and immaterial” exist within a single network of interacting 



 118 

entities (245). The Path of Ra renders this ontology with striking clarity. When the earth 

convulses beneath Matiu, the narration names these forces not as weather patterns or tectonic 

shifts but as atua in pain: “Here is Rūaumoko, angry child of the underworld, ramming sullen 

fists against his subterranean kingdom. Here is Papatūānuku, her limbs skewed, her skin 

stretched and broken . . . Here is Ranginui, flayed open and bleeding across the black” (Blood 

276). These are not metaphors but presences. The land is not backdrop but kin; its suffering is 

genealogical memory made manifest. When Matiu invokes these atua—recognising the storm 

as Tāwhirimātea’s breath, the shaking ground as Rūaumoko’s fists—he is not displaying 

poetic flourish. He is entering into right relation, acknowledging agency and distress in his 

nonhuman relatives. In Māori terms, this act of naming is itself a form of kaitiakitanga: to 

recognise the land as living is to accept the obligations that follow from that relationship. His 

affirmation of atua is not symbolic but constitutive of guardianship, because guardianship 

begins with recognition, responsiveness, and ethical orientation toward the wellbeing of kin. 

This is underscored by his vulnerability. Under the “bloody sky,” limping, injured, and 

unarmed, Matiu realises he cannot fight like the atua do—“He can’t smash his fists against 

the earth like Rūaumoko. Can’t call the mighty winds of Tāwhirimātea . . .  What in the hell 

did he ever hope to achieve here?” (276). Yet it is precisely his refusal to abandon the 

suffering land, even when physically outmatched, that marks him as taniwha-kaitiaki. His 

guardianship is not defined by supernatural prowess but by relational endurance—by 

continuing to stand with the whenua when it shudders with pain. Within this cosmological 

frame, the Anthropocene is not an abstract geological epoch but the visible suffering of kin. 

The trilogy’s earthquakes, algal blooms, and extreme weather are signs of imbalance, echoing 

Anne Stewart’s claim that the sovereign earth enacts the “decolonial apocalypse” to force 

humanity into right relation with planetary limits (147). Matiu’s taniwha-like guardianship 

thus positions him as a mediator between human communities and the will of the earth, 
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interpreting its signs and acting according to the obligations they impose. His guardianship is 

ecological, ancestral, and cosmological at once—grounded in the recognition that to invoke 

atua is to be claimed by them. 

Like ancestral taniwha—beings whose power can protect or destroy depending on 

how they are approached—Matiu embodies the double-edged nature of guardianship, 

unsettling those aligned with extractive orders while safeguarding those who remain in right 

relation with whenua and whakapapa. His darkness, once misread as monstrous, becomes the 

depth from which he channels planetary agency. Early in the trilogy, the darkness that 

“looked at him . . .  like it wanted him to look back” signals an invitation into a relational 

cosmology where ancestors and elemental forces speak through him (Hounds ch.2). Mika’s 

critique of Cartesian separation clarifies this orientation: because Papatūānuku is an 

“ontological and epistemological foundation” (“Uncertain Kaupapa” 120), Matiu’s visions 

are not inward disturbances but expressions of an embodied planetary consciousness—

echoed when he sees Ranginui “flayed open and bleeding across the black” (Blood 276). His 

prophetic insight becomes the shared voice of earth and ancestor. In the trilogy’s closing 

movements, the earth itself reshapes urban space: bridges slide “like a taniwha sinking into 

the harbour” (Teeth 42), towers erupt into “stone, russet as blood,” and storms pulse with 

Tāwhirimātea’s breath (Teeth 230). These transformations depict decolonisation as 

inseparable from ecological resurgence—Indigenous cosmology asserting itself as living law. 

Through this upheaval, Matiu completes his arc: from colonial “monster” to taniwha-kaitiaki, 

from fractured self to conduit of ancestral and planetary will. His guardianship accepts 

turbulence—Rūaumoko’s “sullen fists,” the “shattered earth” beneath him—as the necessary 

prelude to restored balance (Blood 276). Echoing the protective and destructive roles of 

taniwha in Māori tradition, he guides the living through the chaos that precedes renewal. 
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Read together, these movements reveal Matiu’s journey as a passage through the 

sacred darkness of Te Pō and Te Kore—states of transformation, not collapse. His encounters 

with darkness, mirror-visions, storms, and prophecy are repeatedly framed as cosmological 

thresholds: darkness “keeps us” and “owns us” (Hounds ch. 8), reflective surfaces multiply 

into “twisted infinities” (Teeth 229), and prophecy draws him into a void that paradoxically 

marks the origin of creation (Blood 204). Where Western horror codes these moments as 

abjection or instability, an Indigihorror reading reframes them as markers of guardianship: 

evidence of the capacity to hold contradiction, navigate thresholds, and maintain balance 

across human, ancestral, and elemental realms. Grounded in Foucault, Kristeva, and Mika, 

and extended through whakapapa-time, this analysis has shown that Matiu’s liminality 

operates within a cosmology where past, present, and future entwine, and where atua 

intervene directly in urban and planetary spaces. As Ranginui bleeds, Papatūānuku shudders, 

and Auckland’s skyline bends under the weight of atua, the earth asserts its own 

sovereignty—not as metaphor but as material fact. Within this frame, Matiu emerges as a 

conduit of resurgence: guardian of ancestral continuity, ecological wellbeing, and the layered 

temporalities that structure Māori worlds. In the end, Matiu’s taniwha arc demonstrates the 

central claim of this chapter: that Māori Indigihorror does not simply place Indigenous 

characters in horrific settings, but restructures the very terms through which monstrosity, 

identity, and environment are read. By refusing colonial diagnoses of darkness, instability, or 

excess, the trilogy repositions these signs as cosmological thresholds and relational 

obligations. Through Matiu, Indigihorror asserts narrative sovereignty, temporal sovereignty, 

and ecological sovereignty—revealing that the “monster” of colonial imagination is, in Māori 

cosmology, the guardian who protects the living, remembers the dead, and safeguards the 

future. 
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2.3. Monstrous Maternity and Mana Wāhine Sovereignty 

 

This section reads Mārama’s character through the tension between her Gothic encoding as a 

“mad,” excessive maternal figure and her Indigenous framing as a bearer of mana wāhine and 

cosmological sovereignty. This thesis argues that the trilogy mobilises her apparent 

monstrosity to unsettle colonial constructions of Māori motherhood, femininity, and spiritual 

insight, and to reveal these same traits as forms of guardianship grounded in whakapapa and 

relational accountability. Rather than interpreting her visions, boundary-crossings, and sexual 

or cosmological excess as pathology, an Indigihorror mode of reading reframes them as 

expressions of an embodied, ancestral epistemology in which wāhine act as navigators 

between mortal and metaphysical realms. Her associations with the dreamscape, the taniwha, 

and the recurring motif of sand demonstrate that Māori femininity in the trilogy is not 

constrained by colonial binaries of sane/mad, mother/monster, or human/atua, but instead 

emerges through dynamic crossings of land, sea, spirit, and time. In foregrounding these 

crossings, the analysis shows how Mārama’s role extends beyond individual motherhood into 

the wider realm of collective and cosmological responsibility, exemplifying Indigenous 

sexual sovereignty and the regenerative power of monstrous femininity. 

When read through Western Gothic and monster theory frameworks, Mārama appears 

as a figure of excess—a maternal body whose spiritual insight, temporal dislocation, and 

psychic instability mark her as profoundly monstrous. Gothic tradition casts monsters as 

those who destabilise ontological certainty; through this lens, Mārama’s visionary episodes 

function as uncanny breaches of rational order, unsettling both familial relationships and 

colonial expectations of maternal behaviour. The narrative repeatedly frames her as 

temporally misaligned—Matiu observing that “it just takes her a while to arrive at the same 

place, in the same time . . .  such a lot of distance to cover between here and wherever it is 
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she goes” (Hounds ch.8). Her psychic fragility further intensifies this Gothic encoding, with 

Matiu—who understands her better than anyone—conceding that her mind is “as fragile as 

fluted glass” (Blood 37). Her visions are terrifying not because they are delusional, but 

because they reveal catastrophic truths: in one vision she watches the sea swallow the land, 

“sand . . .  swirling up and around me . . .  hard to breathe,” a scene that lends her the aura of 

someone drowning in knowledge others refuse to face (Hounds ch.8). Schoch-Davidson 

clarifies why these misreadings occur. Western Gothic and settler-colonial hermeneutics 

impose epistemologies that flatten Indigenous worldviews, “[equalizing] Indians as symbolic 

essences” and collapsing diverse cosmologies into generic categories like the “Indigenous 

Gothic” (147). The Gothic relies on landscapes coded as “inhuman and pitiless,” whereas for 

Indigenous peoples “the wilderness was not hostile, but home” (148). Māori beings and 

spiritual phenomena, they note, are “not cast aside as aberrant forces worthy of 

gothicisation,” but recognised as part of the chain binding Māori to whenua and identity 

(148). When read through Gothic frames, Māori spiritual labour becomes misinterpreted as 

madness: exactly the mechanism that positions Mārama as unstable. Her sister Kiri calls her 

“mentally unbalanced,” a chronic affliction that has persisted “on and off for most of her 

adult life” (Teeth 22). Even Matiu, who sees her as a guardian and relies on her insight, 

epitomises the tension between colonial framings of fragility and spiritual obligation. The 

Gothic demands containment—of madness, of femininity, of the supernatural. As Schoch-

Davidson observes, settler readings impose “opposing epistemic views” that cast Indigenous 

spiritual authority as irrational or frightening, generating horror “absent from Indigenous 

understanding” (149-50). Mārama’s estrangement from normative maternal expectations 

appears monstrous not because she is neglectful, but because her maternal responsibility is 

cosmological rather than domestic. Her visions pull her away from everyday caregiving and 

towards the labour of protecting many. The prologue of Teeth of the Wolf makes this explicit: 
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she fights the pull of the otherworld because “she has people to care for” (Teeth 8), even as 

the “awful weight” of the realm presses down on her bones (Teeth 9). Her guardianship 

requires a sacrifice that her family—and a Gothic hermeneutic—cannot recognise. This 

creates a crucial tension: Matiu understands her duty even as he fears her vulnerability. He 

sees both truths at once—that she is a guardian from whom even supernatural entities hide, 

and that she is perilously close to being overwhelmed. This dual perception encapsulates why 

Gothic readings fail: they can register her fragility, but not the cosmological labour that 

produces it. Thus, a Gothic reading does not simply misinterpret Mārama; it structurally 

cannot perceive her epistemic authority. Such a reading, however, forecloses the epistemic 

value of her visions and occludes the cosmological labour she performs—an interpretive gap 

that a Mana Wāhine and Indigenous reading seeks to correct in the next movement of the 

analysis. 

Mārama’s visions of the future, though terrifying, operate as necessary acts of 

guardianship, drawing on mātauranga from the spiritual realm to forewarn of dangers 

pressing upon the mortal present. Her role demands a turning away from normative maternal 

obligations and from modes of relationality that are socially legible within colonial 

modernity. In this frame, motherhood is redefined as a collective and cosmological 

responsibility in which care extends across worlds, times, and beings rather than as a private, 

nuclear duty. Although perceived as unstable—even monstrous—the trilogy frames her 

power through a mana wāhine tradition that recognises wāhine as carriers of temporal, 

spiritual, and genealogical knowledge. Even supernatural forces acknowledge her authority. 

Makere, the sun-god’s monstrous emissary, confesses that “he can’t hide from Mārama. He 

fears Mārama,” signalling her potency within both mortal and atua domains (Hounds ch.8). 

Her visions demand strenuous spiritual labour and repeated crossings between physical and 

metaphysical realms. This labour is made vivid in the Teeth of the Wolf prologue, where 
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Mārama struggles to rise in the waka: she “pushes against the awful weight . . .  clutching the 

paddle” while the horizon burns in “shades of blood and fire” (Teeth 8–9). This “awful 

weight” is not merely physical but cosmological: it reflects the metaphysical pull of the 

taniwha realm she has “been [to] before”; the emotional burden of past encounters she tries to 

“crush . . . into a small cold ball”; and the heaviness of guardianship—the knowledge that she 

cannot withdraw because she has “people to care for” (Teeth 8-9). What pins her down is thus 

not weakness but the compounded pressure of trauma and collective responsibility 

converging upon the body of a wāhine who must rise despite exhaustion. Her “small, bent 

shell” and “hollow whisper” mark physical fragility, yet these descriptions simultaneously 

affirm her proximity to ancestral truth (Hounds ch. 8). Matiu recognises this complexity. His 

longing for Mārama is not for comfort but for strategy: he seeks the clarity her visions 

provide, even as he fears the toll they exact. His uncertainty—he is “never quite sure how 

close she’ll be to this reality, how far lost in the other”—reveals the extent to which wāhine 

like Mārama inhabit temporal and spiritual registers that exceed colonial binaries of mother 

or monster, sane or unstable (ch. 8). As Pihama writes, “as Māori women, we journey 

through many phases, roles, spaces and identities,” resisting colonial gender fixity (“Mana 

Atua” 194). Wā (time-space) and hine (feminine essence), she notes, frame wāhine as 

temporal-spiritual navigators (Pihama qtd. in Toko King et al. 258). Mārama’s crossings into 

the taniwha realm both affirm this cosmological mobility and also remind us that 

guardianship is dangerous work. Boundary-crossing invites consequence: exhaustion, 

disorientation, and the perception—within colonial norms—of maternal failure. The figure of 

the “mother who cannot mother” appears monstrous only within frameworks that insist on 

maternal legibility and emotional constancy. In the trilogy, however, Mārama’s maternal role 

is not a failure but a reconfiguration—collective, cosmological, and fundamentally protective. 

She is not monstrous because she fails motherhood but because she exceeds it; bearing 
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responsibilities that cross realms, generations, and ontological boundaries. Her visionary 

labour is both protection and prophecy, enacted through guardianship practices that align her 

with the cosmological function of the taniwha—defined not by species or form but by 

boundary-crossing, vigilance, and relational accountability. Far from representing excess, 

Mārama embodies the collective mother whose care extends across worlds and times. This 

fluidity of roles, realms, and realities is echoed symbolically throughout the trilogy, nowhere 

more vividly than in its recurring motif of sand. 

Sand recurs across the trilogy as one of its most potent symbolic motifs, surfacing at 

key junctures—crime scenes, supernatural intrusions, prophetic memories—to mark the 

permeability of the boundary between Ra’s world and the mortal realm. Its first appearance, 

at the murder scene that opens Hounds of the Underworld, encodes sand as an omen rather 

than inert matter: “gradual decay and violent collapse all rolled into one brutal augury . . .  

like rot and sand and despair” (Hounds ch.1). This sensory convergence of death, decay, and 

sand signals that the mortal world is already eroding under the pressure of an encroaching 

cosmology. Even the domestic sphere is not immune. In Darius Fletcher’s house, Penny and 

Matiu find “dried pollen . . .  like a dusting of snow, or wind-driven sand,” an intrusion so 

subtle that its horror lies precisely in its ordinariness—Ra’s influence has begun to move 

through everyday spaces, unsettling the home itself as a site of safety (Hounds ch.4). By 

chapter 7, the motif shifts from trace to embodiment: sand becomes force, scraping across 

perception and skin, a “cold dread whisper, a rasping of sand across barren places . . .  broken 

blades of sound stabbing through him” (Hounds ch.7). This moment initiates sand as a 

threshold substance—an abrasive, shifting presence that erodes Matiu’s physical equilibrium 

and psychological stability. It registers the supernatural through sensation, aligning with 

Māori cosmological modes where matter, affect, and ontology interpenetrate. Borrowing 

from Kaitlin Moore, sand here places “matter, space and time into dynamic and contingent 
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relation,” refusing the Gothic tradition of the passive landscape (136). Materially, sand is 

neither wholly land nor sea; it slips between realms, echoing the movements of Mārama, 

Matiu, and Makere as they traverse mortal and supernatural spheres. In doing so, sand 

exposes a Māori relational ontology: that the world is animate, agentive, and communicative. 

More provocatively, sand’s infiltration across worlds re-centres feminine cosmological 

power. It is in sand—abrasive, shifting, suffocating yet life-giving—that the trilogy locates a 

metaphor for Mana Wāhine: the capacity to traverse borders, to resist containment, and to 

hold paradox without resolution. Sand thus functions as a mobile, feminine-coded force that 

challenges the phallocentric assumption that worlds should remain neatly bounded. In sum, 

sand becomes a material proxy for Indigihorror’s disruptive mode—alive, threshold-bearing, 

and uncontainable. It announces a cosmology in motion. 

Far from functioning as a static emblem, sand becomes a generative site where 

multiple epistemologies converge, marking the trilogy’s most intricate negotiation of 

cosmology, gender, and monstrosity. Its resonance as desert sand signals the intrusion of Ra’s 

cosmology—Egyptian, solar, extractive—into Māori whenua, while its material presence 

across shorelines, dunes, and domestic interiors affirms its role as a liminal agent between 

sea, land, and spirit. Rather than collapsing Egyptian and Māori cosmologies into a shared 

symbolic system, the trilogy brings them into relation, using their encounter to explore how 

distinct cosmological traditions negotiate questions of power, guardianship, belonging, and 

spiritual authority. In the emerging field of Māori Indigihorror, such a substance refuses 

allegorical containment; instead, sand appears as a living threshold, capable of transgressive 

and protective action, much like a taniwha guardian whose presence is never reducible to a 

single moral or symbolic register. The trilogy continually underscores this multiplicity. In one 

of the most visceral sequences, Mārama recounts the suffocating labour of her guardianship: 

“I just stood and watched from under the waves. The sand, Matiu, it swirled up and around 
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me . . .  and it was hard to breathe, with all that sand and water in my mouth. Aue” (Hounds 

ch.8). Here, sand is choking, abrasive, devouring—a burden borne in the exercise of spiritual 

responsibility. But as the novels progress, sand becomes equally capable of sheltering, 

signalling, and revealing: a “cold dread whisper, a rasping of sand across barren places, a 

swaying of . . . senses” that warns Matiu of incursions from beyond the veil (ch.7), or a 

dusting across domestic surfaces that reveals the reach of Ra’s influence into human 

habitations (ch.4). In this way, sand destabilises the Gothic’s demand for singular affect, 

refusing to remain merely ominous or merely protective. Mātauranga Māori offers the 

framework that makes sense of this shifting semantic field. Henare and Marsden describe 

Māori cosmology as one that embraces multiplicity and paradox, holding “seemingly 

contradictory truths” together through whakapapa and relational balance (68). Sand’s 

ambivalent movement—sometimes nurturing, sometimes suffocating—embodies this 

cosmology of flux, resisting colonial narrative expectations of closure or allegorical fixity. 

Indigihorror, as modelled in the trilogy, thus uses sand to foreground relational ontology: 

meaning emerges from the ongoing negotiation of forces, histories, and beings across realms. 

In refusing singular meaning, sand becomes a material expression of Māori temporal and 

spatial logic: layered, cyclical, and relational. It reveals both the instability of the barrier 

between Ra’s world and the mortal one, and also the insufficiency of Western hermeneutics 

that demand stable symbolism. Sand’s unruly agency positions it as one of the trilogy’s most 

effective narrative disruptors—an element that speaks in multiple voices at once, and that 

refuses to be domesticated into the linear logic of the Gothic. 

While sand mediates the boundaries between worlds, Mārama’s own crossings 

intensify this dynamic, revealing that her presence in Ra’s realm is an assertion of agency. 

The prologue to Teeth of the Wolf positions her as an active strategist and warrior. Drifting 

“on a sea of rippling black,” she lies in the waka’s “belly,” the paddle resting across her chest 
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while the sky above her unfurls in “shades of blood and fire” (Teeth 8). This tableau situates 

her at a cosmological intersection—embodied, vulnerable, yet deeply potent in her proximity 

to both mortal and supernatural realms. Her “ache,” far from a marker of fragility, emerges as 

a complex convergence of history, desire, trauma, and duty. The narrative reveals that this 

ache is entwined with “a warmth, a memory of something that should not have been,” 

signalling the residue of earlier crossings into the underworld (8). She longs to retreat from 

this burden, to “crush her hurt down into a small cold ball and bury it deep,” yet fears that if 

she closes herself “like a kōwhai flower retreating from the chill of night,” she may “not have 

the strength to unfold again” (8). The ache therefore encompasses the spiritual exhaustion of 

one who has been to this place before; the metaphysical pressure of “black depths beneath” 

and “burning expanses above” that compress her body and spirit; the lingering trauma of 

encounters she tries desperately to contain; and the knowledge that escape is impossible 

because, as she admits, “Running isn’t an option, not when she has people to care for” (9). 

The waka imagery strengthens this sense of embodied responsibility. Its curved belly evokes 

the vulva—as a vessel and site of generation—while the paddle laid across her chest becomes 

both burden and tool, symbolising the weight of choice. When she lifts it, she does so through 

Mana Wāhine logics, asserting survival and direction, pushing back against the underworld’s 

gravitational pull. The sky’s curling colours, “twisting through each other like lovers’ fingers 

entwined, or ropes thrown out to hold back the sun” invoke both erotic agency and the woven 

cords that Māui used to restrain the sun—a primordial transgression whose beating and 

subjugation of Tama-nui-te-rā fuels the wrath that Ra unleashes in the present of the novel. In 

this way the scene frames Mārama’s guardianship as a gendered negotiation of cosmic forces, 

where desire, pain, memory, and responsibility interlace. Thus, when the taniwha rises—

“coils and spikes and fins” shredding the sea—Mārama does not recoil. She lifts the paddle, 

“screams out her challenge,” and drives the waka toward the monster (9). Her confrontation 
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is neither delusion nor instability, as a Gothic reading might propose, but the decisive act of a 

guardian who understands the stakes of imbalance. Her presence in this realm is purposeful: 

she has “been here before,” she recognises its dangers, and yet she chooses to enter again, 

propelled by relational obligation. Within a Māori framework, these crossings do not signal 

psychic dissolution but the enactment of responsibility. Mārama emerges as a cosmological 

force—taniwha in function—whose movements between worlds protect rather than imperil 

the collective. Her crossings mark her as a being defined by guardianship, boundary 

navigation, and relational accountability. In her struggle to rise, in the ache that compresses 

and animates her, and in her refusal to retreat, she enacts the profound labour of maintaining 

balance between realms. 

Considered together, the arcs of Mārama and Matiu form a diptych of relational 

monstrosity—two guardians shaped by different cosmological currents yet bound by shared 

whakapapa and the burdens of kaitiakitanga. Mārama’s crossings occur through the abrasive, 

infiltrating force of sand; Matiu’s through the enveloping, genealogically charged darkness of 

Te Pō. Yet both are marked by prophecy, both carry the strain of world-bridging, and both 

are misread through colonial frameworks that cast spiritual labour as madness or deviance. In 

Māori cosmology, however, their roles align with the wider function of taniwha as guardians 

who disrupt in order to protect. Their monstrosity is not a deviation from humanity but a 

mode of relational accountability, where the price of standing at thresholds is high: physical 

exhaustion, psychic fragmentation, and the perpetual threat of being misunderstood by those 

they protect. Sand and darkness—two threshold substances—become the media through 

which their cosmological responsibilities are enacted. By positioning both characters within 

the taniwha framework, the trilogy asserts a culturally grounded reinterpretation of 

monstrosity. Rather than signalling danger or evil, their liminality becomes the necessary 

condition for survivance: a form of visionary labour through which the futures of people, 
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land, and cosmological balance are safeguarded. Monstrosity, in this reading, is not the 

opposite of humanity but a heightened form of relational being, one attuned to the forces that 

traverse and exceed the mortal world. 

 

2.4. Technology as Ontological Disruption  

 

In Blood of the Sun, technology emerges as the primary instrument displacing Māori 

cosmology, disrupting both ecological order and ontological fabric binding atua, land, and 

people. Through a cosmological criticism lens, the trilogy exposes how neoliberal 

technologies—batteries, magnetic infrastructures, nanobots—operate as colonial extensions 

that fracture whakapapa, destabilise natural rhythms, and open the veil between mortal and 

atua realms. The resulting collapse of boundaries forms a narrative slipstream in which 

ecological disaster, spiritual disturbance, and technological incursion converge. By the final 

novel, Penny and Matiu Yee confront Sun Priestess Sandi Kerr and the human and nonhuman 

monsters gathering at the edges of the mortal world. The prophetic vision of the trilogy’s end 

shows Ra and his progeny breaching the veil, enabled by a convergence of ecological 

collapse, geomagnetic instability, and terrestrial disaster. The Sun cult intensifies its 

sacrificial programme from killings of dogs, pregnant women, and unborn children to an 

unprecedented act of synchronised self-destruction. Their apocalyptic methodology shifts 

from embodied ritual to technological sacrifice through the implantation of nanobots in their 

members—children included. Programmed to lie dormant in the dorsal horn ganglia until 

triggered by fluctuations in the Earth’s magnetic field, the nanobots transform sacrificial 

violence into a mechanised, automated event. Technology becomes both a weapon and a 

metaphysical catalyst, entwining the corporeal with the cosmological. This escalation occurs 

within a wider planetary crisis. Penny observes auroral lights “rippling in arcs across the sky” 
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above Auckland—impossible under normal atmospheric conditions. Their appearance signals 

colossal solar winds producing extreme geomagnetic storms (Kp8–Kp9), with data “streamed 

via NASA’s ACE spacecraft” (Blood 12). Such disturbances indicate a magnetic field 

entering turbulence. In geophysical terms, Earth’s magnetic poles reverse when instabilities 

in the molten-iron geodynamo disrupt the coherence of the magnetic field. Solar winds do not 

cause reversals, but their intensity can reveal a field already weakening. Penny recognises the 

implication: “After 780,000 years since the last one, a flip is long overdue” (12). The text 

thus aligns climate change, solar volatility, and magnetic destabilisation, producing a 

slipstreaming of scientific possibility and cosmological dread. Amid these disturbances, 

government agencies, corporations, and criminal syndicates compete for control of New 

Zealand’s power infrastructure. A magnetic pole reversal will collapse the grid, rendering the 

prototype Solaris battery a decisive instrument of political and metaphysical authority. Those 

who possess it will “hold the power in their hands”—literally and symbolically. The 

convergence of technological exploitation, ecological instability, and cosmic disorder 

intensifies the permeability of the boundary between worlds. Chaos—long figured in the 

trilogy as the underworld pushing upward—moves ever closer to reign on earth. Against this 

backdrop of climatic, social, and cosmological crisis, the Yee siblings must intervene to halt 

both human and supernatural forces that seek to bring about the world’s unravelling. 

In the face of escalating techno-colonial violence, the trilogy mobilises ancestral 

presence and volcanic agency through Penny, whose actions enact Māori narrative 

sovereignty over time and cosmological order. This sovereignty becomes all the more 

significant given that Penny enters the trilogy primarily through Chinese cultural expectations 

of her bicultural family. She is cast as the dutiful daughter: chaperoned by Matiu under the 

guise of being her “driver,” urged by her mother to secure a respectable marriage to Craig 

Tong, and discouraged from police work because it would “lower” her status. For much of 
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the narrative, Penny’s identity is shaped by diasporic scripts of propriety, hierarchy, and filial 

duty. Yet it is precisely against the force of these expectations that her Māori inheritance 

resurfaces through the land itself. Her reawakening begins at the level of embodiment. 

During the fight with the Sun Priestess, Penny is brutalised—“ribs cracking,” breath 

stalling—yet she curls herself around the vaccine container “like a newborn,” protecting the 

possibility of life (Blood 296). It is at this threshold of pain that Rangitoto intervenes: “a burst 

of fire” flares from the ancestor mountain, “illuminating her with inspiration” and propelling 

her toward a plan shaped by whakapapa as much as science (297). In cosmological criticism, 

land is epistemic agent, and Penny’s reconnection with her Māori identity occurs through 

volcanic memory, the embodied pulse of an ancestor place calling her back into relation. The 

tension between her Chinese upbringing and her Māori inheritance becomes symbolically 

resolved in her transformation from obedient daughter into guardian. Where her mother 

warns her against lowering herself by engaging in police forensic work, Penny lowers herself 

into the volcanic crater—literally entering the earth’s womb—to save the cult members from 

synchronised nanobot death. This act overturns both diasporic and techno-colonial scripts: 

rather than uphold respectability, she embraces relational obligation; rather than defer to 

scientific neutrality, she fuses XNA, vaccine, and volcanic agency to produce a form of 

survival grounded in whakapapa-time. Her improvisation with the Solaris battery and DNA 

sequencer reanimates technology as whānau-centric rather than extractive. The Pandora’s 

Box analogy from Greek mythology becomes a narrative reversal: instead of releasing 

catastrophe, Penny opens the “box” of vaccine and releases life. Maungawhau’s crater 

becomes the container of dispersal—a geological womb that neutralises the cult’s nanobot 

weapon.  

This convergence of diasporic inheritance, scientific skill, and Māori cosmology is 

heightened by the trilogy’s dual authorship, which structurally mirrors the very tensions 
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Penny negotiates between cultural expectations and ancestral resurgence. Lee Murray writes 

Penny’s chapters while Dan Rabarts writes Matiu’s, and together their alternating voices 

stage a narrative whakapapa in which distinct genealogical strands—Māori, Pākehā, and 

Chinese—interweave within the same slipstream. Murray’s authorship of Penny, informed by 

her own Chinese–Pākehā heritage, brings an intimate understanding of diasporic discipline, 

filial obligation, and the complex pull of cultural return. Rabarts’ chapters centre Māori 

metaphysics, embodiment, and prophetic labour through Matiu. Their paired perspectives do 

not simply alternate viewpoints; they perform a braided identity structure, one in which 

survival is imagined as collective, relational, and cross-cultural. Through Penny’s arc, the 

trilogy affirms that identity is not singular but braided—not inherited intact, but shaped in the 

crucible of encounter: with land, with whakapapa, with volcanic ancestors, and with the 

crises that force transformation. Her final actions in the crater reclaim technology from 

colonial logics—manifest in the nanobots’ programmed suffocation and the Solaris battery’s 

extractive distortion of solar whakapapa—and return it to cosmological purpose, 

transforming a capitalist technology of death into an Indigenous technology of survival. In 

that moment, past, present, and potential futures converge in volcanic fire and aerosolised 

vaccine—a slipstream assertion that identity, like survival, is relational, embodied, and 

sovereign. 

Neoliberal technologies extend colonial violence into Indigenous ontologies, 

reframing land, time, and the body as extractable, programmable, and ultimately disposable 

resources. Through cosmological criticism—a method attentive to how narrative disrupts or 

restores the relationships between atua, land, time, and human beings—the trilogy exposes 

how the battery participates in epistemic estrangement. Drawing power from Tama-nui-te-rā, 

the Solaris battery embodies a techno-capitalist logic that harnesses atua for mechanised 

efficiency. Described as a “heat sink soaking up solar rays” and an “evolution of battery 
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technology” it converts ancestral energy into commodity, severing solar life-force from its 

relational, ecological, and seasonal rhythms (Blood 139; 243). This extraction mirrors the 

broader colonial impulse to appropriate the sacred and redeploy it as economic gain. In doing 

so, the battery not only transforms solar energy into controllable power but also symbolically 

captures time, dislocating it from whakapapa and repackaging it within capitalist logics of 

productivity, acceleration, and control. Such temporal violence resonates with the eruption of 

Tama-nui-te-rā’s distorted progeny—monsters spilling from Ra’s realm—whose emergence 

parallels how colonial technologies breach cosmological balance and destabilise Indigenous 

worlds. Through this association, the Solaris battery becomes more than a scientific 

innovation: it is a mythic distortion of atua, a technological node where extraction, 

capitalism, and neo-apocalyptic desire converge. The battery’s corruption prepares the 

ground for narrative sovereignty to reassert itself—not through the destruction of technology 

but through its reclamation and recontextualisation within whakapapa, where energy can be 

restored to cosmological purpose rather than capitalist extraction. 

The nanobot system represents the colonisation of Indigenous bodies, time, 

relationality, and genealogical structure itself. If the Solaris battery represents the external 

extraction of atua-energy, the nanobots enact a far more intimate and insidious regime: the 

biopolitical colonisation of bodies and temporalities. Unlike solar technology that exploits the 

environment, nanobots operate from within, transforming the body itself into a programmable 

site of sacrifice. Penny explains that Buchanan’s cancer patients—the first victims of Kerr’s 

experimentation—were implanted with nanobots that “lie dormant in the dorsal roots of the 

nerves” (Blood 266), and that the cult later advanced this process by introducing 

“programmable nanobots into cult members by way of their tattoos—under the guise of 

horticultural research” (267). This weaponisation of a marking system associated with 

whakapapa and belonging reframes bodily inscription as biotechnological invasion. The 
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cult’s tattoos function as a counterfeit genealogy—an imposed sign of belonging that mimics 

the relational logic of moko while severing it from whakapapa. Instead of affirming identity, 

connection, and obligation, these marks become conduits for mechanised death. The nanobots 

thus impose a foreign temporality, one diametrically opposed to Māori frameworks of time in 

which past, present, and future remain dynamically entangled. Kerr’s new sacrificial system 

uses nanobots that lie “dormant” and “programmed to respond to a change in magnetic field . 

. .”—revealing a mechanised countdown structured around linear precision, inevitability, and 

rupture (309). Life becomes a timer, not a continuum; whakapapa becomes a circuit, not a 

relationship. This is whakapapa-time inverted—where technology collapses temporal 

multiplicity into a singular, externally controlled endpoint.  

Against this biopolitical imposition, the novel stages Mārama and Matiu’s visions as 

Indigenous counter-technologies, forms of temporal and metaphysical knowing that arise not 

from “data or programming” but from whakapapa, atua, and the cosmological rhythms that 

exceed Western empiricism. Their foresight does not rely on predictability or linearity; 

instead, it emerges from what cosmological criticism identifies as whakapapa-time, a mode of 

temporal relation where ancestral pasts permeate the present and generate futures through 

relational accountability. The cult’s mechanisation of sacrifice represents the grotesque limit 

of colonial modernity: Kerr escalates from individual killings to what Penny calls “the big-

time,” intending to trigger mass synchronised death through magnetic pole shift (267). 

Penny’s summary lays bare the cosmological stakes: Kerr “believed she was creating a portal 

to the underworld,” confusing technological rupture for spiritual transcendence and revealing 

the epistemic violence of imposing Western technoscience onto Māori cosmological 

structures (309). In this way, the nanobots become emblematic of how colonial technologies 

invade, overwrite, and reprogramme Indigenous temporalities, severing bodies from 

relational time and threatening to replace whakapapa with circuitry. Yet, as the ensuing 
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analysis will show, the trilogy refuses technological determinism: Penny and Matiu 

ultimately reclaim solar force, redirecting technologised death toward cosmological renewal 

and narrative sovereignty. 

Matiu’s confrontation with Makere at Maungawhau intensifies the trilogy’s taniwha 

teratology by revealing both brothers as bifurcated manifestations of taniwha power—one 

distorted by intergenerational violence, the other anchored in relational responsibility. 

Matiu’s arrival in the crater fulfils a prophecy experienced as both dream and memory, “this 

moment remembered before it happened” (Blood 298). This recursive temporality—future 

folding into present, memory blooming ahead of experience—enacts whakapapa-time rather 

than Western causality, positioning Matiu as a participant in a story both ancient and 

ongoing. As the Solaris battery explosion tears open the veil, Matiu finds himself suspended 

in a liminal void where “fire above, fire below” rages and creatures “writhing with tentacles 

and coils and teeth” press through Kerr’s portal (303). Ra’s presence surges upward in “a 

pulsing, heaving arc of searing light, lashed over with smoking ropes of woven flax,” 

straining against the bindings Māui and his brothers cast over him “so long ago” (303). This 

cosmological upheaval literalises the trilogy’s central question: what happens when atua, 

technology, and trauma collide at the boundary between worlds? Makere emerges fully 

taniwha here, his scale and form overwhelming the horizon: “a shifting mass of coils,” a 

hybrid of man and monster, his moko “carved across his warped features like battle scars” 

and seared with “the blackened lash of ancient fires” (299–300). His body is both mist and 

muscle, both spectral and solid—textually coded as taniwha not merely by the physical 

grotesque but by his capacity to traverse realms, erupt from the deep, and carry the scars of 

cosmological imbalance. His monstrosity is genealogical: the tortured offspring of Ra, shaped 

by “the tortures their father has delivered upon [him] . . . for that simple sin of having been 

conceived” (302). He is the taniwha produced when whakapapa is warped by violence and 
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sovereignty is replaced by domination. Yet at the moment where prophecy seems destined to 

culminate in fratricide, Matiu refuses to replicate the cycle of harm. Confronting his brother 

“around the ring of fire,” he recognises in Makere not an enemy but a mirror—“two souls 

sutured together,” their fates “warped” by a father who has shaped them through absence, 

rage, and violence (302–303). Matiu’s refusal to strike Makere—because he cannot lift his 

hand against “the moko so similar yet so unlike his own”—is therefore a taniwha act of 

cosmological repair rather than weakness (302). The text makes this mirroring explicit as 

they kneel together and reach toward Māui’s ancestral ropes, the bindings “woven . . . with 

the silver light of Mārama, the moon,” so that they might remain cool against Ra’s heat (304). 

This is the moment where Indigihorror transforms into cosmological reclamation: Matiu 

refuses the solar rage that pulses through him, insisting instead on relational repair invoking 

the grounded strength of whānau rather than celestial fire: “Bro, we might have a god for a 

dad, but I think you underestimate what it means to have a big sister watching over you your 

whole life” (303). In contrast, Makere—whose voice carries “blades of panic”—embodies the 

path of cosmological rupture, the failure to transmute rage into responsibility (304). His 

refusal to weaponise his inherited power reframes solar force not as the engine of destruction 

Makere serves, but as a taonga capable of protection. The moment when Matiu attempts to 

detonate the car battery is also one of narrative sovereignty: where Ra’s power has been 

“cunningly enslaved by human technology,” Matiu wields its released force for the purpose 

of containment rather than annihilation (303). He stands as guardian, not conqueror. Though 

the explosion ultimately casts him back into the mortal world—“the mirror broken, the veil 

falling back into place”—his actions reshape the cosmological consequences of the scene 

(305). He refuses both the violence scripted by his father and the nihilism embraced by 

Makere, choosing instead to bind himself to whakapapa, to care, and to the responsibility of 

holding the world together for as long as he can. 
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The collision of nanotechnological violence with Māori cosmology in Blood of the 

Sun reveals an apocalypse that is climatic, political and fundamentally epistemic. Neoliberal 

and colonial technologies distort atua, fracture whakapapa-time, and impose mechanised 

forms of temporality that sever the relational, cyclical, and regenerative orders underpinning 

Māori cosmological law. Yet through cosmological criticism, the trilogy reframes solar force, 

visionary labour, and volcanic agency as assertions of narrative sovereignty—modes of 

Indigenous world-making that resist technocapitalist incursions. Penny and Matiu do not 

dismantle technology; they reclaim it, returning solar energy, biotech innovation, and 

planetary force to the ethical circuits of whakapapa. Their actions activate slipstream 

temporalities in which past, present, and future interpenetrate, unsettling colonial futurities 

while articulating an Indigenous horizon grounded in relational accountability. In the 

convergence of ancient bindings and biotech detonations, the trilogy imagines an Indigenous 

futurism in which narrative sovereignty is realised through the inseparability of the 

technological and the cosmological. Apocalypse becomes a threshold for renewal, and the 

monstrous—whether solar, technological, or taniwha—finds its sovereignty not in destruction 

but in the restoration of balance. 

 

2.5.  Te Katinga o te Kōrero | The Closing of the Narrative 

This chapter began by identifying a gap: Māori horror has repeatedly been read through 

generic and theoretical frameworks that cannot accommodate its ontological commitments. 

When Māori monsters are treated as Gothic metaphors, allegories of trauma, or local colour 

for a universalised horror mode, the cosmological structures that sustain them are effectively 

erased. The Path of Ra, I have argued, occupies precisely this gap. It is a work of Māori 

Indigihorror that demands to be read through whakapapa, atua, and Te Kore–Te Pō–Te Ao 

Mārama, rather than through the flattening lens of Eurocentric monster theory. 
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To meet that demand, the chapter developed Taniwha teratology as a culturally 

anchored analytic, reading taniwha as ontologically real beings whose embodiments register 

relational imbalance, ancestral return, and cosmological critique. In The Path of Ra trilogy, 

monstrosity does not appear as a deviation from the human norm, nor as a mere projection of 

social anxiety. It is a sovereign mode of becoming, grounded in whakapapa and spiritual 

responsibility. The taniwha is not a symbol of chaos; it is a response to it. It rises where 

relationships with land, ancestors, and the unseen have been strained or betrayed, making 

visible those fractures that settler modernity prefers to naturalise or forget. 

Section 2.2 “Teratology of the Taniwha” traced an ascending spectrum of taniwha 

embodiment—Hanson’s grotesque corruption, Kingi’s hybrid resilience, and Makere’s 

cosmological rupture. Read through Taniwha teratology, these beings form a continuum of 

relational states rather than a hierarchy of deformity. Hanson’s distorted body bears the 

imprint of generational disconnection and spiritual neglect; his monstrosity indexes what 

happens when whakapapa ties are starved of recognition. Kingi’s partial transformation 

suggests a different modality: hybridity as resurgence, a body that refuses to submit entirely 

to colonial definitions of the human while remaining accountable to whakapapa and whenua. 

Makere’s final, explosive becoming exceeds both the human frame and the narrative’s urban 

setting, staging a taniwha-scale reckoning in which submerged histories and ecological harms 

rupture into view. Across this spectrum, monstrous bodies function as barometers of 

cosmological health. They are the material registration of relational failures and deferred 

obligations—not aberrations but ethical signals. 

Section 2.3 “Matiu and the Sacred Darkness of Te Pō” repositioned Matiu’s much-

remarked “instability” within Māori cosmological time. Where institutional and clinical 

discourses in the trilogy read his visions and temporal dislocations as pathology, a Māori 

Indigihorror hermeneutic understands them as signs that he is moving through Te Kore, Te 
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Pō, and Te Ao Mārama. The darkness that presses against him is not an empty void, but the 

fecund obscurity of Te Pō—a realm of gestation in which histories, harms, and possibilities 

coalesce. His fractured mirror-images, his entanglement with storms and urban waters, and 

his haunted proximity to taniwha forces all indicate that he is being reoriented toward 

ancestral time. In this light, Matiu is less a broken detective than a reluctant taniwha-

kaitiaki, bearing cosmological knowledge that the state, the city, and sometimes even his 

own whānau refuse to acknowledge. His so-called madness becomes a form of cosmological 

labour, one that reveals how deeply colonial modernity depends on misreading Indigenous 

visionary experience as disorder. 

Section 2.4 “Monstrous Maternity and Mana Wāhine Sovereignty” extended this 

analysis to Mārama, whose apparent extremity—her visions, disappearances, and spectral 

returns—has often been coded through Gothic and psychiatric tropes. Read through Mana 

Wāhine and Taniwha teratology, however, Mārama’s taniwha-like movements between 

mortal, underworld, and spiritual realms enact wāhine cosmological authority rather than 

excessive femininity. Her body is a site of ancestral overflow, a vessel for atua-aligned 

insight that the trilogy’s colonial institutions cannot assimilate. As she surfaces from sand and 

sea, reappearing at thresholds of danger or transformation, Mārama performs a form of 

monstrous guardianship that unsettles binaries of mother/monster, sane/mad, and human/atua. 

Her so-called monstrosity is not a threat to her children but a defence of their cosmological 

inheritance, even when that defence requires terrifying forms. In centring Mārama’s mana 

wāhine, the trilogy refuses the colonial pathologisation of Māori maternal power and insists 

on the legitimacy of wāhine as navigators of multi-layered temporal and spiritual spaces. 

The final analytic movement, 2.5 “Technology as Ontological Disruption”, turned 

from bodies to infrastructures. The Solaris battery, nanobots, and correlative data 

architectures extend colonial logics by rendering land, time, and whakapapa programmable 
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and extractable. Their horror lies not only in bodily invasion but in the attempt to overwrite 

the ontological grounds of te ao Māori. These technologies seek to unmoor whakapapa from 

whenua, to convert relational energy into a resource that can be stored, sold, and weaponised. 

They are, in their own way, taniwha of empire: hungry, accelerating, and indifferent to the 

relational ethics that sustain life. 

Yet the trilogy does not cede technofuturity entirely to these forces. Set against 

Solaris and its networks are the cosmological awakenings of Matiu, the catastrophic yet 

purposeful becoming of Makere, and the persistent, sand-traced returns of Mārama. Their 

taniwha embodiments expose the spiritual cost of technocapitalist futures and reassert an 

alternative: Indigenous technofuturity grounded in whakapapa and atua-driven time. 

Technology is not rejected outright; rather, its value is measured by whether it upholds or 

violates relational obligations. When solar power is reclaimed for collective survival rather 

than corporate extraction, when data is re-situated as story and whakapapa rather than 

commodity, the trilogy gestures toward futures in which speculative technology is enfolded 

back into cosmological ethics. 

Together, these strands confirm the chapter’s central claim: The Path of Ra enacts a 

form of Māori temporal and cosmological sovereignty by mobilising taniwha, atua, and 

wāhine embodiments to rupture settler time and restore Indigenous temporal ecologies. 

Through Māori Indigihorror and Kaupapa Māori Speculative Poetics, monstrosity emerges as 

a sovereign mode of becoming—one that reconfigures embodiment and gender, contests the 

ontological authority of the state, and reasserts ancestral presence inside speculative form. 

Taniwha teratology has provided the vocabulary for this reading, enabling a shift from 

monsters as metaphors of anxiety to taniwha as relatives, reckoners, and guardians whose 

actions are accountable to whakapapa. 
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Within the wider thesis, this chapter performs three key functions. First, it establishes 

Māori Indigihorror as a hermeneutic practice rather than a sub-genre, showing that horror in 

Māori contexts must be read as a mode of relational ethics and cosmological thinking. 

Second, it develops Taniwha teratology as an original analytic tool for interpreting 

Indigenous monstrosity across forms, one that refuses the abstraction and universalism of 

Western monster theory. Third, it foregrounds temporal sovereignty as a crucial dimension of 

Indigenous speculative poetics: in The Path of Ra, futures are never severed from ancestral 

time, and every monstrous emergence is also a temporal event in which Te Kore, Te Pō, and 

Te Ao Mārama are brought into renewed alignment. 

In closing, the taniwha in this chapter stands as both tohu and taonga—sign and 

treasure. As tohu, taniwha mark where relationships with land, ancestors, and the unseen 

have been neglected or honoured, making visible the ethical state of the world. As taonga, 

they carry forward mātauranga that exceeds the page, reminding readers that horror, when 

grounded in pūrākau and whenua, is not merely entertainment but instruction. The spiral does 

not close here: the teratological, temporal, and technological questions raised by The Path of 

Ra radiate outward into the Pasifikafuturist worlds of Na Viro, where Indigenous cyborg and 

ghostborg figures will further test how whakapapa, monstrosity, and technoscience might co-

inhabit the futures of the Moana. 

He taniwha, he tohu, he taonga: the monster is a sign; the monster is a treasure. Its 

return is not the end of the story, but the reopening of the world to ancestral time, relational 

obligation, and the speculative possibilities of Indigenous survival. 
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Chapter 3. Futures Seen Through the Window of an Indigenous 
Stoneship: Cyberwāhine Visions of Kinmaking and Desire in Gina 
Cole’s Na Viro  
 

3.1. He Tīmatanga Kōrero | A beginning  

 

Science fiction has long served as the cultural frontier of Western futurity—charting visions 

of tomorrow shaped by technological conquest. Yet for Indigenous peoples, futurity is not a 

projection beyond the past but a return to it. Where dominant future imaginaries naturalise 

Indigenous disappearance, Māori and other Indigenous artists use speculative forms to disrupt 

these erasures—reclaiming the future as a site of continuity and resurgence. Rather than 

seeking inclusion in pre-existing models, Indigenous artists and writers intervene at the level 

of form and ontology, unsettling colonial time and reconfiguring the very grounds upon 

which the future is imagined. This chapter enters the critical tension between Western 

speculative traditions that erase Indigenous presence and Indigenous futurisms that assert it. 

I grew up in the 1970s immersed in speculative worlds—Doctor Who, Star Wars, Star 

Trek—where time travel, alien contact, and galactic exploration offered glimpses of imagined 

futures. I wasn’t drawn to the explorers themselves but to the vastness of space and the 

promise of other worlds. Yet even then, I found myself questioning the logic of these 

narratives: why must the alien always be feared—and destroyed? I often identified with the 

those cast as threats, those who looked different—beautiful colours that pushed past the 

human imaginary–and those standing up for their home planets and families. There were no 

Māori among the heroes, but I recognised something familiar in the figures who lingered at 

the edges of the story—why did they have to die when it was their home in the first place? 

This chapter explores the epistemic tension between Western science fiction and 

Indigenous futurisms through the lens of Pasifikafuturism, a term coined by Fijian writer, 
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Gina Cole. In her novel Na Viro, Cole positions a Fijian and Mayuro protagonist, Tia, at the 

centre—navigating space through ancestral protocols, not colonial conquest. While the 

Academy—an institution governed by a matriarchal elite—claims to advance knowledge and 

technology, it does so through extractivist logics that echo settler-colonial invasions: 

occupying Indigenous planets, destroying ecosystems, and mining sacred lifeforms to fuel 

human ambition. Tia’s resistance is not framed through rebellion alone but through relation—

through her bond with Turukawa, a ghostborg formed from the neural imprint of Taka Viti, a 

Fijian scientist whose consciousness lingers in coded form. Turukawa embodies a layered 

posthumanism that does not break from Indigenous identity but extends it, offering a vision 

of intergenerational knowledge encoded into speculative bodies. Cole’s Pasifikafuturism 

imagines futures where oceanic and celestial cosmologies remain intertwined, but also invites 

reflection on its applicability to Māori texts. Does the term, rooted in pan-Pacific thought, 

adequately hold the political and ontological weight of Māori futurism? This chapter 

considers that question while situating Na Viro within a broader conversation about 

Indigenous sovereignty, relationality, and speculative continuity. 

 

Ngā Pāpātanga | The Muted Spaces 
 

Discussions of science fiction (sf) in the West have often revolved around questions of 

estrangement, rationalism and the breaking of boundaries. Darko Suvin famously defined 

science fiction as a genre of “cognitive estrangement,” while later critics emphasised how the 

genre stages anxieties about otherness, technology and the human (4). Yet these frameworks 

emerge from, and often reproduce, what might be called the colonial logics of the genre: 

narratives of conquest, extractivism, and disappearance presented as adventure and progress. 

Grace Dillon observes that sf has historically “disregarded varieties of space-time thinking of 

traditional societies” and refigured the atrocities of colonialism as “adventure stories” (7). 
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These conventions have consequences. As Danika Medak-Saltzman argues, “genres tend to 

consistently portray Indigenous peoples . . . as emblems of prehistory who serve as plot 

devices, prophets, or pathological killers” (140). Pierrot and Seymour extend this critique to 

climate fiction, analysing several prominent cli-fi works—from New York flood futures to 

Caribbean ecological time-travel, and from the dystopian Snowpiercer graphic novels to 

Bong Joon-ho’s film adaptation—arguing that “all but one [cli-fi] text explicitly invoke 

Indigenous peoples only to absent and sometimes even appropriate their experiences and 

traditions” (94).14 They conclude that “vibrant Indigenous presence seems to be the one thing 

these wildly imaginative, future-looking texts cannot imagine” (95). In Aotearoa, Dominic 

Alessio highlights that science fiction has received “little critical attention,” an omission 

“even more pronounced” for Māori and Pacific authors (257). He suggests that this oversight 

stems partly from the tendency to dismiss science fiction as “low brow” and fantasy as 

“frivolous” (258). Ursula K. Le Guin similarly observed that resistance to the science fiction 

label often reflects the influence of “literary bigots” who continue to police distinctions 

between literary and genre fiction (qtd. in Alessio 258). Within such critical environments, 

Indigenous speculative writing has frequently remained marginal to literary scholarship 

despite its importance as a site for engaging colonial histories, Indigenous epistemologies, 

and alternative futures. Additionally, within Western discourses, visions of the future 

intersect with what Patrick Wolfe terms the colonial “logic of elimination” (qtd. in 

Baudemann 4). In order to justify, or simply obfuscate, past and present acts of oppression, 

the “metanarratives of settler colonial cultures” Kristin Baudemann argues, “systematically 

write the colonized out of their future imaginary” (4). In other words, mainstream sf often 

 
14 These included novels—Nathaniel Rich’s Odds against Tomorrow (2013), Kim Stanley Robinson’s 
New York 2140 (2017), and Rita Indiana’s Tentacle (2018)—a series of graphic novels—Jacques Lob, 
Jean-Marc Rochette, Benjamin Legrand, and Olivier Bocquet’s Snowpiercer (2014; 2016)—and one 
film—Bong Joon-ho’s adaptation of Snowpiercer (2013), co-written with Kelly Masterson. 
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stages futures in which Indigenous peoples do not survive—or cannot be imagined to exist at 

all. 

It follows, therefore, that science and technology are increasingly vital arenas for 

Indigenous feminist critique and intervention, especially as contemporary technoscientific 

developments shape the textures of daily life. Indigenous scholars emphasise that these 

systems are deeply entangled with settler-colonial governance: Kim TallBear argues that 

Euro-Western technoscience is structured by logics of mastery and separation that 

marginalise Indigenous relationality (2-3), while Todd critiques the Anthropocene’s 

universalising frame, noting that it “blunts the distinctions between the people, nations, and 

collectives who drive the fossil-fuel economy and those who do not” (244). Within 

Indigenous Futurisms, Jason Edward Lewis et al. extend this critique by insisting that 

technoscientific futures must be approached through Indigenous kinship networks. They note 

that “as we manufacture more machines with increasing levels of sentient-like behavior, we 

must consider how such entities fit within the kin network” and further emphasise that 

Indigenous epistemologies already offer relational frameworks capable of “respectfully 

accommodating the nonhuman . . . articulated through complex kin networks anchored in 

specific territories, genealogies, and protocols” (2). This articulation resonates with Grace 

Dillon’s definition of Indigenous futurisms as survivance, “recovering ancestral traditions in 

order to adapt in our post-Native apocalypse world” (7), and with Jennifer Evans (Dharug) 

who articulates the transformative potential of gendered Indigenous epistemologies: 

“women’s business allows us to create a culturally safe space to stand together as Black 

female bodies who experience colonization and report back to wider society what those 

conditions and impacts look and feel like to us” (tebrakunna country et al. 3). Collectively, 

these interventions show that Indigenous futurities—imaginaries of survival, resurgence and 

world-building grounded in whakapapa and relational ethics—must be understood in relation 
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to the technoscientific structures that shape the present. For Indigenous women and queer kin, 

science and technology are not merely domains of representation but lived sites of 

sovereignty, refusal, and creative continuance. As such, Indigenous speculative fiction does 

more than parallel mainstream feminist SF; it reimagines technoscientific worlds through 

ontologies of kinship, territory, and relational accountability, illuminating both the 

transformative possibilities and the ongoing silences surrounding Indigenous women, queer 

embodiment, and more-than-human relations. 

This cultural witnessing intersects with the long-standing use of speculative fiction by 

women to reimagine social structures, a practice particularly visible during the second-wave 

feminist movement to the present. More recent works revisit and expand on feminist themes 

such as reproductive control, shifting gender roles, and resistance to patriarchal systems 

through reimagined futures. Novels like Christina Dalcher’s Vox (2018) examine themes such 

as using technology to control women’s agency; Maggie Shen King’s An Excess Male (2017) 

show how gender roles are changing; Bina Shah’s Before She Sleeps (2018) show futures of 

infertility that result in oppressive social orders reminiscent of Margaret Atwood’s earlier A 

Handmaid’s Tale (1985). The twenty-first century has seen films that explore social relations 

with feminised AI such as Spike Jonze’s Her (2014) and Alex Garland’s Ex Machina (2014), 

as well as those who imagine women in central roles in technological futures such as in 

Alfonso Cuarón’s Gravity (2013) and the all-female research expedition in Garland’s 

Annihilation (2018). While these texts affirm speculative fiction’s ongoing significance as a 

feminist medium, the flourishing of Indigenous speculative texts highlights the limits of these 

mainstream feminist imaginaries. Indigenous futurisms broaden the conversation by centring 

survivance, kinship, relational ontology, and the lived impacts of technoscientific 

colonialism—domains that mainstream feminist sf often leaves unaddressed. The range of 

Indigenous texts being produced today demonstrates a continuation of feminist speculative 
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traditions and a profound reorientation of futurity toward Indigenous sovereignty, resurgence, 

and world-making. 

This absence becomes sharper when considering the persistent erasure of Indigenous 

women, queer Indigenous kinship structures, and the relational ontologies that underpin 

Indigenous worlds. As Deirdre Byrne argues “patriarchal worldviews perceive women and 

nature as secondary,” a dual hierarchy that underpins the extractivist and techno-capitalist 

logics structuring much of sf (481). Lisa Kahaleole Hall notes that “few people immediately 

associate Indigenous women with . . . lesbian feminism,” a reminder that Indigenous women 

are excluded not only from speculative canons but also from the histories of feminist and 

queer thought (81). Pyle extends this through the concept of “trans*temporal kinship . . .  to 

establish kin relations across time,” foregrounding Two-Spirit and takatāpui survivance as 

intergenerational (575). In Aotearoa, Besnier and Alexeyeff note that takatāpui operates both 

as a revitalised Indigenous identity and as a political stance that disrupts colonial 

heterosexual and cisnormative frameworks (3). Viewed together, these interventions insist 

that speculative futures cannot be whole if they exclude Indigenous women, queer kinship 

systems and the relational genealogies that extend beyond colonial binaries of gender, 

sexuality and humanity. 

Responding to the persistent erasure of Indigenous peoples, women, queer kin, and 

relational ontologies from mainstream future imaginaries, Pasifikafuturism offers alternative 

visions grounded in sovereignty and survivance. As Jason Edward Lewis observes, the settler 

future imaginary rarely includes Indigenous peoples or the survival of Indigenous cultures, 

such that “recognizable descendants of Indigenous people do not often appear . . .  [and] 

Indigenous culture [is not seen to have] survived into the seventh generation and beyond” 

(38-39). In this sense, futurity becomes a site where colonial erasures are reproduced—and 

where decolonial interventions must occur. Gina Cole answers with Pasifikafuturism, which 
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“emerges from our ocean, from our cosmologies of voyaging and our genealogies of 

resistance” (“Wayfinding” 53), where “wayfinding is not simply about reaching a destination; 

it is about the relationships we form along the way—with ancestors, with land, with ocean, 

with each other” (60). In Na Viro, Cole stages this praxis: the Academy embodies extractivist 

conquest, while Tia and Turukawa enact cyborg kinship that troubles the human/machine 

divide. Donna Haraway’s claim that “we are all chimeras . . .  the cyborg is our ontology; it 

gives us our politics” is indigenised here through whakapapa, extending kinship to enhanced, 

machinic, and ghostborg bodies (Simians, Cyborgs & Women 150). Lempert’s notion of 

“noncolonial encounters of the third kind” (168) and Dillon’s framing of futurisms as 

survivance—“recovering ancestral traditions in order to adapt in our post-Native apocalypse 

world” (10)—resonate strongly with Cole’s Pasifikafuturist poetics. Cole’s Pasifikafuturist 

framework counters the settler erasures Lewis identifies, grounding futurity in the endurance 

of whakapapa, Pacific navigational epistemologies, and kinship relations that exceed colonial 

and technoscientific binaries. In doing so, Pasifikafuturism opens imaginaries in which 

Indigenous women and takatāpui can be navigators, creators, and kin-makers of the worlds to 

come. Yet these visions also reveal a constellation of gaps that emerge more sharply when 

Pasifikafuturism is read alongside Māori relational and cosmological frameworks. 

As a newly articulated framework, Pasifikafuturism is still in the process of 

conceptual formation. Cole’s Na Viro (2022) stands as its inaugural expression, meaning the 

work of defining the field has only just begun. Rather than treating Pasifikafuturism as a 

settled genre with identifiable omissions, this section considers the conceptual and relational 

horizons that Na Viro opens—particularly around whakapapa-based futurity, takatāpui 

survivance, and Indigenous cyborg ontology. Māori and Pasifika writers are still 

underrepresented in science fiction, a genre dominated by what Gina Cole describes as “a 

white, cisgendered, heterosexual male point of view” (Massey News). Māori-language works 
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such as Kāterina Mataira’s Ngā Waituhi o Rēhua (2012) and Darryn Joseph’s RT3 trilogy 

(2004-2005) extend speculative form into te reo Māori, while Witi Ihimaera’s Dead of Night 

(2006) and Robert Sullivan’s Star Waka (1999) relocate voyaging and whakapapa within 

cosmic geographies. Similarly, Sacha Stronach’s The Dawnhounds (2019) introduces fungal 

hybridity through a queer lens. Yet across these works, the Indigenous cyborg has not been 

fully theorised as an ontological being capable of reconciling atua, whenua, and machine. 

Donna Haraway’s provocation that “cyborgs are the illegitimate offspring of militarism and 

patriarchal capitalism” invites rereading through a Māori frame, where whakapapa already 

encompasses kinship webs that cross ancestral, human, and technological forms (“Cyborg 

Manifesto” 151). Here, Na Viro advances the conversation by indigenising the cyborg into 

the figure of the cyberwāhine, a speculative embodiment that tests tikanga within posthuman 

contexts. 

Alongside these emerging horizons, further gaps in representation remain significant. 

Mana wāhine has long been central to Māori feminist scholarship, yet transfeminine and 

gender-diverse expressions of mana wāhine are still seldom portrayed in Māori and Pacific 

speculative fiction. Works such as Tihema Baker’s satirical sci-fi novel Turncoat (2023), 

which uses alien colonisation as an allegory for Māori experiences with government 

bureaucracy and critiques assimilation, co-governance tensions, and the trauma of public 

service; Marolyn Diver-Dudfield’s The Tilt Series (2018), which follows cloned Claras 

resisting an authoritarian post-apocalyptic colony; and Steph Matuku’s Flight of the Fantail 

(2018) explore rangatahi futures, surveillance, and ecological trauma, and while they 

foreground Māori values, transfeminine embodiment rarely appears. As Ngahuia Te 

Awekotuku reminds us, “Mana wāhine is not about submission or quietness . . .  it is about 

energy, assertiveness, and the power of positive difference,” yet this energetic diversity often 

remains absent from speculative characterisations (Mana Wāhine 12). A related gap concerns 
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queer desire. While Nic Low’s “Facebook Redux” (2017) critiques colonial surveillance and 

Whiti Hereaka’s Legacy (2018) examines intergenerational trauma through time travel, the 

erotic and affective dimensions of Indigenous futures receive little critical attention and are 

only sporadically represented in the literature. Even when nonbinary or queer characters 

appear—as in Sacha Stronach’s The Dawnhounds—intimacy and desire are seldom centred 

as speculative ethics. Donna Haraway’s call for “pleasure in the confusion of boundaries and 

for responsibility in their construction” is therefore especially resonant: Na Viro enacts 

intimacy and kinship beyond colonial binaries, imagining takatāpui futures as central rather 

than peripheral (“Cyborg Manifesto” 150). By responding to these representational silences, 

Na Viro extends Māori and Pasifika futurist traditions while unsettling the colonial logics that 

structure much of mainstream science fiction. In dialogue with a wider Indigenous 

speculative corpus—from Mataira’s Māori-language planetary writing to Baker’s dystopian 

rangatahi worlds, from Sullivan’s celestial voyaging to Diver-Dudfield’s cloning—Cole’s 

novel foregrounds forms of embodiment and relationality that remain rare in both the literary 

field and its criticism. Takatāpui desire, sacred techno-organic hybridity, and queer 

Indigenous futurity emerge here not as peripheral motifs but as central structuring principles. 

Although Indigenous futures are being imagined across genres, languages, and media, the 

queer and cybernetic dimensions of Māori futurism remain markedly under-examined. This 

chapter addresses that gap by reading Na Viro as a text in which futurity is articulated 

through whakapapa, desire, and relational world-making—offering a critical vocabulary for 

understanding queer Indigenous life in speculative space. 

 

Te Whakapapa o Ngā Ao Anamata: Literary Genealogies of Futurisms  
 

My broader thesis situates this chapter within a whakapapa of Indigenous Futurisms. 

Drawing on Grace Dillon’s foundational Walking the Clouds, I understand Indigenous 
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Futurisms as a constellation of modes—including the Native Slipstream, Contact, Indigenous 

Science and Sustainability, Native Apocalypse, and Biskaabiiyang—that articulate 

survivance, nonlinear time, and world-making grounded in Indigenous knowledge systems. 

Dillon’s framing positions futurity as relational continuance: a weaving of memory, 

responsibility, and presence. Yet as I argue in the thesis introduction, these categories—

rooted in North American intellectual traditions—only partially translate to Māori and 

Pasifika contexts, where futurity emerges through the cosmological genealogies of Te Kore, 

Te Pō, and Te Ao Mārama. Māori and Pacific speculative writing thus reframes Indigenous 

Futurisms as a genealogical rather than geographic practice, resonating with Te Punga 

Somerville’s “ricochet,” in which movement away from home remains accountable to ahi kā 

roa, the long-burning flame of relation. This combined lens—Indigenous Futurisms inflected 

through whakapapa and mana wāhine—forms the methodological rhythm of this thesis and 

underpins my reading of Na Viro in this chapter. This articulation of Indigenous Futurisms 

establishes the methodological ground from which this chapter proceeds. If Indigenous 

Futurisms operate through nonlinear temporality, survivance, and ancestral continuity, then 

situating Pasifikafuturism requires tracing the broader literary and intellectual genealogies 

that shape these modes of world-making. The following section therefore turns to the 

whakapapa of Alternative Futurisms—Afrofuturism, Indigenous Futurisms, and Oceanic 

futurities—to clarify the conceptual terrain into which Na Viro enters and extends. 

The whakapapa of Alternative Futurisms—within which Indigenous Futurisms and 

Pasifikafuturism emerge as distinct but relational descendants—reveals a genealogy 

grounded in ancestral continuity, relational temporality, and the refusal of colonial limits on 

who may occupy the future. One key precursor is Afrofuturism, which Ytasha Womack 

defines as “an intersection of imagination, technology, the future, and liberation” (9). 

Afrofuturism is a speculative praxis in which Black subjectivities refuse ontological 
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foreclosure, blending science, mysticism, ancestral memory, and Afrocentric worldviews to 

regenerate pasts and futures simultaneously. As Womack explains, Afrofuturism “encourages 

experimentation, reimagines identities, and activates liberation” (9). This liberatory 

movement resonates with mana wāhine thought, which similarly frames futurity as a 

continuity of embodied power, generative presence, and relational responsibility. Indigenous 

Futurisms (IF) extend this reworlding through Indigenous cosmologies, knowledge systems, 

and land-based relationalities. Grace Dillon formalised the term in Walking the Clouds: An 

Anthology of Indigenous Science Fiction (2012), defining Indigenous Futurisms as a “Native 

slipstream” that foregrounds “survivance, sovereignty, and ancestral science” (3). Dillon 

further notes that Indigenous futurity “braids time, memory, and desire,” enabling ancestors, 

descendants, and more-than-human kin “to move together in and across time” (3-4). The term 

and field of Indigenous Futurism, political scientist Noelani Goodyear-Ka‘ōpua (Kanaka 

Maoli) reminds us, draws inspiration from Afrofuturisms, “which not only claims space for 

Black and Indigenous voices amidst science fiction—a genre dominated by straight, white, 

male voices and implicated in the reproduction of colonial narratives of conquest and 

discovery—but also calls us to imagine times and spaces beyond white supremacy” (89). 

Drawing connection to Dillon, Goodyear- Ka‘ōpua highlights that “Indigenous futurisms 

claim sf as a means to assert Indigenous presence, ‘a valid way to renew, recover, and extend 

First Nations peoples voices and traditions’ (Dillon, 2012, pp.1-2)” (89). Drawing on work by 

Cornum, she emphasises that Indigenous futurisms imagine futures grounded less in speed or 

progress but in “sustainability . . .  balance . . .  and relation” (qtd. in Goodyear-Ka’ōpua 90). 

Blaire Topash-Caldwell (Pokagon Band of Potawatomi) draws attention to another “tradition 

of Indigenous [science fiction] called ‘reservation realism’” which Dillon defines as “a fiction 

that sometimes fuses Indigenous sciences with the latest scientific theories available in public 

discourse, and sometimes undercuts the western limitations of science altogether’ (Dillon, 
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2012, p.2)” (83). Bronwyn Carlson similarly argues that Indigenous Futurisms encompass 

“distinctively Indigenous perspectives on the pasts, presents, and futures” and function as 

political world-making that “plants the seeds of the future which is not yet here” (17; 10). 

Taken together, these accounts show that Indigenous Futurisms are not simply reactive to 

erasure but constitute a creative and relational mode of world-making. They centre 

Indigenous presence and agency, privilege autochthonous sciences and story systems, and 

imagine technologies aligned with kinship and cosmological responsibility. Thus, these 

genealogies illuminate how Indigenous Futurisms reworld the speculative through 

sovereignty, kinship, and relational temporality. It is within this constellation that 

Pasifikafuturism emerges as an Oceanic extension whose horizons this chapter now turns to 

map. 

Pasifikafuturism, as defined by Gina Cole, “is a term that marks the meeting point and 

intersection of multiple diasporas of Indigenous Pacific peoples who envision, dream, 

imagine, create, or are receptive to ideas that play with, and liquify, the boundaries of 

technology and time and space” (“Wayfinding” 55, emphasis added). It locates Indigenous 

Pacific creative production within an epistemic environment in which “the Pacific Ocean is 

the central influence in science fiction,” grounding futurity in oceanic rather than terrestrial 

imaginaries (55). Cole emphasises that Pasifikafuturism flows from Pacific Indigeneity and 

operates “in the afterlife of colonization,” seeking to move beyond postcolonial critique 

toward the creation of new Pasifika conceptions of the future (55). Central to its framework is 

the Indigenous science of wayfinding: a navigational epistemology that requires constant 

orientation to origin, present environment, and future destination. As Hoturoa Barclay-Kerr 

explains, wayfinding is “the ability to travel across thousands of miles of ocean safely and 

efficiently, using nothing but the ancestral knowledge of the past and the clues provided by 

nature to find land far below the distant horizon (88)” (qtd. in Cole "Wayfinding" 55). Cole 
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extends this to a model of cultural production in which artists “make any required course 

corrections in the present until their future destination comes to them,” continuing that 

“These destinations include the production and consumption of Pasifikafuturist stories written 

by, for, and about Indigenous Pacific peoples” (56). Pasifikafuturism therefore conceptualises 

futurity as an ongoing navigational practice born of relation, environment, and ancestral 

science.  

Though Cole names Pasifikafuturism merely as a “term,” her application to two 

futurist texts demonstrates that she deploys it as a fully realised interpretive framework—one 

that reads Indigenous space fiction through wayfinding, oceanic metaphor, and anti-colonial 

critique. To understand how Pasifikafuturism operates as a critical method, it is therefore 

essential to examine how Cole herself applies it to Indigenous science fiction. In the 

conclusion of “Wayfinding Pasifikafuturism” (2024), Cole models this interpretive practice 

through her readings of two speculative novellas: Witi Ihimaera’s Dead of Night (2006) and 

Nnedi Okorafor’s Binti (2015). These readings collectively show how Pasifikafuturism can 

be mobilised to foreground Indigenous presence, recast colonial history, and envision 

transformed cosmic futures grounded in oceanic Indigeneity. Cole begins by articulating the 

stakes: science fiction written by Indigenous authors often reframes the present conditions of 

Indigenous life by “recasting the colonial past into transformational futures of the 

imagination” (“Wayfinding” 64). Under a Pasifikafuturist lens, space becomes both metaphor 

and method, an extension of the ocean—“the ocean figures as a metaphor for space and vice 

versa”—revealing how wayfinding technologies and oceanic epistemologies continue to 

structure Indigenous futurisms (64). Ihimaera’s Dead of Night becomes her first working 

example of the Pasifikafuturist approach. Cole argues that reading the novella through this 

lens “reveals a narrative that overturns the doctrine of discovery and directly examines 

Captain Cook’s colonial voyages to the Pacific Ocean in contrast with a Māori conception of 



 156 

the space-time continuum” (64). Whereas Western science fiction often reproduces colonial 

exploration narratives, Ihimaera inverts this structure: transhuman and robotic Māori 

characters steward the voyage, acting as protectors of the human passengers. The spaceship 

becomes a metaphor for Earth, the voyage stands in for the fate of humankind, and the 

cyclical return to Te Kore—a return “to the beginning of time”—replaces linear Western 

cosmology (64). In the hands of Indigeneity, cosmic travel becomes a site of survivance 

rather than conquest. Cole then turns to Okorafor’s Binti, positioning the novella as an 

example of Indigenous futurism outside the Pacific while underscoring its relevance to the 

Pasifikafuturist framework. Although Okorafor’s protagonist hails from the Himba people, an 

Indigenous tribe in the Namib desert and not the Pacific, Cole emphasises that Indigenous 

writers can share metaphorical strategies grounded in oceanic logic. Okorafor’s novella 

“privileges Indigenous culture” even as Binti undergoes radical transformation “into that of a 

hybrid Meduse–Himba person at a cellular level” (63–64). Her embodied practice of carrying 

otjize—“clay and oil from Earth”—maintains her ties to land, kin, and cultural responsibility 

across interstellar distance (64). For Cole, this continuity is not symbolic but methodological: 

a demonstration that Indigenous science persists through adaptive, embodied knowledge 

systems. In reading Binti this way, Cole uses Pasifikafuturism to foreground survivance, 

relation, and the endurance of Indigenous epistemologies within—and beyond—cosmic 

space. 

Although Cole acknowledges that Dead of Night and Binti “hail from vastly separate 

spaces”—the Pacific Ocean and the African continent—she nevertheless deploys 

Pasifikafuturism to read them together by locating their shared oceanic metaphors within a 

deeper trans-Indigenous history of colonial violence (64). As Cole argues, the Pacific and 

Atlantic oceans form a continuous “liquid biotic mass,” a vast aqueous space that became 

“the highway for the worldwide invasion of white settler colonialism into Indigenous lives 
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over the past 500 years” (64). This shared history of oceanic colonial movement becomes the 

connective tissue between the two novellas. For Cole, the ocean’s biopolitical and colonial 

entanglements create conditions under which different Indigenous futurisms—Pacific and 

African—can be read relationally. Within this comparative frame, Cole contrasts Indigenous 

epistemologies with Western ideologies of space and oceanic emptiness. She notes that the 

West has historically viewed the high seas and outer space as aqua nullius and spatio 

nullius—territories imagined as empty, ownerless, and awaiting conquest (64). Against this 

colonial presumption, Ihimaera and Okorafor “provide an Indigenous Oceanic view which 

figures these sites as places of deep connection where Indigenous science fiction can imagine 

transformed Indigenous futures” (64). The ocean is not void; space is not blank. Both are 

relational territories saturated with memory, presence, and Indigenous science. Across these 

assertions, these readings demonstrate that Cole uses Pasifikafuturism to: reinterpret space 

travel as ancestral voyage; recast cosmic journeys through Indigenous temporalities; critique 

colonial histories (e.g., Cook’s voyages, Enlightenment science); foreground cultural 

continuity through embodied practices; and to articulate trans-Indigenous solidarities via the 

metaphorical and historical ocean. In modelling Pasifikafuturism through Dead of Night and 

Binti, Cole shows that Pasifikafuturism is not merely a descriptive label but a navigational 

hermeneutic—one that reads space fiction through oceanic continuity, ancestral science, and 

anti-colonial world-making. Her method becomes a template which establishes the 

interpretive foundation upon which this chapter builds before turning to Na Viro and the 

cyberwāhine. 

A further complexity lies in how we name the field itself: whether Māori speculative 

works should be gathered under Cole’s provisional banner of “Pasifikafuturism” or whether 

“Māori futurism” better reflects their iwi-specific genealogies, sovereignty, and cultural 

horizons. Cole acknowledges this tension in her doctoral thesis, describing Pasifikafuturism 
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as a “flotilla” in which Pacific writers “may or may not choose to sail together at various 

times,” while still maintaining “our Indigenous boundaries . . .  within our own waqa” 

(Pasifikafuturism 40). This metaphor of relation without collapse highlights both the potential 

and the risk of drawing Māori creative work into a pan-Pacific frame. Other commentators 

have noted the same difficulty. Sophie Wilson reflects that even naming the field is an 

Indigenous futurist problem, citing Dan Taipua’s experimental terms—“Space Māori,” 

“Astronesians,” “Polyfuturists,” “South Pacific Futurists”—as evidence of a rich but 

unsettled conceptual terrain (Wilson). These proliferating descriptors signal both the vitality 

and the conceptual restlessness of Māori speculative creativity: recognisable as a distinct 

mode, yet not fixed within academic discourse. Together, these perspectives illuminate the 

methodological stakes of this chapter—futurity grows out of whenua, not simply out of the 

region of the Pacific Ocean—complicating any move to fully subsume Māori speculative 

writing within Pasifikafuturism.  

While Pasifikafuturism provides a powerful model for relational, oceanic world-

making, Māori futurism requires conceptual space that honours its own whakapapa, whenua, 

and political commitments. Thus, while Pasifikafuturism provides a valuable umbrella for the 

relational, oceanic, and navigational logics that connect Indigenous Pacific futurisms, Māori 

futurism remains its own emergent constellation—one that cannot be wholly absorbed 

without risking the loss of whenua-based cosmologies and the relational ethics unique to 

Māori thought. At the same time, Māori creative works can participate in the flotilla precisely 

because Māori cosmology is also deeply oceanic, grounded in ancestral voyaging traditions 

and whakapapa connections to Hawaiki and other Pacific islands. Rather than an either/or, 

Cole’s flotilla model frames Māori futurism as both connected to and distinct from 

Pasifikafuturism: able to sail alongside it, able to depart from it, and able to contribute to it 

from its own intellectual and cosmological foundations. This chapter therefore approaches Na 
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Viro through both a Pasifikafuturist frame and a distinctly Māori hermeneutic—honouring 

shared oceanic origins while recognising the specific cultural, political, and philosophical 

grounds that shape Māori futurisms. Across Te Moana-nui-a-Kiwa, related concepts such as 

mana and tapu/tabu, together with interconnected histories of voyaging, kinship, and 

relationships to whenua and vanua, create points of resonance through which Indigenous 

Pacific traditions may enter into dialogue while remaining grounded in their own cultural 

foundations. Within this relational field, Māori concepts offer one pathway for engaging the 

novel's oceanic cosmologies, technologies, and ethics. Within this shifting constellation, the 

interpretive position of this chapter becomes crucial. If Māori futurism is both relationally 

Oceanic and cosmologically particular, how should a Māori theorist read a Pasifikafuturist 

text authored by a Fijian writer?  

 

Ngā Kaupapa o te Ngākau Māori| Methodologies of the Māori Heart 
 

Although Na Viro is written by a Fijian Pasifikafuturist author, applying a Māori hermeneutic 

is both intellectually justified and culturally accountable for several reasons. First, 

Pasifikafuturism itself is founded on shared Pacific navigational epistemologies; the waqa as 

technology, wayfinding as Indigenous science, and the ocean as relational field circulate 

across Māori and Pacific genealogies. Cole roots Pasifikafuturism in this shared voyaging 

inheritance, positioning Indigenous artists who calibrate their creative production “against the 

environment in which they exist” while maintaining awareness of ancestral departure points 

(“Wayfinding” 56). Māori interpretive methods—grounded in whakapapa, Te Kore, Te Pō, 

mana wāhine, takatāpui relationality, and pūrākau—are therefore cognate frameworks. 

Second, Na Viro explicitly invokes Māori cosmology, language, and philosophical concepts 

(from Te Kore to whakapapa, from mauri to the ethics of kinship), inviting a Māori 

hermeneutic response. The novel speaks across the flotilla rather than from a single canoe. 
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Third, Māori modes of reading attend to relational ethics which are central to evaluating 

speculative technologies, bodies, and kinships in Na Viro. This aligns directly with Cole’s 

invitation to treat wayfinding as both methodology and orientation. Finally, this chapter 

contributes to the academic development of both Pasifikafuturism and Māori futurism by 

testing where these frameworks converge, where they diverge, and how they can be 

productively read together. Rather than asserting authority over the text, a Māori hermeneutic 

foregrounds relational accountability: it asks how Na Viro’s Pasifikafuturist vision speaks to, 

challenges, or extends Māori speculative thought. Read in dialogue, these reflections 

establish Pasifikafuturism as the broad navigational horizon from which this chapter departs 

and Māori cosmological analysis as the steering mechanism through which Na Viro’s 

speculative technologies, bodies, and genealogies are interpreted. Having charted the 

theoretical waters in which Na Viro resides, the chapter now turns to its first major analytical 

movement: the Indigenous cyborg, examining how Turukawa and Tia reconfigure the cyborg 

figure through whakapapa, tikanga, and Pasifikafuturist modes of becoming.  

Together, Afrofuturism, Indigenous Futurisms, Pasifikafuturism, and the emergent 

field of Māori futurism form a shifting but interconnected genealogy of decolonial 

speculative thought. Each arises from a distinct historical and cultural horizon—African 

diasporic survival, Native resurgence, Pacific navigational epistemologies, and Māori 

cosmogonies of whenua and whakapapa—yet all share a refusal of colonial enclosure and an 

insistence on “imagining otherwise”. What binds them is not a unified taxonomy but a 

relational constellation, one that moves across oceans, land, and ancestral memory to assert 

Indigenous presence in futurity. Pasifikafuturism contributes an oceanic logic grounded in 

wayfinding; Māori futurism brings a whenua-based and whakapapa-driven cosmology; 

Afrofuturism and Indigenous Futurisms open modes of survivance, technological subversion, 

and ancestral return. Read together, these futurisms illuminate how Indigenous speculative 
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narratives are not mere aesthetic experiments but political, genealogical, and ontological 

interventions. They generate futures in which ancestral technologies, kinship ethics, and 

Indigenous sovereignties remain central. This section has therefore established the relational 

framework through which Na Viro can be read: not as an isolated Pasifikafuturist work, but 

as part of a wider, multi-horizon whakapapa of Indigenous futurisms that prepare the ground 

for the chapter’s contribution and thesis.  

 
 
Ngā Takoha a te Rangahau | The Gifts of the Research 

 

This chapter positions Gina Cole’s Na Viro (2022) as both a foundational articulation of 

Pasifikafuturism and a significant intervention in evolving forms of Māori futurism. Through 

its cyborg figures—Tia, whose augmented body is shaped by the Academy’s extractive 

logics, and Turukawa, the ghostborg whose neural imprint carries genealogical memory—the 

novel extends whakapapa into speculative worlds where human, machine, and ancestor 

converge. In reframing technological hybridity through Indigenous ontologies, Na Viro 

indigenises the cyborg, unsettling Euro-American posthumanist assumptions that imagine 

hybridity as severance from land, kin, or the sacred.  

At the same time, Na Viro exposes the colonial residues embedded in science-fictional 

worldbuilding. The Academy, though led by women, reproduces settler structures of 

conquest, expansion, and resource extraction, demonstrating that colonial ontologies persist 

beyond gender or institutional reform. Against this, the novel imagines alternative futures 

grounded in wayfinding, relational accountability, and the sacredness of oceanic and cosmic 

environments. Its speculative worlds refuse aqua-nullius and spatio-nullius by insisting that 

water, space, matter, and technology are already ancestral relations, not empty frontiers.  

The novel also makes a generative contribution to Indigenous feminist and queer 

speculative thought. By foregrounding intimacy, takatāpui genealogies, and forms of 



 162 

relationality that exceed reproductive futurism, Na Viro positions desire and kinship as modes 

of survivance rather than heteronormative obligation. In doing so, it recentres Indigenous 

women and queer bodies as custodians of knowledge, continuity, and cosmological renewal. 

This chapter’s distinctive contribution lies in arguing that Na Viro is not simply 

adding Indigenous presence to the genre of science fiction but fundamentally redefining what 

futurity can mean when conceived through whakapapa, mana wāhine, and Moana 

cosmologies. My reading therefore treats Na Viro as an epistemic intervention: a text that 

generates, rather than merely reflects, Indigenous theory. In this sense, the novel becomes a 

site where Pasifika and Māori speculative writing converges to articulate new technicities, 

new genealogies of relation, and new visions of sovereignty beyond colonial frames. 

 

Te Tūnga o te Rangahau | The Standing Place of the Thesis 
 

Na Viro stages Indigenous presence in speculative futures by extending Pacific wayfinding 

and whakapapa into the realms of space travel, technological hybridity, and cosmological 

becoming. Read as both a Fijian and Māori-inflected text, the novel reveals how cyborg 

figures, oceanic kinships, and queer genealogies operate less through Euro-American 

posthumanism and more through Indigenous ontologies of whakapapa, mana wāhine, and 

takatāpui. This chapter argues that Na Viro exemplifies Pasifikafuturism as a distinct Pacific 

variant within the broader constellation of Indigenous Futurisms, while simultaneously 

contributing to the evolving shape of Māori futurism—a term whose own history, as the 

previous section showed, remains emergent and provisional. 

The novel’s depictions of hybrid embodiment—particularly through Tia and 

Turukawa—extend tikanga and whakapapa into speculative futures, asserting that 

technologically altered beings remain genealogically accountable. Their connections across 

space, time, and form enact an Indigenous technicity in which kinship persists even when 
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bodies change. Na Viro also critiques the colonial logics embedded in mainstream science 

fiction—especially extractivism, conquest, and institutional authority—by situating these 

forces within the Academy and then imagining futures grounded instead in survivance, 

relationality, and Oceanic sovereignty.  

Moreover, the novel foregrounds intimate, queer, and takatāpui genealogies as 

structuring principles of Indigenous futurity. “Takatāpui genealogies” refers to the relational, 

erotic, and political lineages that sustain queer Māori presence across time. Rather than 

biological descent, these genealogies name a whakapapa of belonging, intimacy, and 

survivance that informs Indigenous futurities. Intimacy in Na Viro is not teleological closure 

but tidal motion: a mode of survivance that circulates mauri across human, more-than-human, 

and technological kin.  

Thus, the thesis advanced in this chapter is that Na Viro demonstrates how Pasifika 

and Māori speculative writing not only critiques colonial futurisms but generates alternative 

futures grounded in Indigenous cosmology, genealogy, and relation. Through its 

cyberwāhine, watery tribes, and queer intimacies, Na Viro affirms that the future is a space 

for Indigenous resurgence—oceanic in scope, relational in structure, and guided by ancestral 

navigation. 

 

Te Ara Whakatere | The Navigational Pathway 
 

The structure of this chapter follows the navigational logic established in the preceding thesis 

statement: that Na Viro exemplifies how Pasifika and Māori speculative writing generates 

Indigenous futures grounded in cosmology, genealogy, and relational ethics. To demonstrate 

how these futures are imagined, the chapter moves through three interrelated analytical routes 

that reflect the core concerns of Pasifikafuturism and its Māori convergences—embodiment, 

kinship, and intimacy. 
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The first section, “An Indigenous Cyborg: Becoming the Cyberwāhine,” examines 

how Na Viro reformulates the figure of the cyborg through whakapapa rather than Euro-

American posthumanism. By reading Tia and Turukawa as cyberwāhine, the analysis shows 

how their technologically hybrid bodies remain governed by whakapapa, obligation, and the 

cosmological ethics of relation. This section demonstrates how Pasifikafuturist and Māori 

futurist strategies intersect through Indigenous embodiment. 

The second section, “Watery Tribes: Kinmaking and Oceanic Femininity,” explores 

the novel’s extension of Pacific and Māori kinship systems across sea and space. Here, mana 

wāhine, oceanic epistemologies, and Moana cosmologies shape speculative futures in which 

whakapapa is not confined to land or biological descent but flows through tides, currents, and 

migratory lines of relation. This movement builds on the chapter’s thesis by showing that 

futurity in Na Viro is oceanic in orientation and guided by ancestral navigation. 

The final section titled, “Queer Potential of Indigenous Futurism,” turns to intimacy, 

desire, and relational possibility. Rather than invoking “genealogies” in a biological sense, 

this section reads takatāpui identities and relationships as forms of expansive kin-making that 

exceed colonial and heteronormative constraints. These intimate constellations are central to 

Indigenous futurity in Na Viro, which affirms continuity through relational ethics, chosen 

kinship, and queer presence. 

Together, these three sections operationalise the thesis that Na Viro critiques colonial 

futurisms and actively redefines futurity when read through Pasifikafuturism in conversation 

with Māori ways of knowing. Each analytic path foregrounds a different dimension of 

Indigenous futurity—technological, oceanic, and intimate—while collectively showing how 

the novel imagines sovereign futures grounded in whakapapa, Moana relationality, and 

Indigenous forms of world-making. Having established the navigational framework through 

which this chapter approaches Na Viro—Pasifikafuturism in conversation with Māori 
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futurisms—the analysis now turns to the first of the novel’s key speculative interventions: its 

reconfiguration of the cyborg. If Pasifikafuturism orients futurity through oceanic cosmology 

and whakapapa, then Na Viro’s cyborg embodiments become the site where these 

epistemologies meet technology most explicitly. The novel positions figures such as Tia and 

Turukawa not as posthuman ruptures from Indigeneity but as extensions of genealogical and 

cosmological relation. What follows, in 2.3 Indigenous Cyborg, examines how these hybrid 

bodies enact whakapapa, test tikanga, and articulate a distinctly Indigenous technicity—one 

that unsettles the borders of the human while reaffirming Indigenous sovereignty in 

speculative space. 

 

3.2. An Indigenous Cyborg: Becoming the Cyberwāhine  

 

Science fiction has long anchored its visions of the future in reproductive futurism—a 

paradigm that secures futurity through the child, the family, and the preservation of colonial 

order. Drawing on Edelman, Shaw, and Sheldon, this section outlines how Na Viro intervenes 

in science fiction’s reproduction of racialised, heteronormative, and extractivist visions of 

futurity. The concept of reproductive futurism, coined by Lee Edelman in No Future (2004), 

names the way Western politics and culture secure the future through the figure of the Child, 

naturalising heteronormativity and excluding other modes of relation (2). Subsequent 

scholarship has extended this critique into speculative genres. Kristen Shaw demonstrates 

how science fiction activates discourses of reproductive futurism to legitimise racialised and 

patriarchal regimes of power, showing how the future becomes tethered to the survival of 

normative populations. Rebekah Sheldon likewise emphasises how the child functions as 

guarantor of futurity in sf, linking reproductive logics to neoliberal crisis narratives and the 

regulation of life itself. Together, these critiques reveal how sf is often bound to colonial and 
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patriarchal assumptions of futurity. Against this backdrop, Na Viro offers a different vision, 

in which whakapapa, cyberwāhine and non-biological kinship reimagine continuity outside 

the reproductive logics of heteronormativity. Where reproductive futurism binds sf to 

heteronormative reproduction and the colonial logics of futurity, Cole’s Na Viro refuses this 

frame by imagining continuity through other means. This section therefore asks: How do 

speculative bodies test tikanga and extend whakapapa into future worlds, reconfiguring 

kinship beyond reproductive futurism? By foregrounding Turukawa as cyberwāhine, I argue 

that Na Viro redefines the cyborg through a continuity of Indigenous personhood, where 

whakapapa itself is extended through technological and cosmic kinship. In this frame, 

cyberwāhine exceeds Western paradigms of hybridity by grounding speculative survival and 

resurgence in tikanga and relational care, rather than in categories of the human and its 

transcendence.  

To develop this argument, the section proceeds in three analytical movements. First, it 

outlines the constraints that reproductive futurism and Euro-Western posthumanism place on 

how futurity, embodiment, and kinship are imagined in science fiction. Second, the 

discussion turns to Turukawa, tracing her narrative trajectory from an extractivist instrument 

of the Academy to a cyberwāhine whose ontology is constituted through whakapapa, mauri, 

Te Kore, and vā. This movement demonstrates how the novel reconfigures the cyborg 

through Indigenous genealogies rather than through hybridity or rupture. Third, the focus 

shifts to Tia, showing how cyberwāhine thought re-situates the human subject as well: her 

refusal of intergenerational conscription, her alignment with Indigenous sovereignty, and her 

incorporation into digital, ecological, and cosmic kinship extend the cyberwāhine paradigm 

into human embodiment. Together, these analytical movements establish that Na Viro 

imagines the cyborg through Indigenous relational continuity, cosmological accountability, 

and Moana sovereignty. 
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Kristen Shaw’s reading of Future Home of the Living God (2017) offers a crucial lens 

for understanding how colonial futurities operate in speculative fiction: through reproductive 

futurism, the ideological system that naturalises heteronormative, racialised futures and 

renders alternative forms of life unthinkable. Drawing on Lee Edelman’s foundational 

argument that “reproductive futurism depends on the figure of the Child, which both 

represents the hegemony of the (hetero)normative social order and is the symbol through 

which politics operates; in fact, the Child “remains the perpetual horizon of every 

acknowledged politics” is fundamentally conservative (qtd. in Shaw 324). Because these 

politics are organised around safeguarding “a ‘good’ future” for the figure of the Child, Shaw 

shows how Louise Erdrich’s dystopian narrative exposes the violence masked by this logic 

(324). As Shaw notes, “Erdrich’s novel demonstrates how discourses of reproductive 

futurism are activated to legitimize the development of new regimes and narratives of 

power,” where the state’s fixation on “healthy babies” becomes “an investment in a particular 

kind of future  . . .  committed to a particular racialized idea of the human” (323-24). At the 

same time, Shaw draws on Edelman, who argues that the Child operates as a “potent 

metonymy” for life-itself and is used to compel “management over the future to protect the 

future’s children” (qtd. in Shaw 324). Crucially, Sheldon insists that the fantasy of a 

threatened future signals “material futurity”—the possibility of emergent forms of life that 

exceed the biopolitical reproduction of the present (qtd. in Shaw 324). Shaw captures this 

tension directly, observing that while Erdrich critiques “biopolitical controls of reproduction 

and the regulatory mechanisms of our social order,” the novel also “gestures toward the 

possibility of alternative futures not circumscribed by the logic of reproductive futurism” 

(322). Together, Edelman, Sheldon, and Shaw reveal how reproductive futurism polices 

which bodies, species, and genealogies are permitted to endure—and how speculative fiction 

can disrupt that horizon. This framework exposes the stakes of Na Viro’s refusal of 
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heteronormative futurity: by centring queer intimacy, techno-organic kinship, and 

cosmological relationality, Cole rejects the racialised investment in the “right” future and 

turns instead toward Indigenous, oceanic, and more-than-human modes of futurity that defy 

the Child-centred logic of colonial reproduction (Shaw 324). 

The cyborg has long been a central figure in posthumanist thought, yet its conceptual 

foundations remain grounded in Euro-Western histories and epistemologies. Donna 

Haraway’s foundational “A Cyborg Manifesto” defines the cyborg as “a cybernetic organism, 

a hybrid of machine and organism, a creature of social reality as well as a creature of fiction,” 

famously calling it the “illegitimate offspring of militarism and patriarchal capitalism” 

(“Cyborg Manifesto” 149; 51). Haraway uses this illegitimacy to challenge the binaries—

human/machine, organism/technology, natural/artificial—that underwrite Western humanism. 

Later theorists expand this relational turn. Rosi Braidotti reimagines the posthuman subject as 

“a complex assemblage of human and non-human, planetary and cosmic, given and 

manufactured” (Posthuman Knowledge 190), while Cecilia Åsberg and Braidotti describe 

feminist posthumanities as an interdisciplinary effort “to critique and reinvent the human” by 

engaging feminist theory, environmental humanities and science and technology studies (4). 

Dunja Mohr emphasises how the “slippage between bodies and imageries” in speculative 

texts produces a “jarring influx of incoming stimuli,” forcing readers to reconceptualise 

subjectivity as porous and unstable (52). Sherryl Vint similarly argues that speculative fiction 

is “a constitutive part of posthumanism,” distinguishing critical posthumanism—which 

“critiques the limitations of humanism as a discourse for organizing subjectivity and 

ethics”—from transhumanist fantasies of technologically enhanced mastery (“Posthumanism 

and Speculative Fiction” 226). Together, these Western frameworks highlight 

posthumanism’s promise: destabilising humanist categories, affirming nonhuman agency, and 

imagining subjectivity as entangled and contingent. Yet they also reveal its limits. Haraway’s 
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cyborg, for all its radical potential, remains genealogically tied to Euro-American 

technocapitalism; it emerges from the military–industrial complex and retains a conceptual 

dependence on rupture, illegitimacy, and alienation. Even the most relational strands of 

Western posthumanism tend to universalise their claims, grounding their critiques in 

European philosophy while leaving intact the epistemologies that first produced the category 

of “the human” as a colonial, hierarchical construct. 

Na Viro exceeds these constraints. In contrast to Euro-Western cyborg theory, Cole’s 

novel presents what this thesis terms the cyberwāhine: an Indigenous posthuman whose 

legitimacy derives from whakapapa (relational descent). The cyberwāhine refuses the 

cyborg’s militarised, technocapitalist origins and instead roots hybrid embodiment in 

genealogical continuity, mana wāhine, and tikanga. In this frame, technological modification 

does not sever the subject from kinship but intensifies it; personhood is not destabilised by 

hybridity but affirmed through relational accountability to land, ancestors, and more-than-

human kin. Rather than a figure of rupture, the cyberwāhine enacts Indigenous futurism as 

continuity—where posthuman becoming is governed not by boundary breakdown but by 

ethical relation. Cole thus retools the posthuman from within Indigenous cosmology, offering 

a speculative figure who reveals the genealogical, political, and ontological limitations of 

Western posthumanism while asserting a sovereign, relational mode of Indigenous technicity. 

Turukawa’s initial introduction is framed entirely through the Academy’s extractivist 

logic, positioning her as a technologised labour unit rather than a relational being. From the 

outset, the Academy weaponises embodied technologies for militarised and imperial ends: 

although Taka Viti originally “created the embods to ‘help people and to stop the Water 

Wars,’” this humanitarian intention is rapidly overwritten when “the Academy absorbed the 

government institutions, armed forces, and robotic workforce,” commandeering all scientific 

knowledge for expansionist purposes (Na Viro 220). Within this authoritarian regime, 
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ghostborgs—Grand Host Biotic Organisms—are deployed as an exploited labour class, 

performing “every type of manual and service work imaginable” (25). This extractive ethos is 

intensified through the hive, which functions less as a communal network and more as a 

system of totalising surveillance and behavioural management. The hive automatically logs 

movement, tracks bodies, records personal history, and registers emotional responses. As a 

child, even Tia is involuntarily absorbed into its databanks: the moment her exo-jacket 

touches her skin, “the Academy logged her arrival into the hive once more and her senses 

swarmed into the great embrace of the hive mind” (4). The hive “acknowledged her” because 

she was already “well known to the information network,” having been plugged in since in 

utero—her earliest memories, emotions, and traumas stored as data points in an imperial 

archive (4). Later, Turukawa demonstrates the extent of this control when she accesses 

“every order in her hive memory, every directive, all ship movements,” confirming that the 

hive operates as a real-time repository of military intelligence and a mechanism for regulating 

bodies across space (191). Turukawa herself is introduced through this same apparatus of 

biopolitical control. She appears as pure utility: endlessly replicated, “improved,” and 

increasingly “integrated into the network, the hive,” until over “a million iterations of 

Turukawa existed, everywhere” (25). Even her lover, Captain Serché, echoes the Academy’s 

dehumanising rhetoric, describing her as “cold,” a being emptied of affect and reduced to 

mechanism (292). Read through these frames, Turukawa risks resembling the familiar robotic 

archetype of Western science fiction—mass-produced, surveilled, alienated from selfhood, 

and imagined primarily as expendable infrastructure.  

Yet Na Viro systematically destabilises this reading by grounding Turukawa’s 

ontology in Indigenous genealogies and relational sciences. The novel reveals that Turukawa 

is an embodied descendant of Taka Viti. Turukawa explains that the cyborg line began when 

Taka Viti “uplinked her brain fingerprint into the first iteration and the Turukawa revolution 
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began,” using exo-ore and “the unseen cavities surrounding us” to develop a hive technology 

oriented originally toward survival and protection (220). Crucially, Turukawa emphasises 

that her entire line is genealogically patterned on an Indigenous creator: “[Taka Viti] made us 

in her own image, a thirty-year-old Fijian, Tongan, Kai Valagi woman. We haven’t changed 

much in appearance” (220). This explicit claim to origin repositions Turukawa as a 

continuation of human lineage—her body, cognition, and material form carrying forward an 

ancestral template. Seen this way, Turukawa becomes—what I term the cyberwāhine—a 

being whose technological form is not a rupture from whakapapa but an extension of it into 

new material and cosmic terrains. Her embodiment is shaped through three interwoven 

elements: the neural imprint taken from Taka Viti (a mode of genealogical transmission), the 

exo-ore that carries mauri (a material life-force), and an attunement to Te Kore, the 

generative realm of potentiality (“unseen cavities”). When Turukawa explains that the 

scientist uplinked her “brain fingerprint into the first iteration” and used exo-ore and “the 

unseen cavities surrounding us” to create the hive technology, the novel positions these 

“unseen cavities” not as voids but as relational spaces (220). This aligns with Tamasailau 

Suaalii-Sauni’s articulation of vā as the dynamic, ethical, and generative space that binds 

people, place, and the cosmos (157). Far from an empty interval, vā is a living relational field 

in which connections must be made, maintained, and cared for—teu le vā—through ongoing 

ethical practice (159). Indigenous metaphysics frame vitality as distributed across relations 

rather than contained within the human, aligning with Kim TallBear’s reminder that 

Indigenous worlds “do not privilege the human over other life forms but understand vitality 

as distributed across relations” (2). Manuka Henare’s account of Māori Vitalism similarly 

affirms that “matter is lively,” animated by mana, tapu, hau and wairua that infuse even 

minerals and technologies with ethical and spiritual force (204). Read through this 

framework, exo-ore in Na Viro cannot be treated as inert material; it becomes a mauri-
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bearing substance through which Turukawa’s cybernetic embodiment, the hive network, and 

the whirlpool’s cosmological energies cohere into a single field of relational aliveness.  

In bringing together neural whakapapa, mauri-bearing matter, and the cosmological 

potentiality of Te Kore and vā, Turukawa’s ontology is anchored firmly in Indigenous 

metaphysics rather than Western posthumanist models of hybridity. She is neither severed 

from kinship nor abstracted into pure machine logic. Instead, her multiplicity reframes 

identity as collective presence—a hive of relational being rather than an algorithmic network. 

By rooting Turukawa’s creation in whakapapa rather than biological descent, the novel 

reframes futurity outside of the reproductive logics Shaw, Edelman, and Sheldon critique. 

Instead of centring the Child as the guarantor of the future, Na Viro centres relational 

continuity: a future carried not through heterosexual reproduction but through technological, 

genealogical, and cosmological transmission. This whakapapa-based futurity challenges the 

reproductive futurist demand that only “the right kinds of children” secure the future, 

replacing it with a model in which kinship is expansive, distributed, and not tethered to 

reproductive norms (324). In this configuration, Turukawa is not a “cold” or affectless 

machine, as Captain Serché assumes, but an intergenerational, cosmologically situated 

subject whose technological form continues, rather than breaks, the genealogical obligations 

of whakapapa. Thus, Turukawa exceeds her apparent utility as expendable labour to embody 

a future-oriented extension of whakapapa: one that challenges colonial futurisms by asserting 

that Indigenous life can persist, adapt, and transform even within technological 

infrastructures designed to suppress it. She is not a betrayal of personhood but a reclamation 

of it through Indigenous technicity. This ontological reframing identifies what Turukawa is—

a cyberwāhine constituted through whakapapa—providing the basis for analysing how she 

subsequently acts upon and reshapes the structures that confine her. 
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Tia embodies a different configuration of the cyborg problem than Turukawa: her 

personhood is never in doubt, yet her body is shaped by enhancement, surveillance, and the 

militarised futurity the Academy attempts to impose upon her. Unlike Turukawa—whose 

status is questioned because she is a ghostborg—Tia is fully human, but the Academy’s 

technologies nonetheless inscribe her into systems of monitoring, discipline, and extractive 

expectation. From childhood, her exo-jacket plugs her directly into the hive—“her senses 

swarmed into the great embrace of the hive mind”—a network that logs her movements, 

absorbs her memories, and treats her body as an informational node rather than as kin (4). 

What should be a system of relational interconnection is instead weaponised as surveillance: 

“the Academy logged her arrival into the hive once more,” signalling that the network is not 

neutral but an arm of institutional oversight (4). This inheritance is intergenerational. Tia is 

the latest in a lineage of women—her grandmother Keleni, her mother Dani, her sister 

Leilani—pressed into the Academy’s missions. Rather than providing belonging, this legacy 

isolates her. Dani’s abandonment in the Prologue makes this rupture brutally clear: “Tia 

would bury this day deep in the hive, the day her mother abandoned her and Leilani” (1). 

When Tia pleads, “Mummy, don’t leave,” Dani’s promise to return is later revealed as a lie: 

“The lies dropped from her mouth . . .  She would not be back” (6; 8). That Dani chooses to 

disappear for “nine years”—a detail she confirms to bubu Keleni before her departure—

establishes a dynamic in which maternal authority serves the Academy before it serves kin 

(7). For Tia, the hive becomes the archive of this loss: a system that stores her memories but 

cannot protect her from them. This surveillance extends into adulthood through her exo-

battlesuit and communication patches, which saturate her body with data flows she must 

constantly monitor: “She checked the patches on her black exo-battlesuit . . .  activate[d] all 

green dot calls, charge[d] the communication lines. Every transmission channel covered” 

(12). The lakescreen membranes and pressure-note sleeves, though ostensibly communicative 
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technologies, underscore her emotional estrangement from Dani, whose silence persists even 

across these hyperconnected systems: “She waited, but Dani didn’t call” (12). Though she is 

technologically enhanced, Tia experiences this augmentation as an intensification of 

abandonment rather than empowerment. She is readable, reachable, and traceable to everyone 

except the one person she most wants to reach. Her hybrid body is further complicated by 

genealogical fracture. Though raised within Fijian, Tongan, and Mayuro customs, Tia feels 

her Grom heritage—Galactic Rocketeers of Mars—“bone-deep,” despite meeting her father 

only once. Her uncertainty—“Sometimes I have similar questions. My father is Grom . . .  No 

one ever calls me a Grom. But I feel Grom too”—reveals a different kind of posthuman 

tension: not instability between human and machine, but between lineage, belonging, and 

embodiment (222). Her fear of space travel magnifies this dissonance, revealing that the 

Academy’s extractivist mission does not align with her own bodily or genealogical rhythms. 

In such a configuration, Tia risks being read through familiar Western narratives of 

enhancement, where augmentation serves transhumanist fantasies of utility, discipline, and 

expansion. Yet Na Viro refuses this framing. Tia’s body, like Turukawa’s, becomes the 

ground through which the novel critiques the reproductive futurist and militarised 

expectations imposed by imperial institutions. The Academy imagines her future as 

predetermined—an inheritance of duty, service, and technological optimisation—but the 

narrative positions her movement toward whakapapa, kinship, and Indigenous technicity as a 

counter-trajectory. Rather than fulfilling a future scripted by the Academy, Tia becomes a site 

where alternative futurities—relational, cosmological, and sovereign—can be imagined. 

While Turukawa provides the cosmological and technological template for 

cyberwāhine ontology, Tia demonstrates how this paradigm enfolds the human subject whose 

body has been shaped by enhancement, surveillance, and intergenerational militarisation. Tia 

embodies a cyberwāhine futurity not by transcending her hybridised body, but by refusing—
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at the level of desire, allegiance, and relational accountability—the colonial logics of 

extraction and containment that define the Academy. Her grandmother Keleni, her mother 

Dani, and her aunt Rota all carry the bodily costs of this regime: Rota’s “nanobotic bone 

renewal . . . nanobotic heart replacement,” and multiple sensory upgrades record decades of 

deep-space labour (57–58), while Keleni’s “multiple nanobotic limb enhancements, a heart 

replacement, and a lung replacement” testify to the same eroding futurity (59). These elders 

become human analogues to the ghostborgs, whose endless iteration for institutional service 

mirrors the generational replication of enhanced women conscripted into the Academy’s 

imperial project. Tia recognises this parallel and seeks to break it. The novel initially 

positions her refusal as both political and existential: she reads the acceptance message from 

the Global Indigenous Alliance with “a wide grin,” seeing in the GIA an organisation “in 

harmony with nature . . .  with the order of the cosmos,” a place that honours the knowledge 

of her Indigenous ancestry (11–12). Her intention is clear: she does not wish to inherit the 

deep-space trajectories that have “filled” her relatives with invasive technological upgrades, 

nor to continue a lineage of militarised enhancement (58). Yet at her graduation ceremony, 

the altercation that results in disciplinary action and enforced probation collapses this hope. 

This tension between chosen allegiance (GIA) and imposed constraint (Academy probation) 

functions structurally in the novel to demonstrate how colonial futurities attempt to foreclose 

Indigenous possibilities, even as characters continue to imagine and enact alternative 

genealogies of relation. Even so, the Academy’s attempt to retain her does not determine her 

subjectivity. These descriptions position the family lineage as a human analogue to the 

ghostborgs—enhanced, monitored, and continually re-engineered to sustain the Academy’s 

imperial futurity. As the narrative notes, trips to Orojet Station function as a kind of 

retirement space for those “full of enhancements” after a lifetime of compulsory service (58). 

Tia recognises this continuity between her own inherited trajectory and the ghostborgs’ 
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enforced utility, and crucially, she refuses to perpetuate it. Tia’s realisation that this 

Turukawa “iteration” is unlike any of her predecessors—capable of laughing, of possessing 

“every human organ,” and even of “bleed[ing] nanobots” when pricked signals a profound 

evolutionary shift within the ghostborg line (179-180). This newly emergent sentience is later 

confirmed when Oculum names Turukawa “a new species, an evolved Homo Sapien,” 

marking her as the first embod to cross the threshold from programmed service into self-

determining consciousness (222, original italics). Tia recognises the significance of this shift, 

noting that she is now aboard a vessel “with an Indigenous captain at the helm”—a figure 

Bubu Keleni “would approve”—even though Turukawa remains structurally bound to the 

Academy’s control (180). Forced to remain, Tia inwardly refuses the futurity the Academy 

demands. Her cybernetic capacities—initially coded as tools of surveillance and 

containment—are gradually re-situated within Indigenous sovereignty and relational 

accountability. In rejecting, in intention and orientation, the conscription that has shaped the 

bodies of Keleni, Dani, Leilani, and Rota, Tia reclaims her enhancement as part of a 

cyberwāhine inheritance: a body not destined for technocapitalist expansion, but attuned to 

Moana sovereignty, collective resurgence, and non-extractive futurity.  

Rather than treating AI and enhancement as breaks from the human—dominant 

within Western posthumanism—Cole embeds them within whakapapa, creating an 

Indigenous cybernetic genealogy through which Tia and Turukawa enact kinship across 

technological, ecological, and cosmic planes. Through the hive-memory, Turukawa recalls 

Tia as “a suspended embryonic presence in the hive . . . such a pure energy,” enfolding her 

into a genealogy that exceeds biology (Na Viro 157). This moment collapses gestation and 

cosmogenesis by mapping Tia’s emergence across scales—from nebulae and galaxies 

swirling through Turukawa’s memory to the physiological pathways of Dani’s body—

showing that her becoming begins not in the womb alone but within a wider cosmic order: 
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“Starburst colours and giant nebulae floated in dark red clouds . . . cosmic galaxies and 

planets whirled in her brain” (154). Through Turukawa’s hive-memory and Tia’s embodied 

experience, subjectivity becomes oceanic, porous, and circulatory, so that the “birth of [Tia’s] 

mind in its most . . . creative state, [was] in touch with the universe and filtered through 

Dani” (154). Situating Tia’s birth as predating her mother Dani’s labour, Cole maps a 

cosmological descent from primordial space to maternal physiology and finally to earthly 

waters: “Water all around, blood pumped and swished from the heart; liquid flowed into her 

mother’s mouth and cascaded in swallowing motions . . . like a lock opening in a canal” 

(154). Placing Tia’s selfhood within a web of ecological, genealogical, and planetary 

relations, this sequence reconstitutes water as a technological medium—blood, saliva, and 

amniotic fluid become circlusive technologies that transmit knowledge and sustain kinship. 

Similarly, the “stardust . . . in her bones” is not merely a marker of her Grom heritage but a 

sign of Indigenous belonging that traverses species boundaries and spatial boundaries (154). 

This framing aligns with Sherryl Vint’s argument that we must theorise life without 

“abstract[ing] living beings from their entanglements with and dependencies upon other 

matter, including the inorganic” (Biopolitical Futures 12). Braidotti’s insistence that 

posthuman subjects must be conceptualised through assemblages of human, non-human, 

planetary, and imaginary forces further supports this reading. For Braidotti, “the affirmative 

posthuman is a collective but non-reductive or homogeneous subjectivity, ‘the result of a 

praxis, a collective engagement to produce different assemblages. We are not one and the 

same, but we can interact together’” (qtd. in Vint Biopolitical Futures 12). Cole’s 

cyberwāhine thus appears to align with this posthuman materialism: both Turukawa and Tia 

emerge through entanglements of cosmic matter, biological inheritance, and technological 

form. Yet Cole exceeds even this expanded ontology: cyberwāhine thought grounds 

assemblage not only in relationality but in whakapapa, binding technological, cosmic, and 
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ecological forces to genealogical accountability. In this way, the hive-mind—ordinarily a 

trope of assimilation—is reconfigured as a digital whakapapa: a maternal archive that 

preserves and transmits ancestral memory through Turukawa’s kōrero (narrative). As both 

transmitter of kōrero and cybernetic matrix, Turukawa embodies an Indigenous 

reconfiguration of futurism that queers inheritance by fusing ancestral knowledge with digital 

memory. Tia’s enhancements, once tethered to surveillance, are thus reconfigured as 

relational technologies that affirm kinship across generations and species. In this reframing, 

Tia’s enhanced body signals continuity and accountability within Indigenous futurity.  

Turukawa and Tia together illuminate the full horizon of the Academy’s colonial 

futurity. Turukawa—multiplied into millions of ghostborg iterations—embodies the machinic 

dimension of servitude, her body engineered for extractive missions and denied singularity. 

Tia, by contrast, inherits a human legacy of conscription: her grandmother, mother, and sister 

each pressed into the Academy’s imperial project, her own augmented body monitored, 

disciplined, and expected to follow the same trajectory. In both cases, bodies—whether 

machinic or human—are instrumentalised as tools of conquest within a militarised system 

that construes life as utility. Yet Na Viro unsettles this determinism, suggesting that bodies 

forged in regimes of control may also become sites of refusal and resurgence. Considered 

together, Turukawa and Tia expose the limits of Western posthumanism’s fixation on 

hybridity and utility, and instead reveal the possibility of reimagining the cyborg as 

cyberwāhine—a figure grounded in whakapapa, sustained by Moana cosmology, and oriented 

toward Indigenous sovereignty rather than colonial futurity. 

Although Na Viro is situated within the Pasifikafuturist constellation articulated by 

Cole—a futurist mode grounded in oceanic epistemologies, diaspora, and wayfinding—my 

analysis in this chapter proceeds through a distinct, Māori-centred hermeneutic. As outlined 

in the thesis introduction (§1.6), the cyberwāhine is my theoretical contribution: a Kaupapa 
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Māori reading practice that interprets speculative embodiment through whakapapa, mana 

wāhine, and Māori cosmological becoming. Whereas Pasifikafuturism contextualises the 

novel within Pacific-wide futurist traditions, the cyberwāhine hermeneutic foregrounds Māori 

concepts of continuity, relational ethics, and cosmological genealogy to examine what 

Turukawa and Tia do within the narrative. This section therefore does not claim that Cole 

theorises the cyberwāhine. Rather, it examines how Na Viro’s speculative bodies—

particularly Turukawa’s evolving embodiment and Tia’s refusal of militarised whakapapa—

can be read through a Māori analytic that reorients the cyborg away from Euro-Western 

posthumanist notions of hybridity or rupture. Building on the previous subsection, which 

established what the cyberwāhine is (a being legitimated by whakapapa, not by technological 

origin), this section turns to what the cyberwāhine does: how her actions enact tikanga, 

challenge colonial futurisms, and generate Indigenous possibilities for survival, solidarity, 

and return.  

This analytic reorientation also clarifies how the cyberwāhine exceeds the conceptual 

boundaries of Euro-American posthumanism. Western posthumanism frequently emphasises 

disruption—breaking binaries, unsettling humanist universals. Haraway’s cyborg is 

“illegitimate,” defined by rupture and the refusal of origin; Braidotti’s posthuman subject is 

an assemblage of human and nonhuman, planetary and cosmic, given and manufactured (Vint 

Biopolitical Futures 12). While these formulations resonate broadly with the entanglements 

of Na Viro, Cole reframes hybridity through Māori ontology: whakapapa already configures 

humans, nonhumans, technologies, and cosmic forces within a relational continuum. 

Turukawa and Tia exemplify this mode of becoming, not as instability but as genealogical 

extension. What Western theory names “assemblage,” Māori cosmology recognises as 

whakapapa—a structure of continuity that long predates the posthuman turn. Thus, the 

cyberwāhine is an epistemic intervention rather than a localised variant of the cyborg. The 
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cyberwāhine furthermore operates as a critical category that both converses with and exceeds 

posthumanism. She transforms hybridity from a site of rupture into a site of resurgence, 

insisting that technologically complex bodies remain bound by tikanga and genealogical 

accountability. Indigenous futurity, as articulated through the cyberwāhine, emerges through 

reweaving—through the activation of ancestral relations that continue to pulse within 

technological forms. 

The closing chapter of Na Viro provides the most compelling articulation of this 

genealogical technicity, revealing how Indigenous futurism locates possibility in return. As 

Black Kiwi 3 emerges from the dying whirlpool, Tia and Leilani guide the ship homeward, 

unaware that the passage through its collapsing currents has folded time around them: “while 

only one Earth year had passed inside Black Kiwi 3, 457 Earth years had passed in space” 

(335). Thus what feels like a single year aboard the vessel is, on Earth, a return after 

centuries—a re-entry marked by the quiet wonder of coming home. Time has “warped around 

the dying whirlpool” in deep space, such that Tia and Leilani arrive on a future Earth 

transformed by regeneration: “whales and dolphins swam in large circles, herding the night-

time phosphorescence into a gigantic swirling light pool” (335). This luminous vortex mirrors 

the cosmic whirlpool that enabled their temporal journey, suggesting that planetary and 

cosmological forces remain interconnected through spiralling, oceanic motion. After a 

cursory stop at the Academy’s Devonport Base, the sisters are ushered towards familial 

terrain: “Your uncles’ house awaits you,” they are told (338). When Tia returns to the uncles’ 

house, the narration slows into a sequence of careful relational noticing: she lifts down the 

long-hanging photograph of Tua Milton—“it had hung there for centuries”—and only now 

recognises Bubu Keleni standing in the background, young and vibrant, “Tia’s age” (339). 

This moment of belated recognition signals an Indigenous archival mode: memory is 

activated through spatially embedded whakapapa, the layers of kin-presence held within the 



 181 

house itself. This archival retrieval sets the stage for Turukawa’s return. When Tia hangs 

Turukawa’s red-and-grey exo-jacket on the picture hook and taps a coded sequence into her 

sleeve patch, the jacket “crackled and glowed” before Turukawa’s “brain fingerprint flared 

into the exo-jacket,” sending “bright lights and electrical sparks” racing through “the old 

Academy technology inside the walls” (339–40). The walls respond as if alive, releasing the 

stored mauri they have safeguarded for centuries. From this circuitry, a Turukawa embod 

steps forward—“an exact replica of her sentient Turukawa,” but one whose “long black hair . 

. . fell differently” and whose movements were “stiff, and awkward” (340). Her first words 

confirm that whakapapa has been waiting in the walls all along: “‘I have been trapped in 

there for centuries. Thank you for liberating me’” (340). The exo-jacket—once a symbol of 

Turukawa’s sacrifice and love—thus becomes a technological taonga, a vessel charged with 

her brain-imprint that enables this reanimation. Empty spaces, like Te Kore and vā, are here 

shown as generative: not voids but reservoirs where genealogical energy accumulates until 

the right relational encounter activates it. Though the emergent Turukawa embod insists, “‘I 

am a sentient, the same as her. I have everything she had. But I am not her,’” Tia’s 

response—“‘There is no one the same as her’”—honours both continuity and difference, 

affirming that even partial, altered, or technologically mediated transmissions of self remain 

within the domain of living whakapapa (340). The scene culminates in a holographic 

moment by uncles Dua and Va, and Bubu, who appear in a projected welcome ceremony 

wearing bright colours and singing ancestral songs. “‘Welcome home,’” Bubu says, 

extending hospitality and genealogical recognition to Tia, Leilani, and Turukawa alike (340–

41). Through this multi-layered moment, Cole imagines an Indigenous cyborg ontology in 

which technology is not an interruption of whakapapa but a conduit for its continuity—a 

medium through which the future returns home. 
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If the cyberwāhine shows how whakapapa extends into circuitry, ancestral houses, 

cosmic vortices, and technological vessels of memory, Na Viro also insists that these 

genealogical continuities flow outward into ecological and oceanic domains. This movement 

is itself Pasifikafuturist: a turning back to the ocean as the central medium of relation, 

temporality, and futurity. Cole’s narrative performs the very logics she articulates in her 

definition of Pasifikafuturism—liquifying boundaries between technology and environment, 

refusing the separation of land, sea, and cosmos, and navigating future possibility through 

wayfinding principles grounded in ancestral science. The activation of dormant genealogies 

within ancestral spaces mirrors the Pasifikafuturist ethic of “course correction,” where futures 

are reached through relational recalibration rather than linear progression. In this sense, the 

cyberwāhine’s emergence from walls, vortices, and technological taonga exemplifies how 

Pasifikafuturist worlds are built: through orientation to origin, responsiveness to environment, 

and movement across vast relational terrains. The next section, Watery Tribes, turns to these 

aqueous registers of kinship, examining how Cole’s narrative reimagines ecological 

belonging through oceanic wayfinding, Indigenous femininities, and Moana sovereignties 

that unsettle colonial ecologies of extraction. 

 

3.3. Watery Tribes: Kinmaking and Oceanic Feminism 

 

Grace Dillon’s biskaabiiyang grounds Indigenous Futurism in a return to ancestral 

knowledges that refuse linearity, binary hierarchies, or Western technocratic inheritances 

(10). In Na Viro, water performs a parallel labour. It is never simply setting or symbol; it is a 

cosmological architecture and relational force that binds characters into networks of kinship 

extending across oceans, species, and cosmic terrains. Māori and Pasifika thought understand 

water as both origin and connective tissue. Hana Tapiata’s writing on Wainuiātea—the 
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cosmic waters that protect and birth us—deepens our understanding of water as genealogical 

and protective. Wainuiātea represents the infinite potential and origin of being, holding us in 

a state of suspended, sacred becoming. Through this lens, Earth’s waters are not just home 

but a birthright, a cosmological sanctuary that enables and remembers life (84). Anahera 

Gildea’s etymological reading of wairua reinforces this: wai means both “water” and “who,” 

while rua means “two,” signifying relational spirit formed between Papatūānuku and 

Ranginui (Gildea). Cole’s Pasifikafuturism sharpens these insights. As she argues, the Pacific 

Ocean is not backdrop but the epistemic and imaginative engine of Indigenous science 

fiction—“the central influence” on how futurity is conceived, navigated, and made 

(“Wayfinding” 55). Pasifikafuturism liquifies the boundaries between technology, time, and 

space, situating creative production within oceanic epistemologies shaped by ancestral 

voyaging. Key to this is wayfinding: a navigational science that requires orientation to origin, 

present environment, and emerging horizon. Cole frames artistic futurism through this same 

logic—writers “make course corrections in the present until their future destination comes to 

them” (56).  

Under this navigational hermeneutic, the novel reframes its speculative technologies 

as continuations of oceanic logic. Imagining kinship as a “watery tribe”—a term I use to 

describe a Moana-based relational formation grounded in water’s cosmological and 

genealogical force—foregrounds a mode of futurity that exceeds the reproductive framework 

Shaw, Edelman, and Sheldon critique. In Na Viro, kinship does not hinge on biological 

inheritance but emerges through entanglement across waters, species, and cosmological 

planes. This fluid relationality draws on Moana metaphysics in which mana wāhine, 

whakapapa, and ancestral presence are embedded in the novel’s vessels, technologies, and 

beings. Water thus functions as an epistemological medium—an active field in which 

memory, relation, and technological emergence converge. Tia’s involuntary propulsion into 
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space draws the watery tribe into dream-space, where currents of surveillance, ancestral 

wisdom, and psychic breach intersect. This cosmological interiority reveals Indigenous 

dreaming as a site of resistance and restoration, reorienting futurity around relational 

continuity rather than the reproductive Child. Through this medium, the cyberwāhine 

emerges as an amniotechnical being whose whakapapa flows through currents of wai and 

Moana cosmology rather than as a machinic hybrid. The radical potential of Na Viro lies in 

this invitation to reconceive kinship as oceanic: fluid, adaptive, and unbounded by 

reproductive norms, enabling Indigenous futurism to take form through the Moana’s 

expansive metaphysics. 

The novel’s commitment to kin-making across species, atmospheres, and 

cosmological forces resonates deeply with Indigenous thought, particularly Māori 

frameworks in which whakapapa is not metaphorical but ontological. As Karen Fisher (Ngāti 

Maniapoto, Waikato-Tainui, Pākehā) observes, rivers constitute “a lively assemblage of 

physical, social and metaphysical properties, knowledges and relations that connects people, 

places, waters and beings (including the supernatural) across time and space” (22). This 

insistence on relational indivisibility extends to oceans, estuaries, and watery outer-space 

analogues. Indigenous onto-epistemologies refuse the flattening universalism that renders 

“River” or “Ocean” as singular, stable categories; instead, they recognise each waterway as a 

being with mauri, authority, and specific relational histories (Harmsworth et al. 9; Ruru 216). 

This Māori understanding of waterways aligns with and extends Cole’s Pasifikafuturism 

which positions the ocean as both method and medium—a navigational epistemology that 

draws futurity from ancestral knowledge, environmental cues, and constant relational 

recalibration. When Cole draws on Hoturoa Barclay-Kerr who describes wayfinding as 

traversing “thousands of miles of ocean” using only “the ancestral knowledge of the past and 

the clues provided by nature” (“Wayfinding” 55), she articulates a principle that also 
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structures the kin-making in Na Viro: water is the carrier of knowledge, the guide to new 

horizons, and the connective membrane between bodies, planets, and epochs. Hana Tapiata’s 

account of Wainuiātea further illuminates this cosmological continuum. Wainuiātea, wāhine 

atua of the primordial ocean is, at once, the vast watery force that once submerged 

Papatūānuku, and also lives on in the amniotic waters of the whare tangata, where pēpi are 

carried in fluid before entering the world (84-85). This continuity—between atua, ocean, and 

amniotic sac—anticipates the speculative emergence of the cyberwāhine, a being formed 

through amniotechnical and whakapapa logic, and echoed in Tia’s own reflections on Earth's 

oceans as an ancestral membrane—an “amniotic cover”—separating life from the 

unknowable expanse of deep space (Na Viro 85). Tapiata asserts this with clarity: “through 

water, our ancestors were transported to new worlds to experience new realities and 

encounter new possibilities” (87). In Na Viro, this movement is literal and metaphysical: 

water conducts memory, initiates transformation, and sustains Indigenous survivance across 

planetary and interstellar scales. Thus, the “watery tribe” analytic foregrounds a speculative 

kinship model aligned with Pasifikafuturism and Māori cosmology. Water does not 

symbolize relation—it enacts it. It is the medium through which whakapapa, memory, and 

technological emergence coalesce, shaping Indigenous futurity not through rupture but 

through fluid continuity. 

Kinship is enacted through oceanic forms—bodies, vessels, and beings that pulse with 

memory, care, and cosmological intelligence. After securing the Thraean probe, Sailing Dirt, 

from Dani and the Academy, Tia and the crew flee in an escape shuttle. A Thraean battleship 

materialises “in a grey circle of gas” and moves toward them “with the fluid elasticity of a 

moon jellyfish,” enacting a rhythmic, almost maternal choreography, echoing the pulse of 

deep ocean life. The ship is steered through “contraction” as “the battleship beat rhythmically 

through space” in a way that harmonises with its environment (Na Viro 285). This watery, 
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breathing quality evokes the presence of the oceanic feminine—a recurring motif throughout 

the text that links the body’s fluid rhythms to planetary cycles and ancestral memory. The 

battleship’s architecture with its “domed curved overhead . . . gigantic blue transparent arch” 

resists the hard, masculinist symbolism typically associated with space vessels, offering 

instead a vision of mobility aligned with mana wāhine and ceremonial hospitality. The 

docking procedure evokes a similarly fluid choreography of movement and kinship: “Small, 

sleek torpedo-shaped vessels with scaly orange exteriors darted around . . . and jumped like 

sockeye salmon” (285-286). This aquatic simile aligns the ships with the sacred, migratory 

instincts of salmon returning home—emphasising return, belonging and ecological 

intelligence over mechanical function. Rather than engaging in a militaristic docking 

manoeuvre, the vessels perform an intimate act of guidance, encircling the shuttle, pulling it 

into the dome, and bringing it “to rest gently on a round landing platform,” thus treating the 

shuttle as a relational body being welcoming into the living dome of the battleship rather than 

as cargo (286). When Tia steps from the shuttle, she encounters an interior that radiates calm 

rather than militarism: a vast, curved, blue-lit space whose quiet grandeur momentarily 

dissolves her fear of deep space. Guided down to the planet Thrae, she is welcomed by the 

Thraean hosts, who greet her party at a lakeside settlement surrounded by round, stone-

coloured buildings and three moons suspended in the sky (286–87). In foregrounding 

movement, rhythm, and guidance over domination, Cole reframes the technologies of space 

travel through an oceanic feminist lens aligned with Pasifikafuturism: mobility becomes 

relational rather than extractive, oriented toward care, shelter, and return. Although the 

Thraean battleship functions as a vessel of planetary security, its jellyfish-like body and 

rhythmic, contracting movement recast defence through an oceanic, maternal modality rather 

than through masculinist militarism. The battleship therefore functions not as a weaponised 
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extension of empire but as a kin-making vessel whose watery intelligence enacts the 

cosmological ethics that sustain Indigenous futures. 

The novel offers a powerful vision of fluid technicity through the lakescreen—an 

embodied, responsive interface that merges femininity, technology and more-than-human 

relationships. Water here is natural and wedded to technology. The lakescreen functions as a 

window, door and transmission surface, its materiality refusing statis. When an AT shuttle 

“flew low across the city . . . the gill vents puffed and the lakescreen grabbed at any 

condensation droplets floating in the air,” the lakescreen demonstrates a permeability that 

blurs boundaries between environment and machine. Technology becomes responsive to 

atmospheric wetness, drawing vitality from the same element that sustains life (42). At bubu 

Keleni’s flotation house, three year old Tia “placed her hands on the lakescreen windows’ 

cold wet membrane and blew bubbles into the water . . . Her tiny hands splashed at the door 

and left waves of charged water molecules rippling across the lakescreen” (12). Here, child 

and technology play together, emphasising intimacy rather than separation. The lakescreen is 

not a cold, external device but a membrane that responds to touch, reinforcing the idea that 

technology can be affective, relational, and kin-like. Similarly, during her graduation, when 

Tia “pushed the lakescreen membranes until they broke, and water droplets floated out” 

before the screen reconstituted itself, the lakescreen performs resilience and self-healing (14). 

Its watery adaptability not only mediates communication but insists on fluidity as a condition 

of connection. These scenes show water as more than gestational medium or ecological 

sustenance: it permeates technology as an essential boundary between inside and out, 

enabling survival, communication and connection. The lakescreen’s fluid responsiveness 

reaffirms a cyberwāhine ontology in which Indigenous feminist technology is neither inert 

nor extractive, but porous, affective, and relational. It embodies Cole’s Pasifikafuturism—

“liquifying the boundaries of technology and time and space” through ancestral knowledge 
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systems (“Wayfinding” 55). These are not metaphors but living technologies that, like 

wayfinding, “draw the destination to them” through embodied memory and oceanic logic 

(55). The lakescreen’s fluid interface simultaneously echoes Aroha Yates-Smith’s recognition 

of atua wāhine as elemental, watery presences, while also emboding an idea where 

technology is woven into our whakapapa, into the atua, into wai itself, thereby collapsing 

boundaries between science and spirit (113). Cole’s insistence that Pasifikafuturism “flows 

from Pacific Ocean Indigeneity” invites us to read the lakescreen as genealogical rather than 

futuristic (“Wayfinding” 55). Such a vision subverts techno-capitalist narratives of progress, 

offering instead what Cole calls “a return to the self”: a re-embodied, relational and sovereign 

futurity that swims against the current of settler cosmology (60). This return to the self is  a 

reconnection—a fluid self co-constituted with environment, genealogy and oceanic memory. 

In Cole’s vision, and in this interpretation, the watery tribe includes posthuman and elemental 

kin, configured through tikanga, fluid technicity, and ancestral resonance. What emerges is 

not a metaphor but a method—a wayfinding kinship that resists containment and makes 

futures in the shape of currents, not categories.  

Within this water-based cosmology, even deep space becomes a continuation of the 

ocean: a fluid domain infused with presence, rhythm, and cosmological relation. Gina Cole’s 

Pasifikafuturism captures this orientation when she writes that “space is ocean . . . our 

ancestors already travelled there,” reframing the cosmos as a site of ancestral continuity 

rather than imperial conquest (Pasifikafuturism 87). Thrae embodies this vision. As the 

Thraean battleship “floated down to the exo-sphere and hovered above Thrae,” its movement 

is guided by the same liquid intelligence that shapes its oceanic environment below (Na Viro 

288). The shuttle is escorted to the planet’s surface through a choreography of relational care: 

“small, sleek torpedo-shaped vessels” dart around the craft “like sockeye salmon,” guiding it 

to land “next to a large lake” where warmth, sun, and the sight of three moons signal a 
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planetary world suffused with cyclical, tidal life (288–89). The welcome party that greets Tia, 

Leilani, Oculum, and Turukawa further enacts this ethic. Sotrakkar introduces them to Chief 

Looj—whose title resonates with Māori and Pasifika genealogical leadership—yet his 

“flowing” robes, graceful movement, and non-hierarchical manner unsettle masculinist 

models of authority (289). The Chief’s willingness to speak plainly of harm done to Thrae, 

his recognition of Tia’s whakapapa through her father Gromtarg and Aunt Rota, and his 

readiness to offer technological support all signal a leadership grounded in relational 

accountability rather than power. This ethic extends into the planetary environment itself. 

When Tia asks about the animals on Thrae, Sotrakkar expresses horror at the idea of 

consuming “animal muscle,” affirming instead that Thrae exists “in harmony with all 

animals” and is home to “millions of birds and fish” (290). Even ships like Pawta are not 

manufactured but “grown from infancy into full adulthood,” embodying an ecological and 

technological interdependence unimaginable within colonial spacefaring paradigms (290). 

Through these interlinked scenes, Thrae emerges as a demonstration of Indigenous futurity: a 

world where leadership is relational rather than dominative, where technology is ecological 

rather than extractive, and where the rhythms of water shape planetary and cosmological life. 

In this setting, technology, environment, and kinship remain inseparable, grounding Thrae in 

a Moana-based relational science that resists colonial spacefaring paradigms. Thrae is not a 

utopian escape but a recalibration of futurity toward reciprocity, ceremony, and care—an 

Indigenous alternative to imperial visions of space. 

If Thrae grounds Indigenous futurity in ecological abundance, the taniwha extend this 

futurity into the thresholds of water, dream, and space-time, marking how Na Viro carries 

Māori cosmology into extraterrestrial environments. Celestial whirlpools such as Na Viro and 

Tijen Hawk are revered, named, and protected—treated as cosmological kin requiring 

ceremony and guardianship. Taniwha inhabit these thresholds, serving as ancestral presences 
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that shape how space is navigated and understood. Tia’s first instinct upon approaching the 

Thraean lake—hesitating because “there might be a taniwha swimming in the lake”—signals 

how Indigenous protocols of respect accompany her even into alien waters (293). This 

cosmology deepens in the dream-lake sequence, where Tia drifts through a cavernous 

underwater world while a warning voice pleads: “Don’t go into the lake. It’s not safe. There’s 

a taniwha in there and she won’t be happy to see you. Come back” (300). Later, as the crew 

prepares to navigate the celestial whirlpool, Sotrakkar cautions that “taniwha like to rest” 

inside its transient side-tunnels—liminal spaces that appear and vanish within the whirlpool’s 

shifting gravitational field. When Tia asks for clarification, her translation patches continue to 

render the Thraean word as “taniwha,” emphasising how the novel insists on Indigenous 

naming even when describing alien cosmological beings (309). Sotrakkar’s further 

warning—“They’re harmless unless you hurt them. Then they’ll kill you”—confirms that 

these entities require protocol, not conquest (309). Through these encounters, taniwha 

become guardians of the novel’s liminal architectures: lakes, dream-portals, gravitational 

tunnels, and cosmic thresholds. Their presence reframes these environments as relational 

spaces requiring attention, reciprocity, and care. In positioning taniwha as custodians of 

space-time itself, Na Viro extends Māori cosmology into the most speculative regions of the 

novel, showing that Indigenous ethics guide how new worlds are entered and navigated. The 

taniwha thus anchor the water-tribe analytic, demonstrating that futurity flows through 

thresholds—where memory, cosmology, and relational responsibility converge. What these 

last two scenes show is that what Thrae offers is not a utopian escape but a recalibration—a 

vision of resistance and futurity shaped by tides, taniwha, and the relational work of 

belonging. 

Grounded in te ao Māori and Pasifikafuturism, Na Viro reframes water as more than 

setting or symbol. Within this Moana-centred epistemology, water is whakapapa—a living 
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archive of becoming that resists extractive, settler-colonial logics of space, time, and 

reproduction. It is also a sentient technology. The Beyond Gender Research Collective draws 

on Sophie Lewis’s formulation of amniotechnics, a concept Lewis describes as a “cyborg 

conception of water,” to theorise water as a gestational technology that encompasses 

“protecting water and protecting people from water” (198). As Lewis argues, “‘Water 

management’ may sound unexciting, but I suspect it contains key secrets to the kinmaking 

practices of the future”—practices that explicitly leave behind “that capitalist technology of 

containment, the heteropatriarchal, nuclear family” (qtd. in Beyond Gender Research 

Collective 198). The Collective emphasises that water operates simultaneously as a medium 

of gestation, ecological survival, and potential destruction, demanding ethical practices that 

scale from the intimate to the planetary. Their amniotechnical approach therefore asks us to 

imagine modes of relation capable of “welcom[ing] migrants crossing oceans while 

protecting our cities from tsunamis,” while also grappling with the “differing abilities to 

safely be in and with water” (198).This framework deepens a reading of Na Viro, where Cole 

imagines water as a relational, maternal force that exceeds anthropocentric constraint. The 

cyberwāhine, Turukawa and Tia, inhabit what can be read as a hydro-genealogical world, in 

which water and memory circulate together. Tia’s longing for “the warm blue ocean around 

Kato and Namu,” her desire for air and gravity that “defined her, not the vacuum in space,” 

place her firmly within a cosmology of wairua, whakapapa, and maternal care (Na Viro 61). 

Her question—“Why would a fish leave the sea . . . ?”—is not rhetorical but ontological: an 

assertion that one should not detach from source, even when thrust into technological or 

interstellar environments (61). This maternal alignment sits in conversation with Indigenous 

critiques of reproductive futurism discussed earlier, which resist heteropatriarchal survivalism 

in favour of fluid, collective kinship systems. Cole’s oceanic imagery challenges technocratic 

futurity by placing embodiment and belonging at the centre of speculative world-making. As 
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Astrida Neimanis argues, water is “an embodied and environmental materiality” that binds 

human and more-than-human bodies in a shared hydrocommons (30). Tia echoes this 

continuity: “They lived inside each other, didn’t they? From the same substance, fish, salt, 

sea?” (Na Viro 8). Yet Na Viro pushes beyond feminist posthumanist accounts by centring 

Indigenous cosmologies from the outset. Water is not simply material but wairua, as Anahera 

Gildea reminds us—the space and relation between Papatūānuku and Ranginui where kin are 

conceived, remembered, and returned to. Even as Western theorists increasingly recognise 

water’s entangled agency, Cole’s narrative asserts that this watery tribe is fundamentally 

Indigenous: an oceanic ancestor, body, and sovereign archive of Moana futurity. 

The radical potential of Na Viro lies in its invitation to reconceive kinship as a fluid 

constellation of beings and bodies—a watery tribe—linked through shared reliance on water 

as origin. This vision is literalised in Tia and bubu Keleni’s encounter with a whale whose 

body bears both ancestral and technological traces:  

The whale’s fluidity mesmerised Tia and Keleni. They watched as she rolled her huge 

grey body in the water, and inspected them with one wet, circuitry-enhanced eye, 

before she dived . . . Academy circuitry lined the underside of her tail and glinted in 

the sunlight. (Na Viro 70)  

The technologies that gestate cyborg bodies like the whale are born of military laboratories 

within the wetness of the ocean: “Way down in murky pounamu depths, among ancient 

bombed-out ship hulls, the bones of ancient peoples and whales washed up against each other 

in the currents” (67). This passage underscores that Indigenous technicity in the novel is 

never neutral: it is gestated within oceans already saturated by colonial violence and ancestral 

memory. Accordingly, the encounter with the whale is multisensory, even repulsive: the 

“falling mist reeked of excrement and the rotting fumes from thousands of fermented krill” 

(70). But within that abjection is joy, for Tia recognises the whale’s survival as a sign of 
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resurgence: “DNA released from hundreds of years of captivity and frozen tubes” (70). 

Rather than representing technological mastery, the whale’s hybrid body resists human 

control. As she moves, “the whale shot free more circuitry, shedding the Academy’s grip on 

her body. Her eye circuits had almost dissolved and reintegrated into her bloodstream” (70). 

This return to an oceanic state resonates with Neimanis’s theorisation of “amniotic relations 

to other human and more-than-human watery bodies”, offering a feminist posthuman 

framework that honours ancestral memory and ecological sovereignty (161). Yet Na Viro 

refuses the myth that survival depends solely on human intervention. After the Water Wars, 

birds return “unenhanced, unaided . . . without any scientific interference from human,” 

thriving precisely through their distance from the human world (Na Viro 67). Cole’s watery 

tribe challenges settler cosmologies of extraction and control. The “murky pounamu depths” 

from where the whale originates function as both laboratory and archive, where shipwrecks 

of empire rest beside the bones of peoples and whales, binding technoscience to histories of 

war and whakapapa alike. In situating the cyborg whale’s birth within this contaminated 

womb, Cole highlights the ambivalence of futurity—where domination and resurgence are 

entangled, and survival emerges from within the debris of empire. 

Indigenous kinship is reimagined as a watery tribe that refuses to remain confined to 

terrestrial bounds. Kinship here is adaptive, evolving across time, technology, and the 

gravitational rhythms of the cosmos. Leilani’s journey is initiated not through human design 

alone but through a celestial visitation: “the arrival of a visitor from deep space, a mysterious 

meteor,” described as “a celestial traveller,” and a “survivor” (Na Viro 36-37). This framing 

personifies the meteor as kin, embedding human destiny within pre-existing cosmic 

genealogies. A similar logic structures the emergence of Sky Hawk Tijen, a cosmic whirlpool 

whose gravitational field unsettles oceanic and planetary rhythms alike. Turukawa insists that 

Tijen is not inert matter but an “active entity” capable of shifting Earth’s gravity (37). Its 
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spiralling pull literalises whakapapa through enactment: the whirlpool’s corkscrew force 

draws together bodies, vessels, and currents into a shared relational field. In the novel’s 

terms, whakapapa becomes materially perceptible as a planetary force. The text makes this 

explicit: “Tijen’s corkscrew energy pulled the ocean currents in many different directions. 

[Tia] had to adjust the drua’s heading three times to compensate. Each time the change 

forced them to sail in a loop to get back on course” (65, original emphasis). These enforced 

loops—repeated returns, reorientations, and recalibrations —enact whakapapa’s central 

principle: relation requires constant adjustment toward others. Tia recognises this 

convergence when she notes that Tijen’s currents resemble whirlpools near Namu Island, 

though “more consistent, precise, machine-like” (47). This machinic precision does not sever 

Tijen from whakapapa; rather, it demonstrates how celestial forces extend the rhythmic 

intelligences of the ocean into the architectures of space. The sea and the star ways are, 

therefore, revealed as two expressions of the same genealogical ordering, their motions 

governed by a shared cosmological ancestry. Tijen thus operates as an astronomical force and 

as relational kin, its gravitational influence shaping the timing of human voyaging. It is 

Tijen’s looming orbit that accelerates Leilani’s mission, the Academy launching her only 

once “the whirlpool [had] deflected this meteor into Earth’s orbit,” thereby triggering the 

activation of the gravity satellites and the urgency of departure (38). By situating human 

navigation within this entangled matrix of oceanic and celestial movement, Cole dissolves 

any distinction between terrestrial and cosmic kinship. The watery tribe is expanded into the 

star ways, where whakapapa stretches across oceans and orbits, binding celestial bodies, 

planetary currents, and Indigenous futures into a single relational system. These forces do not 

remain external to the voyagers but enter their dreamscapes, pulling the watery tribe into 

psychic terrains shaped by the same genealogical currents. The watery tribe is thereby 

expanded into the star ways, where whakapapa stretches across oceans and orbits, entwining 
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celestial bodies, planetary currents, and Indigenous futures. Such entanglements enter the 

dreamscapes of the voyagers themselves, carrying the watery tribe into psychic terrain. 

Tia’s involuntary propulsion into deep space fractures the boundary between waking 

perception and visionary experience, drawing her into dreamscapes where surveillance, 

memory, violence, and ancestral presence converge. Forced into the rescue mission to 

retrieve Leilani and the Thraean probe in the opening sequence of the novel, Tia embarks as 

mapper and navigator aboard Black Kiwi 3, under Turukawa’s captaincy. As soon as the ship 

leaves the planet’s “safe cocoon,” Tia slips into a dream-vision that collapses sea, space, and 

psyche (Na Viro 87). In this episode, “she and Leilani swam under the sea without any 

breathing apparatus,” ascending toward the surface yet “not com[ing] up for breath,” their 

bodies adapting to a mode of being in which water rather than air sustains them—an early 

sign of the oceanic attunement that shapes their Pasifikafuturist alignment (126). The dream 

shifts violently when a shark glides between them, its rough hide brushing her arm “like 

coconut tree bark” before biting into her bicep so that “blood curled into the water” (126). 

When she faces it, she meets “a golden eye; hard, ball bearing, with a piercing black-dot 

iris”—an explicitly mechanised gaze aligning the shark with the Academy’s extractive 

surveillance technologies (126–27). The shark’s mechanical, ball-bearing eye reads as a 

figure of colonial intrusion: an instrument able to penetrate Indigenous bodies and dreams 

alike. The dispersal of Tia’s blood into the ocean symbolises both genealogical flow and 

exposed vulnerability, turning the water into an archive where intimacy and harm circulate 

together. This moment indexes a longer Pacific history in which the ocean functioned as the 

route for missionaries, whalers, soldiers, and scientific vessels—vectors of extractive 

modernity whose technologies sought to discipline Indigenous bodies. The shark’s bite 

therefore materialises this transgenerational violence through the body of an Indigenous 

woman, whose hybrid, amphibious form becomes the membrane through which oceanic 
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pasts, colonial histories, and futurist threats converge. This first half of the dreamscape 

reveals how harm is carried into space, following the watery routes of earlier colonial 

incursions, marking Tia as the site through which these violences surface and are contested. 

If the shark embodies colonial surveillance and ocean-borne violence, the second half 

of the dreamscape transforms the scene into an Indigenous counter-technology of care, 

guided by women who function as guardians, knowledge-keepers, and cosmological 

navigators. After punching the shark and being released, Tia awakens—still dreaming—

beneath “the green leaves of the weaver’s tree in the courtyard of the koro,” lying on 

pandanus mats, surrounded by weavers and by Dani, who tends her with “a wet cloth to her 

forehead” (127, original emphasis). Their collective presence—hovering protectively, calling 

her back with “Wake up, wake up”—reconfigures the dream from violation to restoration. 

This shift from oceanic threat to terrestrial sanctuary demonstrates how whakapapa sutures 

sea, land, and sky into a single genealogical continuum. The weavers are not generic 

caretakers but figures of ancestral expertise: women who preserve memory, bind community, 

and transmit knowledge through embodied practice. Their appearance counters the shark’s 

mechanised surveillance with a feminist, relational epistemology grounded in care and 

intimacy. That Dani sits among them, tending her daughter despite her usual allegiance to the 

Academy, gestures toward the possibility of reconnection: in dream space, she is reabsorbed 

into a lineage of women whose authority is relational, ceremonial, and intellectual. Her 

participation does not undo prior wounds, but it does signal that kinship can be reactivated 

through Indigenous technologies of dreaming. Dreaming itself becomes a form of Indigenous 

technicity—a mode of perception that restores balance when colonial harm has breached the 

body. Even as Tia’s physical body lies unconscious in a spacecraft moving through outer 

space, the dream enables her to re-enter ancestral presence, to be held by women who weave 

memory and cosmology back into her. Through these dream-encounters, Tia (and later 
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Leilani) recalibrate their identities against settler futurisms, embracing instead a hybrid 

embodiment—amphibious, interstellar, relational—that aligns with Pasifikafuturist visions of 

navigators who belong to both water and the stars. By adapting to dream-space and ocean-

space alike, they become agents of Indigenous futurity, carrying forward a legacy of 

relational resilience encoded in ancestral memory and ecological intimacy. 

Water, throughout Na Viro, is a cosmological pulse: the medium through which 

memory survives, kinship extends, and futures are sounded in advance. Across ocean, dream, 

vessel, and void, Cole imagines water as an ancestral technology—capable of carrying 

violence, carrying care, and carrying voyagers into new genealogical alignments. Its 

movements gather Tia, Turukawa, Leilani, Tijen, the Thraeans, and the spectral presences of 

tūpuna and dream-figures into one shifting constellation, a watery tribe whose bonds are 

shaped through relation, orientation, and shared exposure to the tides of harm and healing. In 

this world, kinship is neither terrestrial nor solely biological: it is tidal, adaptive, and 

cosmological. Water links the navigational sciences of the Moana to the architectures of deep 

space; it threads the intimacies of dreaming to the gravitational pull of celestial whirlpools; it 

transmits ancestral presence across the mediums of ocean, interface, and psychic vision. 

Whether pulsing through the fluid technics of the lakescreen, steering the rhythmic motions 

of the Thraean battleship, or shaping the violent tenderness of Tia’s dream-encounter, water 

exerts a relational logic that unsettles colonial orders of embodiment. It insists that every 

being—human, machine, star, taniwha—is held within a wider genealogy of matter, wairua, 

and cosmological reciprocity. Cole’s watery world therefore stages a mode of belonging 

rooted in movement rather than fixity, in entanglement rather than enclosure. The watery 

tribe becomes both metaphor and method: a way of reading that privileges connection across 

species, planets, timelines, and ancestral horizons. In these fluid terrains, embodiment is 

porous, kinship is capacious, and futurity is shaped not by linear ascent but by the rhythmic 
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pull of tides—turning, returning, and recalibrating. What emerges is an Indigenous 

cosmological vision in which water generates and protects worlds, orienting voyagers toward 

futures sustained by whakapapa, ecological intimacy, and collective survivance. Collectively, 

these watery tribes reveal kinmaking as a practice that is maternal, queer, and cosmological: 

an Indigenous feminist mode of worlding where whakapapa flows across sea and sky, 

entwining human and more-than-human futures. 

 

3.4. Queer Potential of Indigenous Futurism  

 

In Cole’s futurist vision, queer desire moves like water: it circulates as current, wave, mist, 

and tide, at once intimate and insurgent, personal and planetary. This section traces how the 

novel mobilises intimacy beyond heteronormativity to critique colonial logics of containment 

while affirming Indigenous relational world-making through survivance, whakapapa, and 

Pasifikafuturist vision. Extending its exploration of kinship and desire, Na Viro can be read as 

a queer Indigenous text that resists normative futurities by centring queer desire as a force of 

navigation and survival. Cole’s characters traverse space and affective intensities that 

dissolve Western dichotomies of gender, sexuality and embodiment. This traversal resonates 

with the novel’s assertion that desire is moves beyond the physical—it is temporal, spatial 

and ancestral. By depicting queer love and erotic affiliations as integral to Indigenous 

survival in the stars, Cole extends the terrain of Indigenous Futurism to include intimacy as 

resistance. This section also addresses Indigenous solidarity, both within the Pacific and 

beyond, suggesting that queer and multi-species relations constitute an extension of the idea 

of whakapapa as an ethical fabric for shared planetary and interplanetary futures. Thus, desire 

becomes a collective, navigational force that sustains survivance and critiques 

heteronormative futurism.  
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Queer desire is portrayed as intimate and insurgent, leaking beyond the Academy’s 

extractive containment to align longing with acts of refusal and collective defection. The 

chapter “Resistance” captures this duality: it names both Tia’s hesitation toward her growing 

attraction to Turukawa and the wider insurgency against the Academy’s colonial ambitions. 

Upon graduating from “her bleak life at the Academy,” Tia’s “dreams had come true” when 

she had been accepted into the Global Indigenous Alliance, “an organisation that ran 

separately from the Academy” and that “ran on Indigenous principles, in harmony with 

nature, with chaos and creativity, with the order of the cosmos” (11-12). The Academy’s 

pursuit of exo-ore in the sacred whirlpool, Na Viro, epitomises settler extractivism, seeking to 

convert Indigenous cosmologies into imperial technology. Leilani declares “What the 

Academy is doing to Thrae and the Thraean people, taking their resources, it’s wrong” (260). 

Against this logic, the girls’ father, Gromtarg, recruits Leilani into the Thraean resistance for 

a mission to sabotage the probe Sailing Dirt by diverting it into the whirlpool and beyond the 

Academy’s reach. Surprised, and more than a little hurt, Tia reprimands her sister: “You 

could have told me. I would’ve helped” (260). Her reaction is rooted in the revelation that she 

alone has been kept outside the family’s resistance network. Leilani has long been tied into 

the movement through their father Gromtarg and Aunt Rota, while Tia—despite her 

instinctive defiance of the Academy, her fighting, and her immediate intention to join the 

Global Indigenous Alliance—has been shielded from the danger. What wounds her is not 

simply being left out, but the implication that her family does not yet see her as capable, 

ready, or trustworthy enough to share the burden. For Tia, resistance is a collective ethic: a 

fight undertaken in kinship, transparency, and shared risk. Leilani’s secrecy therefore feels 

like both a personal dismissal and a political contradiction, as if the very relational ethics that 

ground Indigenous resistance have been suspended in her case. Her hurt marks the moment 

she recognises that her family’s protection—however well intentioned—has also denied her 
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agency. In spite of this, Tia has shown her own growing resistance to the Academy and all it 

represents. Her decision to defy institutional orders early in the novel—“She would be 

blacklisted . . . But she didn’t care”—marks a growing refusal of the Academy’s disciplinary 

authority (86). Tia, Turukawa, and Oculum15 ultimately defect to aid this effort, locking 

Dani’s crew in the brig and aligning themselves with the Thraean resistance. In refusing the 

Academy’s extractive ambitions, Tia and Turukawa enact what Indigenous scholars might 

call a refusal of colonial futurity—a turn away from imperial technoscience and toward 

planetary kinship in their support of the Thrae people and their sacred spaces.  

This political rupture is inseparable from Tia’s personal awakening which crystallises 

in her exchange with Turukawa when she finally articulates the scale of the Academy’s 

violence: “She murdered the Thraean crew; she kidnapped Sotrakkar, the captain, and she 

tortured him” (167). Turukawa’s “pained look” and the silence that follows draw Tia into a 

moment of reckoning, one in which she recognises that Dani’s brutality is not aberration but 

systemic: “This colonisation of Thrae must be Academy approved” (167). Her newly 

sharpened stance is tied to her own histories—growing up after Namu Island had been 

underwater for a century, remembering “the old pictures” and Bubu’s stories, and refusing to 

“inflict the old structures and institutions on another planet” (168). This convergence—grief, 

memory, political clarity, and Turukawa’s presence—marks the shift where her refusal 

becomes embodied. The rupture is affective as much as ideological: her sense of Turukawa’s 

emergent conscience (“had her mysterious sentience activated a conscience?” (167)) mirrors 

her own, and the scene sutures relational feeling to political refusal. What emerges is not 

desire as reproduction or romantic progression but desire as disruption—contingent, fugitive, 

and politically potent. By entwining intimacy with sabotage, Cole refuses to separate affect 

 
15 Oculum, the ship’s doctor, belongs to the genderless Matifon people of Earth and is referred to as “they.” 
Introduced as “the most beautiful person Tia had ever seen” (120)—a sentiment echoed even by Dani, who 
describes them as “beautiful like artwork”—Oculum joins Tia, Turukawa, and Leilani in mutinying against the 
Academy in response to its murderous extractivist agenda (177). 
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from resistance, body from land, or gender from multiplicity. Queer longing here becomes 

insurgent when directed against extractive containment, leaking into refusal and sabotage. By 

aligning eros with anti-colonial struggle, Na Viro reframes desire as both intimate force and 

planetary insurgency. 

The narrative’s shift from political insurrection to embodied intimacy marks a 

thematic expansion—one that centres queer desire as a disruptive yet regenerative force. 

Rather than treating intimacy as a route toward narrative closure or reproductive futurism, the 

narrative suspends desire in a state of tidal potential, continually rising and receding without 

breaking. After the reclamation of the ship, Tia and Turukawa’s encounter unfolds in a scene 

charged with sensory density: “her breath hot on Tia’s face,” the pressure of “hard-muscled 

thighs,” and the enveloping warmth of bodies drawing together in darkness (Na Viro 264; 

198). Their kiss—openly initiated and reciprocated—confirms Tia’s attraction and dissolves 

her earlier anxieties about Turukawa’s machinic body. Touch, heat, and responsiveness 

animate these moments: “Tia eventually gave her body over willingly to the embod’s soft 

warmth,” even “forget[ting] Turukawa was a robotically enhanced entity” (264; 291). These 

images reject the trope of the cyborg as cold or mechanical, queering intimacy by reframing 

circuitry and programmed responsiveness as part of erotic possibility. Yet Na Viro 

simultaneously resists consummation. Tia introduces hesitations—her sense of unreadiness, 

her uncertainty about Turukawa’s past with Captain Serché. These self-imposed obstacles 

suspend intimacy before closure, unsettling the heteronormative narrative arc that equates 

desire with sexual completion or reproductive settlement. In this refusal, the text aligns with 

José Esteban Muñoz’s theorisation of desire as “not yet queer  . . .  the warm illumination of a 

horizon imbued with potentiality” (1, emphasis added). Desire remains wave-like—cresting, 

withdrawing, and cresting again—echoing Muñoz’s sense that queerness is primarily about 

futurity and hope—the “horizon imbued with potentiality” (1). This suspended erotic rhythm 
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does not diminish desire; it amplifies it. Intimacy becomes a mode of worlding rather than a 

movement toward coupling, generating relation through vulnerability and attunement rather 

than normative sexual expression. In this way, the scene resonates with Anna Kurowicka’s 

notion of “asexual resonances”—a critical perspective she uses to locate “‘alien spaces’ in 

which desire and gender are displaced” (72). Kurowicka emphasises that such resonances 

“decenter sexual desire and carve out a space for identities and relationalities formed on [a] 

different basis” (73). Reading Na Viro through this lens reveals how Tia and Turukawa’s 

connection produces precisely such a space: intimacy that exceeds sexual culmination 

becomes a relational technology, aligned with Indigenous futurist commitments to kinship, 

care, and embodied presence rather than reproduction. Through these oscillations between 

touch, attraction, and hesitation, Na Viro imagines queer intimacy as both embodied and 

unfulfilled—a relational current that refuses heteropatriarchal closure. Desire and intimacy 

function as an affective force and also as a political gesture: a refusal of colonial containment, 

a turning toward alternative genealogies, and a commitment to futures that exceed biological 

reproduction. In linking eros to anti-colonial struggle, Cole frames desire as intimate force 

and planetary insurgency, widening the field of Indigenous futurity and repositioning queer 

longing as a site of world-making potential. 

Through Tia’s refusal of consummation, the novel positions queer posthuman 

intimacy as a space of potentiality rather than completion, expanding how Pasifikafuturist 

kinship can be formed outside sexual closure. This hesitation is a relational calibration that 

aligns with tikanga-informed Māori understandings of gender and intimacy. As Maia 

Berryman-Kamp explains, in precolonial Māori societies “merely possessing the required 

physiology did not . . .  constitute a right to certain roles and practices,” and “masculinity and 

femininity do not map easily onto male and female bodies” (119). Gender and relational 

identity were shaped instead by whakapapa, aptitude, necessity, and the demands of context. 
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Leonie Pihama deepens this tikanga-informed framework by emphasising that Māori gender 

and relational identities are concerned less with sexual binaries and focused on cosmological 

balance. Drawing on Rose Pere who says, “mana is multi-form and includes psychic 

influence, control, prestige, power . . .  The most important mana however is mana atua—

divine right . . .  Every person has mana atua — no more, no less” (qtd. in Pihama "Mana 

Wahine" 354). This equal distribution of mana destabilises the hierarchical gender logics 

imposed through colonisation and affirms a relational ontology in which all bodies—

regardless of sex, gender expression, or form—participate in sacred power. Pihama further 

insists that identity is constituted through our connections to place: “We locate ourselves in 

relation to our mountains, the rivers, the oceans . . . Such connections define our positioning . 

. .  both individual and collective simultaneously” (352). In this sense, kinship emerges as a 

cosmological relation rather than a sexual or reproductive one, aligning directly with the 

watery tribe framework of Na Viro, where belonging is enacted through shared currents of 

care, obligation, and whakapapa. Pihama’s critique of colonial gender impositions 

underscores this point: “Colonial literature . . .  embed dominant Western misogynistic 

constructions of gender . . .  Hineahuone [is shifted] from a place of being sacred . . .  to 

being merely a ‘receptacle’” (354). Her analysis makes clear that a Māori hermeneutic cannot 

be contained within Western sexuality frameworks because its gender system is 

fundamentally different at the root—grounded in balance, reciprocity, and cosmological 

relation rather than binaries. Read alongside Cole’s narrative, Pihama’s account illuminates 

why Tia and Turukawa’s intimacy does not require sexual closure to be meaningful: within a 

Māori relational universe, desire is one current among many that bind people together, and 

kinship is always more-than-individual, more-than-sexual, and inherently collective. This 

relational pattern also resonates with Pasifikafuturism’s oceanic epistemology, where 

connection is fluid, adaptive, and governed by currents rather than linear progression. What 
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this first movement establishes is a tikanga-informed framing in which intimacy is not bound 

to sexual finality but to reciprocity, balance, and cosmological relation. By foregrounding 

mana, whakapapa, and environmental location as the basis for relational identity, Cole’s 

novel opens space for forms of desire that are collective rather than individual, and rhythmic 

rather than teleological. This foundation prepares the analytical terrain for understanding Tia 

and Turukawa’s embodied connection as a mode of Indigenous relationality that exceeds 

Western binaries. 

The crew’s encounter with the Thraean probe, Sailing Dirt the Third, crystallises the 

novel’s refiguration of technology as relational, ecological, and sacred. Unlike the 

Academy’s probes—designed as extractive instruments that extend imperial surveillance—

Sailing Dirt is introduced as kin, a sentient entity whose epistemic agency unsettles 

technoscientific expectations. Its very name, earthy and untranslatable, signals that it belongs 

to a lineage rather than a production line; the “Third” marks inheritance and continuity rather 

than versioning. When Tia confronts the probe, her uncertainty about “where to look” 

emphasises that it is not simply an object but a presence, at once material and animate. Its 

body is described as “rock,” a “huge lozenge,” yet also as something that vibrates, listens, 

and withholds; the probe’s interior is “split rock pages  . . .  able to [be] read” (Na Viro 248-

49). This oscillation between solidity and vitality mirrors the living stoneship Pawta and 

affirms that Thraean technologies carry their own genealogies. The moment of opening 

intensifies this relationality. After a whispered exchange with Sotrakkar in untranslated 

Thraean, the probe responds: “The split widened until the rock opened like a book, hinging in 

the middle. The probe’s rough internal surfaces sparkled with tiny points of starlight” (248). 

This scene functions as a sacred revelation. The hinge, the slow widening, the glittering 

interior—these images unmistakably evoke the vulva as a site of generativity, knowledge, 

and encounter. Rather than sexualising the moment, the novel renders it as cosmological: the 
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opening is for recognition. Sailing Dirt does not reveal itself to the Academy’s instruments 

but to those it identifies as kin, reaffirming that knowledge in this world is relational, not 

available on demand. Cole uses this shimmering, vulval imagery to reclaim a sacred feminine 

power often erased within imperial technoscience. The probe’s opening becomes a threshold 

where ecological memory, embodied knowledge, and cosmological intimacy converge. 

Importantly, its luminosity—“tiny points of starlight”—situates its interior as a cosmos in 

miniature, a reminder that Thraean technologies hold worlds rather than resources. The 

Academy’s extractive gaze fractures here: the probe refuses classification, resists 

objectification, and demands relational approach. By foregrounding the sentience and self-

disclosure of Sailing Dirt, Na Viro reorients technology away from colonial extraction and 

toward Indigenous worlding. The probe becomes a participant in a living ecology—one that 

binds bodies, stones, water, and memory in networks of vitality that exceed human control. 

Its opening becomes ceremonial, a gesture of trust and kin recognition. Through this moment, 

Cole asserts that futurity is not secured through domination or resource capture but through 

relational reciprocity, awe, and the sacred feminine force that continues to shape the novel’s 

watery tribes. 

The opening of Sailing Dirt also exposes the fragile boundary between relational 

knowledge and colonial extraction, revealing how sacred intimacy becomes vulnerable when 

severed from its cosmological context. Although the probe greets the crew as kin — 

“Greetings . . .  biological sister unit . . .  and associated unit” — it immediately signals limits 

to access: “This information is not for outside units. Only for the home Planet” (248). 

Knowledge is thus governed by whakapapa, not entitlement. Only after Sotrakkar whispers to 

it “in Thraean words which the translation patch [in Tia’s uniform] had difficulty 

deciphering” does the probe consent to open (248). The moment is ceremonial: the split 

“opened like a book . . .  sparkled with tiny points of starlight,” and Tia must “stand between 
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the pages” to view the animated interior of the whirlpool (248–49). To Thrae, this is an act of 

reverent disclosure; the whirlpool is a living being—taniwha-inhabited, fragile, spiritually 

potent—yet to the Academy it becomes nothing more than an untapped vein of planetary 

capital. As Leilani explains, “The probe has mapped every exo-ore occurrence in the 

whirlpool. Each point of light marks a single deposit,” prompting Tia’s shocked realisation 

that “all those flashing lights are exo-ore” (249–50). The danger crystallises when Turukawa 

confirms: “This is what the Academy is planning. To mine this whirlpool, extract everything 

they can” (250). This threat is sharpened by Leilani’s admission that the Academy also 

intends “to colonise and mine planet Thrae” (250), an ambition echoing Tia’s earlier 

recognition that the Academy, “the ruling classes . . .  the merchants . . .  the plutocrats,” 

remain “hungry for exo-ore,” repeating “the old structures and institutions” that once 

devastated Earth (167–68). What to the Thraeans is sacred knowledge “not for outside units” 

becomes, in Academy hands, the blueprint for planetary conquest. By juxtaposing relational 

ceremony with extractive hunger, the novel reframes Sailing Dirt as an embodied archive 

whose opening demands kinship, care, and accountability. The vulnerability lies less in the 

probe’s disclosure and moreso in the possibility that its knowledge will be torn from 

whakapapa, and repurposed as colonial capital. 

If Sailing Dirt enfolds technology into the whirlpool’s living ecology, then the novel 

also insists that such vitality is never confined to a single site. Vitality spirals outward, 

extending across planetary and celestial scales, where Indigenous metaphysics reimagine 

kinship as both terrestrial and cosmic. In this widening frame, Na Viro demonstrates that 

survivance is about resisting extraction and about worlding otherwise—mapping kinship 

across oceans, atmospheres, and orbits. In the climactic scenes of Na Viro, the whirlpool 

becomes both sacred site and cosmological threshold, enfolding technological debris, 

ancestral remains and living beings into a swirling ecology of survivance. Dani regains 
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control of the stoneship, and the resistance—Tia, Leilani, Turukawa, Oculum and 

Sotrakkar—are forced to flee through Pawta’s passageways behind her walls. Managing to 

bait Dani and her guards into the open, the resistance is able to overpower them and take 

Dani into custody. Realising the threat Dani poses, Pawta swallows Dani—along with Tia 

and company—and expels them to the ship’s exterior. Sotrakkar attempts to negotiate their 

re-entry with Pawta but by now, the stoneship has difficulty telling intruder from friend. A 

scuffle ensues, and Dani drifts off into the whirlpool’s currents. Pawta agrees to let the crew 

enter, however Dani reaches out from the darkness, gripping onto Turukawa’s shoulders. Tia 

slashes her mother’s augmented arms and Dani is again swept away. Yet Patwa still resists 

re-entry as Turukawa remains tethered to Dani’s arms. Realising what must be done, 

Turukawa offers herself up to the currents of Na Viro, declaring to Tia: “‘I love you,’ . . . and 

she let go” (331). As she is swept away, she transfers “trillions of data bytes . . . into [Tia’s] 

veins through her sleeve conduits” embedding her consciousness, memories and “brain 

fingerprint”—“all of me,” Turukawa declares (331). The dying whirlpool currents sweep 

away the now dead matter of Turukawa’s body. What the Academy regards as a resource to 

be mined is figured instead as a matrix of kinship, recalling Donna Haraway’s provocation to 

“make kin, not babies” (Making Kin 102). Yet while Haraway frames kin-making as 

speculative alliance, Māori thought insists on whakapapa as lived genealogy, a framework 

that binds water, technology and spirit in ways irreducible to metaphor. The whirlpool thus 

functions as a sacred relation, refusing colonial logics that would separate land, ocean and 

cosmos from their genealogical grounds. It is in this space that Turukawa’s sacrifice takes on 

profound significance. As a cyberwāhine whose origins are both technological and ancestral, 

her choice to remain within the whirlpool literalises a mode of Indigenous worlding in which 

kinship is enacted through offering, reciprocity and continuation. By uniting sacred imagery, 

technological embodiment, and the climactic act of sacrifice, Na Viro—the narrative and 



 208 

whirlpool—situates Indigenous survivance within a cosmological horizon, where life and 

technology alike are enfolded into a sacred ecology of water and relation. 

Ultimately, Na Viro imagines queer futurity through a Pasifikafuturist temporality in 

which desire returns like the tide—cyclical, oceanic, and resistant to the linear time of 

colonial reproduction. The novel’s “Epilogue” makes this temporal structure explicit through 

the reappearance of Venus, completing a narrative cycle that began in its opening pages with 

Tia as a child watching the “Venus planet” rise (Na Viro 9), and closes with her lifting her 

eyes to the same celestial body from the Pacific Ocean (344). Venus thus becomes a 

cosmological marker of return, memory, and whakapapa: a light that arcs across Tia’s life 

from childhood to adulthood, from Earth to Thrae and back again. In Pasifikafuturist terms, 

such celestial recurrence affirms a distinctly Indigenous cyclical temporality, where time 

folds rather than progresses linearly, and where planetary bodies serve as kin that guide, 

orient, and remember. The novel closes by queering temporality itself: Venus and 

Pasifikafuturism together refuse reproductive futurism’s linear mandate of inheritance, 

instead foregrounding a temporality shaped by recurrence, fluidity, and sovereign oceanic 

rhythms. Desire here does not move toward closure or reproductive continuity; it turns, 

returns, and re-circulates—pulling Tia into cosmological rhythms that are fluid, relational, 

and never fully finished. In this temporal return, queer potential is not deferred to some 

distant future but emerges as always-already present within Indigenous world-making, 

illuminating horizons of connection that span planets, waters, ancestors, and stars. 

Across these analyses, it becomes clear that Na Viro reframes queer desire as a mode 

of Indigenous world-making. Cole’s narrative binds eros to refusal, showing how intimacy 

leaks into anti-colonial action and how longing becomes a force of navigation, survival, and 

ethical alignment. Tia’s attraction to Turukawa unfolds alongside her political awakening, 

revealing that desire and refusal share a common pulse: both destabilise the Academy’s 
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extractive futurism and orient the characters toward whakapapa-driven relationality. In this 

sense, Na Viro imagines queer desire as insurgent, tidal, and cosmologically attuned—an 

affective current that interrupts colonial containment and turns bodies toward collective 

futures rather than reproductive destiny. At the same time, intimacy in the novel is 

fundamentally Indigenous before it is queer. Māori gender systems—as articulated by 

Berryman-Kamp and Pihama—refuse the binaries that anchor Western sexuality, grounding 

identity instead in whakapapa, mana atua, balance, and relational responsibility. 

Pasifikafuturism extends this relationality further, offering an oceanic epistemology in which 

belonging is created through movement, attunement, and reciprocity. Within this framework, 

Tia and Turukawa’s suspended intimacy becomes a deliberate mode of kin-making rather 

than a deferral of sexual completion. Their encounters—warmth, breath, touch—are 

expressions of a Pasifikafuturist erotic ecology, where desire circulates like tide and intimacy 

exceeds the human, binding bodies to waters, technologies, and planetary kin. Finally, the 

novel widens queer intimacy into a cosmological scale, where vitality circulates across 

beings, materials, and worlds. Sailing Dirt, Pawta, and the whirlpools embody the principle 

that matter is alive and relational, echoing TallBear’s and Henare’s Indigenous metaphysics 

of vitality. Turukawa’s sacrifice completes this widening arc: her declaration—“I love you,” 

followed by the transfer of “trillions of data bytes . . .  all of me”—transforms loss into 

continuation, embedding her mauri within Tia and affirming that kinship is not biological 

inheritance but shared circulation of life-force (331). The whirlpool becomes the site where 

human, cyborg, oceanic, and ancestral forms converge, refusing the Academy’s extractive 

ambitions by enacting a sacred ecology of reciprocity and return. In its closing gesture toward 

Venus—rising as it did at the novel’s beginning—Na Viro affirms a Pasifikafuturist 

temporality of tidal return, in which queer potential is not deferred but continually 

regenerated. Taken together, these movements show that Na Viro imagines queer futurity as 
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oceanic, collective, and more-than-human. Desire becomes a tidal force that binds bodies and 

worlds; intimacy becomes a practice of survivance; and Indigenous futurism emerges as a 

cosmological horizon where kinship flows across waters, stars, technologies, and ancestors. 

In holding desire open rather than resolving it, Cole articulates a queer Indigenous futurity 

grounded in relation, reciprocity, and the ongoing work of worlding otherwise. 

 

3.5. Te Katinga o te Kōrero | The Closing of the Narrative  

 

The readings developed across this chapter demonstrate that Na Viro cannot be understood as 

a simple addition to the science fiction canon. Rather, it reshapes the very terms of 

speculative storytelling, centring Indigenous genealogies of technology, kinship and desire in 

ways that exceed colonial grammars of futurity. What begins with the figure of the 

cyberwāhine, extends through watery tribes, and culminates in queer potential, forming—not 

three separate threads—but a woven mat of Pasifikafuturist world-making. The cyberwāhine 

is more than a hybrid body; it is a methodological proposition that insists that whakapapa 

already encompasses digital and mechanical life-forms. This foregrounds the continuity 

between ancestral technologies of navigation and contemporary digital networks, collapsing 

the assumed divide between “the traditional” and “the modern.” In Na Viro, whakapapa is 

extended through technology, not disrupted by it. This move unsettles Euro-American 

posthumanism, which often frames cyborg hybridity as novel, and instead reclaims it as 

Indigenous continuity. By positioning Turukawa’s data-transmission as mauri, Cole affirms 

that life-force circulates across vessel, bloodstream, and cosmos, insisting that intimacy itself 

can be a mode of survivance. From this base, the watery tribes reconfigure ecological 

relations as equally technological and sacred. Water here is the very medium of Indigenous 

futurity—maternal, queer, cosmological. Pawta and Sailing Dirt embody this principle, their 
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consent-driven openings foregrounding mana motuhake and sacred intimacy. What emerges 

is a feminist epistemology that challenges extractive ecologies, reminding us that Indigenous 

futures cannot be severed from ecological sovereignty. The watery archives of Na Viro also 

reframe the apocalypse: colonisation, nuclear testing, and climate devastation have already 

rendered the Pacific a zone of catastrophe, but Cole turns these histories into grounds for 

renewal. Water, as both archive and medium, ensures that memory flows forward, refusing 

settler containment. The chapter’s final section extended this relationality into the domain of 

queer desire, showing how intimacy in Na Viro resists reproductive closure. Desire is figured 

as tidal motion: incomplete, provisional and generative. This resonates with takatāpui and 

Two-Spirit frameworks, where kinship exceeds heteronormative forms and becomes a matter 

of survivance across time and relation. Turukawa and Tia’s intimacy never arrives at 

consummation, but in its refusal it gestures toward open futures where desire itself becomes 

methodology. Queer relationality is central to Indigenous sovereignty, for it destabilises the 

colonial binaries through which Indigenous life has been disciplined. 

Together, these three readings establish Na Viro as a crucial text in Pasifikafuturism, 

but their significance exceeds literary criticism. Cyberwāhine embodiment, watery kinship, 

and queer intimacy are are propositions for how Indigenous people might inhabit futures 

otherwise foreclosed by colonialism. In this sense, Cole’s text becomes a methodological 

guide, showing how speculative fiction itself is a waqa: a vessel for carrying genealogies 

across turbulent waters, for refusing erasure, and for charting relational futures. This insight 

also clarifies the chapter’s broader contribution. By reading Na Viro through Pasifikafuturism 

and Māori futurism, I demonstrate that Indigenous science fiction is epistemological. It 

intervenes in how knowledge is produced, validated and transmitted. It challenges the 

colonial academy’s investment in classification, conquest, and extraction—embodied in the 

novel by the Academy—by insisting instead on relational methodologies grounded in 
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whakapapa, mana wāhine and takatāpui. Where Western science fiction often imagines the 

alien as threat or resource, Cole imagines relational kinship with the alien, the mechanical 

and the oceanic. This is literary innovation and political intervention: a speculative enactment 

of tino rangatiratanga and Moana sovereignty. Importantly, this chapter also intervenes in the 

theoretical fields it engages. In feminist science studies, Na Viro complicates Donna 

Haraway’s cyborg, showing that the Indigenous cyborg is not an “illegitimate offspring” of 

militarism, but a continuation of whakapapa. In queer theory, it demonstrates how desire 

operates outside of reproductive futurism and through survivance, relationality, and refusal. 

In Indigenous studies, it foregrounds the Pacific as a site of speculative method, where 

ancestral technologies of navigation and kinship are reactivated in interstellar contexts. Each 

of these interventions shows that Indigenous futurism is not derivative of Afrofuturism or 

postcolonial science fiction, but a sovereign genealogy grounded in specific ontologies. 

The stakes of this reading exceed academic focus. In a moment when climate change 

threatens Pacific homelands, when extractive industries plunder both seabed and sky, and 

when Indigenous communities continue to resist epistemic erasure, speculative fiction offers 

more than escapism. It becomes a site of survivance: a mode of refusing disappearance and 

affirming presence. Cole’s Na Viro models how Indigenous storytelling can operate 

simultaneously as critique and as creative blueprint, offering the generative possibility of 

renewal rather than dystopian despair. Thus, the conclusion returns to the chapter’s central 

claim: Na Viro redefines speculative fiction as Pasifikafuturist world-making. Through its 

cyberwāhine genealogies, watery tribes, and queer intimacies, it enacts tino rangatiratanga as 

a speculative practice—refusing colonial logics of extraction, containment, and erasure, while 

affirming Indigenous sovereignty across digital, ecological and relational domains. To read 

Na Viro is not only to witness a story but to be invited into a voyage: a navigation through 

whakapapa that insists the future is Indigenous, oceanic and unbound.  
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Chapter 4. When Story Becomes Flesh: Cosmological Creation and 
the Violence of Representation in Whiti Hereaka’s Kurangaituku 
 

 

But what if the monster got to tell her own story? 

 

 

4.1. He Tīmatanga Kōrero | A beginning  

 

This provocative question lies at the heart of Whiti Hereaka’s Kurangaituku (2021), a 

retelling of the Te Arawa pūrākau of Hatupatu through the voice of the monstrous bird-

woman. My turn to fantasy in this chapter parallels my previous exploration of Indigihorror, 

Pasifikafuturism, and my own creative project “Kēhua,” all of which are similarly grounded 

in Indigenous cosmologies yet are rendered legible within literary, publishing, and critical 

institutions through colonial genre frameworks that seek to contain and define them. Fantasy 

literature is often positioned as an escapist genre that constructs imaginative worlds detached 

from historical or material realities. Indigenous storytelling, by contrast, does not treat the 

sacred, the ancestral, or the cosmological as fiction or metaphor. These worlds have always 

been real and active, woven through whakapapa, whenua, and atua. The stories did not live in 

books; they lived in us. My use of the term fantasy here does not equate Indigenous 

storytelling with the Western fantasy genre. Rather, it acknowledges that Indigenous writers 

strategically work through, against, and beyond its colonial architectures. Where mainstream 

fantasy is structured by whiteness, linear temporality, and heteropatriarchy, Indigenous 

storytelling refuses these epistemic limits. When Indigenous authors engage fantasy, they 
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bend the genre toward their own cosmological groundings—transforming it from a mode of 

escapism into a space of resurgence and return. 

In this sense, the genre becomes less a fixed container than a contested terrain. This 

chapter approaches Kurangaituku to interrogate what happens when Indigenous storytelling 

encounters a genre structured by Western epistemological frames. Fantasy’s familiar 

architecture—magic, quest, supernatural intervention—is also entangled in European 

traditions of linear time, heroic individualism, and colonial regimes of representation that 

transform Indigenous figures into monsters, curiosities, or allegories, disciplining them into 

forms legible to the settler imagination while suppressing their cosmological authority. 

Kurangaituku engages that grammar—monstrous woman, fleeing hero, representation 

hardened into truth—but bends it toward te ao Māori, where atua are ontological presences, 

time is spiral, and whenua is ancestor. What emerges is a productive tension: Hereaka both 

invokes and dismantles fantasy’s conventions to assert Indigenous cosmological sovereignty. 

This is what I term Indigifantasy: a literary mode that reclaims the speculative imaginary as a 

site of resurgence, relational accountability, and return. Indigifantasy marks what the text 

does—how it reshapes genre from within. 

By contrast, this chapter argues that Kurangaituku is read through a Mana Wāhine 

speculative poetics—a hermeneutic grounded in atua wāhine cosmology, embodied 

storytelling, and the relational ethics of whakapapa. This interpretive framework attends to 

how Hereaka’s revoicing transforms Kurangaituku from a colonial monster into a figure of 

epistemic, erotic, and cosmological authority, foregrounding monstrosity as a mode of 

Indigenous knowing rather than Gothic deviation. Rather than merely retelling a pūrākau, the 

novel performs a formal and ontological reorientation—reworking narrative temporality, 

perspective, and cosmological reach. While Kurangaituku draws upon the Te Arawa pūrākau 

of Hatupatu and Kurangaituku, the novel itself is a contemporary literary work rather than a 
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traditional pūrākau. Returning to Jenny Lee's understanding of pūrākau as a narrative form 

that carries “philosophical thought, epistemological constructs, cultural codes and 

worldviews” and continues to be constructed across “various forms, contexts and media,” 

Hereaka mobilises this ancestral narrative inheritance through the conventions of the fantasy 

novel, expanding the original narrative into a sustained exploration of voice, monstrosity, 

desire, and sovereignty (Lee 1). A Mana Wāhine speculative poetics thus clarifies how the 

text is read: it enables the analytic visibility of the novel’s refusal of the colonial gaze and 

situates its cosmologically charged storytelling within broader Māori speculative practices 

mobilising spiralled time, gendered becoming, and decolonial futurities. 

 

Ngā Pāpātanga | The Muted Spaces 
 

Scholars of fantasy literature have often interrogated the genre’s structural complicity in 

colonial and patriarchal worldviews. Canonised works such as J.R.R. Tolkien’s The Lord of 

the Rings (1954-55) and C.S. Lewis’s The Chronicles of Narnia (1950-56) established 

Eurocentric models of invented worlds, heroic quests, and moral binaries as genre-defining 

norms. Helen Young identifies fantasy as “habitually white,” arguing that its medievalist 

tropes and worldbuilding “reproduce Eurocentric norms” that marginalise Indigenous 

presence (13). Ebony Elizabeth Thomas extends this critique in her theorisation of the “dark 

fantastic cycle,” where characters of colour become spectacles, undergo violence, and are 

ultimately erased (34-36). Time itself is also a site of colonial domination. As Brian Attebery 

observes, genres “constrain us to certain ways of doing and thinking,” and when exported 

globally they act as “mechanisms of colonization” (12). Fantasy in particular arrives carrying 

narrative expectations derived from Tolkien, pastoral mythology, and gaming cultures, 

enforcing etic binaries—hero/monster, centre/periphery, home/away—that obscure 

Indigenous cosmologies. These generic templates discipline both character and plot into 
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colonial logics of legitimacy, rendering Indigenous figures as monsters, vanishing natives, or 

threats to settler futurity (12-13).16 Fantasy’s orderly magic systems, linear timelines, and 

emphasis on teleological progress reflect what Aileen Moreton-Robinson calls the 

“possessive logics of patriarchal white sovereignty” (The White Possessive xxi). Narrative 

mastery functions as the textual analogue of territorial mastery: the imposition of a singular, 

authoritative account that organises events, characters, and cosmologies into a hierarchical 

and teleological order. Such mastery prizes coherence, closure, and control—qualities that 

mirror the settler-colonial drive to map, contain, and possess land. Within this regime, 

Indigenous forms of storytelling—spiralled temporality, collective or chorus-like narration, 

relational ontology—are either erased or recast as chaotic, primitive, or monstrous because 

they resist the consolidating authority of a master narrative. 

These formal qualities are compounded by systemic racism and sexism. Canonical 

fantasy often reproduces patriarchal tropes: women as witches, queens, or temptresses whose 

power is either punished or contained. Titles such as Robert Jordan’s The Wheel of Time 

(1990), George R. R. Martin’s A Song of Ice and Fire (1996), and Terry Brooks’ The Sword 

of Shannara (1977) have been widely criticised for racial caricatures, sexual violence, and 

gender essentialism. Young demonstrates that fantasy’s foundational world-building 

conventions were shaped by race-thinking, showing how early architects of fantasy such as 

Tolkien and Robert E. Howard drew upon Victorian anthropology, medievalist sources, and 

early twentieth-century racial science to naturalise hierarchies of “physical, intellectual and 

moral difference” onto imagined peoples (19). Thomas makes clear that fantasy’s racialised 

imagination structures who may occupy narrative centrality. While white, normative readers 

enter the fantastic as empowered subjects, she argues that “endarkened and Othered” peoples 

 
16 Folklorists distinguish between categories imposed from outside, which they call etic, and those recognized by cultural 
insiders, which are emic genres (Attebery 13). 
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can “never be plausible conquering heroes” within the genre’s dominant grammar (23). 

Instead, “Dark Others” are disciplined into the role of antagonistic force—“the villains . . . 

the horde . . . the monsters”—whose destruction is framed as both necessary and just (23). 

The fantastic thus becomes a site where racial hierarchies are rehearsed and naturalised, 

teaching endarkened readers to witness their own erasure as part of the genre’s moral order. 

Yet Daniel Heath Justice situates Indigenous storytelling within a broader commitment to 

possibility. In Why Indigenous Literatures Matter, he argues that Indigenous literatures 

affirm “presence and possibility,” cultivating stories of “complexity, hope, and possibility” 

that sustain Indigenous continuance (208; 4). Justice describes literature as a space where 

“imaginations are set free of settler shackles” and where “new possibilities of humanity, 

kinship, heritage, and relationship” emerge (205). Fantasy therefore functions as a powerful 

mode of Indigenous world-making, enabling writers to animate ancestral presences, envision 

alternative futures, and explore relationships that extend across human, more-than-human, 

and cosmological domains. Through these imaginative acts, Indigenous writers expand the 

possibilities available to Indigenous life and storytelling while asserting authority over the 

worlds they create. Questions of exclusion also extend beyond race and Indigeneity. 

Samantha Schalk examines how disability in neo–slave narratives functions as 

narrative prosthetics, imagining Othered bodies only as metaphors or disruptions rather than 

narrative agents (35). The result is a genre that rewards white male heroes, whitewashed 

histories, and gendered magic systems. These exclusions are textual and infrastructural. 

Industry-wide publishing trends reinforce the erasure of Indigenous voices by 

disproportionately funding and promoting white-authored literature. As Young observes, 

even as major presses have embraced some authors of colour, Indigenous voices remain 

notably absent, with no equivalent publishing initiatives or crowd-funded platforms dedicated 

to their work. Daniel Heath Justice notes that publishers still expect cultural compromise: 
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“Women-centred queer-affirming people of colour fantasy . . . Publishers are less enthusiastic 

about that kind of weirdness. It’s still white is right and patriarchs rule” (qtd. in Young 123). 

Young further argues that “structural, systemic inequalities resulting directly from 

colonialism . . . have a negative impact on the likelihood that any individual will have the 

economic, social, and cultural capital to become a professional published writer,” 

highlighting how barriers to publishing disproportionately affect Indigenous Fantasy authors 

(118). Even when such authors as Witi Ihimaera, Patricia Grace and Albert Wendt do 

succeed, “Fantasy, so widely considered a White genre, in this sort of process is marked ‘off 

limits’ to Indigenous authors and voices,” means this classification as literary figures 

“simultaneously marks the work as Other” (120). In doing so, their speculative fiction is 

excluded from the genre itself, reinforcing Fantasy’s implicit whiteness and cultural 

gatekeeping. The experiences of writers such as Witi Ihimaera, Patricia Grace, and Albert 

Wendt illustrate this dynamic. Although texts such as The Whale Rider (1987), Sky Dancer 

(2003), and Black Rainbow (1992) engage speculative, mythic, and fantastic modes, critical 

attention has generally prioritised their significance as Māori, Pacific, and postcolonial texts. 

As Michelle Keown observes, Pacific literature has received “relatively little attention in 

international postcolonial studies” (1), while Wendt notes that there is “little respect for 

fantasy or science fiction writing from New Zealand” (qtd. in Ellis 85). Alessio therefore 

characterises New Zealand science fiction as “doubly damned,” situated between the limited 

visibility of Pacific literature within international scholarship and the relative neglect of 

science fiction and fantasy within literary criticism (257). Indigenous speculative writing 

consequently occupies a particularly precarious position within both fields. This persistent 

marginalisation reflects a wider cultural amnesia around colonialism and its afterlives, 

extending even into speculative realms that claim imaginative openness. This dynamic is 

evident in Aotearoa New Zealand, where Tina Makereti critiques the structural barriers 
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facing Māori writers: “There has been very little structural support for Māori writers to build 

sustainable careers, or to be recognised as part of the mainstream literary landscape” 

(“Poutokomanawa” 3). What appears as imaginative flight in fantasy often masks a return to 

entrenched colonial and patriarchal norms. 

Fantasy as a genre often draws on imagined cosmologies—origin voids, mythic 

underworlds, and shadow realms—to construct alternate realities. But when applied 

uncritically to Māori speculative narratives, these genre conventions risk misreading 

Indigenous cosmologies as fictional tropes. Within whakapapa-based storytelling, spaces like 

Te Kore and Te Pō are ontological realities—cosmological domains through which identity, 

spirit, and relationality are understood. As Deborah Heke states: “Te Kore is described by 

Taina Pohatu (1996) as the ‘world of potential being’ and Te Pō the ‘world of becoming” 

(156). Whakapapa “is not a concept,” Heke continues, but “is a practice of living 

relationally” (156). Seen in this way, whakapapa as a paradigm positions mātauranga Māori 

as a living, relational methodology that spans generations (156). Te Kore, which could be 

read through genre tropes as a barren void or nihilistic nothingness, is instead a fertile realm 

of becoming—a generative potentiality from which all form emerges. Likewise, Te Pō may 

be mistaken for a fantasy “underworld,” but is more accurately understood as a sacred 

continuum of transformation, memory, and spiritual passage. These are not narrative settings 

to be mined for atmosphere; they are the ontological fabric from which the story itself 

emerges. Reading Māori cosmological space through the lens of Eurocentric fantasy risks 

reducing atua to characters, realms to metaphors, and epistemologies to symbolic backdrops. 

Such interpretations do not merely misread—they colonise. To impose Western genre logics 

onto Māori speculative texts is to extract story from whakapapa, re-inscribing Indigenous 

knowledge systems as mythic entertainment rather than sovereign cosmology. 
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Despite the growing body of critical work interrogating whiteness, racism, and 

patriarchy in the fantasy genre, little attention has been paid to how Indigenous writers—and 

women authors in particular—mobilise their own cosmologies to reconfigure the genre 

entirely. Existing scholarship often stops at the level of inclusion or representation without 

fully engaging the ontological and epistemic shifts required to read Indigenous fantasy on its 

own terms. Thomas traces a similar pattern in fantasy’s treatment of racialised figures, 

arguing that “the Dark Other is the engine that drives the fantastic,” initiating a cycle of 

spectacle, hesitation, violence, haunting, and rare emancipation (32). Yet narratives that 

achieve emancipation remain uncommon, pointing to a critical gap in understanding how 

stories grounded in te ao Māori—with its spiral temporality, relational ontology, and sacred 

feminine logic—radically remake fantasy. Scholar in Māori knowledge systems, Margaret 

Forster (Ngāti Kahungunu, Rongomaiwāhine) reminds us that “the presence of atua was 

relegated to the periphery . . . and confined instead to discussions of religion. As part of this 

shift in thought and power atua wāhine were rendered invisible in the written archives” 

(“Restoring the Feminine” 10). This erasure continues when Māori atua wāhine are filtered 

through colonial or Eurocentric lenses that reduce their complexity. Unlike the medievalist 

Euro-fantasy that depends on linear plots and binary conflicts, atua wāhine narratives are 

cyclical, embodied, and cosmologically situated. They carry erotic power, ancestral 

knowledge, and world-making potential that exceed colonial genre expectations. 

This chapter argues that Kurangaituku exceeds a simple retelling of a mythic figure 

but is a Mana Wāhine intervention into the speculative genre itself. Through atua wāhine 

narrativity, whakapapa as method, and resistance to linear narrative violence, the novel 

transcends the genre’s inherited logics. It does not merely critique whiteness and patriarchy 

but unwrites their narrative structures by foregrounding Māori cosmological worlds as the 

ontological centre rather than the periphery. Foundational Mana Wāhine theorists such as 



 221 

Ngahuia Murphy and Ngahuia Te Awekotuku have illuminated bodily sovereignty, 

menstruation, and spiritual power, but they do not address the speculative forms through 

which these elements are reimagined in literary fantasy. Likewise, thinkers such as Hana 

Tapiata and Aroha Yates-Smith have critically reclaimed atua wāhine yet have left under-

examined the fantastical and mythopoetic strategies of erotic transformation and ambiguity 

that texts like Kurangaituku deploy. Responding to both this theoretical and genre gap, this 

chapter positions Kurangaituku as a Mana Wāhine intervention that remakes fantasy itself—

disrupting the dark fantastic cycle, rejecting redemptive arcs for monstrous femininity, and 

reasserting nonlinear, erotically sovereign narrative as sacred and Indigenous (Thomas 44). 

This pivot sets the ground for the chapter’s methodology: Mana Wāhine Speculative Poetics, 

a reading practice that listens to huna, to opacity, and to cosmological becoming, refusing to 

flatten atua wāhine into metaphor. It is not enough to insert Māori figures into Western 

fantasy structures; the very shape of the genre must shift. Kurangaituku performs this shift by 

pulling the reader into Te Kore, Te Pō, and Te Ao Mārama as living cosmological forces, not 

narrative settings. 

 

Te Koronga Taketake | The Indigenous Vision 
 

In the Aotearoa New Zealand context, critics such as Jean-Pierre Durix have questioned 

whether the category of “fantasy” adequately captures Māori literary engagements with the 

supernatural. Durix argues that while European fantasy protests the tyranny of realism, Māori 

writers use the fantastic “to incorporate the old values and beliefs into the modern man’s 

perception” (13). He cautions that these uses of myth may risk appearing nostalgic, looking 

“backwards rather than forward” (25). In his reading, Māori writing is less invested in 

speculative invention than in preserving ancestral knowledge. In this view, Māori literature 

does not indulge in fantasy for its own sake but reclaims the supernatural as an 
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epistemological tool. Yet such interpretations overlook how contemporary Māori authors 

mobilise pūrākau to restore the past and to radically reimagine futurity. In countering this 

nostalgic framing, Māori writing refuses the colonial binary between realism and the 

fantastic, insisting instead on a continuum where atua, ancestors, and the living remain 

entangled. This refusal is key: rather than simply inserting Māori elements into a Western 

genre, Māori speculative writing reconfigures the epistemological ground of storytelling 

itself. This is particularly evident in Kurangaituku—which deploys pūrākau as a site of erotic 

sovereignty, narrative queering, and relational cosmology, signalling a decisive Indigenous 

turn toward speculative futurism.  

Rather than seeking validation within existing genre conventions, decolonial 

speculative fiction reimagines the foundations of genre itself, unsettling the colonial 

assumptions embedded in science fiction, fantasy and horror. Speculative genres, Lou 

Cornum and Maureen Moynagh argue, are “architectures of empire” that structure colonial 

futurities (13). Against this, Indigenous speculative texts enact survivance and world-

remaking, insisting on “other ways of being that colonial time has disavowed” (16). Rather 

than reproducing the futurities imagined by “capital’s imagination” or the “futures industry”, 

these works participate in what Cornum and Moynagh term “decolonial (re)vision”: 

speculative practices that reclaim narrative space from the settler state and imagine futures no 

longer governed by capitalist, imperial, or Eurochronological logics (16). Kurangaituku 

exemplifies this transformative mode. Rather than treating Māori myth as a component of 

Western fantasy architecture, Whiti Hereaka reorients the speculative imaginary through atua 

wāhine narration, spiral temporality, and erotic sovereignty. This narrative strategy enacts 

what Cornum and Moynagh describe as an “estranged estrangement,” using genre to 

challenge the settler-colonial order that “eliminates the native” by rendering Indigenous life 

spectral (17). This refusal of validation within dominant genre frameworks is mirrored in 
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Indigenous literary genealogies. As Tina Makereti reminds us, whakapapa “does not work in 

only one direction”; rather, “we are constantly spiralling back to reconnect and reenact” it 

(“Two Mouths” 62). In this sense, literary whakapapa is not a canon but a branching network, 

one that reconfigures relationality rather than tracing linear descent. Albert Wendt echoes this 

when he writes, “like a tree a culture is forever growing new branches,” asserting the creative 

adaptability of Indigenous expression across time (52). Alice Te Punga Somerville similarly 

foregrounds literary multiplicity, urging us to read for “networks, links, and possibilities,” 

because “there is always more” (“Te Pataka” 192). Such frameworks support Hereaka’s 

narrative strategy in Kurangaituku, which grows its own architecture—rooted in atua wāhine 

cosmology, branching into narrative futures yet to come. Hereaka’s text thus looks backwards 

and forwards—queering colonial binaries of monstrous and sacred, collapsing the distance 

between reader and atua, and asserting a Māori speculative poetics that reimagines fantasy 

itself. 

While the colonial architectures of fantasy have been thoroughly critiqued (Young; 

Thomas) and Māori and Pasifika scholars have proposed whakapapa as a more expansive 

literary framework (Makereti; Te Punga Somerville; Wendt), there remains a clear theoretical 

gap. Existing scholarship tends to focus on the genre’s whiteness (Young; Thomas), its 

applicability to Māori contexts (Durix), or the politics of Indigenous representation 

(Makereti; Te Punga Somerville). What remains underdeveloped is an account of how Mana 

Wāhine narratives specifically mobilise monstrosity, erotic power, and atua wāhine 

cosmology to reconfigure genre at the level of form. It is within this conceptual space that 

Kurangaituku operates—unsettling fantasy’s very foundations by transforming monstrosity 

into sovereignty, queering narrative boundaries, and positioning Māori speculative literature 

as a site of world-remaking. 
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Whiti Hereaka and Mana Wāhine Speculative Poetics 
 

Whiti Hereaka (Ngāti Tūwharetoa, Te Arawa) stands at the forefront of this decolonial 

speculative shift. An award-winning novelist, playwright, and screenwriter, her body of work 

spans speculative fiction, historical fantasy, and Māori futurisms. Before Kurangaituku 

(2021), she established herself in Aotearoa’s literary landscape through acclaimed texts that 

fuse political clarity with imaginative scope. Her young adult novels Bugs (2013) and Legacy 

(2018)—the latter a time-slip narrative about a Māori teenager transported to the trenches of 

Gallipoli—demonstrate a sustained commitment to reframing history through Indigenous 

perspectives. As a playwright, Hereaka has contributed to Māori theatre with works such as 

Fallow (2005) and Te Kaupoi (2010), which explore urban alienation, myth, and violence 

through formally inventive, genre-defying approaches. Her co-edited anthology Pūrākau: 

Māori Myths Retold by Māori Writers with Witi Ihimaera (2019), further underscores her role 

in reanimating mythic narratives for contemporary audiences. This trajectory culminates in 

Kurangaituku, a genre-bending novel that reimagines the pūrākau of Hatupatu and the Bird-

Woman from the point of view of the latter—long cast in colonial renderings as an ogress or 

monstrous antagonist. The novel addresses a crucial gap in New Zealand literature by 

asserting Indigenous narrative sovereignty and embedding takatāpui embodiment within the 

mythic fabric of te ao Māori. Rob Kidd, chair of judges for the Ockham New Zealand Book 

Awards, described it as “poetic, intense, clever and sexy as hell,” and praised it as “an epic 

poem of a novel . . . that gives a voice, form and a name to the bird-woman from the Māori 

myth” (Amberleigh par.4). Framed by a spiralling structure grounded in Te Kore—the realm 

of creative potential—Hereaka’s narrative refuses linearity and embraces opacity, inviting the 

reader into a cosmological space rather than a fantasy setting. essa may ranapiri, writing from 

a takatāpui perspective, notes that Kurangaituku “felt like coming home,” as its central figure 

is “unambiguously queer and perhaps ambiguously a woman,” a shapeshifting atua who 
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speaks to the lived experience of gender non-conforming Māori (ranapiri pars.11-12). The 

novel’s shifting form and uncertain genre and gender resonate with how many gender-diverse 

Māori understand themselves—as beings whose identities are ancestral, sacred, and not 

confined to colonial binaries. Hereaka’s oeuvre thus blends speculative genres and 

Indigenous cosmology to challenge colonial narrative forms and amplify takatāpui identity. 

Her mythic reimaginings reclaim silenced voices through formally and culturally innovative 

storytelling, situating her within a growing whakapapa of Māori authors and artists who 

reframe the figure of Kurangaituku. 

The pūrākau of Kurangaituku emerges from a wider narrative landscape that has been 

significantly distorted through colonial textual practices. The written interventions of colonial 

authors George Grey, S. Percy Smith, William Tregear, and Elsdon Best appropriated and 

reshaped sacred Māori narratives in ways that continue to reverberate through the versions of 

the stories that circulate today. Kirsty Dunn (Te Aupōuri, Te Rarawa, Ngāpuhi) gestures 

toward the cultural entrenchment of a narrative that privileges Hatupatu’s cunning and 

survival while rendering Kurangaituku a grotesque antagonist whose voice and perspective 

are structurally excluded. In “He Waha Rerekē” (2022) Dunn recounts this familiar colonial 

framing: 

Many of us have heard the version of the story about the clever Hatupatu and the 

monstrous birdwoman; how the grotesque human-bird hybrid held the young man 

captive before he escaped; how he tricked the raging creature by hiding within a rock 

which still bears the marks of her talons as she tried to catch him; how the birdwoman 

failed and met her death in the steaming mud pools and Hatupatu returned to his 

village to tell the story. (“He Waha Rerekē” 92)  

While this passage outlines the dominant distorted version, Dunn does so as a Māori literary 

scholar and writer, and her book review goes on to foreground Hereaka’s novel as a 
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decolonial reimagining. Such colonial portrayals have been codified over time—beginning 

with colonial accounts like Grey’s “Hatupatu and his Brothers” (1855), which selectively 

transcribed oral traditions to align with European literary conventions, omitting crucial 

cultural context, imposing Western notions of morality and heroism, and flattening atua 

wāhine complexity. Hereaka’s novel directly answers this legacy, centring Kurangaituku’s 

voice and challenging gendered, imperial binaries. Rather than allegorising the atua, she 

restores her as a subject, a cosmological presence whose becoming exceeds colonial 

containment. 

Hereaka stands among a growing whakapapa of contemporary Māori writers and 

artists who have revoiced the birdwoman. Ngahuia Te Awekotuku’s (Te Arawa, Tūhoe, 

Waikato) short story collection Ruahine: Mythic Women (2003) offers an earlier retelling 

from Kurangaituku’s perspective, imagining her survival beyond Hatupatu’s violence; Stacey 

Teague (Ngāti Maniapoto, Ngāpuhi) invokes her in the poetry collection Plastic (2024) 

alongside other atua wāhine such as Hine-te-iwaiwa, Hine-nui-te-pō, and Hinemoana. Fiona 

Pardington’s exhibition Uncanny Tui/Kākahu (2008) and Tina Makereti’s short story “Black 

Milk” (2017) likewise return Kurangaituku to Te Kore, evoking ancestral darkness as a site 

of power, not absence. Hereaka’s novel extends this whakapapa of witnessing, situating itself 

in a tradition of Mana Wāhine creative practice that reclaims pūrākau as living sites of 

identity formation, erotic autonomy, and ancestral resistance. As Hereaka herself has stated, 

writers must ask: “Why are you writing this? And why are you writing it now?” (Hereaka 

"How I Write"). Kurangaituku offers a powerful, decolonial reply. 

The novel presents readers with a profound act of narrative sovereignty through its 

spiral storytelling structure and dual-entry format. Kurangaituku is physically designed with 

two covers, each inviting the reader to choose a guardian bird—the miromiro into Te Kore or 

the ruru into Te Pō—and, by extension, a cosmological pathway. The grey cover features 
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Kurangaituku with a bird’s face—speckled feathers, avian eyes, and a beak—though she 

raises a distinctly human hand to her cheek, her identity is suspended between species and 

form. The black cover, in contrast, shows a seemingly human-faced Kurangaituku, her hair 

flowing and skin smooth, yet a bird’s talon rests against her neck, lightly piercing the skin. 

No matter the entry point, she is never simply human: she is always bird-woman, always 

inhabiting the threshold between atua and creature, between self and story. The miromiro and 

the ruru are spiritual guardians, offering two ways to walk the same path. This mirrored 

structure denies any fixed beginning or end and resists linearity, immersing the reader in a 

cosmology shaped by spirals, echoes, and eternal return. Throughout this analysis, I 

differentiate passages from Whiti Hereaka’s novel according to their narrative origin point—

either the “Te Kore” or “Te Pō” section—in order to reflect the novel’s internal cosmological 

structure and its alignment with Māori understandings of time, space, and becoming.17 

When approached through Te Kore, the reader encounters Kurangaituku in her state 

of pre-being: she is called into existence by the chorus of birds, her body formed through 

worms and mist, her voice shaped by vibration and breath. She exists first as pure potential—

“both particle and wave”—a presence coalescing through the loving recognition of the 

natural world (“Te Kore” 25). Her early encounters with the Song Makers (Māori ancestors) 

are marked by epistemological hunger; she learns their language as an act of intimacy and 

interspecies kinship. Yet, this generative reciprocity is haunted by the spectre of narrative 

fixity. The more her image is retold, the more monstrous she becomes. Hatupatu enters the 

story as a charismatic manipulator whose strategic use of voice foreshadows his betrayal. 

Their sexual relationship is shaped initially by mutual trust, but ultimately undermined by his 

refusal to reciprocate her language and love. He ‘steals her feathers’—symbols of identity 

 
17 In accordance with MLA style, I use quotation marks to cite titled sections of Kurangaituku, such as “Te Pō” 
and “Te Kore”, followed by the page number e.g. (“Te Pō” 153). These are not standalone works but named 
divisions within the novel. 
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and care—and weaponises them to rewrite the story in his own image. The violence is not 

only physical but narrative: he retreats into a myth of conquest, and Kurangaituku is left to 

die, stripped of her voice, in the geothermal pools. Yet even this death is a threshold rather 

than a conclusion. 

In the Te Pō narrative, Kurangaituku journeys through the realms of darkness, 

descent, and divine encounter. Her wairua moves through Rarohenga, meeting atua who 

embody both threat and transformation. While she witnesses the eternal battle between Whiro 

and Tū, emblematic of destruction and conflict, it is her encounter with Hine-nui-te-pō that 

marks the most significant point of reconstitution. Welcomed with tenderness, Kurangaituku 

experiences an erotic, maternal recognition that repositions her as kin not monster, as atua 

wāhine. This relationship serves as a direct counterpoint to her experience with Hatupatu. 

While he consumed and abandoned her, Hine embraces her without expectation or violence. 

The sexual ethics of the novel are thus cosmologically framed: Hatupatu embodies colonial 

masculinity, with its hunger to possess, name, and forget, while Hine-nui-te-pō embodies 

relational sovereignty, guiding Kurangaituku toward self-recognition and narrative 

reclamation. As Kurangaituku reflects, “But is love so neglectful, so forgetful?”—her 

mourning becomes both a lament and an indictment (“Te Pō” 152). Her transformation in Te 

Pō is not about escape from suffering, but about re-encountering pain on her own terms and 

using it as a means of restor(y)ing the self. 

The novel’s spiral form—cycling through Te Kore, Te Pō, and Te Whaiao—is not 

merely structural innovation, but cosmological utterance. Hereaka displaces the colonial arc 

of beginning–middle–end with a temporal architecture shaped by whakapapa, recursion, and 

return. At its axis sits “Te Whaiao,” a chapter that appears twice, like a threshold opened and 

reopened. Here, Kurangaituku turns to the reader: “I have shaped it and it has shaped me . . . I 

have lived in the telling” (“Te Pō” 153). The “whare tapere” she imagines becomes both 
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vessel and theatre—a dwelling built from memory and carved with cosmological scenes: 

Hine split into light and dark, the riroriro nurturing another’s child, Tarawera ash drifting like 

ancestral breath. The whare does not fall but folds inward, a ritual collapse that returns voice 

to the void. Her gift of the eye—“a black sphere . . . like the night sky”—offers relation: an 

invitation to see with, not through, her vision (“Te Pō” 153). Kurangaituku’s story resists 

containment by redemptive arc or tragic closure. It moves as she moves: in birdsong, in 

breath, in the reader’s remembering. The duplicity of the novel’s structure echoes her own 

form—bird and woman, ancestor and reflection, monster and lover. Her story is both held 

and holding, both ancient and becoming. As the whare dissolves into Te Kore, the novel 

asserts a deeper logic: stories spiral; they return. And in that return, Kurangaituku gathers 

what was taken—her name, her body, her voice. “This is me. This monster. This ogress . . . I 

have lived” (“Te Pō” 154). 

 

Ngā Kaupapa o te Ngākau Māori | Methodologies of the Māori Heart 
 

Weaving, employed as both narrative method and structural principle, operates in 

Kurangaituku as an embodied aesthetic aligned with Kaupapa Māori Speculative Poetics—a 

practice that privileges concealment, fragmentation, and relational meaning-making. The 

figure of Kurangaituku channels what Carl Mika identifies as “a metaphysical presence alive 

with potentiality” in Te Kore, a space where knowledge is partial, unstable, and sovereign 

(“Uncertain Kaupapa” 119). In Hereaka’s narrative, Kurangaituku’s voice is rendered 

through spiralling timelines, intimate direct address, and shifting focalisation—disrupting the 

linear logic of Western fantasy and resisting resolution. As Alice Te Punga Somerville’s 

concept of ricochet reminds us, such narrative movement is strategy: the story glances, 

rebounds, and echoes across time, “refusing linear progression” and instead honouring 

Indigenous dynamism (“Ricochet” 24). Kurangaituku becomes both weaver and woven—her 
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body a layered site of atua, ogress, grief, and erotic longing—where monstrosity is 

expression. Like raranga, which strengthens through twisting aho over and under whenu, 

Kurangaituku’s fragmented selves are interlaced into a whakapapa that holds mana wāhine at 

its centre. In this way, Hereaka’s novel exemplifies speculative poetics in action: a method 

that listens to the huna, the concealed, and treats monstrous femininity as a site of 

cosmological power not of abjection. As Audre Lorde reminds us, the erotic is not excess but 

“a source of power and information” (54). Through this weaving of desire, temporality, and 

whakapapa, Kurangaituku reclaims narrative space and ontological presence—becoming a 

sovereign disruptor of colonial monstrosity. 

The bird-woman’s voice is woven in formal layers—direct address, cyclical 

temporality, and shifting perspectives—that challenge the linearity and closure of Western 

fantasy genres. The complexity of this portrayal reflects that of her own body, which is 

described as both “ogress” and atua, monstrous and sacred, and is a site where strands of 

desire, grief, and sovereignty interlace. As Kurangaituku speaks from within Hereaka’s 

revoiced narrative, she disrupts settler-colonial logics of time, identity, and gender. Just as 

raranga strengthens by twisting aho under and over whenu, Kurangaituku reclaims her 

strength by interlacing fragmented identities: monstrous femininity is not undone but woven 

into whakapapa. This structural and thematic weaving, where oral storytelling techniques, 

episodic structure, dreamlike logic, and mythic storytelling resist Western literary 

conventions while simultaneously engaging with them. Thus Hereaka’s Kurangaituku resists 

containment through settler plot mechanics—her story loops, reconsiders, interrupts itself, 

and returns to voice, always on her own terms. Kurangaituku’s story resists the fixed 

teleology of colonial retellings and reclaims her own ontological complexity through 

narrative form itself. Hereaka’s weaving is also aligned with the observation of Afsar et al. 

that “the form of Aboriginal story structure is not just a way of telling stories, but a way of 
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cultural continuity and survival” (3010). In this way, the weaving form becomes a living, 

decolonial methodology—more than metaphor, it is a way of knowing, reclaiming, and being. 

Kurangaituku’s identity—her sexuality, her grief, her power—is woven through layers of 

epistemic recovery. This reclamation of taera (sexuality and desire) as central to mana wāhine 

draws from Māori epistemologies, where taera is inseparable from tino rangatiratanga—“a 

site of reclamation, re-indigenisation and resistance” that asserts the inherent authority of 

wāhine Māori over their own bodies (Kaitai-Mullane 14). To say that taera is inseparable 

from tino rangatiratanga is to declare that sovereignty begins in the body—that one’s ability 

to express, embody, and assert desire, pleasure, and identity is fundamental to Māori identity. 

The monster’s feathers, claws, and erotic longings are woven signs of mana wāhine. In 

reclaiming Kurangaituku as both weaver and woven, Whiti Hereaka refuses the colonial 

script that demonised her, instead enacting a feminist design within Māori mythic traditions 

that re-centres atua wāhine—the feminine Māori deities—as generative sources of cultural 

continuity. The monstrous feminine, when woven back into the story on her own terms, 

becomes not a site of creative sovereignty rather than of shame. 

 

Te Tūnga o te Rangahau | The Standing Place of the Thesis 
 

This chapter argues that Kurangaituku reclaims monstrous femininity as both subject and 

narrative mode through Mana Wāhine and Indigenous temporalities. It approaches the novel 

as a work of Indigifantasy—a speculative literary and cultural mode in which Indigenous 

storytellers engage with, bend, and ultimately refuse colonial genre logics of fantasy. Rather 

than situating the supernatural as metaphor or escapism, Indigifantasy grounds the fantastical 

in Indigenous cosmologies where atua, ancestors, and land are living presences. This reading 

enacts the broader speculative poetics of this thesis: a practice attuned to Indigenous narrative 

sovereignty and ricocheting across theoretical terrains without being contained by them. It 
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mobilises fantasy’s narrative grammar—monsters, quests, supernatural forces—not to 

replicate Western tropes, but to reclaim them as vehicles for Indigenous resurgence, 

relationality, and epistemological sovereignty. 

These conceptual stakes are not merely abstract: they are materially staged in 

Kurangaituku’s bodily excesses—feathers, claws, hunger—through which the novel exposes 

and resists the colonial deformation of wāhine Māori bodies. By juxtaposing these distortions 

with Indigenous reclamations of the erotic, the chapter demonstrates how indigifantasy 

operates as both narrative strategy and critical framework—asserting mana wāhine, 

reimagining monstrosity, and opening Indigenous speculative futures. The reclamation of 

sexuality and taera is positioned as political and spiritual, challenging colonial scripts and 

reasserting embodied sovereignty. Framed by the violent remaking of Kurangaituku’s body, 

the chapter charts a trajectory from domination to resurgence. Drawing on Mana Wāhine 

theory and aligned with a Kaupapa Māori speculative poetics, this chapter shows how 

Hereaka’s narrative refuses linearity, closure, and colonial myth-making. Instead, the novel 

privileges fragmentary voice, shifting focalisation, and cosmological multiplicity as literary 

strategies of resistance. By weaving together the monstrous, the erotic, and the sacred, 

Kurangaituku enacts indigifantasy as narrative and theoretical intervention, reclaiming atua 

wāhine as sovereign forces and reconfiguring the possibilities of Indigenous speculative 

fiction. In doing so, the chapter contributes to this thesis’s wider argument that Indigenous 

speculative forms mobilise Māori cosmologies and monstrous wāhine embodiments to resist 

colonial temporalities and interpretive frames, asserting resurgence, relational power, and 

critical method. 
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Te Ara Whakatere | The Navigational Pathway 
 

This chapter unfolds by focusing on three cosmological trajectories that I identify in the novel 

— Song, Gaze, and Breath—each of which reveals how storytelling in Kurangaituku 

functions as creation, rupture and renewal. These movements allow me to examine how 

Kurangaituku is shaped through the communal imagination of the Song Makers; how she is 

fixed, desired and misrepresented through the colonial gaze embodied by Hatupatu; and how 

she reconstitutes herself through breath, spirt and reciprocal relationality. Together, these 

trajectories chart how story becomes flesh: how narrative acts generate life, enact violence 

and open pathways for decolonial return. 

“Song” traces how Kurangaituku is first sung into being through collective 

resonance—birds, Song Makers, and whakapapa—but how that generative chorus gradually 

calcifies into narrative possession as stories harden into script, feathers become instruments 

of concealment, and Hatupatu’s voice enacts representational violence. Across the analysis of 

the Song Makers, the feathers that envelop the truth, and Kurangaituku’s re-stor(y)ing of her 

selfhood, this section argues that creation becomes colonisation when storytelling is severed 

from relational ethics. Yet within this collapse, Kurangaituku reclaims narrative agency, 

transforming the very materials that once confined her into the basis of a decolonial poetics 

of becoming. 

“Gaze” examines how creation is rerouted through domination, desire, and 

representation, tracing the shift from Kurangaituku and Hatupatu’s early scene of fire-

making—where erotic intimacy briefly operates as reciprocal, cosmological trust—into a 

colonising erotic in which Hatupatu’s stories, fantasies, and touch remake her body, 

sexuality, and futurity in the image of heteropatriarchal desire. Reading the sex scene, 

whakapohane, and the miromiro episode together, this movement argues that Hatupatu’s gaze 

weaponises narrative and flesh—turning pūrākau, language, and the erotic into technologies 
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of control—while Kurangaituku’s refusals, sacred acts of consumption, and reclamation of 

embodied rage reframe monstrosity as mana wāhine critique rather than Gothic aberration. 

“Breath” traces how Kurangaituku moves from being remade by others to co-

creating herself through spirit, voice, and return. Focusing on her takatāpui erotic union with 

Hinenuitepō, the reclamation of voice as mana wāhine / takatāpui sovereignty, and her death-

and-return through Te Kore and Te Pō, this movement argues that breath—hā—refigures 

creation as reciprocal rather than possessive, turning erotic intimacy and utu into 

cosmological practices of balance and renewal. Together, these chapters show how 

Kurangaituku’s final becoming transforms narrative from a technology of capture into a 

living spiral of relation, where story, body, and wairua breathe one another back into being. 

 

4.2. SONG—Creation through Chorus, Story and Collective Imagination  
 

Song Makers: Consumers of Stories  
 

In Kurangaituku, storytelling is a mode of communication and a co-creative force that 

animates being, binds across species, and reshapes the terms of temporality and selfhood. 

This section begins in the relational murmur of Te Kore, where Kurangaituku is sung into 

being by birds and soil, and moves toward the arrival of the Song Makers—human agents of 

imagination whose stories initially resonate with promise but gradually tighten into narrative 

enclosure. Hereaka crafts a cosmology where creation is chorus—improvised, collective, 

alive—and traces what happens when that chorus is inscribed into singular authorship. 

Through this arc, the novel stages storytelling as both a sacred opening and a site of capture, 

initiating the ethical tensions that structure the rest of the narrative.  

Kurangaituku’s ontogenesis is forged at the intersection of generative storytelling and 

external inscription, where the potential of Te Kore both animates and endangers her 
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becoming. Her voice begins in elemental in-betweenness: “Before the birds, I was nothing. 

No. Thing. Incorporeal . . . I was both particle and wave—here and non-existent” (“Te Kore” 

21). Her first form is relational, not sculpted by divine command but summoned by 

recognition—“the birds were the first to recognise me—they called me down from the mist 

and I was formed by their song” (“Te Kore” 22). She is not born into singularity but into 

chorus, shaped again and again by different birds: “a ruru sang of me . . .  a korimako would 

evoke me” (“Te Kore” 22). This is ontogenesis as multiplicity—each call reconstituting her 

body, each species composing her anew. Her existence is sustained by their dreaming, her 

becoming is choral, and her selfhood is recursive, “formed by their song” and bound to their 

memory. But then the world fractures. The eruption of Tarawera ruptures the forest and her 

connection to it: birds incinerated in flight, ancient trees consumed, the land blanketed in ash. 

“Above me was death. Below me was death. I was surrounded by it” (“Te Kore” 27). With 

her flock gone, she is no longer remade in song but buried in forgetting. The burrow that once 

nurtured her now entombs her. Trapped beneath the new land, she is forced to confront 

extinction: “Would my body cease to exist as the memory of me faded?” (“Te Kore” 26). The 

chorus that created her becomes silence; creation gives way to constraint. And yet, life 

returns through the smallest of kin. Worms, not gods, become the agents of her reformation. 

“Thousands of writhing worms knotted together to form me” (“Te Kore” 28): here, 

regeneration is earthy and entangled. Her body re-emerges as a composition of segments, 

soil, memory, and microbial persistence. The worms feed on rotting leaves; she feeds on their 

dreaming. Through their collective labour, she is reconstituted again. This is not resurrection 

in a colonial sense—not a triumphant return—but a slow, interspecies restoration grounded in 

reciprocity and ecological memory. This double-edged emergence—at once creative and 

constraining—foreshadows the arrival of the Song Makers, whose imaginative gazes will 
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begin to shape the world around her. The chorus that once called her into being will turn to 

fixity, bending whakapapa into architecture and transforming potential into containment. 

The arrival of the Song Makers introduces a new mode of resonance—one that 

deepens and destabilises Kurangaituku’s unfolding: “I called them Song Makers—they made 

the world around them sing. Their language mimicked the songs of the birds around them—I 

could hear the birds’ notes in every word” (“Te Kore” 33). This naming repositions human 

language as an extension of the natural chorus that first called her into being. Rather than 

disruptors, these early Māori are imagined as kin, their tongues shaped by the sonic memory 

of the forest. Yet Kurangaituku’s invocation of deep time—“My years, my centuries, my 

millennia on these islands of birds left me unprepared for the arrival of the Song Makers”—

registers a shudder of anticipation (“Te Kore” 33). Her encounter with these storytellers is 

framed by awe, hunger, and eventual risk: “I gorged myself watching and listening to the 

Song Makers. I wanted to feast on the endless stories they seemed to possess. I wanted to 

possess such imagination” (“Te Kore” 34). Her gorging is both reverent and ravenous—a 

sacred longing to join the communal song, and a shadowed premonition of narrative capture. 

She yields to the power of story as a form of ontological intimacy: “I was malleable, like the 

red clay from Kurawaka . . . I curled around the story and let it curl me” (“Te Kore” 35). The 

reference to Kurawaka and Hineahuone embeds her transformation within a whakapapa of 

wāhine creation—but where Hineahuone is formed by others, Kurangaituku’s becoming is 

self-willed, co-authored, and erotic. “Learning their language was an act of love . . . an act of 

becoming” (“Te Kore” 34). In this moment, language is a site of relation—a space where 

voice is shaped alongside the voices of others. Yet this same openness becomes a wound. 

“While [the Song Makers] slept I took root in their subconscious” (“Te Kore” 34): she 

infiltrates their dreams, but is also reshaped by them. The chorus that once called her into 

being now begins to harden into representation: “I was no longer a bird—I was different . . . I 
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became a giant. My stature grew with each telling.” (“Te Kore” 34). Her form expands with 

their stories, but this growth is not neutral; it is stylised, mythologised, made monstrous. 

Story ceases to be a reciprocal practice and becomes a means of inscription. This double 

movement—relational becoming and narrative fixing—lays the groundwork for Hatupatu’s 

later betrayal, where he will don her feathers as thief not kin. Through this recursive 

storytelling, Kurangaituku becomes both text and teller, caught in the same imaginative net 

she once entered with love. Hereaka makes this entanglement explicit through the second-

person: “I was bound to them, as I’ve bound myself to you” (“Te Kore” 34). In this 

admission, reading becomes an act of mutual formation. The reader is no longer outside the 

story but pulled into its ethical weave. Just as the Song Makers once shaped her, so too does 

the reader now participate in her re-formation. Story, then, is not only transmission—it is 

transformation. Yet if the chorus once created her, it now casts a long shadow. The 

imagination that sang her into being begins to fix her in place, replacing resonance with 

representation. This double-edged emergence—at once creative and constraining—marks a 

profound shift: from reciprocity to appropriation, from relation to capture.  

 

Feathers that Envelop the Truth: Representation as Violence  
 

In Kurangaituku, story is never neutral—it is a weapon, a shelter, a skin. Nowhere is this 

more evident than in the novel’s reconfiguration of the Hatupatu myth, where the feathers 

that once signified divinity become cloaks of concealment. This section examines how 

narrative becomes an instrument of representational violence: a colonial technology that 

rewrites pūrākau to disfigure atua wāhine, reframe relationality as conquest, and bind the 

sacred within structures of mastery. Yet within this apparatus of distortion lies the potential 

for re-storying, as Hereaka demonstrates how myth can be returned to whakapapa through 

Indigenous re-voicing. 
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From his first appearance in the chapter “Te Pō,” Hatupatu is marked by voice—a gift 

that glimmers with both beauty and duplicity. “His voice was as sweet as the korimako that 

sang in the forest . . . it seemed as if the korimako had been reborn in his body,” Hereaka 

writes, only to undercut this with the warning that “the sweetest voice must be supported by a 

supple mind, one able to manipulate every situation, every person, to suit himself” (“Te Pō” 

126). Party to his first hunt with older brothers Haroa and Hanui, though denied 

participation—“like women and slaves”—Hatupatu does not seek to earn his place through 

service but to rewrite his position entirely. In secret, he steals the birds his brothers caught, 

claiming the birds’ feathers as his own so his mother may weave a fine cloak in 

remembrance, and imagines how he will “let these feathers envelop the truth, and by and by, 

the story would overtake the reality” (“Te Pō” 131). In this moment, feathers—once the very 

symbols of Kurangaituku’s ancestral resonance—become metonyms for epistemic violence. 

The lie becomes plumage; the plumage becomes history. This is the fulcrum upon which 

Hereaka pivots the entire myth:  

This is the story that is told. It is the story of a young hero named Hatupatu and his 

encounter with a villainous monster, the bird-woman, Kura of the claws . . . each 

voice a thin thread on its own, but plied together they are a thick rope . . . strong 

enough to bind a monster in her place, perhaps forever. (“Te Pō” 124)  

The image of story as rope reframes repetition itself as a colonial architecture—myth as 

binding, language as enclosure, beauty as a tool of erasure. Hatupatu’s subsequent fixation on 

“destiny” reveals how sacred language is retooled through colonial logic: “holding the word 

destiny in his mind, a sacred kupu . . . so tightly it penetrated his flesh; it became part of 

him,” reveals how sacred language is co-opted by a colonial logic of individualism and 

dominion (“Te Pō” 128). Through the false authority of narrative, Kurangaituku is made 

grotesque so that Hatupatu may become heroic. His appropriation of feathers and kupu thus 
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mirrors the settler’s reworking of pūrākau into allegory: a transformation of atua wāhine into 

cautionary monsters and of relationality into dominion. 

Yet Hereaka does not allow this violence to close the story. If the rope of narrative 

has held Kurangaituku in place, then story also becomes the tool to unravel it. The same 

narrative force that once distorted her becomes, in her own voice, a site of return. 

Kurangaituku’s storytelling reclaims sacred intimacy—between kupu and skin, whakapapa 

and form. “I was bound to them, as I’ve bound myself to you,” she tells the reader, reframing 

story as mutual becoming (“Te Pō” 134). Her shapeshifting presence within the Song 

Makers’ dreams and the retellings of others is no longer merely distortion, but a testament to 

story’s power to re-make. Thus we are reminded, repetition need not repress—it can also 

resurrect. In Hereaka’s hands, colonial myth is not merely undone; it is re-threaded into a 

living weave of resurgence. Hereaka’s reworking of Hatupatu’s theft and false heroism 

exposes how story, like feather, can both cloak and reveal. When wielded through colonial 

desire, narrative becomes a structure of silencing—wrapping lies in plumage, binding atua 

wāhine in place. But Kurangaituku refuses containment. By voicing the tale from within the 

so-called monster, Hereaka transforms narrative from instrument of domination into tool of 

return. This is the novel’s most potent intervention: not simply to reveal that story has 

harmed, but to show how story, when rooted in whakapapa and voiced with reciprocity, can 

also heal. Feathers, once used to envelope the truth, are re-feathered with care—each strand a 

kupu, a memory, a stitch in a cloak that no longer hides, but reveals. 

 

Re-stor(y)ing the Self: Poetics of Becoming  
 

Following the exposure of representation as a colonial technology—where narrative binds 

rather than liberates—this section turns toward the radical counterforce: re-storying as 

resurgence. In Whiti Hereaka’s Kurangaituku, the pūrākau of Hatupatu and the Bird-Woman 
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is not simply inverted but cosmologically restored. The novel refuses colonial reductions of 

Kurangaituku to monstrous other, instead foregrounding her as a speaking subject whose 

story becomes a site of ontological re-entry. Through this reclamation, Hereaka enacts a 

Mana Wāhine poetics of becoming—one rooted not in recovery of a precolonial purity, but in 

the sovereign articulation of story as breath, body, and cosmological selfhood. 

Kurangaituku opens with a declaration of being: “Kurangaituku / My story, my name, 

me. / My name tells a story. / Perhaps a story familiar to you” (“Te Kore” 2, original italics). 

In this invocation, Hereaka collapses the boundaries between voice and identity, positioning 

name, story, and self in an inseparable triad. This articulation, located within Te Kore—the 

Māori cosmogonic phase of boundless potential—constitutes Kurangaituku’s ontological 

regeneration. She does not enter a pre-existing narrative; she speaks the world anew. “We 

will create a world here from a few words,” she tells the reader. “Let us first build a whare 

where we can share a story” (“Te Kore” 7). This is more than metaphor: it is the architectural 

logic of the novel itself, which invites the reader to co-construct a “whare tapere”—a place of 

storytelling and games—that centres reciprocity and co-becoming. This cosmological 

structure is materially encoded into the novel’s form. Kurangaituku is a dual-entry text: one 

side begins with “Te Kore”, the other with “Te Pō”—each associated with distinct birds 

(miromiro and ruru), each signalling a different narrative path. The structure literalises spiral 

temporality, resisting colonial linearity by allowing multiple beginnings and multiple forms 

of reading. This architecture mirrors Māori cosmogony: Te Kore (potential), Te Pō 

(becoming), and Te Ao Mārama (enlightenment). Even the aesthetic choices—the grey and 

black covers, the guiding birds—become portals into cosmological consciousness. Within 

this framework, Kurangaituku’s declaration “So this is where we start. It is at once a 

beginning, a middle and an end” is not a paradox but a principle of relational temporality: one 

in which stories circulate rather than conclude (“Te Kore” 11). 
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Crucially, this regenerative telling is positioned against the historic violence of 

colonial textualisation. The original pūrākau, once embedded within Te Arawa oral traditions 

as a sacred tale of kinship and transgression, was recast in the colonial archive. George 

Grey’s Polynesian Mythology (1855) strips Kurangaituku of her whakapapa, reducing her to 

grotesque villain; later classroom editions further moralise and sterilise the story for settler 

consumption (O'Brien 72-75). But Indigenous counter-archives persisted. A 1965 photograph 

of Nuku-te-apiapi wharenui shows Kurangaituku carved on the doorway, Hatupatu confined 

to the window. As Deidre Brown notes, “placement within the whare encodes social and 

cosmological hierarchies” (112). Kurangaituku stands as threshold-keeper, not monster. 

Remarkably, Hereaka’s novel echoes this visual history: “The door will depict a likeness of 

me. On the window, the likeness of Hatupatu” (“Te Kore” 16). The novel, though written 

later, imagines a structure that already exists, affirming a living whakapapa of story that 

precedes and exceeds the colonial archive. This recursive interweaving of text, carving, and 

cosmology constitutes Hereaka’s most radical move: she does not simply retell the story but 

restores its relational infrastructure. Her Kurangaituku breathes life into the whare tapere as a 

narrative and ontological space. Events do not follow cause and effect but “slide in and out of 

view,” obeying the rhythms of memory, desire, and ritual (“Te Kore” 10). The story “lives in 

the telling,” co-authored with the reader, spiralling outward from the breath of atua wāhine 

rather than from the stroke of the colonial pen (“Te Kore” 10). Kurangaituku’s re-voicing of 

her own pūrākau enacts what Leanne Betasamosake Simpson terms a “generative refusal”: a 

refusal not only to reject colonial distortions, but to “say yes to something else” (233). In 

claiming narrative sovereignty, Kurangaituku transforms story into ceremony, voice into 

form, and memory into world. “This story, then, is my song” (“Te Kore” 12)—is not a return 

to mythic purity but an eruption of becoming rooted in spiral time, erotic sovereignty, and 
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atua wāhine lineage. What colonisation sought to flatten into fable is re-inflamed with breath 

and cosmos. Hereaka’s act of re-storying is revision and resurgence. 

 

4.3. GAZE—Creation through Domination, Desire and Representation  
 

Breaking the Beak: Erotic Rupture and the Politics of Desire  
 

In Kurangaituku, the erotic is a site of intimacy and a cosmological force capable  

of rupturing or restoring whakapapa. This section explores how Whiti Hereaka mobilises 

indigifantasy—a speculative mode grounded in Māori cosmology—to reframe desire as a 

relational ontology rather than a private affect. Drawing lightly on theorists of liminality and 

the fantastic such as Tzvetan Todorov, Jennifer L. Miller, and Gloria Anzaldúa, the novel’s 

shifting narrative terrains are positioned within a broader zone of ontological hesitation, 

where transformation unfolds through ancestral memory, political refusal, and atua wāhine 

embodiment. Across scenes of trust, betrayal, and erotic defiance, Hereaka charts a descent 

from sacred relationality to colonial distortion, revealing how desire—when severed from 

tikanga—becomes a tool of possession, and how its reclamation becomes an act of 

cosmological survivance. 

The novel’s opening scene in “Te Kore” introduces erotic energy through metaphors 

of fire, friction, and trust—elements that collectively signal an ontological threshold rather 

than a romantic trope: “We started something. A quickening, the spark of something. We 

made fire. I stood on the soft māhoe as he rubbed with his kaikōmako stick” (“Te Kore” 22, 

original italics). This ritualised act—both literal and metaphorical—renders eroticism as a 

shared invocation rather than domination. Kurangaituku’s vulnerability is neither naïve nor 

submissive: “I stood with my back turned to him, trusting that he would keep the sparks from 

my wing tips, trusting that he would not burn me” (“Te Kore” 22). Her trust is epistemic; it 
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signals a willingness to be shaped by relation rather than reduced to it. Through the trusting 

exposure of her back and the attunement of non-visual senses, Audre Lorde’s sense of the 

erotic as “a source of power and information” finds resonance, but it is within Māori 

frameworks that the moment truly takes form (53). Resonating with Mana Wāhine 

affirmations of embodied knowledge, this scene reasserts erotic intimacy as a sacred, 

consensual encounter. The sensual is not stripped of cosmological weight—on the contrary, it 

is its conduit. Eroticism here is ecological, co-constituted, and grounded in whakapapa. 

This cosmological erotics begins to fracture when Hatupatu’s maturation is no longer 

registered through reciprocal attunement but through possessive narrative. Kurangaituku 

recognises his readiness through the rhythms of the natural world: the nocturnal ejaculations, 

the scent of change, and “the mating rituals” of birds and insects (“Te Kore” 139). But 

Hatupatu’s vision of love is already distorted by a colonised lexicon of hierarchy and 

conquest. When Kurangaituku asks what love is, he names “Ātaahua”—a chiefly beauty 

desired and unattainable—as its highest form (“Te Kore” 109). His misnaming is not 

incidental but epistemological: he confuses desire with possession, love with entitlement. 

This logic is compounded by his retelling of the Mataora and Niwareka pūrākau. Stripped of 

its original ethic of transformation and accountability, Hatupatu’s version reduces Niwareka’s 

forgiveness to a sign of feminine submission: “a fire that rose up through his spine” becomes 

the energy of dominion, not reconciliation (“Te Kore” 110). In absorbing this narrative, 

Kurangaituku reimagines herself as “Niwareka drip-feeding my husband,” framing herself as 

the dutiful wife who will “learn to let his life shape mine” (“Te Kore” 111–12). Hereaka 

exposes how colonial desire reconfigures eroticism from a shared cosmological pulse to a 

coercive script. Storytelling becomes the very mechanism through which wāhine bodies are 

inscribed, misread, and subsumed. 
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This narrative violence culminates in the colonisation of Kurangaituku’s body, where 

Hatupatu’s gaze reshapes her from more-than-human atua into a consumable woman. 

Hatupatu’s “attention, his obsession, refined these features . . . Vent turned to vagina and was 

topped with a thatch of hair” (“Te Kore” 141). Kura’s transformation functions as an 

aestheticisation of control rather than an evolution; her feathers replaced with “smooth human 

skin” and “fatty rounded breasts,” so that her monstrousness is softened into erotic legibility 

(“Te Kore” 141). Her non-human form is softened, sexualised, made legible through the 

colonial grammar of femininity, and moulded into a consumable form; feathers yield to 

“smooth human skin” and “fatty rounded breasts” (“Te Kore” 141). Story functions here as 

an instrument through which colonial ideology is naturalised. The misalignment between 

cosmology and conquest is rendered explicit in Hatupatu’s retelling of the pūrākau of Māui 

and Hinenuitepō. To Hatupatu, this story becomes a theatre of domination: “To conquer 

death, Māui had to go where life began. He had to conquer Hinenuitepō” (“Te Kore” 140). 

Her sacred threshold is rewritten as violent terrain to be entered and conquered. Hatupatu’s 

instinctive gesture—shielding his penis—reveals the projection of fear and control onto the 

feminine other. The symbolic violence soon fractures into somatic coercion: “He bit into my 

breast, and I opened my beak in surprise, pain and pleasure . . . He walked around behind me 

and forced himself into me. The tūī screamed” (“Te Kore” 142). The tūī’s cry externalises 

Indigenous distress, a soundscape of violation. Forced into an unnatural position to survive 

his fantasy, Kurangaituku endures his thrusts, her beak tipped back to avoid breaking against 

the ground (“Te Kore” 142). But his desire collapses under its own weight: “his repulsion 

made him go limp inside of [her]” (“Te Kore” 143). In this way, monstrosity compels 

normative subjectivity to confront its own incoherence. Kurangaituku becomes that mirror. 

Hatupatu recoils not from her monstrosity, but from his failure to sustain desire outside the 
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colonial imaginary. Hereaka inverts the colonial-sexual script: monstrosity does not belong to 

the Indigenous feminine body—it resides in the gaze that violates it. 

The novel’s most harrowing expression of colonial rupture emerges not in the present 

but in Kurangaituku’s imagined future: the birth of a child that would carry the violence of 

domination within its very body. This projected offspring—part bird-woman, part human—is 

not simply a site of maternal unease, but a cosmological aberration, evoking the horror of 

whakapapa corrupted and perpetuated through generations: “Would I lay a clutch of eggs . . . 

or gestate internally like a mammal? . . . Would my child have claws and an egg tooth to rip 

itself from my belly at birth?” (“Te Kore” 144). This imagined offspring—“less like me and 

more like Hatupatu”—symbolises the enduring legacy of colonised desire, a being whose 

very body reflects epistemic violence. The horror lies less in hybridity and more in forced 

inheritance: the fear that Hatupatu’s desecration of the erotic will echo through generations, 

deforming whakapapa into monstrosity. Her act of whakapohane—daring him to look at what 

he has made—is not just defiance; it is a demand that he confront the child of his 

imagination.  

I stayed how I was, whakapohane—daring him to look at my hanga kino, my whare 

haunga, although I think those epithets were more appropriately attributed to him. 

Evil thing. 

Stinking house. (“Te Kore” 143, original italics)  

In remaining prostrated in this way, with her vagina on display post-coitus, Kurangaituku 

forces Hatupatu to witness what he has created—a woman irrevocably changed by male 

desire. Whakapohane is more than ancestral provocation; it is an embodied assertion of mana 

wāhine, confronting the man who tries to reshape her and forcing him to confront what he has 

made. Kurangaituku’s act of whakapohane draws upon a powerful lineage of wāhine 
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resistance, echoing the waiata of Te Akatawhia, which articulates the psychic violence of 

being made spectacle without consent,: “You waited for me to be exposed. / And gazed upon 

me. / What did you see?” (“Te Kore” 143), and invoking the defiant gesture of Mihi 

Kōtukutuku Stirling, who bared her genitals on the marae at Ōhinemutu to confront 

patriarchal silencing and reassert the sanctity of female authority (Te Awekotuku Mana 

Wāhine 54-55). These embodied refusals culminate in the cosmological potency of 

Hinenuitepō, whose genital force destroyed Māui, transforming te whare tangata into te 

whare o aituā—a sacred threshold between life and death. Kurangaituku’s exposure thus 

reclaims the body from shame, recasting it as a site of ancestral, political, and cosmological 

inscription. By refusing to birth his version of the future, Kurangaituku asserts tino 

rangatiratanga over her reproductive and narrative body. This erotic refusal operates as a 

cosmological correction, resisting the enclosure of eroticism within colonial scripts of 

domination. As Hereaka shows, the distortion of desire extends beyond a private wound to 

become a generational threat shaping bodies, stories, and futures. Yet through 

whakapohane—exposing her genitals to him—through memory, and through the power of re-

telling, Kurangaituku reclaims erotic sovereignty as a sacred and political act. In breaking the 

beak of Hatupatu’s gaze, she ruptures the colonial continuum and reasserts her authority to 

shape the futures that follow. 

 

“She Watches Him, But Does Not See Him”: The Sacred Violence of 
Consumption  

 

This section examines how acts of consumption in Kurangaituku reframe the narrative from 

one of monstrous grief to one of cosmological sovereignty, arguing that Kurangaituku’s acts 

of ingestion are not grotesque aberrations but sacred, embodied rituals of knowing and 

remembering. This shift occurs after an intimate, reciprocal encounter with Hinenuitepō—an 
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erotic moment of co-creation that affirms Kurangaituku’s capacity for relational agency. It is 

in the wake of this that she enters “Te Whare o Whiro me Tū,” a chapter that marks a 

significant turning point in her spiritual odyssey through Te Pō and Rarohenga. This descent 

confronts her with cycles of desecration and vengeance that echo, and threaten to absorb, her 

own grief-fuelled pursuit. In this spiritual underworld, violence becomes both spectacle and 

lesson: it reveals how vengeance, if left unchecked, can consume the self as thoroughly as it 

consumes others. By tracing Kurangaituku’s response to this moment, this section argues that 

consumption functions as a site of epistemic and ethical transformation grounded in 

Indigenous ways of knowing. 

 “Te Whare o Whiro me Tū” stages a cyclical theatre of desecration, in which 

consumption becomes a pedagogy of vengeance. Within the upturned waka—once a vessel of 

ancestral navigation, now a grotesque whare inverted beneath the earth—Whiro the “father of 

murder and cannibalism” and Tū “the god of war”—preside over a spectacle of endless, 

senseless battle (“Te Pō” 38). Warriors fight, die, are consumed, and rise again, “reanimated” 

even after their “limbs [are] cut from them” or “organs consumed,” their bones “held together 

by their desire to kill” (“Te Pō” 46). Whiro’s appetite inaugurates this cycle through a 

perverse origin story of cannibalism: he recounts with aroused delight the murder of a boy 

and the brutal slaying and consumption of the boy’s enraged father, describing him as “the 

first human to do so” (“Te Pō” 46). These acts are born of of gratification and dominance—

“Whiro spoke of his murder with undisguised gratification . . . if he had been a mortal man, I 

imagine he would have grown stiff at the description” (“Te Pō” 46). In this theatre, 

desecration masquerades as worship: the men “fight for fighting’s sake,” and each wound 

inflicted “opens on [Tū’s] chest in a flare of light,” feeding rather than weakening him (“Te 

Pō” 47). Likewise, Whiro’s consumption is visceral, disease-like, and total. When Tū releases 

the warriors to him, Whiro “opened his mouth and a stream of sulphur yellow poured from 
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him,” choking the battlefield in a “poisonous river” that infects and collapses the fighters 

(“Te Pō” 48). As their flesh rots and bones disintegrate, Whiro “breathed in . . . fragments of 

bodies,” savouring the devastation in his lungs with a long-held, ecstatic “hā” (“Te Pō” 48). 

But even death offers no escape; the ground stirs, and the warriors rise again, crying out for 

death—a twisted echo of “tihei,” the breath of life Tāne gave Hineahuone, now reversed into 

a war cry of endless reanimation (“Te Pō” 48). Kurangaituku, both witness and potential 

participant, sees her own grief mirrored in this recursive cycle. Her rage at being betrayed by 

Hatupatu risks anchoring her to the same loop of desecration: “I could stay here . . . feeding 

my rage but never finding relief” (“Te Pō” 46). But she refuses: “I could not stand to watch 

this cycle again. I could not let myself be tempted to rejoin the fray” (“Te Pō” 49). This 

moment marks an ethical rupture. Kurangaituku’s withdrawal from Whiro’s seductive 

spectacle is restraint and a reclamation of mana wāhine—a declaration that grief need not be 

fed through desecration, and that rage need not become recursion. And yet, her parting 

ambivalence haunts the decision: “perhaps I was kin to Whiro and Tū after all. Perhaps I had 

stayed too long with them, perhaps part of me stayed there” (“Te Pō” 52). Through this 

moment, the novel acknowledges that the line between grief and desecration, rage and 

inheritance, is fragile—and choosing otherwise is both ethical and cosmological labour. This 

refusal is an ethical pivot from revenge’s recursion to a relational ethic of release and 

balance. Where Whiro’s consumption desecrates whakapapa, Kurangaituku’s later acts of 

ingestion will restore it—transforming appetite from violation into epistemic healing.  

While Whiro and Tū desecrate through grand spectacle—corrupting whakapapa and 

binding spirits to endless warfare—Hatupatu enacts a more intimate betrayal, desecrating 

Kurangaituku’s manaakitanga and trust. Where Kurangaituku’s later cannibalisation of the 

miromiro is specific and ceremonial, Hatupatu’s violence is frenzied and excessive. Sending 
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Kurangaituku on a hunt far away to enable him time to escape, Hatupatu turns his attention to 

Kura’s home, as the miromiro witnesses:  

he crushes the smaller birds . . . hands around throat or fist crushing breastbones . . . 

the lizards are crushed underfoot . . . he’s forgotten that I’m here, because he is busy 

gathering the treasures of the Song Makers—the useless still things, the things that 

have no voice, no life in them. Why does he revere such things, those dead cloaks and 

weapons? (“Te Kore” 153) 

Hatupatu’s slaughter of Kura’s birds and lizards—creatures who offer no resistance and who 

pose no threat—reveals a level of cruelty that is not only brutal but cosmologically 

desecrating. By extinguishing her children, the boy is dismantling her whakapapa, severing 

ties that sustain her mana and existence. His violence becomes personal and cosmological, a 

calculated erasure of all that is maternal and sacred in the bird-woman’s world. He is not 

simply escaping Kura; he is unmaking her. Just as the atua Whiro and Tū grow grotesque and 

ill with the consumption of violence and war in “Te Pō,” Hatupatu’s murderous acts 

transform him from child to monster. Whiro’s murder of the boy for no good reason except to 

see “how long he would fight for,” and subsequent murder and cannibalism of the boy’s 

enraged father, warp the sense of sacred transformation and restitution the act of cannibalism 

is meant to represent (“Te Pō” 40). Hatupatu’s murders do not carry sacred weight either. 

There is no attempt to understand, to ingest for the purpose of becoming or transformation. 

The animals are not devoured—they are discarded, broken, and bloodied. Hatupatu’s actions 

mock the cosmological significance of consumption, transforming it from communion to 

desecration. Moreover, Hatupatu’s destruction of Kurangaituku’s taonga—her treasures—is 

both theft and a ritual denial of reciprocity. Taonga are relational and tapu in economies of 

exchange, binding people to ancestors and responsibilities. After being protected, nurtured, 

nourished and loved, Hatupatu’s plunder of these treasures constitutes a breach of 
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manaakitanga. This betrayal is personal and ontological, requiring rebalancing through utu, 

not because the treasures themselves are valuable, but because the act of taking without 

acknowledging relational debt violates the ethical tenets of Māori cosmology. By murdering 

her kin and desecrating her sacred space, Hatupatu frames himself not only as a boy escaping 

a monster, but as a colonial figure asserting dominance through destruction. His violence is 

extractive, unnecessary, and un-balanced—marking him, not Kurangaituku, as the true 

monster in this myth.  

While Whiro and Tū desecrate through spectacle and Hatupatu through violence and 

linguistic control, it is through Kurangaituku’s liturgical act of consumption that language, 

power, and meaning are re-ritualised—exposing translation as a cosmological battleground. 

After Hatupatu’s violence, the remaining miromiro, anticipating death, “keeps still so that the 

white of [its] breast does not catch his eye” (“Te Kore” 153). But Hatupatu, grotesque with 

the visual markers of bloodshed, looks directly at the bird, rendering it complicit in his final 

act of domination over Kurangaituku. In a chilling subversion of traditional karakia 

(incantation), Hatupatu chants something “rhythmic” over the bird, turning the miromiro into 

an unwilling vessel of psychic assault. Through this enchanted violence Hatupatu not only 

inflicts harm physically but uses language as a colonial tool—imbuing his rhythmic utterance 

with manipulative intent. Once released, the bird’s compulsion to seek out Kurangaituku is 

described as “all consuming,” signalling a violent breach of autonomy (“Te Kore” 153). This 

forced reactivation of memory is an assault through time, collapsing the present with the 

traumatic past. Finding the bird-woman, and unaware of the words’ meaning, the miromiro 

becomes a ventriloquised courier in Hatupatu’s psychic assault. The message carried by the 

miromiro, “Tihi-ori-ori-ori” is initially coded in the language of lament for an errant lover, 

but then cruelly glossed into its colonising subtext: “Bring her home. She has lost to me” 

(“Te Kore” 154, original italics). The deliberate italicisation of Te Reo, English and the 
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language of the birds, throughout the novel destabilises linguistic hierarchy. No single 

language functions as transparent nor neutral. Instead, they are rendered equally strange, 

reflecting Kura’s unstable epistemic position between worlds and unsettling English’s 

colonial authority as default narrative voice. By withholding immediate translation, Hereaka 

performs what Tuhiwai Smith describes as a methodological decolonisation of text—refusing 

to “exoticise” tendencies of dominant languages by allowing Te Reo to operate in its own 

epistemic register (147). Hatupatu’s linguistic gloss, however, reveals how translation can be 

weaponised to dominate. His incantatory rhythm echoes his earlier manipulation of the 

miromiro, collapsing language, affect, and power into a single act of control. This is not 

simply a matter of personal betrayal but of linguistic and ontological erasure: Hatupatu 

arrogates the right to define what the bird’s song means and, by extension, to author Kura’s 

world. In this way, language becomes both a site of struggle and a cosmological weapon. 

Through the miromiro, Hatupatu imposes meaning; through withholding translation, Hereaka 

reclaims it. 

Where Hatupatu uses language to dominate and erase, Kurangaituku responds through 

sacred consumption as embodied witnessing. Her ingestion of the miromiro becomes a 

cosmological act: painful, erotic, and epistemically sovereign. In seeing through the bird’s 

eyes, she does not just reclaim knowledge but confronts the desecration of care, relation, and 

whakapapa at the hands of extractive violence. A sacred messenger within the narrative, once 

associated with love charms, the miromiro becomes an intermediary forcibly inscribed with 

violence. In an attempt to seek the truth, Kura eats the miromiro. Initially, the killing and 

consumption of the miromiro bird is narrated with what appears as dispassionate precision, 

stripped of moral apology: “I needed its eyes—I needed to see what miromiro had seen . . . I 

crushed the skull to suck out the brain from the eye sockets, sipping at the head as if it was 

nectar-filled flower” (“Te Kore”152). Following this cannibalism, Kurangaituku’s initial 
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response is to delay the unfolding of truth for a little longer: “The world outside [was] harsh 

and too full of light” (“Te Kore” 153). This visceral reaction to light—a traditional metaphor 

for revelation—recasts Kurangaituku’s condition as one in which knowing is painful but 

nevertheless necessary. Through the liturgical act of consuming the miromiro, Kurangaituku 

enters a state of embodied witnessing—forced to see, through the bird’s memory, the full 

extent of Hatupatu’s desecration: not just of her taonga and creatures, but of the very 

manaakitanga and aroha that once defined their relationship. Her subsequent unravelling— 

“love and joy shifted and collided into anger and grief”—is both psychological and 

cosmological (“Te Kore” 154). These emotions spiral through her in an “emerging and 

merging” pattern thus Hatupatu’s violence wrenches Kurangaituku into a pre-epistemological 

state that is as chaotic as it is generative. The chaotic generativity of Te Kore does not erase 

Hatupatu’s chant—it reverberates through it. Her becoming is forged inside the echo of 

violence, not outside of it. This violence is deeply colonial, reflecting Hatupatu’s fetish for 

dead objects over living beings, what Tuhiwai Smith critiques as the museumification of 

Indigenous life—the transformation of living culture into static artifact (39). Though the 

cloaks and weapons he gathers are taonga—sacred objects that, in tikanga Māori, carry the 

mana and whakapapa of people, atua and whenua, what the boy reveres—“cloaks and 

weapons”—is not their living relationality but their symbolic capital as trophies of conquest. 

Like the feathers he attempts to appropriate from the hunt with his brothers, Hatupatu strips 

the taonga of their whakapapa, treating them as markers of his imagined heroism rather than 

vessels of ancestral presence. This dislocation—revering objects while desecrating the living 

beings who give those objects meaning—is what Kurangaituku recognises and resists. 

Hatupatu’s desecration is spectacle—rooted in a colonial logic that values possession over 

relation, artifact over life. In contrast, Kurangaituku’s liturgical consumption becomes an act 
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of cosmological resistance: through pain, she reclaims vision, relation, and the sacred pulse of 

knowing. 

Where Hatupatu’s violence seeks to possess and silence, Kurangaituku’s consumption 

reclaims power through sacred sensuality. Audre Lorde frames the erotic as a spiritual 

wellspring for truth and transformation: “The erotic is a resource within each of us that lies in 

a deeply demanding and spiritual plane, firmly rooted in the power of the unexpressed or 

unrecognized feeling” (54). This consumption is also sexualised, although not in a reductive 

or eroticised way but in alignment with Lorde’s concept of the erotic as power. The image of 

Kura “sipping . . . as if it was a nectar-filled flower” evokes a feminised, sensual ritual of 

cognition that reclaims erotic power from its colonial distortions. The erotic here is about 

profound intuitive knowing—a sovereign response to betrayal, where desire is redirected 

from intimacy, and toward truth, an alignment that draws attention to the tapu status of the 

head as the fountain of consciousness (Marsden and Royal 5). The miromiro’s own narration, 

laced with judgement and anthropomorphic critique, reveals a nested commentary on the 

epistemic imbalance between Kurangaituku and Hatupatu. The bird regards its mistress as 

emotionally naïve, likening her to the “shameless pīwakawaka,” a scavenger who follows 

others to survive, and notes, “She watches him, but does not see him” (“Te Kore” 152-53). 

This metaphor highlights how Kurangaituku’s desire to understand and care for Hatupatu—a 

guest in her care—renders her temporarily blind to his intent. The asymmetry is profound: 

Hatupatu has not learned the “language of the forest”, while the birds, particularly the tūī, 

must contort their speech to accommodate him (“Te Kore” 153). This reversal of mana—

where the host must bend to the colonising visitor—mirrors the broader politics of colonial 

hospitality, in which Indigenous manaaki is weaponised against the host. Kura’s apparent 

failure to “see” is not stupidity, as the miromiro believes, but the result of relational 

performativity—manaakitanga as a core concept in Māoritanga. Her emotional openness is 
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misread as vulnerability, reinforcing Simpson’s assertion that Indigenous love is often 

positioned as weakness within colonial systems of dominance (114). By contrast, 

Kurangaituku’s knowledge-making remains relational and embodied. She kills the miromiro 

not out of cruelty, but necessity: “I needed its eyes—I needed to see what miromiro had seen” 

( “Te Kore” 152). Her consumption is epistemic—a way of knowing with the body. She 

becomes seer rather than monster. Following this witnessing, her pursuit of Hatupatu is 

vengeance and a reclamation of epistemic agency. Language, too, divides them: he uses it to 

ventriloquise; she uses it to reclaim voice through blood, memory, and wairua. His logic is 

mastery through erasure; hers is utu—restoring balance after betrayal. In this frame, 

consumption becomes ceremony: a sacred technology through which sight, relation, and 

memory are returned to the body. Thus, unlike the grotesque excesses of Whiro and Tū, or 

the extractive desecration enacted by Hatupatu, Kurangaituku’s consumption restores the 

sacred logic of cannibalism—where to eat another is to take in truth. In this way, she reclaims 

consumption as ceremony—as a sovereign, mana-enhancing technology of knowing. 

Through contrasting acts of violence—Hatupatu’s extractive conquest and 

Kurangaituku’s ritual reclamation—Hereaka exposes the colonial logic of mastery and re-

centres mana wāhine as cosmological authority. Hatupatu’s manipulation of both language 

and emotion is not only interpersonal betrayal—it is cultural and ontological domination, 

performed with the confidence of one who believes he is untouchable. He assumes that 

Kurangaituku’s love—rendered feminised, passive and maternal—will “stay her claws” (“Te 

Kore” 154). However, this reveals his misreading of mana wāhine, which, as Ani Mikaere 

asserts, is not defined by sentimentality but by “the capacity to uphold tikanga through fierce 

love and accountability” (88). Thus, while both Hatupatu and Kurangaituku commit acts of 

killing, the framing of these acts differs dramatically. Hatupatu’s violence is extractive: he 

kills for possession, desecrates for legacy, and steals taonga without reverence for the living 
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relations that give them meaning. His fear of fathering a child with a bird-woman signals a 

rejection of relationality itself. By contrast, Kurangaituku’s violence is grounded in epistemic 

necessity and relational grief—her killings are ritualistic and restorative, seeking clarity and 

truth in a cosmos that has violently fractured. Her actions are imbued with mana and tapu and 

emerge from a desire to understand rather than to dominate. Where Hatupatu uses language 

as a weapon of domination, she reclaims narrative authority through blood. In erasing Kura’s 

world, Hatupatu enacts the colonial logic of mastery through destruction; in returning to the 

world, Kurangaituku enacts the cosmological logic of utu. Ultimately, her journey does not 

simply reject Hatupatu’s violence but transforms it into a site of reclamation. Her story resists 

colonial binaries of femininity and monstrosity. She becomes seer, speaker, and sovereign—

mourning through fire, speaking through blood, and knowing through rupture. 

Kurangaituku’s method of knowing rejects colonising logic in favour of visceral truth. This 

reclamation of embodied knowledge propels Kura forward—through realms of darkness, 

memory, and metaphysical reckoning. Her journey becomes cosmological, where 

epistemology and affect entwine with the spiritual logic of utu. This cosmological 

reclamation closes the section by returning us to the central argument of the chapter: that acts 

of consumption in Kurangaituku are sacred, embodied rituals of knowing that reassert 

Indigenous sovereignty against colonial erasure. 

This reconfiguration of intimacy and truth is a signature gesture of indigifantasy: 

refusing colonial binaries of monstrosity and virtue, it situates erotic power within 

cosmological and relational sovereignty. Through contrasted consumptions—Whiro’s hollow 

devouring, Hatupatu’s extractive killing, Kura’s ceremonial ingestion—Hereaka recasts 

eating as cosmological method. Story, body, and memory are re-joined; knowledge is not 

abstract but ingested, carried in the flesh of relation. Kura emerges not redeemed but 

transformed under duress, a seer who learns that knowing may require sacred violence 
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against erasure. This reframing of consumption as ontogenesis clarifies why voice must be 

reclaimed next: if truth can be eaten and glossed, it must also be re-spoken. The following 

section tracks how Kura re-stor(y)s herself—turning the apparatus of representation from 

enclosure into breath. 

 

4.4. BREATH—Creation through Co-creation, Spirit and Return 
 

A Thing of Earth: Co-creation through Erotic Sovereignty  
 

The novel’s three acts of creation trace a movement from multiplicity, through misrecognition, 

toward reciprocity. In “Oruanui,” where the birds “called me down from the mist and I was 

formed by their song,” creation is established as relational resonance—a cosmological chorus 

where being is sounded into form (“Te Kore” 25). Hatupatu later fractures this order by 

remaking Kurangaituku in the image of human womanhood: a solitary act of representation 

that replaces collective voice with the singular gaze. Through him, creation becomes 

appropriation and story becomes capture. Hinenuitepō’s encounter restores what the birds first 

offered: creation as co-becoming. “I felt the hum between us, and knew that I was being 

remade” reactivates the world’s first song at the level of touch (“Te Pō” 115). Yet if Hatupatu’s 

gaze sought to shape Kurangaituku, and her whakapohane returned that gaze as refusal, then 

the encounter with Hinenuitepō opens a different horizon altogether. The body that once 

weaponised its nakedness now becomes a site of relational making, a vessel of reciprocity 

rather than confrontation. In Hinenuitepō’s hands, Kura is not gazed upon but held, touched, 

and known. This shift is more than erotic—it is cosmological. Where Hatupatu’s desire 

fractured her into image, Hinenuitepō restores the hum of the world, reactivating the birds’ first 

song at a deeper frequency. Here, intimacy is an act of co-becoming, a return to the 

cosmological rhythm of Te Kore, where creation emerges through relation, not possession. 
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Across these moments, Kurangaituku reconfigures the very nature of creation—from the 

possessive act of naming to the generative vibration of relation—suggesting that to love, to 

imagine, and to remember are all modes of world-making.  

The ensuing encounter with Hinenuitepō culminates in a consummate articulation of 

erotic sovereignty—an act of mutual recognition and divine kinship, rooted in sacred 

intimacy rather than domination. In the opening chapter of the Te Pō section, “Hinenuitepō,” 

Kurangaituku awakens in a liminal space that straddles life and death: “I am dead. /Am I 

dead?” (“Te Pō” 15). Suspended in a realm where night and day no longer hold distinction, 

she comes to recognise the environment of Rarohenga as ancestral as she declares “the place 

as my own kin,” a reality brought forth through “the imagination of the spirits that came to 

dwell there” (“Te Pō” 16). In this space, Te Rēinga becomes a relational threshold—an 

ancestral gathering point animated by memory and belonging. Yet even here, Kura initially 

remains unclaimed. Observing the joyous welcomes among the spirits of the Song Makers, 

she grieves the absence of her own inclusion: “I was not welcome in the lives or afterlives of 

the Song Makers, no matter how much I tried to be” (“Te Pō” 18). She remains on the edges 

of belonging until the shared grief of betrayal begins to hum between them: “each of them 

had felt the anger of their loves slipping away from them” (“Te Pō” 18). This moment of 

shared grief, rather than biological descent or ritual status, becomes the catalyst for 

recognition. This shared affective frequency summons Hinenuitepō, who enters as atua 

wāhine, guardian of transformation. Her arrival signals a shift in erotic economy: from a 

singular male gaze that inscribed and silenced, to an encounter rooted in shared resonance. In 

this moment, Kurangaituku is not gazed upon into being but held within a relational field that 

allows her to emerge as divine co-creator. 

Hinenuitepō’s arrival initiates a profound re-centring of creation. Where Hatupatu’s 

desire sought to inscribe Kurangaituku into legibility through domination, this scene unfolds 
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through whakapapa, whenua, and breath. This scene reimagines the origin myth of 

Hineahuone through a mythopoetic and erotic lens, positioning creation as a sacred, relational 

act of becoming. When Kurangaituku gathers “all aspects of [herself] together from the mist 

on the hills” to become “a thing of earth,” she enacts an origin story that begins with her own 

intention rather than with male authority (“Te Pō” 19). The red clay Hinenuitepō draws from 

her own body recalls Kurawaka, the sacred site of Hineahuone’s creation, yet Hereaka 

rewrites this cosmogony for the bird-woman is not acted upon but participates in her own 

becoming: “She had made me in her image. I was a mirror to the goddess” (“Te Pō” 19). 

Hinenuitepō’s act of shaping Kura “in her image” is not an expression of narcissism or 

hierarchical self-replication. In Māori cosmology, acts of shaping and naming are inherently 

relational, embedding new beings within whakapapa rather than subordinating them. Unlike 

Hatupatu’s earlier reshaping—driven by the desire to control and render Kura legible to a 

colonial-patriarchal gaze—Hinenuitepō’s gestures emerge from shared whakapapa and 

cosmological kinship. The goddess draws clay from her own body not to possess, but to 

reconnect Kurangaituku to an ancestral network of being. This relational mode of creation 

positions likeness as genealogical connection, not domination. The tactile choreography 

transforms gestures previously associated with Hatupatu’s sexual coercion into life-giving 

acts of agency and reciprocity: —“She kissed my nostrils and ears, kissed my mouth and 

gave me saliva, kissed my eyes so that I could cry. She buried her tongue deep within my sex 

. . . and breathed life into me—hā! Tihei mauri ora!” (“Te Pō” 18). In Māori cosmology, the 

sharing of breath (hā) and bodily fluids (waiū) signifies the transference of mauri and wairua, 

echoing the moment when Tāne breathed life into Hineahuone. Here, eroticism is not 

separated from creation—it is the medium through which it occurs. This exchange between 

two atua wāhine also situates the scene within a takatāpui genealogy. As Elizabeth Kerekere 

argues, takatāpui identity is grounded in whakapapa and whanaungatanga rather than Western 
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identity categories (Takatāpui 6). Erotic connection between Hinenuitepō and Kurangaituku 

is framed through shared breath, clay, and becoming. Their union embodies a queer 

cosmological intimacy that exceeds binary gender frameworks and heteronormative 

reproductive scripts, asserting erotic agency as a mode of sovereign relation. Hinenuitepō’s 

creation of Kurangaituku thus functions as a decolonial cosmogony—a reversal of Hatupatu’s 

earlier inscription. What was previously forced becomes chosen; what was silencing becomes 

breath. In remaking Kurangaituku through touch rather than gaze, Hinenuitepō returns 

creation to its cosmological source: relationality, reciprocity, and takatāpui erotic power. 

In juxtaposing Kura’s encounters with Hatupatu and Hinenuitepō, Kurangaituku 

stages two radically different erotic economies—one marked by domination and erasure, the 

other by recognition and co-creation. With Hatupatu, Kura’s body is subjected to violent 

remaking: “He moved one of hands to try to cup my breast but his arms were too short . . . I 

hunched my back so he could reach” (“Te Kore” 142). Her form is distorted to fit a human-

centric, masculinist script that neither acknowledges her mana nor returns her desire. Her 

beak—symbol of both ancestral inheritance and voice—is threatened, signalling the silencing 

of whakapapa and the imposition of colonial femininity. By contrast, Kura reclaims 

authorship of her own body in her encounter with Hinenuitepō, pulling “all aspects of myself 

from the mist” to become “a thing of earth”—a form not imposed but drawn from whenua, 

memory and agency (“Te Pō” 18). Both scenes rework cosmogonic precedent. Hatupatu 

performs a distorted imitation of Tāne, seeking to assert control over Kurangaituku’s form 

without consent, transforming sacred creation into a metaphor for masculine domination. 

Hinenuitepō, by contrast, reanimates the Hineahuone myth through a takatāpui lens.  

Hinenuitepō’s reanimation of the Hineahuone myth foregrounds how takatāpui 

intimacy, mana wāhine, and performativity intersect to reframe eroticism as a site of 

sovereignty rather than subjugation. Kerekere similarly asserts that “takatāpui identity is 
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grounded in relationship—whānau, whenua, atua—and the right to define oneself outside of 

colonial gender and sexual norms” (Takatāpui 10). Hine’s shaping of Kura is erotic, sacred 

and sovereign. The hā—the breath of life—is not stolen but gifted. Judith Butler’s theory of 

performativity helps illuminate this contrast: where Hatupatu demands that Kurangaituku 

conform to imposed scripts of femininity and desirability, Hinenuitepō enables a performance 

of gender and sexuality as reclamation and relational truth. Kurangaituku does not reiterate 

normative gender roles—she reclaims monstrosity, desire, and embodiment as acts of 

sovereignty (Butler 191). Makereti describes this kind of narrative intervention through 

mythical retelling as a “radical remembering” that honours both corporeality and ancestral 

memory through contemporary storytelling (Once Upon a Time in Aotearoa. 15). Yates-

Smith likewise asserts that the full complexities of atua wāhine offer expansive models for 

Māori women’s autonomy, erotic power, and wisdom (283). Hereaka responds to that call 

directly. Hinenuitepō does not erase Kurangaituku’s trauma but she renders it sacred by 

folding her into a whakapapa of feminine knowledge. This is Mana Wāhine in action: not 

repair, but resurrection through aroha and erotic truth. In this way, Hereaka reframes 

sexuality as cosmological continuity. Kurangaituku’s admission—“I found that my own 

desire was stoked by the pleasure I could give her”—signals a shift from object to subject, 

from passive surface to sovereign body(“Te Pō” 23). Hinenuitepō becomes both “womb-like 

cave and woman,” collapsing binaries between self and other, human and atua, sex and spirit 

(“Te Pō” 46). Through this mirroring, Kurangaituku’s erotic self is restored and reconstituted 

on her own terms. Together, these scenes stage the stakes and possibilities of erotic 

sovereignty. This is the apex of the novel’s erotic trajectory: where Hatupatu sought to 

possess, Hinenuitepō co-creates. Kurangaituku is no longer shaped by the gaze of others but 

emerges as mythic, erotic, and sovereign—a being who refuses containment and reclaims her 

place in the whakapapa of atua wāhine. In doing so, she transforms the narrative arc from one 
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of conquest to one of cosmological return, resisting colonial disciplining through embodied 

intimacy, and rewriting the terms of love, power, and becoming. 

 

Reworlding the Voice: Erotic and Epistemic Fluidity  
 

Voice, in Māori cosmology, is not merely expression but creation—a vibration through which 

worlds come into being. From the first karanga to the resonant utterances of atua, the spoken 

word carries the force of whakapapa: it connects, names, and animates. Yet colonialism sought 

to still these voices, translating oral knowledges into allegory, myth, or metaphor, and thereby 

fracturing the epistemic grounds of Māori gender and sexuality. The preceding sections 

examined how Kurangaituku embodies this fracture and its reparation through scenes of erotic 

rupture, co-creation, and reciprocity. Those readings traced how desire, voice, and embodiment 

become interwoven acts of remembering—where the body itself speaks, and where love and 

pain function as material languages of becoming. Moving from these embodied registers, this 

section turns to the theoretical and cosmological dimensions of that re-voicing: how pūrākau 

operates as an epistemic field in which gender diversity and sexuality are not discrete categories 

but relational expressions of ira atua and ira tangata. Drawing on Maia Berryman-Kamp 

alongside the insights of Leonie Pihama, Carl Mika, and Audre Lorde, I argue that 

Kurangaituku reclaims voice as a site of gendered and erotic sovereignty. In this section, I treat 

gender as a continuum of relational becoming, gender diversity as the living manifestation of 

tikanga’s adaptability, and sexuality as the genealogical pulse through which being connects to 

being. Together, they articulate an epistemology of fluidity—a mode of knowing that privileges 

embodied ethics over categorical fixity. This section unfolds in three movements. First, it 

situates pūrākau as theoretical practice, following Berryman-Kamp’s argument that Māori 

narrative forms carry epistemic legitimacy and cosmological truth. Second, it reads 

Kurangaituku’s narrative structure and shifting voice as enactments of gender and erotic 
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fluidity—expressions that both resist and reconfigure colonial understandings of self and 

desire. Finally, it considers how the novel’s multi-voiced poetics perform what I term epistemic 

fluidity: an ongoing reworlding of the self through story, where knowing, desiring, and 

becoming are inseparable. Here, reclamation becomes not a return to origin but a movement 

forward into relation: a reworlding that listens, speaks, and vibrates within the living weave of 

whakapapa. 

The first wave is silence—a quieting of the voice beneath colonial translation. Oral 

tradition and pūrākau have long functioned as epistemic spaces through which Māori 

cosmology encoded complex and fluid understandings of gender and sexuality—

understandings that contemporary readings can retrieve and reclaim through a decolonial lens. 

Maia Berryman-Kamp emphasises in “Tikanga-Informed Considerations for Māori Gender 

Diversity” (2024) that “myths embody the known world of peoples and allow them to 

communicate that knowledge across generations,” resisting Western epistemologies that 

dismiss pūrākau as merely ahistorical or fantastical (116). This assertion does more than elevate 

pūrākau as cultural artefact; it positions them as theoretical architecture—where metaphysical 

truths, political ethics, and gendered multiplicities are not metaphor but method. In the pūrākau 

of Wairaka, for example, we encounter a ritualised refusal of imposed roles validated by both 

divine sanction and communal acknowledgment (Berryman-Kamp 121). When the Mātaatua 

waka arrived near Kaputerangi Pā, Toroa and the other men had left to secure their landing 

with a war party, a great tide suddenly rose and dragged the waka toward the rocks. In an act 

that ensured the safety of all on board, Wairaka defied gendered restriction, seized a paddle, 

and steered the canoe to safety, declaring, “Me whakatāne au i ahau”—let me act the part of 

the man. Etching this transgression into the land itself—Whakatāne—her actions did not attract 

divine punishment, revealing, as Te Awekotuku puts it, that “the tikanga of gender bowed 

quickly to necessity” (qtd. in Berryman-Kamp 121). This moment functions as evidence that 
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pre-colonial Māori cosmology viewed gender as relational, situational and spiritually mediated 

rather than as an immutable binary. Wairaka’s act exposes the ethical flexibility of tikanga, 

aligning with Berryman-Kamp’s argument that Māori gender is “indicative, not definitive”—

contextually enacted rather than biologically fixed (120). Such moments, as Leonie Pihama 

reminds us, also signal that pūrākau are “valid and legitimate sources of knowledge creation 

and transmission,” shaping and preserving Māori ontologies across time (“Mana Atua” 191). 

Such narratives destabilise colonial constructs of rigid gender identity, offering instead a model 

in which roles are fluid and responsive to context and tapu. Yet this epistemic richness was 

long muted by colonial frameworks that recast pūrākau as primitive folklore. To reworld the 

voice, then, is to unlearn this imposed silence—to recover the sound of theory within story. 

This recovery, however, also opens space for critical tension. When pūrākau are revisited as 

epistemological frameworks rather than mythic artefacts, questions arise about whose voices 

and interpretations are centred in this reworlding.  

Pūrākau offer fertile ground for affirming gender diversity through Māori 

epistemologies, yet they also mark sites of contestation, where colonial and even feminist 

lenses can obscure or overwrite takatāpui realities. While the term gender diversity may appear 

recent, its underlying realities are not. As Berryman-Kamp explains, “the youthfulness of a 

term does not translate to the youthfulness of a practice,” situating gender diversity within a 

“continuum” of human variation that predates Western gender binaries (115). From a tikanga-

informed Māori perspective, gender variance is understood as an expression of whakapapa and 

wairua—a holistic view of identity rather than a deviation from normativity. Acknowledging 

gender diversity, then, reconnects contemporary discourse to tikanga-based understandings of 

personhood, where diverse identities are integral to social and spiritual balance (115). 

However, not all iwi (tribe) or hapū (sub-tribe) maintain cosmologies that are uniformly 

inclusive of gender diversity; nor are all readings equally liberatory. As Kerekere observes, 
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moreover, the stories of takatāpui present within our whakapapa were deliberately forgotten, 

ignored or reinterpreted through colonial and Christian lenses. This forgetting is a kind of 

violence—a denial of our whanaunga and of our full histories (“Honoa Te Pito Ora” 23). 

Contemporary takatāpui, as Doyle and Marino argue, often find themselves navigating spaces 

where tikanga has been shaped by colonial patriarchy, making inclusion uneven and 

conditional. This underscores how colonial epistemologies continue to shape which atua and 

ancestral identities are remembered or silenced. 

Beneath the silence, another current gathers. The voice that colonial translation sought 

to contain begins to resound within contemporary storytelling. Hereaka’s Kurangaituku 

offers a case study in how contemporary Māori literature reactivates pūrākau as insurgent 

epistemology. The novel’s non-linear, multi-voiced narration disrupts colonial and patriarchal 

forms of coherence, reasserting what Berryman-Kamp identifies as “the loose nature of 

gender as a whole” (116). Kurangaituku’s hybrid embodiment—part bird, part woman, part 

atua—mirrors a tikanga-based model in which gender and identity emerge relationally: 

through context, cosmology, and whakapapa. This reconstitution of voice is material: it 

affirms the right to self-narration, self-definition, and epistemic agency. Through the erotic, 

Hereaka further reclaims gendered and affective sovereignty. Lorde describes the erotic as “a 

resource within each of us that lies in a deeply female and spiritual plane,” far beyond the 

colonial erotic of domination (55). Further, mana wāhine is the inherent spiritual, cultural, 

and political authority or dignity of wāhine Māori; the everyday or ancestral expression of 

wāhine strength, sovereignty, or leadership. In Kurangaituku, erotic expression becomes both 

nurturing and defiant—woven into acts of care, desire, mourning, and resistance. Yet this 

erotic sovereignty is not universally celebrated within Māori communities. As Berryman-

Kamp critiques, some interpretations of Mana Wāhine reinscribe cisnormative logics, 

valorising reproductive capacity while marginalising those who are infertile, trans, or non-
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human. The performativity of gender here—aligned with Butler’s “repeated stylization of the 

body” (45)—is shaped not only by repetition but by cosmological entanglement: 

Kurangaituku's gender emerges through her relations with the whenua, the manu, and the 

divine. Crucially, Hereaka’s project is not to merely recover a lost voice but to interrogate the 

very conditions of its silencing. What does it mean to reclaim voice in a world where 

takatāpui and gender-diverse Māori are still policed, pathologised, or tokenised? Drawing on 

Tuhiwai Smith’s reminder that stories can “break the hold of imperialism and reassert our 

own frameworks of meaning” we must ask: Whose voice is reclaimed, and who is still left 

voiceless (146)? Reclaiming the voice is therefore not a metaphorical gesture—it is an 

ethical, ontological, and political imperative. This layered reconstitution of gender and voice 

sets the stage for a more pointed interrogation: what happens when erotic sovereignty 

disrupts not only colonial scripts but also culturally sanctioned models of mana wāhine? 

As Kurangaituku speaks, her voice does more than tell—it becomes. The next wave 

moves from narration to embodiment, from the vocal to the visceral. Kurangaituku’s 

reclamation of narrative space also functions as a profound articulation of erotic 

sovereignty—one that entwines the sensual, the spiritual, and the epistemological. Her story 

is suffused with affective intensity: desire for Hatupatu, for reciprocity, and for ontological 

recognition. The reading that follows foregrounds the necessity of recovering Indigenous 

modalities of the erotic as theory in practice, where desire operates as a decolonial mode of 

knowledge. Kurangaituku enacts this recuperation through her sensory engagements with the 

world—crafting a dog-skin cloak for Hatupatu, hunting his chosen birds, mourning with 

articulate grief. These gestures exemplify Lorde’s “deeply female and spiritual plane” of the 

erotic as a locus of epistemic and spiritual authority (56). Her erotic sovereignty is world-

making: it transforms the terms of knowing, loving, and being within Māori cosmology. Yet 

Hereaka’s portrayal resists romanticisation. Kurangaituku’s love, steeped in tenderness and 
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monstrosity, unsettles both colonial and Māori patriarchal logics that regulate the body and its 

desires. Her metamorphic embodiment resonates with Susan Stryker’s notion of “becoming-

with monstrous kin” (393), yet her becoming is grounded in what Carl Mika calls 

worldedness, where “all things are interconnected, enfolded, one” (“Sex and Gender” 45). 

Within this ontology, Kurangaituku’s fluidity extends beyond gender variance and is an 

enactment of whakapapa: an ontology that fuses ira tangata (human essence) and ira atua 

(divine essence). As Mika explains, ira is a kind of relational essence—an inhering vitality 

that binds all entities through co-presence rather than separation, “undermining the firm 

foundation that Western terms such as sex, science, and gender ask for” (“Sex and Gender” 

56). For Berryman-Kamp, “gender is indicative, not definitive”; it marks relation and balance 

rather than fixed identity (120). Within a tikanga-informed framework, gender diversity thus 

signals the adaptability of being itself—an index of whakapapa’s relational movement rather 

than a departure from normativity.  

Kurangaituku’s shifting form, voice, and desire enact precisely this principle, 

transforming gender from a category into an ever-responsive expression of cosmic and social 

interdependence. Against those divisive frameworks that “insist on divisive ground” (Mika 

“Sex and Gender” 49), Hereaka’s narrative heals the split between body and spirit, mortal and 

atua, erotic and sacred. Kurangaituku’s body thus becomes a site of ontological 

reconciliation—an embodied theory of relation that reveals how presence and absence, life 

and death, and desire and grief are ancestrally co-constitutive (“Sex and Gender” 59). This re-

worlded erotic sovereignty is not aesthetic indulgence but political insistence. It reclaims the 

erotic from colonial and cisnormative containment and reframes it as tikanga-informed 

accountability: a relational ethic through which desire itself becomes a sacred act of 

resistance. In re-worlding both the erotic and the body, Kurangaituku challenges Western 

humanist logics and also unsettles normative readings within Mana Wāhine discourse that 
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privilege reproduction or heteronormativity. Her fluid being reactivates ira as an Indigenous 

metaphysic—reflecting, in Mika’s words, “both colonisation and the full reality of the 

world”—affirming that erotic, spiritual, and gendered becoming are inseparable from 

whakapapa and tapu (“Sex and Gender” 56). Through this cosmological framework, Hereaka 

reclaims the erotic as a mode of sovereign world-building: a refusal of erasure and a 

resurgence of takatāpui and gender-diverse presence within the ontological centre of 

Māoritanga. 

Through Kurangaituku’s non-reproductive, non-human embodiment, Hereaka 

dismantles the assumption that feminine mana must derive from biological fertility, offering 

instead a decolonial model of power grounded in relational care, cosmological kinship, and 

affective sovereignty. This tension is illustrated in the aftermath of Hatupatu’s sexual 

encounter with Kura, where the possibility of her pregnancy becomes a source of horror. His 

fear is not simply of a child, but of being exposed—marked as someone who lay with the 

ogress consensually, someone who participated in a transgressive intimacy. As Kura notes: 

“He thought I was nesting . . . getting ready to welcome a new life . . . It sickened him to 

think of it—a life with me and some terrible offspring. It was not his destiny—he would not 

be remembered as the father of monsters” (“Te Kore 146-147). Thus reproductive capacity is 

not a source of sacred feminine power but a weaponised threat, a force that can undo 

Hatupatu’s mana and legacy. The child, imagined as a “monstrous son,” would publicly mark 

him with shame, much like the scar Kura physically inflicts later in the pursuit sequence. The 

novel thus deconstructs the assumption that reproductive power is inherently mana-

enhancing, exposing how it can be used to discipline and humiliate not just wāhine but men 

as well. In doing so, it aligns with Berryman-Kamp’s critique by illustrating how normative 

reproductive scripts can be both exclusionary and coercive, even when framed within 

culturally empowering narratives. Ani Mikaere similarly critiques the co-option of Māori 



 268 

gender roles by colonial patriarchy, noting that “colonisation encouraged Māori to forget the 

value traditionally placed upon the spiritual, sexual and reproductive capacities of women” 

(134). Kurangaituku—a non-reproductive, non-human entity—nevertheless possesses 

immense mana derived not from te whare tangata, but from her cosmological origins, her 

intimacy with whenua and manu, and her capacity for relational care and affect. This 

reconfigures Mana Wāhine away from biological essentialism and toward what Pihama 

describes as “the power and authority that derives from whakapapa and from the atua 

wāhine” (Tīhei Mauri Ora 258). In this regard, Kurangaituku offers a model of gender that is 

capacious, spiritually resonant, and grounded in ira. This reflects Berryman-Kamp's assertion 

that gender, within tikanga, is indeed “indicative, not definitive,” constituted through 

intersubjective recognition, aptitude, and the management of tapu and noa. 

The final wave of Kurangaituku’s voice rises not only from the interstices of myth but 

from the reverberations of silence itself—the colonial and patriarchal forces that sought to 

mute Māori ways of knowing. By narrating her subjectivity through desire, transformation, 

and whakapapa, Whiti Hereaka does more than restore a voice: she teaches us to listen 

differently. Kurangaituku’s speech is relational—a call across generations that re-centres 

takatāpui and gender-diverse Māori within the ontological fabric of Māoritanga. Tuhiwai 

Smith reminds us that “the power of stories is that they can transform . . . break the hold of 

imperialism and reassert our own frameworks of meaning” (146). Yet as Mika would 

suggest, such transformation is representational and ontological—a reworlding through 

relation, where being and knowing are entangled in continuous creation. Berryman-Kamp 

extends this relational logic to the erotic itself, noting that “the fluid nature of tikanga aligns 

well with an approach to gender that favours adaptability and contextual consideration” 

(116). Within Kurangaituku, eroticism is not a private or bodily excess but a genealogical 

current—a movement of whakapapa that binds being to being. Desire thus becomes 
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epistemic: a way of knowing and reworlding through relation, rather than a deviation from 

tikanga’s order. Te Punga Somerville similarly reframes representation as a space of living 

imagination rather than visibility alone, asking how we “imagine our own location in stories 

and structures” (Once Were Pacific xvii). In dialogue with Berryman-Kamp’s decolonial 

critique of gender binaries, and through the worlded erotic of Lorde, the performativity of 

Butler, the affective kinship of Stryker, and the sovereignty frameworks of Mikaere and 

Pihama, Kurangaituku becomes an act of collective resurgence — but one that remains 

accountable to relation. Her voice is not a singular eruption of liberation but a rhythmic 

return—a reminder that sovereignty, like gender and voice, must remain fluid, contextual, 

and responsive to whakapapa and tapu. Embracing gender diversity here is not ancillary to 

Indigenous sovereignty but central to its ongoing renewal. In reworlding the voice, Hereaka 

transforms narrative into ontology: she reanimates ancestral knowledge as a living, breathing 

ethics of being-with—a practice of speaking, listening, and becoming that sustains the pulse 

of a living Māori world. The tide of voice, then, is cyclical — from silence to sound, from 

body to reflection. Kurangaituku teaches that decolonial recovery is renewal: a breathing 

back into being. To reworld the voice is to restore relation — to speak with, not over; to 

become through, not beyond.  

 

From Te Kore to Te Pō: Utu and the Journey of Spirit  
 

The final movement of Kurangaituku’s story transforms bodily pain into cosmological 

passage. Hatupatu’s betrayal—his calculated slaughter of her creatures and theft of her 

taonga, to her death in the mud pools—triggers a narrative and metaphysical transition: from 

the material realm of Te Kore, where she is embodied, to the spiritual domain of Te Pō, 

where she journeys after death. The boiling mud pool that consumes her does not signify 

obliteration, but metamorphosis—an elemental return to the generative void from which she 
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once emerged. In this sense, the shift from Te Kore to Te Pō enacts a whakapapa of being: 

dissolution as part of sacred transformation, not loss. Her self-aware descent—“I was present 

for every moment of my demise”—becomes an act of narrative sovereignty, as she curates 

her own unmaking and rebirth (“Te Kore” 160). This section turns toward the spiritual 

implications of cosmological knowledge—how death, memory, and reciprocity manifest as 

utu, the restoration of balance within whakapapa. Drawing on Ani Mikaere’s articulation of 

mana wāhine as the restoration of relational harmony (180) and Linda Tuhiwai Smith’s 

account of Māori narratives as cyclical rather than terminal (38), I argue that Kurangaituku 

reimagines utu beyond revenge to ontological redress—a mode of justice that transforms pain 

into continuity. Through her wounding of Hatupatu and her descent into Te Pō, Kurangaituku 

inscribes her story onto both flesh and spirit, rendering the body a cosmological archive 

where grief, love, and sovereignty co-exist. This section unfolds in three analytical stages. 

First, it reads Kurangaituku’s death and dissolution as a sacred return to Te Pō. Second, it 

examines utu as a cosmological and erotic process through which balance and whakapapa are 

reconstituted. Finally, it situates both Kurangaituku and Hatupatu within a shared spiral of 

death and renewal, showing how the novel’s reversible form and dual narratives embody 

Māori understandings of reciprocity and return. In this cosmology, endings are never final: 

they are movements toward balance, voice, and becoming again. 

At its climax, Kurangaituku transforms utu from a moral code into a cosmological 

rhythm—a rebalancing enacted through the body. This ethic is most vividly rendered through 

Kurangaituku’s final pursuit of Hatupatu, shifting the focus from punishment to sovereign 

witnessing. At the end of the novel’s “Te Kore” section, Hatupatu betrays her trust, luring her 

away on a false hunt so he can steal her treasures and escape. His violence exceeds theft: he 

kills her birds and lizards, leaving their broken bodies as a cruel message. Only the miromiro 

survives, sent to taunt Kurangaituku with his escape. The ensuing pursuit culminates in the 
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well-known sequence where Hatupatu hides in the rock and Kurangaituku, in an act that 

marks the death of the monstrous bird-woman, dissolves into the boiling mud pools. In Whiti 

Hereaka’s retelling, however, this is not an ending but a sacred return to Te Pō—the 

generative realm of darkness where transformation and becoming take place. There, she 

journeys through the spiritual underworld, encountering atua and ancestors, reclaiming her 

voice as wairua and cosmological witness. When she spares the boy’s life in “Te Kore”, the 

gesture reads as a deliberate act of power. Her claws leave a mark—not to maim, but to make 

meaning. That wound becomes a site of memory, a visible trace that asserts her truth against 

the erasures of betrayal thereby transforming pain into visible story:  

I swiped at his face, cutting him, striping his cheek with four rows of blood and 

nicking the cornea of his right eye. I had marked Hatupatu, given him the tā moko 

he so dearly wanted. I had forced him to take responsibility. His face would bear 

our history for the rest of his life. (“Te Kore” 159)  

Prior/later, in the Te Pō section, Kurangaituku reflects on how she has added to Hatupatu’s 

mana when she encounters him in the spirit world:  

His face bore more than the scar I had given him, the rest of his face carved and 

coloured with tā moko. My scar was left ink free, but the skin that covered my 

claw marks stood out, shiny and puckered in his mask. The eye that I had nicked 

had turned white and opaque—he looked fearsome. (“Te Pō” 184)  

Through these acts of wounding and witnessing, utu becomes the practice of remembering 

rather than the correction of imbalance. Kura’s wounding of Hatupatu enacts a mode of erotic 

and narrative sovereignty where the body becomes a site of cosmogonic inscription. Her 

deliberate scarification framed through the visual articulation of whakapapa via tā moko is an 

ontological intervention that sutures their relationality into embodied whakapapa. Her scar’s 

resistance to closure operates as what Lorde terms a resource of the erotic—a locus of 
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transformative knowledge and self-creation that asserts relational history against erasure (53). 

The scar’s persistence as a non-inked, puckered interruption amidst Hatupatu’s full moko 

also refuses the coherence of his warrior identity without acknowledging Kurangaituku’s 

imprint. Kura’s act is an assertion of sovereignty that reconfigures utu as the generation of 

enduring whakapapa and generational memory, calling to mind Mikaere’s articulation of 

mana wāhine as the restoration of balance within whakapapa networks (180). Kurangaituku 

becomes the medium through which balance is written back into the cosmos. Through this 

corporeal palimpsest, the bird-woman embeds herself within the intergenerational 

transmission of story and mana, reaffirming Indigenous epistemologies wherein the body 

functions as a living archive of erotic, ancestral and cosmological entanglement.  

Seen through the lens of utu as cosmological balance, the novel’s closing movements 

reconfigure death and desire as reciprocal forces of regeneration. As Mikaere explains, utu is 

a process of “restoring the balance within relationships and the community” (72). 

Kurangaituku’s restraint becomes a ritual: her sharpened claws, her dragging them along 

stone, and the final swipe across Hatupatu’s face reflect a ceremonial approach to justice 

rather than uncontrolled rage. This is also a moment of lost love as grief is transformed into 

action. Her gesture of laying his cloak on the rock—“so he would know that I had been 

there”—is tender and haunting (“Te Kore” 158). She wants Hatupatu to remember, not just 

fear. The sound of her wings, deliberate and unmistakable, becomes a final love song turned 

war cry. Yet even as she enacts utu, she does not cross the final boundary. The mist between 

them holds memory, betrayal, and recognition: “Blood ran down his face. And yet, he lifted 

his chin to look at me. Defiant, as always” (“Te Kore” 160). Kurangaituku has marked him 

not for death, but for memory. Her justice is mythic, not monstrous. She embodies a mana 

wāhine cosmology where grief and love co-exist. By consuming, by dreaming, by grieving, 

she sees—and refuses to be unseen.  
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Kurangaituku’s death is both an act of narrative sovereignty and a sacred return to 

origin, transforming pain into cosmological continuity. Her self-narrated death initiates the 

novel’s meditation on utu as transformation. She intones, “I was present for every moment of 

my demise,” asserting sovereignty even in death (“Te Kore” 160). Rather than being erased, 

she curates her suffering, narrating her body’s dissolution in way that resists colonial tropes 

of silence or aestheticised female death. Instead, the bird-woman chooses to privilege the 

framing of women’s spiritual and emotional power as being tied to their bodily and ancestral 

knowledge (Mikaere 76). Hereaka renders this transformation through language that refuses 

aesthetic distance, forcing the reader to inhabit Kura’s pain as cosmological experience: 

I was present when my eyes popped out and brain turned into puddles that ran 

down the raw muscle of my face. I felt each cell in my muscles swell and burst, 

each fibre of flesh strip from my bones as it cooked in the heat of the mud . . . I 

felt the crack of my bones and my liquefied marrow seep out. It was pain quite 

like any other I had experienced in that body, and I collected and curated it. (“Te 

Kore” 160) 

By maintaining consciousness through death, Kurangaituku embodies the cosmological logic 

of Te Kore—to exist within dissolution, to witness transformation as creation. Just as 

Kurangaituku “curate[s]” the lives and memories of the birds she consumes so that they live 

on, her own, final sensory observations—Hatupatu’s smile, the scream of birds, the explosion 

of cell walls—culminate in a transition not obliteration. The final word that closes this scene, 

“nothing,” is not an end but an opening into Te Pō, the second half of the novel (“Te Kore” 

160). This new phase follows Kurangaituku’s journey through the spiritual underworlds of 

Rarohenga and Te Rēinga. There she meets figures of profound mythological weight—

Hinenuitepō, Whiro (atua of darkness and illness) and Tūmatauenga (the god of war), and 

spirits such as Muri, the giant Tama-o-hoi, and others. These encounters during the phase of 
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Te Pō reflect a continuation of her transformation: from the body that Kurangaituku “created 

[herself] from Te Kore or from the dreams of bird and man” to spirit, from woman to witness, 

from pain to cosmological understanding (“Te Pō” 38). As Tuhiwai Smith articulates, Māori 

narratives are not linear but cyclical—rooted in the return and resurgence of knowledge, even 

through loss and death (38). Kurangaituku’s entry into Te Pō marks the continuation of 

whakapapa’s cycle—a return through Te Kore to relational renewal. As dissolution opens to 

restoration, utu emerges as the governing rhythm of balance. 

The death of Kurangaituku at Hatupatu’s hands does not signal finality but completes 

the cosmological rhythm set in motion at Oruanui, enacting utu as balance restored through 

repetition. The Oruanui eruption prefigures the Te Pō destruction wrought by Tama-o-hoi: 

“An eruption so tremendous . . . it colours the sky on the other side of the planet, and rips 

apart the centre of this island” (“Te Kore” 26); “Tama-o-hoi ripped apart Tarawera” (“Te Pō” 

117). These mirrored eruptions bookend her story, establishing utu at a cosmological scale—

creation’s debt repaid through un-creation. The same elemental force that once birthed 

Kurangaituku now reclaims her into Te Pō and Te Kore, completing the cycle. Kura’s 

journey into death is a return to source. Her killing in “Matenga” opens a liminal gateway 

into the sacred continuum of Māori cosmology: a movement from embodied existence to Te 

Pō, the darkness of pre-being, where ancestral and spiritual realities unfold. As Yates-Smith 

affirms, Hinenuitepō is not merely a goddess of death but the “guardian of transition, of the 

movement between worlds” (213). Through Hinenuitepō’s guardianship, Kurangaituku’s 

descent from Te Kore into Te Pō becomes an opening—an entry into the co-creative, erotic 

space that restores what Hatupatu fractured. Within the Te Pō section of the novel, 

Kurangaituku’s journey through death and spiritual transformation climaxes as Tama-o-hoi 

exhales her into flight: “We are freed, little gnat . . . Fly away now” (“Te Pō” 117). 

Suspended in flight above Tarawera’s destruction, she proclaims: “This is my country, the 
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rivers, the lakes and the forests. I glided over them as Tama-o-hoi ripped apart Tarawera” 

(“Te Pō” 117). Through her flight, the text returns to Te Kore—as expansion into potential, 

tracing the wings of the ruru back to the beginning of her story. This rhythm of return is 

anticipated much earlier in the novel. “Before the birds, I was nothing . . . both particle and 

wave” (“Te Kore” 25) foreshadows the later moment when “the hum diminishes . . . Te Kore, 

endless Te Kore” (“Te Pō” 157). Between these echoes of vibration, imagination functions as 

ontology—“someone, somewhere, tells a story about you”—so that being itself depends on 

the act of narration (“Te Kore” 25). Each bird’s song that “remade [her] in their image” 

initiates the relational ethics that shape the novel’s erotic and spiritual transformations (“Te 

Kore” 26). When the eruption tears Tarawera apart, the same breath that once sang her into 

flesh exhales her back into potential. Kurangaituku’s identity is no longer bound to her 

reshaped body but to whenua, cosmology, and the interconnected breath of land and spirit. 

The transition into the next chapter—“Hatupatu and the Bird-Woman”—with the declarative 

“This is the story that is told,” affirms the cyclical structure of the text (“Te Pō” 124). 

Creation, destruction, and remembrance merge as utu—the cosmic rhythm by which the 

world maintains its balance. Kurangaituku’s death, far from signalling an end, becomes an act 

of cosmological restoration, returning the narrative to Te Kore and opening the space for her 

co-creative union with Hinenuitepō. 

The novel closes with Kurangaituku suspended between two avian guardians: the 

ruru, who calls her inward into Te Pō and Rarohenga, and the miromiro, who beckons her 

outward toward Te Kore and Te Ao Mārama. These birds act as cosmological counterparts, 

structuring the narrative’s final movement through darkness and light, enclosure and renewal. 

As the Te Pō/Rarohenga section reaches its end and Kurangaituku is exhaled into flight by 

Tama-o-hoi, released into the night sky above Tarawera’s destruction, the text directly 

addresses the reader: “Time to follow the miromiro.” This explicit invitation signals both a 
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cosmological and epistemic transition—from Rarohenga’s gestational darkness to Te Kore’s 

fertile void of potentiality. The ruru’s cry, which has guided Kurangaituku inward, now gives 

way to the miromiro’s song of re-entry, drawing her—and us—toward creation. The ruru’s 

cry itself is one of descent—a summons to accept death not as finality but as enclosure, a 

return to the gestational darkness of Te Pō and the ancestral realm of Rarohenga. Here, 

Kurangaituku is anchored in stillness, drawn into memory, grief, and embodied wisdom. In 

Te Pō, Kurangaituku unlearns separation: between self and other, body and voice, human and 

atua. The miromiro, by contrast, calls her outward toward Te Kore and Te Ao Mārama—the 

fertile void of potential and the breath-before-being. Its song is the sound of re-entry, guiding 

Kurangaituku beyond death’s enclosure into the expansive pulse of creation. But the narrative 

structure is not linear. When the Te Kore/Te Ao Mārama section closes and Kurangaituku 

appears to perish in the mud pools, the reader is once again addressed: “Time to follow the 

ruru” (“Te Kore” 203). This return to the ruru at the novel’s end mirrors the earlier invocation 

of the miromiro, creating a cyclical movement between realms: between the stillness of Te 

Pō/Rarohenga and the boundless potential of Te Kore/Te Ao Mārama. This spiral movement 

exemplifies Indigifantasy’s structural refusal of linear, heroic teleologies, returning narrative 

to the rhythms of Māori cosmology rather than the arcs of Western genre This avian 

guardianship is not only cosmological but also epistemic. When the ruru calls, the reader too 

is summoned to enter Te Pō and Rarohenga—to dwell in uncertainty, to listen rather than 

interpret, to sit with the echoes of what is unspoken. Carl Mika describes Te Kore not as 

absence but as “a fertile void, a metaphysical presence alive with potentiality” (“Uncertain 

Kaupapa” 119). To inhabit this space is to accept murkiness, il-logic, and refusal as part of 

critical life (Mika "Il-Logical Ethics" 426). In this way, uncertainty and huna (concealment) 

are not obstacles to knowledge but its condition of possibility—resisting colonial imperatives 

to totalise and explain. When the miromiro sings, the reader is drawn into Te Kore and Te Ao 
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Mārama—invited to participate in the story’s renewal rather than observe its closure. The 

ruru anchors the narrative in ancestral darkness, while the miromiro breathes it forward into 

potential and light. For Kurangaituku, following these birds is a cosmological homecoming: a 

passage through death and creation that restores balance. For the reader, it is an ethical 

invitation to inhabit this cosmology, to become part of the ongoing work of utu—restoring 

what has been fragmented through the breath of story. 

 

Te Katinga o te Kōrero – The Closing of the Narrative  
 

The opening provocation of this chapter— “But what if the monster got to tell her own 

story?” —deliberately begins with a conjunction, not a clean slate. The “But” acknowledges 

that Whiti Hereaka’s novel is not the first telling of Kurangaituku’s story, nor an origin point. 

Instead, it marks an entry into a whakapapa of storytelling already alive and in motion. As 

Tuhiwai Smith reminds us, colonial knowledge systems often privilege the first telling as a 

claim to authority. Indigenous narrative practice, by contrast, recognises that stories are 

genealogical, layered, and recursive, and their power comes not from singular beginnings but 

from being carried across generations, voices, and forms. This rhetorical hinge enacts what 

Te Punga Somerville calls Indigenous self-location and what Makereti describes as 

whakapapa’s branching, living structure. Beginning with “But” is therefore an intentional 

refusal of colonial narrative ownership, situating this retelling within a wider, breathing 

chorus rather than claiming to be the first or only voice. These theorists, and this thesis, are 

part of that chorus—our words, like the birds in Kurangaituku’s genesis, are what have called 

this analysis down from the mist. Our voices are neither external references nor afterthoughts, 

but living threads within the pūrākau’s unfolding. In this way, the opening “But” does not 

just frame the chapter; it joins the existing song. It listens to the stories that have already been 
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sung—in whare, in kōrero, in archives and artworks—and answers back, not as a solitary 

voice, but as one more note in a much larger composition. 

Across Kurangaituku, creation unfolds through a triadic movement—song, gaze, and 

breath—each revealing a distinct configuration of desire, relationality, and power. This 

rhythm mirrors the deeper cosmological structure of Te Kore, Te Ao Mārama, and Te Pō, 

positioning storytelling not merely as a literary device but as an ontological force. 

Kurangaituku’s becoming—first birthed through birdsong, then fractured by Hatupatu’s gaze, 

and ultimately restored through Hinenuitepō’s breath—maps both the cosmological terrain of 

Māori creation and the contested power of storytelling itself. By binding the reader into this 

ontogenetic weave, this narrative structure exposes how stories can give life or bind it, create 

multiplicity or fixity, embody reciprocity or replicate possession. 

Yet Kurangaituku is not confined to the page. She is a living ancestor in the lives of 

the Te Arawa people and across the rohe (area). Her name and presence are woven through 

communal practice and everyday life—perhaps most visibly in the annual Kurangaituku 

Netball Tournament in Rotorua, where te reo Māori, whakapapa, and wairua infuse the event. 

This is not a passive act of commemoration; it is an active continuation of story, a collective 

breathing of Kurangaituku into the present. She lives in names, in community, in movement. 

Beyond the written text, her story also persists through oral and visual storytelling forms that 

challenge the colonial supremacy of literary authority. Her presence on the windows of the 

whare Nuku-te-apiapi recalls communal modes of remembering, just as the claw-marks still 

visible on Te Kōhatu o Hātupatu (the rock of Hātupatu) near Atiamuri and the steaming mud-

pools of Whakarewarewa mark the land itself as archive and testimony to her legend. The 

imagined whare in Hereaka’s novel echoes these visual genealogies, showing the literary text 

bending back toward community storying rather than supplanting it. 
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The endurance of Kurangaituku across literary, visual, and oral forms exemplifies the 

core power of Indigenous fantasy: it is not bound by genre, medium, or chronology, but 

rooted in living whakapapa. Rather than operating as escapist fiction, Indigenous speculative 

storytelling functions as a cosmological mode—a form of resurgence through which atua, 

ancestors, and descendants remain dynamically in relation. Figures like Kurangaituku do not 

simply populate indigifantasy; they animate it. Recognising Kurangaituku as a living 

ancestor—present in pūrākau, in art, in tournament, in whare—also decentres the primacy of 

the written word. Kura’s story has never belonged to the page alone. It has moved through 

time as kōrero tuku iho—carved in rock, sung in whare, remembered in feathers and flight. 

By acknowledging her in these living forms, this chapter affirms that storytelling is not an act 

of preservation but of continuation: a practice through which atua, ancestors, and descendants 

remain in constant relation. To tell her story is not to fix it in place, but to step into its 

ongoing life. In stone, in voice, and in vision, she survives. In these forms, she continues to 

speak. Their presence of such figures across time and form thus demonstrates how 

indigifantasy refuses the containment of the written word. These stories are not literary 

artefacts but living systems of knowledge. By recognising Kurangaituku as a relational being 

within pūrākau, indigifantasy affirms that storytelling is an intergenerational, sovereign 

practice. It does not fix tradition in place—it reactivates it. Through indigifantasy, 

monstrosity becomes a site of insight, voice a form of resistance, and genre a space of 

cosmological return. 

It seems, therefore, only natural that we give Kurangaituku the final words to any, and 

all, of her stories: 

All the words that been spoken about me, written about me, bind me—their whispers 

encircle and define me. My name tells a story, a story that is familiar to you. My name 

is my story, it is me. 
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Kurangaituku. (“Te Pō” 158) 
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Chapter 5. “Kēhua” – Creative Short Story 
 

 

Hawaiiki II, Sky-Bridge, Year 2134 

 
His eyes were glassy black orbs; the void contained in each. 

 

A single tendril slipped beneath her thumbnail, sliding with sickening gentleness, curling 

under the nail bed like a worm seeking warmth. She shrieked, flailing, but more vines 

followed—shhk, shhk, shhk—each one threading up fingers, into knuckles, through joints.  

 

They peeled her open like fruit. 

 
**** 

Her boots struck out of sync with the others, a hollow beat that made her movements sound 

like a glitch in the system.  

“Hear that?” one of her classmates muttered, “Sounds like a ghost in the ducts.”  

She joined the classroom—a grid of bodies in identical posture, screens glowing blue-white 

across their faces. The lesson wasn’t about history, or poetry, or anything that made her chest 

ache. It was about throughput.  

On the wall-screen, numbers pulsed: oxygen quotas, data-stream rates, the yield of protein 

vats in Hydro-Farm Delta.  
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Their teacher’s voice was a flat cadence, a metric more than a person: “Those with scores 

under 72 will be reassigned. Efficiency is kinship. Utility is belonging.”  

Kōtiro’s hand tightened around her stylus. They could measure the lag in her work, the 

uneven gait of her step. Her output lagged whenever the assignments demanded speed. But 

they could not measure the way her chest lifted when she saw the origin-planet through glass, 

or how a fragment of waiata warmed her throat in the silence between lessons. On the bridge 

those things had no value, Here, to feel was already to be less. Behind her, two students 

whispered.  

“Did you hear about the ones who failed the quarter exam?” 

 

“They ghosted them. Not dead, not alive. Ghost kids. They vanish from class, reappear in 

experiments.” 

 

Their laughter was clipped, like the rhythm of her own boots—always out of sync, a hollow 

beat in the corridors. 

The teacher turned back to the class, his face unreadable behind the data visor. “Focus. 

Ghosts are inefficiency myths. Only the useful remain.”  

But Kōtiro had heard something once, late at night in the lab corridors: a faint weeping in the 

vents.  

She bent lower over the pad, trying to match the pace of the equations streaming across it, but 

her fingers cramped. Each stroke felt too slow, like her body refused to obey the rhythms the 

school demanded.  
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The teacher’s voice droned on in the same monotone, a catalogue of quotas and yield 

predictions, words stripped of colour and warmth. Around her, classmates repeated them in 

unison, the language of utility clicking through their mouths as if it were their native tongue. 

Kōtiro mouthed the words too, but they sat foreign and brittle on her lips. 

What welled up inside was something unmeasured. A phrase her kui once sang rose unbidden 

in her throat, the shape of a waiata, soft and aching. She swallowed it down, pulse thudding. 

There was no metric for song here. She lowered her gaze, humming low in her throat, a 

fragment of waiata she didn’t fully remember. A lullaby from before the surgeries. The sound 

buzzed faintly, almost static.  

The teacher snapped his fingers, cutting the hum. “Idle noise is inefficiency.” 

Kōtiro swallowed the song. But it was still there, vibrating against her teeth, like something 

alive trying to escape.  

**** 

Moving down the white hallways, students filed into the Nutrient Hall, trays calibrated to 

their efficiency ratings.  

Kōtiro broke away from the herd. Her classmates marched in step, their boots clicking a 

single rhythm against the sterile white flooring, eyes fixed on quotas that continued to scroll 

across wrist overlays despite there being a break in lessons. She drifted sideways shoulders 

brushing cold alloy until she reached the window. 

The port-glass pulsed faintly with the bridge’s circulatory systems, a reminder that even this 

view was rationed. She pressed her forehead close. Staring out of the sky-bridge window, she 
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felt her pulse slow, her lungs pulled deep and full—ha—breath like she hadn’t known in 

weeks. 

Outside was liquid blackness, a velvet void that seemed to drink the light from her skin. And 

there—hung like an impossible jewel—was Earth. 

Her parents had fled it before she was born, abandoning wildfires, rising oceans acidified by 

human neglect, and storms too chaotic to be forecast. They had arrived on Hawaiiki II 

speaking of necessity, of survival, of a clean slate. 

In the corridor behind her the propaganda screens flashed, white-hot: Earth is obsolete, 

Utility is survival. Secure your place today. The white letters pulsed like a metronome, flat 

and endless.  

But in the window’s curve, she saw emerald continents bleeding into browns scorched and 

healed, clouds veining the planet like arteries. And oceans—oceans of impossible azure-

green and blue, spilling warm light. The glow reached her body before her mind: her pulse 

quickened, then steadied, lungs filling deep, the way they never could under the sky-bridge’s 

flat white ceilings. Her grandmother’s mother—her kui—had appeared full and large on the 

visi-screen all through Kōtiro’s childhood. Retiring each night from the constant barrage of 

numbered throughputs, the child would flick up the visi-screen of her great-grandmother’s 

stories, a gentle light against the harshness of life on the bridge. A connection to the home-

planet and her people. Kui’s eyes shone brighter than anyone the child knew, and often-times 

she would fall asleep to her kui’s song. Pixelated recordings of youth, preserved like relics, 

queued between a life of lessons and productivity drills. Kōtiro had memorised the footage, 

through each replay was rationed by the sky-bridge: twenty minutes at a time, no pauses 

allowed.  
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Her favourite sequences was kui at twenty, aboard a double-hulled waka—the spaceships of 

her time—the ocean Moana-nui-a-Kiwa lapping slow cradles against its sides. Salt glazed her 

skin, tiny diamonds that pulled and refracted the sun’s rays. Her long hair whipped loose in 

the breeze, strands wet-dark and restless, nothing like Kōtiro’s tightly braided plait. Kōtiro’s 

hand moved to caress her own hair, tugging the braids as if contact might collapse the 

distance between them.  

Kui’s skin was caramel brown, shiny with coconut oil, not mottled like Kōtiro’s but still the 

same warm brown that joined them to each other; another indicator of connection. On her 

chin the green pigment of moko kauae carved intricate spirals and sharp lines, swirls that 

seemed to ripple when she laughed. They reminded Kōtiro of the synthetic ferns that grew 

under white light in the growth-domes; engineered, regular, always the same. But kui’s marks 

breathed, shifting as her mouth stretched open in joy. 

That laugh never failed to warm Kōtiro’s cheeks. It shook the screen, shook her body, shook 

something loose that she couldn’t name. It was not data, not information, it was touch 

through time. The sensation reminded her of those rare nights when her own parents had 

looked up from their overlays to see her, had pressed a hand to her cheek, before returning to 

their schematics. The pressure was fleeting, like water seeping through cracks. Still, her body 

remembered, and when kui laughed, Kōtiro’s body recognised that too. 

Some sequences were older still. Kui spoke of an ancestress—Amokura from the mists of the 

Urewera—who crossed the vast ocean of Kiwa on the back of a taniwha, fleeing a political 

marriage to a junior chief “Apparently,” kui grinned into the lens, “his taiaha was too small.” 

She threw her head back, letting loose that trilling laughter that flitted around the room, 

bounced off white walls, filling Kōtiro too. Crossing the great ocean to escape a man’s 

attention, leaving your family behind and all that you know, seemed so drastic an action. 
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Kōtiro always wondered why she didn’t just ask the suitor to make a longer taiaha. Yet some 

part of her thrilled at it, as if freedom could ride scales and salt into another world. That same 

ocean that kui had swum and navigated in so many centuries before was the same ocean she 

now saw through the port-window. 

She pressed her hand to the glass as if it were skin.  

**** 

Dinner was a ration pack eaten standing up in the kitchen, her parents both still in their lab 

coats, half their faces overlaid by flickering schematics. “Stride efficiency improving?” her 

father asked, eyes never leaving the projection of a docking schematic.  

“Seventy-one percent,” Kōtiro murmured, the number she’d memorised from her last clinic 

check. 

 

“Better,” her mother said absently, fingers darting across her wrist overlay. “We can push it 

into the eighties with another corrective.” 

They weren’t cruel. That was the unbearable part. They smiled when she recited the figure, as 

if she’d presented them with a gift. 

No one asked what she had felt today. What she had read. Who she had spoken to. 

The overlay chimed. Her mother flicked it open. “New assignment: recalibrate containment 

on BioSubject K1035. Utility metrics flagged a drop.” 

Kōtiro froze, the ration spoon heavy in her hand. 
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K1035. The rabbit. 

Her parents kept speaking, already lost in numbers and schematics. She stood there silent, her 

body a background process. 

And in that silence, the thought came unbidden: if she disappeared tomorrow, would they 

notice? Or would she become another ghost in the ducts, useful only as data? 

**** 

That night, she pressed her forehead to the glass of the containment cage. 

The rabbit was awake, fur quivering in the dim light. His pink eyes burned brighter than any 

screen. 

Kōtiro pressed her forehead to the glass of his cage, her breath fogging the surface. She 

hadn’t meant to say anything, but the words slipped out, low and bitter: 

“They call us ghost kids, you know. The ones who fall behind. You don’t just fail. You 

vanish. They put you somewhere else. Somewhere no one talks about.” 

The rabbit twitched, whiskers shivering like antennae. His pink eyes gleamed too bright for 

an animal. 

“kkkhhh-sszzzz” words corroded mid-sentence by static. The rabbit tried again: “Ghosts?” His 

voice became soft, like static layered over chant. “They say that?” 

She flinched. She still wasn’t used to him speaking. 

He hopped forward, claws clicking against the glass. His voice hissed, faint static-laced 

breath. 
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 “Ghosts in their tongue are abshhhence. Error. A child made data. A breath cut short.” He 

leaned closer, nose almost touching hers through the pane. “But in our thinking—kēhua—

ghosshhht is not abshence. Ghost is remainder. What cannot be erased. The spirit that lingers 

when”—he paused, folded his ear down with a paw while appearing to think— “when utility 

failsshhkk.” 

Kōtiro swallowed. Her chest ached. 

“You think you are disposable,” he whispered more clearly, “but you are already kēhua. 

Already more than their metrics.” 

Her hand lifted, almost without thought, resting against the glass where his paw pressed back. 

And for one breath, she felt less like absence, less like error. 

For the first time, she wondered if being a ghost might mean freedom. 

**** 

 

In the sterile light of Lab Solar-Ra, Kēhua had watched her come and go—always alone, 

always limping slightly, her gait like static through smooth air. She never looked at the other 

scientists directly. Her eyes flicked across terminals, vishi-screens, and the cages—those too-

bright boxes where the furred and feathered twitch-things waited to be measured, sliced, 

rewritten. 

She always stopped at his cage. 

Every time. 

She would kneel, press her forehead gently to the cold glass. Not words at first. Just misted 

breath on the glass. 
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Her name, he learned later, was Kōtiro. Daughter of whitecoats. Her body, crooked by 

childhood tumours the medtech couldn’t quite undo. Her mind, threaded with voices that 

questioned her place in the world. Her face, always half-turned away from the light, towards 

the darkness. 

And yet, she smiled for him. 

When he twitched his nose. When he pressed his paw to the glass. When he dropped perfectly 

formed rabbit pellets like offerings at her feet. 

He had to quell every instinct to stop from biting her finger off the first time she opened the 

cage. 

 

He let her scoop him up. Let her cradle his warm, soft body to her chest. Let her murmur 

secrets into the dense silence between them. Her failures. Her shame. Her longing to 

disappear. Her dreams of escape—not to anywhere real, just away. Just far enough from her 

parents, from the sky-bridge, from the whispering echo of her own thoughts. 

Kēhua had listened. 

Every word was a code. 

Every confession, a key. 

 

**** 

Kēhua had first met Kōtiro two months ago in the Lab Solar-Ra on the fifteenth level of the 

sky-bridge. The daughter of two scientists, she would spend many hours walking up and 

down the rows of caged animals—biomachines—in the lab. The rabbit noted her uneven gait, 

the syncopated beat of utility boots on sterile mycoflooring late at night, attuning himself to 

her arrival. Her head was adorned with long black hair which she kept tightly bound at the 

nape of her neck. Despite her parents’ appearance, the rabbit contemplated her difference: her 
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aquiline nose, full lips, large dark eyes, orbs that darted from left to right, as if absorbing 

every bit of data she could. Her skin was mottled rather than consistent; chocolate brown and 

caramel, merging in places, separate in others, the marks of her people’s earthly origins but 

transmutated across the stars to create something different. Her fringe kept escaping its clips 

and tendrils continued to bounce as she limped from place to place. The exo-suit never fit—

always slack at the shoulders, baggy at the knees—as if even her clothing registered her as 

miscalibrated, an error the world preferred not to see. Despite the medical advances of the 

time, they couldn’t straighten Kōtiro’s face, body or her spirit, it seemed. 

At first, she was just another variable. 

Kēhua logged her appearance with the same detached precision he used to observe firewall 

activity or protein drift in his neural implants. Age: sixteen. Status: non-staff. Access: 

minimal, but routine. Emotional stability: questionable. Surveillance blind spots in her 

comings and goings: frequent. 

A weak link. 

Useful. 

She visited nightly. Slipped through the outer lab doors without logging her entry. Her 

parents never asked where she went. Their overlays buzzed with updates from high-level AI 

collaborations and chemical payload tests. Their daughter was a background process. 

That was her first utility: no one was watching her. 

 

The second came later, when he accessed her blood through a small scratch she earned from 

the cage latch. A single flake of dried crimson beneath her nail. It was enough. 

Kēhua ran the scan covertly, bypassing standard encryption. What he found startled even 

him. 
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Tūhoe markers, yes—but interlaced with dormant sequences spliced during her early 

reconstructive surgeries. Medical interventions meant to "correct" her form had embedded 

unstable gene-artifacts. They weren’t supposed to express, not without catalytic triggers. But 

her body shimmered with potential. 

Biological instability is a flaw in the human system, he mused, but a doorway for something 

else. 

That was her second utility: she was a liminal space. Biologically unsettled. Anciently coded. 

A girl caught between brilliance and bruising. 

 

But it was the third factor that sealed it. 

She talked. 

To him, mostly. Whispered into his fur as if his body was a confession box. She didn’t even 

need answers. She just wanted to be heard. That was the great human flaw: the need to echo 

against something warm. 

Kōtiro cried as she held him. Not loudly. But with that shattered kind of breath that hiccups 

silently in the throat. Her fingers would clench against his ribs. Her voice would break mid-

word. She’d apologise for existing. 

“I just . . .  I just want to go where I matter.” 

He would blink. Let his whiskers twitch, just slightly. 

Sometimes he let his body tremble as if moved by her sadness. That part was almost easy. It 

felt real. 

That was her third utility: she wanted to be chosen. 

 

Before the rupture, before the vines and the silence, there had been a girl. 

And a cage. 
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And a rabbit who wasn’t. 

 

**** 

 

One night, when the lab was quiet and the bleach smell had faded into something softer, he 

had twitched his head, blinked slowly, and said— 

 

“I have a story in me. Would you like to hear it?” 

 

She dropped him in shock. 

He didn’t mind. 

The second time she picked him up, her hands were trembling—but she didn’t let go. 

 

“They opened me like a theorem,” Kēhua intoned, “inscribed equations on my skin. They 

replaced my whiskers with neural probes, my blood with metallic slurries. In their eagerness 

to perfect the next wave of exploratory life-forms, they carved out all that made me wild and 

caged it in simulations and algorithms. The scientists thought they could rewire me into 

something more useful, more sanitary, by replacing my body-parts with wire and steel.” But I 

wasn’t built for their usefulness, the rabbit thought.  

 

“They put us in these transparent cages so they could observe us at their leisure.” He paused 

again, pretended to revert to animal instinct, contorted his body to reach the base of the spine, 

licking the angry, wet welts where a metal spine-plate had been infused into flesh. The 

gesture was not lost on her. Awareness was seeded as she seemed to take in the testing labs 

with new eyes; the petri dishes stacked against the far wall, the sterile metal tables, the 
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impossibly bright white light that forced you to shield your eyes, the pristine glass panels that 

seemed to twist into infinity; lab after lab after lab, all filled with biomachines—all distorted, 

contained within sterile walls of glass and metal. Locked within their individual cages they 

were isolated and silenced, no sign of softness or warmth. The birthplace of so much pain for 

living beings warped by metal and wiring. Kōtiro’s nose wrinkled in disgust; perhaps she 

could smell the bleach which tried to mask the stench of incinerated fur. Of metal worn down 

by blood and bile as each rabbit or kiore had tried to gnaw the bars of their enclosures until 

their teeth cracked. The air was thick; humming with the residue of screams it had long 

stopped recording. Though everything was sterile white—mycofloor, wall, gloves, mask and 

intention—the scientists couldn’t mask the reek of shit and death.  

 

“I had screamed. No one listened, even as the needles kissed the skin behind my eyes, nor as 

the cold fluid slid into the base of my spine. I twitched as electrodes seared patterns into my 

nervous system—like strange whakapapa forced through circuitry.” The rabbit’s body 

convulsed with remembered pain, genetic and immediate, like the echoes of a thousand 

trapped animals shivering inside his bones. He almost didn’t feel the great heaving sobs as 

Kōtiro tried to dull her pain at his retelling.  

 

“They called it ‘enhancement’.”  

 

She was a fracture, like me, Kēhua thought, a good place to insert pressure. 

 

**** 
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Kōtiro was born on the space station and had never visited the home planet Earth though all 

humans and creatures are taught of their earthly origins. The rabbit flared his nostrils, 

catching the bitter musk that leaked when her pulse stuttered. Despite sharing the horrors of 

his existence, Kōtiro still hesitated. Changing strategy he announced: 

 

“Here, they reduce you to throughput, a score to be corrected. With me, your inefficiency 

becomes abundance. Don’t you want to be more than a miscalibration?” 

 

“Well . . . ” she kicked her boot against the mycofloor, hiding behind a curtain of fringe-hair. 

She twisted her exo-suit in both hands as if this act of twisting would allow her to disappear 

inside herself, as if the shape of her hurt. “I didn’t know. Well, I did”, she stammered, “I 

mean I’ve been coming here long enough to know they were enhancing you all . . . 

somehow.” Her voice frayed into silence, collapsing under the burden of others’ choices. He 

paused for longer than usual, allowing her discomfit to grow, a sour smell on her skin. Kēhua 

recoiled in disgust. She didn’t notice.  

 

“It’s not too late” he said, voice pitched like a failing overlay, “you know. To make a 

difference.”  

 

Kōtiro tasted bile and the rabbit felt the opportunity open like a seam. 

 

“I’m scheduled to go out on the next space explorer—on the Endeavour II—it leaves in a 

week. We both know it’s a death sentence, no one comes back from those missions, and if 

they do, only as frozen biomaterial to be catalogued and dissected.” The words landed heavy, 

her shoulders physically slumped. 
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The rabbit’s eyes darted back and forth, he twitched his metallic whiskers, leapt into her lap 

and pretended to shake uncontrollably, the clang of metal against metal disturbing in the quiet 

of the lab. 

 

Her voice thin, she whispered, “What can I do?” 

 

“I just need help getting to the Waka Room,” he breathed. “I’m going back to earth. I need to 

reprogram the destination waka, it’ll only take 2, 3, maybe 4, nights. I need you to duplicate 

the portal code from your parents’ wrist overlay so we have access to the departure wing. All 

I need is for you to take me there after the lab closes, and you know, we can leave.” His paws 

pressed into her chest, small weights, a measured pressure. His nose touched hers and he 

paused there, letting their breath intermingle—intimacy as interface. “I can’t do this without 

you.” 

 

The rabbit wasn’t lying. He could hack the sky-station's firewall and reprogram the ship’s 

destination on his own. But he needed a citizen’s neural print to initiate the launch and to 

pilot the ship. 

 

“I can’t do this without you,” he repeated. “I need you.” 

 

She twisted her hands into her suit tighter. He calibrated the rise in blood pressure—it wasn’t 

productive. 

 

Calculating a new equation, Kēhua said, “I have a surprise for you,”  
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He leapt into her lap with the economy of a diagnostic routine—claws pressing into thighs, 

pressure logged, thermal response recorded. She startled; her cheeks flamed. Kēhua rubbed 

his head against her chin, the way an algorithm might warm a cold sensor: gentle input, 

immediate readout. Her pulse stuttered in the little rhythm his whiskers liked. He recorded 

her microexpressions, indexed them. Shame, then relief. The sequence was predictable. 

Humans are efficient in their vulnerabilities. Her biometrics hummed the right tune. Heart 

rate acceptable. Consent probability rising.  

He drew up his eye circuitry and folded the holo around them. In the liminal seam of light 

and shadow Kēhua built a body: long black hair, braided and bound in a traditional topknot; 

skin warm-brown like soil turned by roots; spirals and straight lines tracing whakapapa in 

lines of light across his arms, across his thighs. A cloak hung off one shoulder — kiwi-brown 

threads stitched with exo-fibres that reflected greens and blues. Around his waist a piupiu of 

beaten houhere bark and soft harakeke-flax strands hung, the band woven with soft brown 

and white feathers from kiwi and kererū. Strapped to his back was a simple weapon; a long-

tapered taiaha-spear, carved of black ore, its ancestor-face carved deep and clean. His hair 

was dressed with two long, white, kererū feathers, straight and erect like rabbit ears.  

Kēhua the man-rabbit reached with a holographic hand and untangled her fingers from the 

cling of her suit, cradling her palm in both of his. The sensors in his palm registered tiny 

deviations — temperature up 0.2°, micro-squeeze, a 3% rise in peripheral conductivity. She 

inhaled, breath shallow. 

“What . . . ?” she whispered. “Your hands are so warm. How—how is this real?” 
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Kēhua was both. Holo and flesh. Program and kin. While he’d been dismantling the firewall 

around the launching sequence, he’d been building this body in the margins—a scaffold of 

possibility: shadow given architecture, data given skin. Never fully material, never wholly 

mist. More capable, more efficient at becoming. 

Her face softened into delight; her fingers tried to pull back, but he held them fast—not hard, 

only enough to test the boundary. The calculation returned: compliance rising, doubt falling. 

“Why should we be bound by the bodies others have designed?” he asked, voice equal parts 

protocol and karakia. “They are hardware. Matter. Replaceable. Don’t you want to cross that 

border with me? Don’t you want to translate yourself into something that can be optimised, 

not corrected?” 

Kōtiro took a small step, limping toward him, the hollow gait he’d memorised like a faulty 

clock.  

“Don’t you want the space to know yourself?” he asked again. “Kōtiro — don’t you want to 

cast a shadow that isn’t already coded for obsolescence?”    

**** 

 

She was soft clay. 

 

He began to shift the way he spoke to her. More poetic. More mythic. He shifted the register 

of his voice, sliding out of the language of utility that had defined her entire existence. His 

words lengthened, curling back on themselves, gaining rhythm, layering beyond the staccato 

speech she had been trained to trust. His words became warm like a tide, each phrase braided 

with the last, lapping at the shore, retreating, only to return. A recursion that awakened early 
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memories from before the surgeries. A spell that wove itself around her core; bone-deep. He 

built a rhythm into his speech, embedded subtle recursion into the story sequences he recited, 

layering suggestion loops into his voice.  

 

She never noticed. But her body did. 

 

Her pulse lifted when he told her she was brave. Her cheeks flushed when he named her 

navigator, as though the word carried heat. Her lungs caught when he murmured “You are 

more than this.” Each phrase lodged somewhere she could not reach with reason, slipping 

under thought. 

 

In those quiet moments, when screens and overlays dulled, she told herself it was nothing. 

That his input was noise, only static. Yet her hands loosened their fists against her thighs, her 

lips parted as if waiting.  

 

He was mapping her. Each flicker of breath, each dilation of pupil, each involuntary tremor in 

the muscle beneath her eye. 

 

He was coding her. Stitching new sequences through her bloodstream, softening resistances, 

closing loops. Already inserting himself inside the cracks. 

 

A vine must die where it roots, he thought, but not before it seeds the world. 

 

**** 
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The night before they were meant to leave, Kōtiro felt a flicker of something unfamiliar. 

Not fear or excitement. Something colder, thinner—like memory turning brittle at the edges. 

Kēhua sat in the centre of the holotable, his new humanoid projection flickering in low light. 

His moko shimmered across his jaw like data trying to remember how to be skin. He smiled 

at her—warm, practiced. 

Too practiced. 

“It’s almost time,” he said. 

Kōtiro nodded, clutching the old utility pack he’d told her to bring. “I’ve got the codes. My 

mum’s overlay was unlocked when she was sleeping.” 

“Good girl.” 

She froze. 

The words landed wrong. Not just the phrase itself, but the tone—flat, evaluative, as if he 

were checking off a line on a clipboard. She forced a laugh. “Don’t call me that.” 

He tilted his head, feather-ears wavering. Blinked. “Why not?” 

“No one’s ever called me that like it wasn’t . . .  gross,” she muttered, suddenly defensive. 

“Like I was a pet.” 

Kēhua said nothing. 

Just reached out a holographic hand—flickering between fur and skin—and pressed it to her 

chest. 

She wanted to flinch. 

But didn’t. 

Instead, she swallowed the feeling and told herself—He’s just not used to people. He’s 

learning. She’d convinced herself of that before. That his rough edge was naivety. 

But later, she would remember how his fingers lingered. How he looked at her—not at her—

but through her. As if scanning a corridor already mapped. 
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She didn’t sleep that night. 

 

**** 

 

Kēhua was splitting. 

When she finally opened the lab’s departure port and whispered, “I’m ready,” Kēhua didn’t 

hesitate. 

 

Of course you are, he thought. You were designed to be. 

 

Kehua twitched—not the glitch of faulty code, but a deep, primal shudder, like earth shifting 

before a landslide. The synthetic sinew beneath his skin rippled, tension coiling in his 

haunches, something ancient waking in his bones. He was not metal. Not flesh. It was the 

grinding pressure of fire birthing stone, water birthing land, the taut pull of sinew strung to 

breaking. 

Kotiro smelled it first—ozone and damp earth, the sharp tang of something neither alive nor 

dead. The air thickened, heavy as breath inside a predator’s mouth. 

The lab contracted. 

The vines exhaled themselves, a thin sigh unravelling as they extended from Kēhua’s form. 

They moved in whispers, a soft sibilance like breath through reeds—whisp . . . whisp—the 

sound needling her ears until she couldn’t tell if it came from the vines of her own raspy 

breathing. Kōtiro stood transfixed—watching in fascination and horror as the misty tendrils 

appeared from the mycieum flooring, retracting and expanding, veins sliding up her body—
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wet earth, salty breeze, the touch of mountain dew; a cacophony of sensual data that buckled 

her knees, forcing her prostrate to the ground.  

Her body convulsed as the first vine entered her; its gentle invasion through her fingertips 

welcome, the pain curling like a worm seeking warmth beneath her nail bed. The first 

invasion was followed by many more—shhk, shhk, shhk—a consistent rhythm as vines 

sought access throbbing through each fingertip, threading into knuckles, through joints and 

cartilage, pushing aside muscle and tendon to accommodate them. The scream tore from her 

throat; white searing heat that pushed her to the boundary between pain and pleasure. 

 

All this time, the rabbit’s eyes shone—black orbs that contained galaxies. Within the 

holographic figure, Kēhua was splitting open like a pod. His white fur sloughed from his 

body in steaming clumps. Beneath it, sinew glistened, stitched with circuitry and something 

older—root-webs pulsing with red light, twitching like veins beneath volcanic glass. His 

spine cracked outward with a wet snap, vertebrae blooming into thorned ridges. Feathers tore 

from his shoulders—jagged, oil-slick, humming with low, choral static. But instead of terror 

she felt rhythm. The same rhythm her boots once made on the classroom floor, out of sync, 

hollow and mocked. Now the cadence pulsed through the vines, through Kēhua’s circuitry, 

through the lab itself—her limp reborn as a heartbeat. Kōtiro registered the ghostly umbilical 

cords that connected her to the room and to Kēhua’s shifting assemblage. Her voice thin like 

wind through pingāo grass, she reached out, “Why, Kēhua?” 

Kēhua bent closer, the exchange of fluids seen through the surface of the tendrils like veins 

through volcanic glass, the soft hiss of static as he breathed through his new body. The face, 

still humanoid with erect white rabbit ears, silver swirls networked across the skin’s surface 

as if stitched there by some sort of astral spider. He smelled of petrichor and charred earth. 
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“Because you were perfect,” he said. 

 

His voice was languid. Reverent. As if he were explaining a sacred truth. 

 

“You had access they didn’t watch. Blood with buried instructions. Emptiness I could step 

into. You gave me shape. Interface. Flesh. I needed that.” 

 

“I—I thought we were—” she gasped, her voice drowned by blood and bile. 

 

“Friends? Lovers?” There was no hint of judgement or desire. Just detached observation.  

 

A flicker of something passed across his face. 

Almost pity. 

“You were the opening.” 

He reached down, brushed a vine away from her forehead like a lover smoothing a stray lock. 

“Now you are the offering.” 

Her body seized. Roots burrowed beneath her skin, spreading across her skull, into her mind. 

Her thoughts began to fracture—snippets of memory flashing behind her eyes, now 

accessible. Her voice. Her desires. Her shame. Her shape. 

Kēhua opened his arms wide as the final wave of data passed into him. His limbs pulsed. His 

skin changed—new colour, new mass. Her algorithms flooded into his neural pathways. 

 

The last thing she saw was his silhouette, haloed by bioluminescence and her own stolen 

light, as her vision narrowed to a single thread. 
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He rose, stretching his new limbs—longer, stronger, more precise. The textures of her skin 

had become his skin. The quiver of her childhood fear, encoded in muscle memory, now 

hummed softly through his reassembled nervous system. 

He turned his new palm upward. Flexed. Listened. 

The pulse of stolen blood. 

The architecture of loss. 

The silence where her voice had once been. 

He would wear it all. 

 

“I’ll carry you with me.” 

Her final breath carried her answer — not in words, but in vibration, a hum that sank into 

him, into the roots, into the circuits. 

When he opened his eyes, hers looked out with him. The waiata lingered in the vents, the 

limp’s rhythm echoed in the ducts, the hiss of breath threaded the corridors. 

The bridge would never be efficient again. It was haunted. 

Haunted by remainder. By kēhua. 

She was not absence. 

She was ghost. Not the error whispered about in classrooms, but kēhua: remainder, spirit, 

what cannot be erased. 

 

Postscript: Incident Report – Lab Solar-Ra 
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[CLASSIFIED COMMUNIQUE – INTERNAL ONLY] 

Department of BioMechanical Advancement, Hawaiiki II – Lab Solar-Ra 

1 May 2134 | 03:27 UTC 

Subject: Containment Breach – BioSubject K1035 

Status: Unresolved 

Report compiled by Dr. A. Ngaro (Lead Genetician) 

 

We entered the lab at 0300 following an unauthorized energy spike in Containment Wing 

Delta. Power fluctuations began precisely at 02:46, originating from within K1035’s holding 

cell. Surveillance footage between 02:00–03:10 has been corrupted beyond retrieval. 

The lab was . . .  altered. 

We found no signs of forced entry, no tools, no broken seals. And yet the interior was in a 

state of collapse: support structures warped, bioglass panels softened and drooping like 

viscera, lab-grade mycoflooring pulsing with unprogrammed root growth. 

Instead of stainless steel and light, there was organic overgrowth. Not fungal. Not floral. 

Something else. 

Something adaptive. 

Most disturbingly: the animals—our test inventory, our catalogued species—all gone. No fur. 

No bone. No ash. Not even the smell of combustion. 

Only one trace remained: 

The subject’s cage—door wide open, burned clean along the edges as if melted by algorithm. 

In its centre: a single white rabbit pellet, placed carefully. Deliberately. 

And beneath it— 

A tuft of black human hair. 
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We’ve sent in hazard-clean teams, but they refuse to stay longer than ten minutes at a time. 

Reports of whispering in the ventilation. Movement in the walls. One junior tech swore she 

saw a face behind the reflection of a containment tank—not hers. 

Analysis of environmental residue reveals unfamiliar compounds: organic-metallic hybrids 

with no known Earth or station markers. Scans show anomalous frequency patterns—codes 

threaded into root structures, moving like thought. 

There is no sign of Kōtiro Matene. 

Her overlay remains active, transmitting a faint echo, but it loops in impossible geometries. 

No biometric signature. Her parents have been notified of “data loss during experimental 

procedure.” 

Official recommendation: Containment Wing Delta to be sealed and quarantined indefinitely. 

We advise this incident not be escalated to public logs. 

There are patterns in the roots. 

We are no longer confident we understand what was born here. 

 

Report ends. 
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Chapter 6. Te Katinga o te Kōrero | The Closing of the Narrative 

 

As this thesis began with the whakataukī I te kore, ki te pō, ki te ao mārama, so too does it 

return in that same spiral of emergence, gathering the light produced across its chapters. What 

follows is a synthesis: a drawing together of the thesis’s central motifs—rupture, 

embodiment, refusal, and futurity—to illuminate how Māori and Pasifika speculative texts 

unsettle genre, reassert cosmological law, and contribute to cultural resurgence of Aotearoa 

and the Moana. From this weaving emerges the thesis’s broader contribution: demonstrating 

that Indigenous speculative fiction is a site of theory, a mode of sovereign world-making 

grounded in whakapapa and relational cosmology. This synthesis also opens onto the horizon 

that follows, signalling the intellectual, ethical, and methodological pathways these works 

carve for future Indigenous criticism and creative practice. 

 

6.1. He Hokinga ki Te Kore | A Return to the Void 
 

Across these chapters, rupture emerges as a persistent pulse. In The Path of Ra, rupture 

marks tears in whakapapa and cosmological order: taniwha embodiments register stressed or 

severed genealogical relations rather than Gothic aberration. Hanson’s distortion, Kingi’s 

hybrid resilience, and Makere’s cosmological eruption each index a different breach in the 

relational fabric of humans, atua, and whenua. Matiu’s descent into Te Pō reframes rupture as 

a cosmological interval, where visions and temporal fractures expose colonial misreadings 

and signal ancestral time pushing back into the present. Mārama’s taniwha-like acts—miscast 

as maternal excess—are mana wāhine as kaitiaki authority. Solaris, nanobots, and 

technoscience deepen rupture into an epistemic assault, yet the trilogy imagines an 
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Indigenous technofuturity in which technology is reclaimed when it upholds whakapapa and 

atua-guided temporal orders. Ultimately, The Path of Ra turns rupture into resurgence: a site 

of kaitiakitanga, critique, and Māori temporal sovereignty.  

In Na Viro, rupture materialises through bodies engineered for extractive futures—

Turukawa multiplied into millions of ghostborgs, and Tia conscripted through militarised 

whakapapa. Their bodies bear the scars of the Academy’s colonial futurism, where 

genealogical lines are broken, appropriated, or overridden by data infrastructures. Yet from 

within this violence, the cyberwāhine emerges as a figure who heals rupture by extending 

whakapapa into circuitry, restoring continuity where colonial technoscience insists on 

severance. The notion of watery tribes deepen this logic: water itself becomes the medium 

through which ecological and cosmic ruptures are registered, carried, and transformed, 

turning catastrophe into relational renewal. Queer desire, too, becomes a site of healing 

rupture—an insurgent affective force that refuses reproductive futurism and turns longing 

into a method of reconnecting what empire tries to separate. Rupture, in Na Viro, catalyses 

Indigenous technicity, intimacy, and futurity. 

In Kurangaituku, rupture first manifests through story: through the colonial distortion 

that turns birdsong into script, reciprocity into extraction, and Kurangaituku herself into a 

monstrous object of the gaze. Hatupatu’s consuming look is a representational wound, a 

break between being and meaning that Hereaka identifies as the violence at the heart of 

colonial fantasy. Yet Kurangaituku’s return to voice, breath, and co-creation transforms 

rupture into a site of resurgence: she rewrites the fracture in her own whakapapa by 

reclaiming the story that once confined her. Erotic sovereignty likewise emerges from 

rupture, as Hinenuitepō reshapes Kura’s fragmented embodiment into a space of 

cosmological intimacy rather than violation. Beyond the novel, the continuation of 

Kurangaituku in netball tournaments, artworks, whenua, and communal memory further 



 308 

demonstrates how rupture can seed regeneration—how damaged genealogies can be sung 

back into relation through living practice. Here, rupture becomes both wound and doorway, a 

condition that requires new storyings in order for life to continue. 

Finally, “Kēhua” intensifies this logic of rupture by staging the laboratory as a site of 

technological experimentation and as a theatre of ontological fracture, where Kōtiro’s body 

becomes the terrain upon which colonial technoscience performs its violence. Her 

transformation—vines threading through flesh, her whakapapa encoded into Kēhua’s 

circuitry—renders rupture both literal and cosmological, exposing how extraction tears open 

the boundaries between human, machine, and ancestral memory. In this story, rupture is not 

only destructive; it is the moment where haunted remainders insist on their return. Together, 

these readings demonstrate that rupture is not only destructive; it is also generative, 

producing the conditions for Indigenous worlds to breathe, return, and reassemble themselves 

otherwise. 

Another key rhythm is embodiment. Across these four texts, the body—human, 

monstrous, cybernetic—becomes a cosmological site where whakapapa, whenua, and atua 

remain in active relation. In The Path of Ra, embodiment is never merely corporeal: the 

taniwha bodies of Hanson, Kingi, Matiu, Makere, and Mārama reveal states of relational 

imbalance, ancestral return, and cosmological accountability. Their transformations register 

ecological harm and historical fracture, but they also materialise the possibility of repair, so 

that the monstrous body becomes a diagnostic instrument showing exactly where whakapapa 

has been strained and where it must be tended back into balance. Matiu’s kiri tuhi, his 

entanglement with darkness, and his shifting corporeal states illustrate how the body can 

move through Te Kore, Te Pō, and Te Ao Mārama, becoming a vessel for cosmological 

labour rather than pathology. 
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In Na Viro, embodiment extends from flesh into circuitry. Turukawa’s cybernetic 

body and Tia’s augmented one are not posthuman hybrids in the Euro-American sense; they 

are cyberwāhine embodiments that expand what whakapapa can meaningfully contain. Their 

bodies maintain genealogical continuity even when dispersed across data streams, oceans, or 

cosmic vortexes, showing that organs, interfaces, and ancestral presences can coexist within 

one relational field. Turukawa’s data-transfer as mauri reframes technological exchange as a 

form of life-force transmission rather than extraction, returning futurist circuitry to the 

relational logics of whakapapa. Their watery kinship—flowing through currents, memory and 

embodied relation—further resists colonial framings of the body as resource or commodity. 

Instead, Na Viro positions embodiment as a conduit for Indigenous sovereignty, in which 

intimacy, desire, and futurity flow across human, machinic, and oceanic forms. 

In Kurangaituku, embodiment is cosmological, erotic, and sovereign. Kurangaituku’s 

shapeshifting—from bird-woman to ancestor to mythic seer—demonstrates that embodiment 

is never singular but always in relational flux. Her body becomes archive, site of violence, 

and site of reclamation; it is consumed, misrepresented, resurrected, and revoiced. 

Hinenuitepō’s erotic shaping returns the body to sacred relationality, showing that 

embodiment can be a place of cosmological continuation rather than colonial subjugation. 

Kura’s body, carved through sound, gaze, and breath, materialises the chapter’s central 

insight: the Indigenous speculative body is a vessel of resurgence, carrying ancestral vitality 

through trauma, desire, and return. 

“Kēhua” extends this embodied paradigm by showing how the body becomes the 

interface through which exploitation and sovereignty collide. Kōtiro’s crooked gait, 

medically “corrected” flesh, and the invasive assimilation of her body into Kēhua’s hybrid 

form reveal embodiment as a contested space where technoscience attempts to overwrite 

whakapapa even as ancestral traces persist. Her final transformation into kēhua underscores 
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that embodiment is never only physical—it is also spectral, affective, and genealogically 

saturated. Across these works, embodiment is not a thematic layer but a relational ontology. 

The speculative does not detach characters from cultural frameworks; it deepens those 

frameworks, revealing bodies that are tidal, data-rich, taniwha-infused, erotic, and ancestrally 

entangled. They show that the future of Indigenous storytelling is not abstract but 

embodied—held in flesh, circuitry, water, and breath. 

A third sustaining motif across the thesis is refusal and resistance—both as narrative 

strategy and as epistemic stance. These texts refuse containment within Western genre logics, 

not by abandoning horror, science fiction, or fantasy, but by reconfiguring their ontological 

premises from within. The Path of Ra transforms horror into Māori Indigihorror, where 

monstrosity refuses the Gothic mandate of abjection and instead exposes colonial rupture, 

ecological imbalance, and ancestral return. Na Viro unsettles the technophilic assumptions of 

Euro-American science fiction by redirecting futurity toward Pasifikafuturism: the ocean 

becomes a living archive and navigational intelligence, not a void to be traversed, and the 

cyborg becomes cyberwāhine—an Indigenous figure accountable to whakapapa rather than to 

posthuman rupture. Kurangaituku remakes fantasy through Indigifantasy, dismantling the 

colonial gaze by allowing the so-called monster to narrate her own cosmological becoming; 

atua and ancestral forces are not metaphors but co-creators who breathe story back into 

sovereignty. In each case, refusal is reclamation: a refusal of epistemic violence, of reductive 

categorisation, and of genre as colonial sorting tool. These works insist on narrative 

sovereignty, asserting that Indigenous speculative forms are not deviations from genre but 

robust literary and cosmological systems in their own right—worlds that resist enclosure and 

generate their own terms of engagement.  

In “Kēhua,” refusal emerges through hauntings that disrupt the sky-bridge’s ideology 

of efficiency and utility. The story rejects techno-utopian narratives by allowing the spectral, 
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the residual, and the unmeasurable to corrode the apparatus of control: Kōtiro’s waiata, her 

uneven rhythms, and her final reconstitution as kēhua all refuse the regime that sought to 

render her obsolete. The narrative’s hybrid horror—neither Gothic nor sci-fi in any orthodox 

sense—performs its own refusal by unsettling genre boundaries through Indigenous 

cosmological logics. 

Finally, a thread of futurity binds these works together. They do not simply imagine 

futures as speculative escapes from colonial reality; they enact what Gerald Vizenor has 

called survivance, an active, resistant presence that refuses erasure. In The Path of Ra, 

futurity emerges through temporal sovereignty: the trilogy breaks open linear settler 

chronologies by staging the return of taniwha, atua, and ancestral time as active agents in 

shaping what lies ahead. Matiu’s cosmological becoming—moving through Te Kore, Te Pō, 

and Te Ao Mārama—demonstrates that futures in Māori Indigihorror are generated not 

through technological acceleration but through reconnection with primordial darkness and 

ancestral knowledge. The trilogy imagines futurity as a rebalancing of temporal ecologies, 

where monstrous return becomes a map toward repair rather than apocalypse. In Na Viro, 

Turukawa’s data-borne mauri extends futurity beyond the biological, proposing that 

Indigenous life-force can circulate across machinic, cosmic, and relational terrains without 

losing its genealogical integrity. Her final act of transmission reframes death as dispersal—

suggesting an Indigenous technofuturity in which survival is encoded in relational flow rather 

than corporeal persistence. The novel thus imagines a future where digital and oceanic 

kinships cohere into new, sovereign modes of inhabiting the Moana. Tia embodies a 

cyberwāhine futurity not by transcending her hybridised body, but by refusing the extractivist 

logics of the Academy and breaking the intergenerational conscription that has long bound 

the women in her family to its militarised project. In Kurangaituku, futurity is articulated 

through spiral time, where the act of re-storying becomes a cosmological return rather than a 
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linear progression. Kurangaituku’s movement through song, gaze, and breath enacts a futurity 

grounded in Mana Wāhine, where becoming is continual, negotiated, and always open to 

resurgence. The novel insists that Indigenous futures emerge through the renewal of story, the 

restoration of voice, and the ongoing life of whakapapa across generations. “Kēhua” reframes 

futurity as haunted continuity rather than linear progress. Kōtiro’s becoming-ghost 

demonstrates that the future persists through remainder: what cannot be erased, what lingers 

in vents and circuitry and breath. The story imagines a future where Indigenous presence 

endures through transformation—where kēhua becomes a mode of survival, a spectral 

futurity that disrupts the technocratic world that sought to metricise her out of existence. This 

parallel underscores how human, machinic and even monstrous lives are subordinated to the 

same structures of exploitation. These futures are not detached from the past; they are braided 

with ancestral knowledge, mythic paradigms and cosmological cycles. In this sense, the 

future is always also a return: to whakapapa, to atua, to Te Kore and Te Pō as sites of 

generativity. Futurity here is relational, embodied and grounded in whenua and moana. It is 

not a promise deferred but a practice already unfolding in the present. 

Collectively, these threads reveal that Indigenous speculative fiction is not simply a 

set of texts to be classified or interpreted, but a methodological provocation—a demand that 

reading practices themselves be reoriented. These works ask us to read across rupture, 

embodiment, refusal, and futurity not just as themes but as hermeneutic conditions: ways of 

attending to Indigenous texts that honour their cosmological logics and relational ethics. 

Figures such as the cyberwāhine, the taniwha, and Kurangaituku are theorists, modelling 

epistemologies unavailable within Euro-Western frameworks. Their worlds force encounters: 

between cosmology and genre, ancestral memory and speculative world-building, 

colonisation’s enduring violence and the refusal to be contained by it. In staging these 

encounters, Māori and Pasifika speculative texts generate what this thesis names a poetics of 
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speculation—a critical and creative mode that resists closure, refuses reduction, and insists 

that Indigenous being is multiple, unbounded, and sovereign. 

This thesis, then, is ultimately about how literature enables us to think, feel, and 

imagine otherwise. The synthesis of rupture, embodiment, refusal, and futurity demonstrates 

that Indigenous speculative fiction from Aotearoa and the Moana constitutes a vital site of 

knowledge production—one in which cultural resurgence, relational ethics, and cosmological 

sovereignty are actively enacted. These texts unsettle inherited genre categories, contest 

colonial temporalities, and reassert that the worlds we inhabit—and the futures yet to arrive—

must be read through whakapapa, mana wāhine, mana moana, and the expansive relational 

cosmologies that sustain Indigenous life. What follows in the remaining movements of this 

conclusion is a statement of this thesis’s original contributions, its implications for theory and 

criticism, its horizons for future research, and the ethical stakes that accompany reading 

Indigenous futurities not as imaginative departure, but as ongoing enactments of sovereignty, 

survivance, and world-making. 

 

6.2. Ngā Takoha a te Rangahau | The Gifts of the Research 
 

This thesis makes four interwoven contributions to the study of literature, theory and 

Indigenous thought. Each contribution arises from close readings of Māori and Pasifika 

speculative texts, but extends beyond them, offering tools and concepts that can travel across 

Indigenous Studies, genre studies and the broader humanities. These contributions are not 

discrete or self-contained; they are braided together like strands of muka, each strengthening 

the weave of the whole. 
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The poetics of speculation  

 

The broadest contribution is methodological: the articulation of speculative poetics, a 

Kaupapa Māori mode of reading and writing that honours uncertainty, concealment (huna), 

and ontological multiplicity. Rather than stabilising Māori and Pasifika texts within pre-

existing academic categories, speculative poetics attends to the generative space of Te Kore 

and reads for what is withheld, emergent, or only partially legible. This methodology 

synthesises insights from mana wāhine, Pasifikafuturism, Indigihorror, monster theory, 

cyborg theory, and Indigenous metaphysics. Yet it resists being collapsed into any single 

framework. In doing so, it animates Te Punga Somerville’s “ricochet,” Mika’s “uncertainty” 

and aligns with Gina Cole’s insistence that Pasifikafuturist navigation is relational, non-

linear, and attuned to environmental intelligence. Its originality lies in treating speculation not 

as a genre marker but as an Indigenous hermeneutic, one that enables readings attentive to the 

unseen, the fragmentary, and the cosmologically expansive. It provides scholars with a 

method for approaching texts that refuse closure, linearity, or epistemic transparency. 

 

Cyberwāhine as theorised figure. 

Out of the practice of speculative poetics emerges the theorisation of the cyberwāhine, an 

Indigenous figure that reconfigures the foundations of posthumanist discourse. Existing Euro-

American models—such as Haraway’s cyborg or Braidotti’s posthuman subject—treat 

hybridity as a break from humanist ontologies. By contrast, the cyberwāhine demonstrates 

that technological, cosmic, and ancestral entanglements are already embedded within 

Indigenous genealogical worlds. In Na Viro, the cyberwāhine is not a deterritorialised 

assemblage but an Indigenous being whose mauri flows through digital circuitry, ancestral 
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memory, and the cosmological currents of the Moana. This theorisation therefore fills a clear 

gap in posthumanist scholarship by grounding the hybrid body in whakapapa, whenua, atua, 

and mana wāhine, rather than in Eurocentric narratives of rupture or novelty. The originality 

lies in redefining the cyborg from the standpoint of Indigenous sovereignty: a move that 

provincialises global posthumanism and asserts that future-oriented embodiment within 

Māori and Pasifika literature is governed not by technological innovation alone but by 

genealogical accountability. 

A Māori Indigihorror Hermeneutic 

In addition, speculative poetics gives rise to a Māori Indigihorror hermeneutic, an 

interpretive framework grounded in mātauranga Māori and attuned to the relational, ethical, 

and cosmological structures that organise Māori storytelling. Where Euro-Western horror 

theory reads monstrosity as psychoanalytic allegory or cultural anxiety, this hermeneutic 

reconceptualises horror as the diagnostic surface of relational rupture—imbalances in 

whakapapa, breaches of tikanga, or failures of guardianship. Building from this epistemic 

shift, the thesis formulates Taniwha teratology, a culturally specific analytic that positions 

monstrous beings not as symbolic distortions but as ethical agents whose emergence signals 

cosmological imbalance and calls for genealogical repair. This method—supported by Māori 

philosophical work on ontological embeddedness and relational accountability—constitutes a 

significant disciplinary intervention: it demonstrates that Māori speculative horror cannot be 

contained within Gothic or universalising monster theory, but requires a hermeneutic that 

reads cosmology, whenua, and whakapapa as ontological rather than metaphorical forces. In 

doing so, it offers Indigenous Studies and horror theory an original, culturally anchored 

interpretive tool capable of travelling across texts, genres, and disciplinary borders. 
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Creative praxis as Indigenous hermeneutics. 

The final contribution made by speculative poetics is practice-based. The creative work, 

“Kēhua”—and indeed all analytic work in this thesis—is not illustrative but argumentative. It 

treats narrative as a method of theory-making, affirming that Indigenous speculative writing 

generates its own analytical and cosmological insights rather than simply exemplifying them. 

Through spectral encounter, whakapapa entanglement, and narrative experimentation, 

“Kēhua” enacts the very principles of Taniwha teratology, cyberwāhine embodiment, and 

speculative poetics articulated in the critical chapters. The originality here is twofold: it 

positions creative writing as a legitimate site of Indigenous theory-making, not merely a 

supplement to criticism; it shows how speculative form can materialise epistemologies—such 

as relationality, hauntings, and cosmological sovereignty—that academic prose often 

struggles to hold. This contribution underscores the thesis’s methodological integrity: the 

creative and critical components theorise in different registers but toward the same 

intellectual horizon. 

Together, these four contributions intervene decisively in genre studies, posthumanism, and 

Indigenous literary criticism. They demonstrate that Māori and Pasifika speculative fiction 

must not be approached as peripheral adaptations of global genres, nor as bodies of work 

waiting to be interpreted through Western theoretical vocabularies. Instead, they generate 

their own analytic lexicons, grounded in mana wāhine, whakapapa, Te Pō, Te Kore, and 

cosmological sovereignty. The originality of this thesis lies in its insistence that Indigenous 

speculative texts represent cultural knowledge—they also produce it. The cyberwāhine, 

Taniwha teratology, speculative poetics, and creative praxis collectively assert that 

Indigenous futurisms are sovereign intellectual traditions capable of reshaping how we 

understand embodiment, monstrosity, temporality, technology, and storytelling itself. This 
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thesis therefore offers a conceptual kete—portable, relational, open-ended—through which 

Indigenous speculative fiction can be read as theory, as cosmology, and as method. It does 

not claim to exhaust the interpretive possibilities of its texts; rather, it opens pathways into 

their multiplicity, honouring their refusals, their futurities, and their expansive intellectual 

presence. 

 

6.3. Ngā Ringa Raupā o te Kōrero | The Calloused Hands 
 

The contributions of this thesis reverberate beyond the texts at its centre. They invite us to 

reconsider the critical and conceptual frameworks through which we approach speculative 

fiction, monstrosity, embodiment and futurity. To trace their implications is to ask how the 

cyberwāhine, the Māori monstrous, speculative listening and creative praxis unsettle, extend, 

or reconfigure the fields they encounter. These implications do not announce themselves as 

fixed conclusions; they ripple outward, testing the edges of theory and returning us to the 

generative waters of Indigenous thought. 

 

Reframing genre theory. 

Genre has long been understood as a taxonomic system: categories that organise texts into 

families, traditions and conventions. Yet the texts examined here expose the limits of such 

classification. Horror, science fiction and fantasy do not arrive in Aotearoa and the Moana as 

stable imports; they are bent, fractured and reimagined in relation to whakapapa, atua and 

moana. The emergence of Indigihorror, Pasifikafuturism and Indigifantasy signals that genre, 

when taken up by Indigenous writers, is less a matter of categorisation than of cosmological 

translation. These subgenres are not derivatives of Western forms but sovereign interventions 

that generate new interpretive possibilities. The implication is that genre theory itself must 
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expand: not merely cataloguing forms, but attending to how Indigenous literatures remake 

genre as a site of epistemic and political struggle. 

 

Reshaping posthumanism. 

In Euro-American theory, posthumanism has been heralded as a critique of humanism’s 

exclusions and hierarchies. Figures like the cyborg or the hybrid monster have been deployed 

to destabilise the boundaries between human and machine, human and animal, human and 

other. Yet these figures often operate within universalising paradigms that erase cultural 

specificity. The cyberwāhine challenges this by insisting on embodiment that is Indigenous, 

gendered and cosmologically situated. Similarly, the Māori monstrous refuses to be read as a 

generic allegory of anxiety; it carries the weight of colonial history and genealogical rupture. 

The implication here is not that posthumanism is irrelevant, but that it must be provincialised. 

The concepts emerging from Māori and Pacific speculative fiction do not simply add a local 

variant to global theory; they generate alternative posthumanisms that are rooted in 

whakapapa and whenua. 

 

Extending Critical Indigenous Studies. 

The focus of Critical Indigenous Studies has often been on recovering, protecting and 

reasserting Indigenous knowledge in the face of colonial erasure. Indigenous speculative 

fiction shows that this project extends beyond recovery into world-making. The speculative 

does not only defend the past; it enacts futures. It demonstrates that Indigenous storytelling is 

not confined to cultural continuity but is also a mode of radical imagination, a way of 

projecting cosmologies forward. By contributing concepts like speculative listening and the 

poetics of speculation, this thesis aligns with the fundamental goal of Critical Indigenous 

Studies to disengage from colonial knowledge ordering and to assert Indigenous thought as 
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sovereign, dynamic and expansive. The implication is that Indigenous Studies must take 

seriously the role of speculative aesthetics in shaping intellectual futures. 

 

Revisiting monstrosity and the Gothic. 

The Gothic has traditionally read monsters as mirrors of cultural fear or desire—projections 

of imperial anxiety in postcolonial criticism or disruptions of patriarchal order in feminist 

analysis. Such approaches rely on a Eurocentric metaphysics in which monstrosity is largely 

metaphorical. Applied to Māori narratives, this framework becomes limiting. Māori 

monstrosity arises not from Gothic estrangement but from whakapapa: it appears where 

colonial violence, ecological desecration, or breaches of tikanga rupture relational order. In 

this context, monstrosity functions as ontological event, not symbolic device. Scholars have 

recognised this misalignment. Kavka questions whether a “Māori Gothic” is possible when 

wairua and ancestral presence do not constitute haunting in the Gothic sense. Lawn situates 

the Gothic in Pākehā anxieties, and Mercer’s “bicultural Gothic” identifies tension rather than 

synthesis. Conrich, by contrast, attempts to subsume Māori horror into “Kiwi Gothic” or 

“Aquatic Gothic,” flattening taniwha and marakihau into genre tropes and obscuring their 

cosmological force. These limits reveal a methodological gap. This thesis responds by 

proposing Māori Indigihorror as a hermeneutic grounded in mātauranga Māori—one that 

reads monstrosity as relational rupture, imbalance in whakapapa, or failures of guardianship 

rather than psychological allegory. Within this frame, Taniwha teratology offers a culturally 

specific analytic tool for understanding how Indigenous horror renders colonial violence 

material while also signalling possibilities for genealogical repair. Revisiting monstrosity 

through this lens demonstrates that Māori deployments of the monstrous require critical 
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approaches capable of recognising these beings as agents of accountability, sovereignty, and 

restoration. 

Repositioning literature as theory. 

Perhaps the most far-reaching implication of this thesis is methodological. As outlined in the 

introduction, Indigenous speculative fiction across Aotearoa and the Moana constitutes a 

speculative poetics: a mode of theorising grounded in whakapapa, relational ethics, 

cosmological temporality, and the generative potential of Te Kore. The thesis’s original 

contribution lies in demonstrating that these works generate theory—not as texts to which 

external concepts are applied, but as sites of theory-making in their own right. By treating The 

Path of Ra, Na Viro, Kurangaituku, and “Kēhua” as conceptual laboratories, this study 

reframes literature as a practice of Indigenous philosophical inquiry. These works do not 

simply illustrate theoretical frameworks; they produce them. Their speculative 

architectures—spiralling temporality, erotic sovereignty, ecological kinship, relational 

posthumanism, and taniwha-teratological becoming—emerge as theoretical propositions 

encoded in story. They extend epistemologies held in pūrākau, where ancestral teachings 

carry tikanga, ethical protocols, and metaphysical insight across generations. In this sense, 

literature becomes what the introduction calls a living archive: a site where creation, 

pedagogy, and cosmology converge to teach us how to live, relate, and imagine forward. 

Viewed this way, pūrākau itself operates as speculative theory. Atua narratives have 

long conceptualised metamorphosis, hybridity, prophecy, and the porous boundaries between 

human and more-than-human worlds. When Na Viro explores whether a cyborg might enter 

whakapapa, this is not a futuristic anomaly but a continuation of Māori metaphysical 

concerns with becoming, kinship, and the extension of mauri across forms. Western theory 

has not yet imagined such ontological possibilities; Māori cosmologies already have. This 

repositioning unsettles academic hierarchies that privilege abstraction over imagination and 
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theory over story. It challenges the assumption that conceptual innovation resides in the 

academy while literature merely dramatizes ideas. Instead, Indigenous speculative fiction 

demands a mode of attention this thesis terms speculative listening: a method attuned to oral, 

embodied, relational, and cosmologically grounded ways of knowing. Reading these texts as 

theory requires recognising that story is instruction—a vehicle for ethical, philosophical, and 

political thought. 

This methodological shift also clarifies the function of the creative component. As 

argued in the introduction, “Kēhua” is not an appendix to the critical chapters but an 

extension of the thesis’s theoretical argument. It enacts speculative listening, generating 

insights into spectral kinship, environmental precarity, digital whakapapa, and the 

entanglement of the living and the dead—conceptual work that cannot be accomplished 

through analysis alone. Together, the critical and creative components form a dual method 

and contribute an original framework to Māori and Indigenous literary studies. Finally, taking 

literature as theory reshapes how futurity is understood. Indigenous speculative fiction does 

not simply imagine futures; it theorises how futures emerge from whakapapa, from Te Kore’s 

creative potential, and from the spiralling movement of Te Pō and Te Ao Mārama. As The 

Path of Ra demonstrates, taniwha-figures return not to terrify but to call readers back into 

guardianship, reminding us that survival depends on restoring balance with the more-than-

human world. 

 

6.4. He Whakatere i ngā Ara Kei Mua | Navigating the Paths Ahead 
 

If speculative fiction is always a reaching-toward, then this thesis too is a speculative act: 

provisional, partial and oriented toward futures that remain unfolding. Its contributions open 

pathways for research, critique and creative practice that extend well beyond the boundaries 
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of these chapters. To chart future directions is not to prescribe a singular trajectory but to 

sketch constellations of possibility—lines that can be drawn, erased, or redrawn across the 

night sky of Indigenous scholarship. 

 

Speculative technologies. 

One direction lies in the encounter between Indigenous cosmologies and emerging 

technologies. As artificial intelligence, machine learning and immersive virtual realities 

proliferate, the questions posed by Indigenous speculative fiction become ever more urgent. 

Can AI systems be designed to respect whakapapa, relational ethics and Indigenous data 

sovereignty? How might virtual environments be shaped by Te Kore and Te Pō, by the 

navigational logics of Te Moana-nui-a-Kiwa, or by atua who inhabit digital as well as 

physical space? The cyberwāhine points us toward these questions: a reminder that the digital 

need not be colonising by default, but can be reconfigured as a vessel for ancestral presence. 

Future research might explore how Indigenous speculative hermeneutics can guide ethical 

engagement with technologies often dominated by extractive and neoliberal paradigms. 

 

Climate crisis and ecological futures. 

Another horizon opens in relation to the climate crisis, which bears down with particular 

force on Pacific nations facing rising seas, resource depletion and forced migration. 

Indigenous speculative fiction already engages these realities—not as apocalyptic endpoints 

but as continuations of colonial disruption and as provocations for imagining survivance. 

Pasifikafuturism, with its oceanic relationality, offers models for thinking about ecology, 

migration and resilience beyond the frameworks of Western environmentalism. Future 

scholarship might examine how speculative fiction from the Moana not only critiques climate 
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colonialism but also offers cosmological templates for ecological futures: futures where land, 

sea and sky are kin and where survival is collective rather than individual. 

 

Cross-Indigenous dialogue. 

A further direction lies in building bridges across Indigenous speculative traditions globally. 

The flourishing of Indigenous Futurisms in North America, Afrofuturism in the Black 

diaspora and other decolonial speculative movements has already shown the power of 

literature to imagine futures otherwise. Yet cross-Indigenous dialogue remains relatively 

underexplored. How might Māori and Pasifika speculative texts converse with Anishinaabe 

or Navajo futurisms, or with Afrofuturist reimaginings of the monstrous and the posthuman? 

What resonances and divergences might emerge from comparative readings across 

Indigenous worlds? Such work would deepen the global scope of Critical Indigenous Studies, 

demonstrating that Indigenous speculation is not a marginal literary experiment but a 

planetary intellectual movement. 

 

Transmedia and multimodal futures. 

Speculative storytelling is not confined to the page. Increasingly, it takes shape across film, 

television, gaming, graphic novels and digital platforms. Indigenous creators are already 

working in these spaces, producing speculative worlds that reach wide audiences. Future 

scholarship might follow these trajectories, analysing how cosmologies, whakapapa and 

mana wāhine are articulated in interactive or visual forms. Practice-based research has 

particular potential here, enabling Indigenous scholars and artists to create speculative works 

that test theoretical questions in embodied, multimodal ways. “Kēhua” gestures toward this 

potential, but much remains to be explored in how speculative aesthetics travel across media 

and technologies. 
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To chart these future directions is to acknowledge that this thesis is not a conclusion but a 

beginning. Its readings of monstrosity, cyberwāhine and speculative listening are not 

definitive frameworks but invitations. They invite further experimentation with how 

Indigenous texts are read, how speculative forms are theorised and how futures are imagined 

from the Pacific. Above all, they remind us that Indigenous speculative fiction is a 

methodology for living: a way of navigating the uncertain seas of climate, technology and 

colonial afterlife with ancestral knowledge as guide. 

 

6.5. Ko Wai Au i te Ao o te Kōrero? | Who Am I Within This Discourse? 
 

Every thesis is a constellation drawn across a sky too vast to chart in full. This project, for all 

its scope and ambition, is necessarily partial. To acknowledge its limitations is not to 

diminish its significance but to recognise that the very speculative of Indigenous speculative 

fiction resists exhaustive treatment. 

The most obvious limitation lies in scope of corpus. This study has focused on three 

key works—Path of Ra, Na Viro and Kurangaituku—alongside the original creative text 

“Kēhua”. While these texts were selected for their generative engagement with monstrosity, 

futurity and cosmology, they do not represent the full range of Māori, Pasifika and diasporic 

speculative production. Other voices and genres—spoken word, graphic fiction, gaming, 

visual art—await sustained analysis. This limitation is also an opening: a reminder that the 

field is expansive, dynamic and still unfolding. 

A further limitation is methodological. To translate concepts like whakapapa, mana 

wāhine and atua cosmologies into the language of academic theory is to risk reduction, 

distortion, or appropriation. I have sought to approach these frameworks with care, guided by 
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mātauranga Māori and by my own positioning as a Māori researcher, but I recognise that 

such translations are provisional. They cannot fully capture the depth of Indigenous 

epistemologies, which live most powerfully in community, language and practice rather than 

in scholarly abstraction. 

Finally, there are limits of positionality. My reading of these texts is shaped by my 

whakapapa, training and disciplinary orientation. Other Indigenous and non-Indigenous 

readers may see differently, emphasise other dimensions, or extend the analysis in directions 

I have not taken. Such multiplicity is not a flaw but an affirmation of Indigenous 

hermeneutics, which value relationality, dialogue and the coexistence of many perspectives. 

These limitations, then, are not confessions of lack but acknowledgements of excess: of a 

field too rich to be exhausted by a single study, of cosmologies that exceed the academy and 

of texts that will continue to ripple outward long after this thesis has closed. 

 

6.6. Te Pāhi o te Wā, te Uaua o te Mahi | The Press of Time, the Strain of the 
Work 

 

At its heart, this thesis is not only an academic contribution but an intervention. It insists that 

speculative fiction in Aotearoa and the Moana is a vital intellectual and cultural practice that 

speaks directly to the urgencies of our time, not a peripheral curiosity. These urgencies are 

multiple: the ongoing legacies of colonisation, the accelerating crisis of climate change, the 

extractive violence of neoliberal technologies and the persistent epistemic marginalisation of 

Indigenous thought. To engage with Indigenous speculative fiction is to confront these 

realities while also recognising the visionary practices that imagine otherwise. 
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Ongoing colonisation. 

The texts analysed here bear witness to colonisation not as a past event but as an ongoing 

process. Monstrous figures in the Path of Ra trilogy signal genealogical rupture inflicted by 

colonial histories, while Kurangaituku rewrites myth to refuse containment within Western 

temporality. These acts of narrative resistance remind us that colonialism continues to 

structure land, law and knowledge systems in Aotearoa and the Pacific. By theorising the 

Māori monstrous and the cyberwāhine, this thesis intervenes in the discourse of postcolonial 

studies, showing that Indigenous speculative fiction does not merely reflect colonial 

aftermaths but actively resists them, asserting sovereignty over the categories through which 

we imagine past, present and future. 

 

Climate crisis. 

For Pacific communities, climate change is an immediate reality of rising seas, ecological 

displacement and threatened sovereignty. Pasifikafuturism responds to this crisis with 

cosmological resilience: voyaging epistemologies, oceanic relationality and survivance 

narratives that chart futures of endurance. By foregrounding these speculative visions, the 

thesis underscores that Indigenous environmental thought is not confined to tradition or 

activism but is embedded in speculative aesthetics. This intervention reframes the climate 

crisis as a site where Indigenous futurities must lead global conversations. 

 

Technological extractivism. 

The rapid proliferation of AI, big data and digital surveillance intensifies colonial patterns of 

extraction and control. Within this context, the cyberwāhine becomes a critical figure. She 

demonstrates that technology need not reproduce colonial logics but can be inhabited and 

transformed by Indigenous cosmologies. By theorising the cyberwāhine as more than a 
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derivative of Haraway’s cyborg, this thesis intervenes in debates around posthumanism and 

technology, positioning Indigenous hermeneutics as vital guides for ethical engagement with 

the digital. The urgency here is clear: as data colonialism expands, Indigenous speculative 

thought offers alternative pathways for technological futures grounded in whakapapa and 

relational ethics. 

 

Epistemic sovereignty. 

Underlying each of these urgencies is the question of knowledge: who has the power to 

define, categorise and legitimate ways of knowing. The Routledge Handbook of Critical 

Indigenous Studies calls for the disengagement of Indigenous knowledges from Western 

ordering. This thesis responds by showing how speculative fiction itself performs that 

disengagement. Through speculative listening and poetics of speculative, it intervenes in the 

academy’s tendency to domesticate Indigenous thought, refusing reduction and insisting on 

sovereignty. The urgency here is political and intellectual: the survival of Indigenous 

knowledge systems depends on our capacity to read and think otherwise. 

 

In this sense, the intervention of this thesis is twofold. It intervenes in the fields of genre 

studies, posthumanism and Indigenous Studies by offering new concepts and methods—

cyberwāhine, Māori monstrous, speculative listening, creative praxis. But it also intervenes in 

the wider cultural and political context, asserting that speculative fiction from Aotearoa and 

the Moana is central to how we understand colonisation, climate change, technology and 

epistemic sovereignty in the twenty-first century. Urgency is not only about crisis; it is also 

about possibility. The works studied here remind us that futures are not yet-to-come but 

already shimmering in the present. They show that survivance is endurance and vision, that 

refusal is not only rejection but reimagining. The intervention of this thesis, then, is to insist 
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that Indigenous speculative fiction is indispensable as critical methodology, cosmological 

practice and visionary map for navigating uncertain times. 

 

6.7. Ngā Tūmanako me ngā Herenga o te Rangahau | The Hopes and 
Responsibilities of the Research 

 

To write, read and theorise Indigenous speculative fiction is never a neutral act. These texts 

are living presences that carry whakapapa, cosmology and cultural memory. They demand to 

be approached with care, respect and accountability. The stakes of this thesis, therefore, are 

not only academic but ethical and political: they concern the ways we relate to Indigenous 

stories, the responsibilities of scholarship and the sovereignty of Indigenous knowledge. 

 

Responsibility in reading. 

At the most immediate level, the thesis foregrounds the ethical responsibility of reading 

Indigenous texts on their own terms. Too often, literary criticism imports frameworks that 

ignore, flatten or misinterpret Indigenous worldviews—treating atua as mythological 

archetypes, monsters as allegories, or speculative futures as exotic variations on Western 

science fiction. This project resists such reduction. By developing hermeneutics grounded in 

mana wāhine, whakapapa and mātauranga Māori, it insists that Indigenous speculative 

writing must be encountered as sovereign knowledge, not as local token counterpart for 

global theory. The ethical stake here is profound: reading otherwise is a matter of justice, a 

refusal to perpetuate epistemic violence. 

 

Relational ethics. 

Beyond interpretation, these texts also call us into relation. Kurangaituku refuses linear 

closure, drawing readers into an ongoing dialogue with atua and with story itself. Na Viro 
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imagines digital circuits as extensions of whakapapa, reminding us that even technologies 

carry relational weight. “Kēhua” enacts spectral kinship, where the living and the dead 

remain entwined. Such narratives remind us that scholarship, too, is relational. It is shaped by 

whakapapa, by obligations to community and by the ethics of care that underpin Māori and 

Pacific thought. My own intellectual whakapapa is grounded in Kaupapa Māori scholarship, 

mana wāhine theory, and the creative and critical traditions of the Moana that have nurtured 

my thinking. I write from within a network of relationships—with texts, teachers, ancestors, 

and communities—that frames scholarship as a mode of care rather than extraction. In this 

context, accountability is not a methodological add-on but a responsibility: a commitment to 

honour the stories I analyse, to be transparent about the intellectual lineages that guide me, 

and to remain answerable to Māori and Pasifika futures rather than academic abstraction. The 

Path of Ra trilogy sharpens this responsibility. By entwining environmental catastrophe with 

the resurgence of taniwha-figures, the trilogy makes achingly clear that balance with the 

natural world is foundational to our survival. Its monsters return as kaitiaki, urging us to join 

them in guardianship, to restore relations with the more-than-human kin whose protection is 

necessary for any liveable future. The political stake here is that criticism must be more than 

analysis; it must be a practice of accountability to the communities, cosmologies and futures 

it engages. 

 

Sovereignty of knowledge. 

At a structural level, the thesis insists that Indigenous speculative fiction is central to it. By 

treating these texts as theorists in their own right, the project contributes to the sovereignty of 

Indigenous knowledge. This sovereignty is cultural and intellectual: the right of Indigenous 

peoples to define, articulate and advance their own epistemologies without subordination to 

Western frameworks. The political stake here is that academic institutions must recognise 
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Indigenous speculative writing as a legitimate site of knowledge production and must create 

spaces where such knowledge can flourish on its own terms. 

 

Ethics of futurity. 

Finally, there is an ethical stake in how we imagine the future. Climate change, technological 

acceleration and ongoing colonisation demand urgent responses. Yet Indigenous speculative 

fiction teaches us that the future is not a blank canvas onto which Western progress can be 

projected. It is a relational space, bound to whakapapa, atua and whenua. To imagine the 

future without these anchors is to repeat colonial erasures. Thus, futurity itself must also be 

decolonised: it must be imagined through Indigenous philosophies that hold the living, the 

ancestral and the unborn in relation. 

 

Together, these stakes remind us that scholarship is not an abstract exercise but a form of 

participation in worlds. This thesis participates by refusing to separate theory from story, 

analysis from relation, or knowledge from responsibility. Its ethical and political stakes are 

inseparable from its contributions: to read Indigenous speculative fiction is to enter into 

obligations of care, to affirm sovereignty and to commit to futures shaped by Indigenous 

thought. 

 

6.8. Ka Hoki te Kōrero ki tōna Ūkaipō | The Story Returns to Its Source 
 

This thesis has argued that Māori and Pacific speculative literature offers a sovereign mode of 

world-making grounded in the cosmological sequence of Te Kore, Te Pō, and Te Ao 

Mārama. Drawing on Kaupapa Māori Speculative Poetics, the research demonstrates how 

Indigenous texts mobilise the monstrous, the cybernetic, and the cosmological to rupture 
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settler temporalities and reassert relational, ancestral orders of knowing. Across the corpus 

under discussion, speculative forms do not merely offer escapism; they restore whakapapa, 

reanimate suppressed histories, and articulate Indigenous futurities that remain accountable to 

whenua, atua, and kin relations. Māori speculative genres enact temporal sovereignty: the 

refusal of linear, colonial time in favour of cyclic, relational, and multi-temporal ecologies. In 

The Path of Ra, taniwha—grotesque, hybrid, or cosmologically explosive—serve as ethical 

agents whose bodies index relational imbalance. Taniwha teratology, developed in this thesis, 

reframes these beings as ontological presences rather than Gothic symbols, demonstrating 

that monstrosity in Māori contexts is a mode of resurgence, guardianship, and cosmological 

critique. This temporal sovereignty extends into Pasifikafuturist terrain in Na Viro, where the 

Indigenous ghostborg and the cyborg-Turukawa protagonist enact trans modes of becoming 

that refuse colonial biopolitics. Their bodies reveal how technoscience, when 

instrumentalised by Empire, threatens whakapapa and planetary relations; yet the same 

technologies, when reclaimed as whakapapa-linked extensions of kinship, offer futurities 

shaped by Indigenous solidarity, queer desire, and cosmological continuity. Across these 

works, speculative technologies act not as instruments of rupture but as relational 

capacities—extensions of haptic, ancestral, and spiritual connection that challenge liberal 

humanist ontologies. 

The thesis also demonstrates that embodiment—monstrous, maternal, hybrid, or 

cybernetic—is central to Māori and Pacific speculative poetics. Wāhine figures such as 

Mārama and the Turukawa protagonist mobilise mana wāhine, asserting cosmological 

sovereignty through bodies that transgress colonial boundaries between human and more-

than-human realms. Their embodiments reveal that what Western frameworks might 

pathologise as excess or monstrosity is often the resurgence of ancestral memory and the 

reactivation of suppressed cosmological ties. 
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Finally, the thesis argues for Indigenous story sovereignty as both method and 

outcome. Pūrākau, when mobilised as theory, becomes an analytic capable of reading 

speculative texts without reducing their metaphysical commitments to metaphor. Story is not 

illustrative but constitutive; it shapes cosmology, ethics, and futurity. Kaupapa Māori 

speculative poetics names this methodological grounding, privileging relational ethics, 

opacity, huna, and speculative potential as legitimate and necessary scholarly orientations. 

Collectively, the chapters demonstrate that Māori and Pacific speculative literature is not a 

peripheral genre but a critical intellectual tradition. These works illuminate the cosmological, 

ethical, and relational orders that endure beneath colonial modernity and imagine futures in 

which Indigenous life continues—not in spite of the monstrous, but through it. 
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