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Abstract  

This exegesis serves to tautoko, reverberate and enrich my concerns that currently inform my 

creative practice in Aotearoa. A central motivation for me is to gain a deeper understanding of 

myself through making artworks that reflect my observations, experiences and how I process the 

socio-cultural and political dynamics of New Zealand. I give a brief insight into who I am and where I 

come from which helps to inform the positions I take. By tracing and exploring my whakapapa, I 

position and connect myself along the Māori Art continuum. Through translating whakapapa 

narratives into animations using a time based media methodology, I coin a term Tuhi Tūrehurehu 

Hōhonu - Deep Digital Abstraction. I acknowledge the loss of Te Reo and Te Ao Māori knowledge 

within my whānau and my journey learning Te Reo Māori continues to awaken my taha Māori. I 

attend to tiresome requests to perform indigeneity and reflect the socio-cultural dynamics 

experienced by working in the Arts sector of Aotearoa. The commemorations of Captain Cook in 

2019 are critiqued as further perpetuating colonisation and my observations of the appropriated 

Māori image are pulled into question. The artworks I present conflate my feelings, tensions and 

relationships that reside at the interstice within my lived experience in Aotearoa, those which I 

observe through the lens of dual Māori and Pākehā whakapapa. I create artworks across a range of 

media including video, photography, animation, sculpture and song that offer critique and 

pathways forward.    
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Karakia 

 

Unuhia, unuhia 

Unuhia ki te uru tapu nui 

Kia wātea, kia māmā, te ngākau, te tinana, te wairua i te ara takatā 

Koia rā e Rongo, whakairia ake ki runga 

Kia tina! TINA! Hui e! TĀIKI E! 

 

 

Mihimihi 

 

E ngā mana 

E ngā reo 

E ngā karangatanga maha 

E rau rangatira mā 

Tēna koutou, tēnā koutou, tēnā koutou katoa. 

 

There are many Māori artists who explore their whakapapa and acknowledge Te Ao Māori in their 

practice. I mihi to all the Māori artists who have gone before me, those who are practicing today, 

and those who are yet come. The below waiata below was composed by Ngoi Pēwhairangi and 

taught to us as tamariki by Kohi Coleman at Te Puia Springs Primary School in 1985. I recall it here 

as a waiata tautoko for this mihi and my kōrero that follows. Deep in the words of this waiata is the 

message and for me the challenge; listen, listen, listen to your language!   
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Waiata 

 

Whakarongo! Ki te reo Māori e karanga nei 

Whakarongo! Ki ngā akoranga rangatira 

Nā te Atua i tuku iho ki a tātou e 

Pupuritia, kōrerotia mō ake tonu 

Tirohia! Ngā tikanga tapu a ngā tīpuna 

Kapohia,Hei oranga ngākau – auē 

Whiua ki te ao 

Whiua ki te rangi 

Whiua ki ngā iwi katoa 

Kaua rawatia e tukua e 

Kia memeha e 

Whakarongo! 

Ki te reo Māori e karanga nei 

Whakarongo! 

Ki ngā akoranga rangatira 

Tēnā kia purea te hau ora e 

He kupu tuku iho mō tēnei reanga 

He kupu tuku iho mō tēnei reanga 

Whakarongo! 

Tō reo whakarongo!
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Ko wai au, No wai au 

 

Ko Titirangi te maunga, ko Uawa te awa, ko Te Rāwheoro te marae, ko Ngāti Patuwhare te hapu, ko 

Te Aitanga-a-Hauiti te iwi. My mother’s father, Ropata Tamihana Te Ao was the eleventh child of 

thirteen all born at Tolaga Bay Hospital and the Tamihana Te Ao whānau resided in the whānau 

homestead at Mangaheia. Three of Ropata’s brothers went to war with the 28th Māori Battalion but 

only two returned. Weti Tamihana Te Ao was killed in action during the battle of Takrouna in 

Tunisia. Like his three brothers, and as a generally held viewpoint of our iwi, Ropata saw this as an 

opportunity to assert his equal standing alongside Pākehā.1 Another reason often  relayed for 

enlisting was to discover new places and adventures. Fate would eventually turn him away from the 

registration desk as he could not prove his age.  

 

My mother Ngapine Jane Tamihana Te Ao and her younger brother Rewi were born and raised in 

1950’s Wellington. Their parents Ropata Tamihana Te Ao and Mei Koperu Macmillan had both 

moved to Te Whanganui-a-Tara as young adults. Their paths crossed at Ngāti Pōneke, an urban 

marae, a sanctuary and a place for urban Māori to socialise and keep in touch with their Māoritanga 

within a Pākehā dominated city. Mei was an expert in double long poi and travelled the world with 

Ngāti Pōneke performing kapa haka. She was even one of the few selected to greet The Beatles, 

adorning them each with oversized Tiki as they arrived off the plane (a Teal Electra, actually) for 

their 1964 New Zealand Tour.2  

 

Like many other Māori who departed from their tūrangawaewae and followed the urban drift, my 

grandparents made concerted efforts to take their tamariki back to their marae. It is the drive of the 

matua generations, as passed down in narratives and the very essence of our whakapapa, that 

connection was maintained through great effort and commitment for the next generation. My kuia 

Mei had been born and raised on Matakana Island, a stronghold for Ngāi te Rangi. Our Ngāi Te 

Rangi connections reach over to Ngāti Raukawa under the Kaimai ranges. When her mother Pērā 

passed, Mei became a tamaiti whāngai and went to live with relatives in Koputaroa, Levin. Kererū 

marae became her marae within the rohe of Ngāti Raukawa ki te tonga.  

 

 

                                                           
1 Souter, “Equality on the battlefield but not at home.” 
2 Gates, “Beatles tiki tour how john lennons plastic tiki became a kiwi family heirloom.” 
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In contrast my father’s Pākehā genealogy is less well known to me. His great-grandparents arrived 

to New Zealand around the 1880s,  at the time of relentless migration  to settle the new colony. The 

Māori Land Wars had all but ended, with the Māori population across Aotearoa depleted and Māori 

land ownership whittled down to an all time low.3 While this was a vast new opportunity to change 

the course of life, possibly only ever offered once over so many generations, the journey and the risk 

for survival, further development towards prosperity should have or might reveal other narratives in 

my genealogy. My father's father also served in World War II, where he did return home and 

managed to settle back into the fabric of New Zealands post-war recovery. He worked as a 

technician for the Dominion Museum during the 1950s, a connection I hold onto and has inspired 

me throughout my time working in the “Museum Building” on Massey University’s Welllington 

campus.  

 

My mother Ngapine Tamihana Te Ao was an artist who developed a multidisciplinary practice 

through weaving, ceramics, photography, painting, sculpture, songwriting, singing,  creative 

writing, teaching, research and curation. An underlying driver throughout her life’s work was to 

tautoko wāhine Māori artists. This is evident through her involvement with the wāhine Māori artists 

collective Te Haeata and her participation in the exhibition Karanga Karanga held at City Gallery, 

Wellington. 1986.  This was the first ever exhibition by wāhine Māori in a public art gallery and its 

title aptly signified the calling for and welcoming of Māori artists to enter the public art gallery 

sphere.4 

 

Her painting Weti Te Toa (fig.1) refers to our whānau whakapapa and incorporates many dimensions 

that I refer to in my own work Wheoro Tuatahi (fig.2) and E ono ngā mea (fig.4). In this diptych 

Tamihana Te Ao refers to our whakapapa through text, colour, site, messenger and kōwhaiwhai. 

The text Titirangi te maunga, Uawa te awa, Hauiti te iwi, Weti Te Toa is laid out on a ground of grass 

green and sits below purple shapes that resemble kūmara. In the distance an island floats above a 

strip of baby blue which is a colour that holds great significance in Uawa. The island is recognizable 

as one of the islands offshore from Tolaga Bay. These islands rest close to Pourewa Island which 

was visited by Captain Cook in 1769 and they mark the entrance to an inlet now known as Cooks 

Cove.5 Captain Cook named Uawa as Tolaga Bay, the name that is widely used to this day. My life is 

deeply tethered to Uawa, Captain Cook's visit and subsequent encounters, of which will be explored 

further in this exegisis and in artworks.   

                                                           
3 Heritage, “Māori and European population numbers, 1838–1901.” 
4 Fullerton-Smith, “Karanga Karanga.” 
5 Soutar, "East Coast places - Tolaga Bay." 
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In the right-hand side of this painting a pīwakwaka stands prominent atop a maunga that has the 

same outline as our tribal mountain Titirangi. Finger-like gold kōwhaiwhai reach deep below the 

maunga on the same purple applied to the kūmara shapes that speak like moko kauae and connect 

whakapapa and whenua. Pyramids float on a sand coloured background to refer to Egypt and to the 

site where Weti Tamihana Te Ao lost his life and where he is buried. The pīwakawaka is present and 

has arrived to let Weti know our whānau will never forget him, ka maumahara mātou mō āke tonu 

atu. 
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Fig.1.  

Ngapine Tamihana Te Ao, 

Weti Te Toa, 2014.  

Oil on canvas.  

950mm x 420mm. 

Collection of Ngapine Tamihana Te Ao estate. 
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Tuhi Tūrehurehu Hōhonu — Deep Digital Abstraction 

 

As a Māori artist I take inspiration from the practices of learning, recalling, responding, and 

nurturing whakapapa, Te Reo Māori and Te Ao Māori. Within Te Ao Māori, a prominent whakapapa 

that underpins Māori visual art forms is that of Ruatepupuke, who rescued his errant son plus the 

other communicative but mute carved forms held captive within Tangaroa's wharenui.6  

Ruatepupuke had to take on difficult journeys into new realms, in an almost automatic but focused 

need to successfully save his child Te Manuhauturuki, resulting in the great spectacle of new forms 

and expressions. This visual narrative, and all artistic work that reaches seamlessly across atua (or 

‘spiritual’ or ‘intangible’ ) and human  (or ‘physical’ ) realms continues to inform, to be developed, 

explored and highly valued within Te Ao Māori.  From that recurring moment, of arriving into Te Ao 

Mārama, in wondrous new forms and new found freedom of animated, sound-full abilities, and 

spoken word through to today, I place myself within a cyclical journey of creative making that 

connects me to the Māori art continuum. 

  

Kōwhaiwhai is an art form that I have gazed at from an early age, since I first slept under their 

eternal, meandering patterns. I glean from the conceptual functions of kōwhaiwhai as abstract 

multi-dimensional connectors just as "Māori art itself is an art of abstraction, a microcosm and a 

super-structure at the same time".7 Kōwhaiwhai has a mauri that is seen as well as felt. Visual 

aspects of kōwhaiwhai like, symmetry, asymmetry, rotation, repetition, the simultaneous 

articulation of negative and positive space alongside its allegoric properties, allow me to correlate 

aspects of space and time in my artwork. Ka mua ka muri is a whakatauki that springs to mind, the 

unfurling of the past over the present, and vice versa, best describes the collapse of the linear view 

of how time functions, into the potential of continually unfurling narratives of connection, of 

whakapapa. 

 

 

 

 

 

                                                           
6 Graham, “whakairo – Māori carving – Legendary origins of carving.” 
7 Jackson, "Aspects of symbolism and composition in Maori Art," 72. 



6 
 

Within my artwork I aim to visually and sonically reflect pattern, form, kaupapa, my responses and 

the vibrational energy of these. Through sculpture, photography, and time-based media I explore 

my understanding of mauri, wairua and that of the broader visual culture that I observe.  

 

With my explorations of time-based media, I am using the computer software TouchDesigner, 

where I program networks using procedural generation methods to simultaneously build and create 

real-time digital animations.8  In combination with the audio production software Ableton Live, I 

connect these digital animations in multiple ways so that they literally react to audio in real-time. 

This audio responsive animation results in artworks with unlimited, and seemingly random or 

unfettered visual effects. While my design is what creates the artwork, there is a level of an 

alternative logic at play in the work. The algorithmic programming frameworks, the digital, and the 

virtual might interplay with wairua, mauri, and the psychological. This might be considered a sense 

of the energetic, opening into new spaces that come out of random, disparate or resonating 

energies. I have coined this method of creating digital animations as Tuhi Tūrehurehu Hōhonu - Deep 

Digital Abstraction.  

 

 

 

 

 

 

 

 

 

 

 

 

                                                           
8
 Hendrikx et el., "Procedural content generation for games: a survey," 1. 



7 
 

 

 
Fig.2.  

Wheoro Tuatahi. 2019.  

Still Photograph.  

Multimedia. 2 x projectors, 2 x media players, 2 x speakers, cables. 

https://vimeo.com/352693025 

 

 

 

 

 

 

 

 

 

 

 

 

  

https://vimeo.com/352693025
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In 2019, I created an installation exploring this approach that relates to the origin of the name of our 

Ngāti Patuwhare marae in Uawa, Te Rāwheoro.9  Wheoro Tuatahi (fig.2) explores the energy and 

vibration of this kōrero using Tuhi Tūrehurehu Hōhonu. The naming of Te Rāwheoro comes from the 

narrative of Te Aitanga-a-Hauiti,  

 

When the the birds of Ruakapanga, Tiu-nga-rangi and Haro-nga-rangi returned to Aotearoa, the rays 

of the sun at dawn shined on Hikurangi mountain, the shuddering of the sun reverberated on this 

mountain. These were the signs that these birds followed when arriving on land.10 

 

Wheoro Tuatahi (fig.2) presents two procedurally generated real-time animations projected side-by-

side onto the surface of a gallery wall. The black pre-dawn ground, punctuated with a circular orb, 

and the sharp slats of colour, rotate and pulsate with movement and light to a thick aural undertone 

of layered electronic sound. A strong sense of the spatial and transportive feelings, along with 

strong clear visuals evokes the energy of the dawn of that new day.  

 

Using my Tuhi Tūrehurehu Hōhonu methodology, I programmed a network of information 

containers to process multi-dimensional functionality that procedurally translates a single digital 

light source (fig.3). I liken this process of connecting information containers to the visual of 

genealogy charts, of applying a process that can track, reflect and connect blood lines. By fine-

tuning and automating the parameters of multiple information containers, the light source then is 

reverberated through a series of abstract animations. In one instance the programmed network 

procedurally generated a sun-like two-dimensional sphere randomly pulsing and changing colour. 

This animation is projected on the left-hand side of the installation. In another instance of the same 

network I re-configured the parameters with different settings. The network procedurally 

generated an array of vertical top to bottom bands of colour that scan randomly from left to right 

and then right to left. This animation is projected on the right-hand side of the installation, thus 

creating a reverberation of light into deep digital animations — Tuhi Tūrehurehu Hōhonu.  

 

 

 

 

 

 

                                                           
9 Jahnke, "He tataitanga ahua Toi the house that Riwai built/a continuum of Māori art," 1. 
10 As translated by me from kōrero passed onto Wayne Ngata and recorded in his thesis, "Te waiata tangi a Rangiuia," 24. 



9 
 

 
 
Fig.3. 

Screenshot of TouchDesigner showing my network of containers (rectangle boxes) connecting to each other (chords).  

The connections are visual representations of data moving between information containers.  
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Fig.4.  

E ono ngā mea. 2019.  

Installation view.  

Multimedia. 2 x projectors, 2 x media players, 2 x speakers, Dj mixer, cables. 

https://vimeo.com/366258106 

 

 

 

 

 

 

 

 

 

 

 

 

 

  

https://vimeo.com/366258106
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Another artwork exploring my Tuhi Tūrehurehu Hōhonu methodology was an installation titled E ono 

ngā mea (fig.4). Six vertically formatted videos sit side-by-side in a similar fashion to how poupou 

and kōwhaiwhai operate within a whare whakairo, connecting and talking with one another both 

visually and sonically. E ono ngā mea has a more grounded feel, in that it occupies spaces of an 

urbanscape, both interior as in visual panels, and haka pedestrian signals, light qualities and metallic 

sound. There is also almost a sense of nostalgia in the whirring, "analog" sound quality of a piano 

party tune perhaps sad, distressed and also slowly calming in its visual and aural repetition.   

 

Audio plays an important role within my Tuhi Tūrehurehu Hōhonu artworks. I deploy synthesised 

sounds to help charge the spaces these works occupy in much the same way as waiata is used to 

enrich narrative. In my artworks Wheoro Tuatahi and E ono ngā mea the audio is presented in stereo 

through two tall speakers with the volume set to fulfil the space and surround the audience. The 

soundscapes feed off the procedural animations reacting to their movement, creating electronically 

filtered sound. Moments within a work draw clear connection between the visual and audio content 

and at times, the sonic qualities syncopate the visual experience. These techniques are simple tools 

that I use to enact multi-dimensional possibilities and a sense that space and time shift, refract and 

can occupy different realms – to speak to the past, present and future – ka mua, ka muri.  

 

If one aspect of creating kōwhaiwhai is to translate and transmit whakapapa, then possibly Tuhi 

Tūrehurehu Hōhonu may reflect and explore my understanding of my whakapapa. Through creating 

abstract animations that visually and sonically reverberate the layered content, these elements 

within these artworks move back and forth across time and space and speak to my mauri, wairua 

and whakapapa.   
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Tōku Reo Tōku Ohooho 

 

Ontologically, the loss of language is more severe than the loss of land. When the land is lost, it is still 

there, albeit mined or abused by others. When a language is lost, even though the ownership (rather 

than usership) still exists, the language is gone, together with cultural autonomy, spiritual and 

intellectual sovereignty, ideas, values, and experiences...11 

 

Te Reo Māori is my second language. My grandfather was born into a native speaking family but 

was eventually alienated from Te Reo Māori during his experience within the New Zealand 

education system. As a result, my mother was not raised with Te Reo Māori and consequently, 

neither was I. This reality helps define who I am and many of the questions I explore within my 

artistic practice. I remember asking my koro, “why don’t you speak to us in Te Reo?” his reply was 

sobering to say the least,  

 

When I went to school on my very first day I didn't know much English so I kept quiet until the teacher 

asked me what my name is. Kia ora, Ko Ropata tōku ingoa I replied. I was sent outside to sit under the 

tree as punishment for speaking Māori and hit with a stick from the teacher.12 

 

Understandably my koro quickly lost the confidence to speak Te Reo Māori. I am adamant this 

disruption led to issues further on in his life. My kuia shared similar experiences as a young girl and 

eventually conceded to the English language. My koro and kuia raised my mother and her younger 

brother as English speakers. In two generations, Te Reo Māori was taken away from our whānau. 

 

My parents were mindful of how Te Reo Māori and the Māori way of life were slipping further away 

from the visible fabric of Aotearoa, especially in the cities, so they took action. By the mid-1970s 

they had made the move away from Wellington to the small East Coast settlement of Rangitukia 

deep in the heart of Ngāti Porou. My father took up the post of headmaster and teacher at 

Rangitukia school where we lived on the school grounds. Whilst the English language was the main 

mode of learning at Rangitukia School, Te Ao Māori was our main ethos and Te Reo Māori was still 

the first language of choice for the majority at Rangitukia.  

 

                                                           
11 Zuckerman, "Enhancing Mātauranga Māori and Global Indigenous Knowledge," 186.  
12 Ropata Tamihana Te Ao, Conversation, 1987. 
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There are many reasons why there are so many more failures than successes in stabilizing weak 

languages. First of all, whenever a weak culture is in competition with a strong culture, it is an unfair 

match.13 

 

How sad is it that in Aotearoa we have created a reality where being Māori and speaking Te Reo 

Māori is a political act? In 2019, I composed and performed a waiata mokemoke within a video work 

titled E Aotearoa (fig.5). For me this artwork reflects my journey and knowledge gained in Te Reo 

Māori as a second language. The work conflates many of the feelings, tensions and relationships 

between Māori and Pākehā within my lived experience and those which I have observed throughout 

my life. My waiata mokemoke E Aotearoa (fig.29) is a political act in my strict use of Te Reo Māori, 

like Barry Barclay’s approach to making the film Ngāti, ”It’s about being Māori - and that is 

political".14  

 

E Aotearoa moves across multiple dimensions. It connects and imagines pathways forward by 

acknowledging whakapapa, mauri, ancestors, you and me amongst our dreams. Travelling through 

a changing world, distressed processes and troubling work, although dejected we must be strong. 

The idea of journey is central in the work visually and sonically reminding us how much further there 

is to travel politically and socially in Aotearoa. The last stanza lays down the challenge to awaken 

ones sovereignty and take control of your destiny. As I slowly sing, the words are not entirely clear 

to the listener, some words stand out and some words are faint. This is intentional as I want to 

reflect the same sense I feel when I’m listening to waiata that I can’t quite grasp aurally. However, 

the focus still remains in the performance of feelings through tone and 'te mita o te reo'.   

 

I presented this work as a projected video in the Museum Theatre at Massey University (fig.6). A 

large screen immersed the seated audience. The video situates the audience, inside a propeller 

driven airplane looking out of the window, a solitary view, looking down onto the central North 

Island volcanic plateau. Ngāuruhoe, Ruapehu and Taranaki stand tall, dressed in their winter coats. 

As the video and waiata progresses, Tamanuiterā is omnipresent and is setting in the west. In the 

top right of the frame, the sun slowly shifts in and out of shot as the spinning propeller blades 

intermittently obscure it’s radiance. The audio of the propeller hums along with my waiata droning 

in the background. The video is slowed down, meditational, gravitational and timeless. We are in 

the realm of ngā Atua – Ko Ranginui e tū nei, ko Papatūānuku e takato ake nei.  

                                                           
13 Fishman, "What Do You Lose When You Lose Your Language?" 71. 
14 Barclay, "A First for the Maori Ngāti," 2-5. 
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Fig.5.  

Still from E Aotearoa. 2019. 

Digital video, colour and sound. 

7:30 min. 

https://vimeo.com/364633493 
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E Aotearoa 

Te tangi o ngā moemoea 

Ko wai rā ko e 

Kei whea rā ko e 

Aue 

 

E tū ngā maunga tūturu 

E takato ana kei raro o Rangi - nui 

E tū ana kei Papa-tū-ā-nuku 

Aue 

 

Ko ngā tohu o Whakapapa 

Ko te mauri - o ngā awa 

Ko te ihi o ngā tūpuna 

Aue 

 

I roto i te ao hurihuri 

Ko wai rā ko e 

Kei whea rā ko e 

Aue 

 

I ngā huarahi āwangawanga 

I ngā mahi pōraruraru 

Ahakoa te pouritanga 

Kia kaha tonu mātou 

Aue 

 

Oho mai te tino rangatiratanga 

piki mai te mana motuhake 

E whai mai te wairua 

Aue, aue!15 

 

 

                                                           
15 Nāku tonu tēnei waiata mokemoke i tito. 2019. 
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Fig.6.  

Installation view of E Aotearoa. 2019. 

Museum Theatre, Massey University, Wellington. 

Digital video, colour and sound. 

7:30 min. 
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Fig.7.  

Ka mate Ka mate Ka ora Ka ora. 2020.  

Digital Photograph.  

1000mm x 600mm. 
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In Ka mate Ka mate, Ka ora Ka ora (Fig.7) I continued to explore the permeations of waiata and haka 

in my life. This time through photography. I composited myself in three positions simultaneously 

performing haka actions into one image. I am wearing my koro's piupiu and float above the moana 

in front of Mana Island. The title and site of this photograph is a direct reference to the haka 

composed by the Ngāti Toa Rangatira, Te Rauparaha. "Ka mate Ka mate" was the first haka I was 

taught as a child and is arguably the most famous and widely performed haka across the world.16 Its’ 

appropriated and proper use has caused friction and controversy, nevertheless it endures the test of 

time. One translation of "Ka mate Ka mate, Ka ora Ka ora" is "to die to die, to live to live". John 

Archer draws parallels to the event that preempted Te Rauparaha composing "Ka mate" with 

Joseph Campbell's study on the "hero's journey" of rebirth.17 

Again my intention to incorporate Te Reo Māori, waiata and haka into my artwork is to reclaim the 

loss of these foundations through renewal, reaffirmation and reawakening – tōku reo tōku ohooho. 

The artist Christian Thompson an indigenous Bidjara of the Kunja Nation reclaims his language 

through photography, song, performance and video.18  Like Thompson I use Te Reo Māori and 

waiata in my artworks to reclaim and keep my identity alive. Thompson's notion of performing a 

"spiritual repatriation" as a process is also interesting to me as a way to liberate archival material 

from the past. By looking, feeling and simply being with taonga from whānau and museum 

collections, I too am inspired to create works as responses in a performative manner. Thompson 

explains, 

…so it's actually the performance, it's actually the ceremony which is the important part and that's 

what art does that a physical repatriation doesn't do, because a physical repatriation is just the 

physical object, it's not the spiritual content. The act of taking my own photograph is the ceremony, it's 

a contemporary kind of ceremony…19 

 

 

 

 

 

 

 

 

 
                                                           
16 Ngāti Toa Rangatira, "Haka Ka Mate Attribution Act 2014 Guidelines."  
17 Archer, "Ka Mate its origins, development and significance," 20. 
18 "Artists Christian Thompson." 
19 TroikaEditions, At the Pitt Rivers Museum. 
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Aku Mahi Hōhā  

 

 

 
Fig.8.  

Rāhui. 2020.  

Aluminum hard case, emergency blanket, 3D printed kōauau, bluetooth speaker, text, acrylic mirror, waiata.  

450mm x 350mm x 150mm. 
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Since 1996, I have worked within the Arts sector of Aotearoa. This has allowed me to experience 

some of the socio-cultural dynamics felt within a wide range of public art projects, exhibitions, 

conferences and workshops to name a few. I have witnessed how Māori operate within this sector, 

how Māori are treated, how expectations are placed on Māori by non-Māori and a whole raft of 

implications dealt to Māori within institutional spaces. Puawai Cairns notes, 

 

It sets Māori up for failure when they are isolated, disconnected, and expected to have superhuman 

knowledge of their culture on tap. Again, it is that funny thing when a step which may be seen as 

decolonising mimics colonisation at its most insidious.20  

 

A recent experience I have been recovering from at my current work place, I was volunteered via an 

email (not asked in person) to facilitate and lead a workshop. The workshop would gather 

prominent Māori and Mana Moana arts specialists living and working in Pōneke to give feedback on 

a consequently poorly prepared research paper that would eventually set an important strategic 

direction for the organisation. I thought “oh here we go”, get the Māori in the team to do the job 

non-Māori don’t want, or aren’t able to do. I respect and care for the people and colleagues who I 

work alongside and I respect the fact that, for the most part they want to do the right thing. 

However, as reinforced by Cairns, the pressure to turn on the culture tap placed me in a precarious 

position. My practice is informed by this dynamic of isolation and disconnection by creating 

artworks that aim to rebalance and heal my "culture on tap" experiences.   

 

As a response to my accumulated experiences within the workplace, I created a sculpture titled 

Rāhui (fig.8, 9). The piece operates as a fictive gesture and entails a collection of objects including 

an aluminum hard case that houses a 3D printed kōauau and a speaker that plays my pre-recorded 

waiata E Aotearoa reappearing as a waiata tautoko. The plastic kōauau carries a simplified Tiki 

imprint and lies on a bed cut from a gold emergency blanket. It is playable, ready for ceremony and 

holds some resemblance to a modern artefact. The words of my waiata E Aotearoa are printed on a 

piece of paper fixed to the inside lid of the case. The word "Rāhui" is set on the outside lid of the 

case, cut from acrylic mirror, reflecting its environment. Feedback to this work has included that it is 

a culture jamming mix of transportation through different realms, levels and vibrations. While Rāhui 

may work as a culturally authoritative and assuring ‘model’ to those outside the culture, what it may 

actually do is divert intention from the pathways of wairua and mauri. Or at the same time my 

waiata may enact and maintain te mauri me te wairua. 

                                                           
20 Puawai, "Te Papa Blog."  
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Fig.9.  

Rāhui. 2020.   

Aluminum hard case, emergency blanket, 3D printed kōauau, bluetooth speaker, text, acrylic mirror, waiata. 

450mm x 350mm x 150mm. 
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I feel supportive of initiatives in our capital city promoting Te Ao Māori, but sometimes we end up 

with inadequate, simplistic and at times problematic results. In celebration of hosting the kapa haka 

fesitival Te Matatini Ki Te Ao, 2019, several pedestrian lights were permanently installed on 

prominent Wellington streets that feature kapa-haka-like figures.21 In these ‘crossing’ signals, a red 

figure in a haka stance indicates to pedestrians to stop and wait. In due time a green figure in a 

karanga stance signals people to cross safely. For me this is a problematic representation of Māori, 

tokenism and appropriation and pithy technological cliché. What kind of message do these haka 

lights portray to our community and the world? And crucially, what are they saying to Māori? 

 

I offer a response to these haka lights with a photograph titled Wāhi rāhui – Taihoa e hoa (fig.10). In 

this photograph using a drawing tool in Photoshop, I intervened by drawing an ure. A subversive 

correction and re-reclamation. Because in true haka fashion it is not uncommon for men to proudly 

display their manhood as a mark of one's mana. This I recall from being taught haka at Te Aute 

College by arguably one of our finest haka exponents of Ngāti Porou, Anaru Takurua.22 My 

intervention also relates back to the time when Christian missionaries would cut of the penis of our 

carved ancestors because they believed our Māori traditions were immorally and culturally 

inferior.23 The mana and the vitality of whakapapa, Te Reo Māori and Te Ao Māori might be 

restored in these visual changes and edits. 

 

 

 

 

 

 

 

                                                           
21 Desmarais, "Capital Day." 
22 Te Aute College haka practice, 1987. 
23 Mitchell, "National." 
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Fig.10.  

Wāhi rāhui – Taihoa e hoa, 2020.  

Digital Photograph. 

1000mm x 600mm. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

  



24 
 

Āhua Pōraruraru   

 

 

 

Fig.11.  

Still from Ka whawhai tonu mātou. 2020.  

Digital video, colour and sound.  

6:10 min.  

https://vimeo.com/399073458 

 

 

 

 

 

 

 

 

 

 

 

 

https://vimeo.com/399073458
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Tuia – Encounters 250 was a commemoration in 2019 marking 250 years since the first onshore 

encounters between Māori and Pākehā in 1769. Tuia 250 celebrated Aotearoa New Zealand’s Pacific 

voyaging heritage and was a national opportunity to hold honest conversations about the past, the 

present and how we navigate our shared future.24  

 

This description comes from the Ministry of Culture and Heritage website. “Tuia 250” as it became 

known was a 22.5 Million dollar tax payer-funded project presenting a series of commemorations 

and educational events across Aotearoa. The project that was intended to celebrate 250 years since 

Captain Cook arrived in Aotearoa. For me, the Tuia – Encounters 250 commemorations entailed an 

arrogant display of colonial power. I asked myself questions. What side of the story was going to be 

told? Who was going to be educated? And who will hold honest conversations? Many others also 

questioned the rationale behind the programme. Within a lecture recently held at Te Wānanga o 

Raukawa titled Resisting colonial fictions: What does the Tuia 250 Endeavour tour mean for us? Dr 

Emalani Case says, 

 

There can be no real reconciliation as long as colonialism is ongoing and Tuia 250 is an example of that 

ongoing colonialism…25 

 

During the Wellington event of Tuia – Encounters 250, Te hekenga o ngā waka, a flotilla of vessels 

arrived into Te Whanganui-a-Tara on 30 November 2019.26 The flagship symbol of British 

Colonisation, the HMB Endeavour replica rolled into Te Whanganui-a-Tara. It was flanked by two 

tall ships, the Spirit of Adventure and the R.Tucker Thompson, and then followed by three Waka 

Hourua, Te Haunui and Ngahiraka Mai Tawhiti from Aotearoa and the Fa’afaite from Tahiti. As this 

day unfolded, I imagined the kind of feelings, emotions and thoughts that might have been 

experienced by our Tūpuna when Captain Cook arrived on our shores 250 years prior.  

 

As the HMB Endeavour replica emerged out of the horizon from Te Moana-o-Raukawa and into Te 

Whanganui-a-Tara, I couldn’t help but feel sad, angry and anxious—this was all darkly surreal. My 

thoughts turned darker still as the presence of HMNZS Wellington appeared from behind the 

flotilla. The towering presence of this protector class Navy vessel over our Waka Hourua and the 

entire Tuia – Encounters 250 project, appeared as a further reinforcement and reminder that 

colonisation in Aotearoa is locked within a perpetual nightmare. When mostly all the other event 

                                                           
24 Heritage, "Tuia 250 Encounters." 
25 STOP celebrating Cook (@Resist250), "Resisting colonial fictions: What does the Tuia 250 Endeavour tour mean for us?" 
26 Heritage, "Tuia 250 Encounters."  
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sites on the Tuia – Encounters 250 schedule had a connection to previous Captain Cook voyages, I 

wondered why Wellington was chosen as a site to revisit? Was Wellington going to hold honest 

conversations? It dawned on me that an obvious reason was that the New Zealand Government is 

situated here, no better place to reinforce the politics and power dynamics at play, and the 

representor of Crown control to further symbolise continued colonisation.  

 

And because Discovery Doctrine reaffirms the power structure of the “discovering” people, and the 

subjugation of the Indigenous people, it is, of course, something that the discovering nation likes to 

reaffirm through celebrations, commemorations, and the creation and support of “hero’s tales” that, in 

totality, aim to “move past unsavoury pasts” in order to cement their place in the colonised country. 

Cue Columbus Day; cue Magellan celebrations; cue the Cook commemorations.27 

 

As I reflected on Tuia – Encounters 250 and my encounter with the HMB Endeavour, I felt deep 

sorrow and mamae—a present memory of how Captain Cook’s command of the HMB Endeavour 

would ultimately bring many dark days upon Māori. I created a flurry of artworks in response to all 

this, using photographs and video documentation that I had taken during the Wellington edition of 

Tuia – Encounters 250. I titled one of these artworks as Ka whawhai tonu mātou,(fig.11) as a homage 

ngākau whakaute to Ka whawhai tonu mātou by Dr Ranginui Walker.28 As a ground-breaking 

scholarly account written from a Māori perspective, by using the same title for my video I hoped to 

bring Walker’s discussion into proximity with my experiences of colonisation. While the content is a 

highly detailed, factual argument, I was also interested in the connection to Arthur Jafa’s notion of 

'affective proximity'. Jafa speaks to this idea in an interview when discussing his artwork Love is the 

message, The message is Death, 

 

Essentially what we’re trying to do is put a series of things in some sort of affective proximity to one 

another and figure out what they do as a consequence of that.29  

 

A curatorial text via MOCA at Los Angeles describes Jafa’s video work as “a masterful convergence 

of found footage that traces African-American identity through a vast spectrum of contemporary 

imagery”.30 A dynamic aural and visual array that can bring together and reveal non-written, events 

and experiences, by sourced and arranged online imagery through the social-mediascape we now 

inhabit. 

                                                           
27 Ngata, Kia Mau Resisting Colonial Fictions, 24. 
28 Walker, Ka Whaiwhai Tonu Matou Struggle Without End, 1. 
29 Arthur," In Your Face"  
30 Juxtapose Art & Culture, “Arthur Jafa: Love Is The Message, The Message Is Death.” 
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With the notion of affective proximity in mind I created Ka whawhai tonu mātou. Here I arrange 

three video clips within one composition tying three propositions together. The first is a clip of the 

HMB Endeavour replica entering Te Whangnui-a-Tara. The second is a hāngī in the process of 

cooking and the third half is a street scene featuring two friends busking. My ambition was to posit 

side-by-side ideas of daily urban street life with Māori adaptability and stereotypes while still 

addressing the current condition and continuation of colonisation. On one hand the work reflects 

and parodies the glorification of the HMB Endeavour replica and all that it represents, a re-make, re-

introduced back into the landscape of Aotearoa. Whilst on the other hand, a hāngī cooking in a 

modern stainless-steel steamer coupled with Māori busking on Cuba Street, Wellington.  As the 

Endeavour sails into Te Whanganui-a-aTara what does its crew expect to find? Exotic natives? A 

warm welcome? Unfortunately not this time. As the sun shines, two Māori men are featured 

busking on the street, trying to make ends meet further symbolising the hardship and current 

condition some Māori are living with today. Video looping of the buskers and hāngi reinforces the 

continued struggle, juxtaposed against the single take of the HMB Endeavour replica. This artwork 

is a slow burn at first that penetrates even deeper on closer inspection. The soundtrack to the video 

enhances the flame and is a sample taken from the outro of a song called The Camel by legendary 

Wellington band, Fat Freddy’s Drop. The sentiment of the song carries an important message of 

hope both sonically and lyrically. 

 

The sun is gonna shine again, I know, the sun is gonna shine again, I know…31 

 

 

 

 

 

 

 

 

 

 

 

 

                                                           
31 Drop, "The Camel" 
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I developed two other artworks in response to Tuia – Encounters 250 events held in Wellington; The 

Way You Move me - Original mix (fig.12, 13, 14) and The Way You Move me - Jamoody Remix (fig.15, 

16, 17). They are both created as music videos. The song is a self-written, performed and produced 

House Music track that I created during Covid-19 lockdown in 2020. Here I wanted to take full 

ownership of the soundtrack and develop the audio alongside and as a response to two very 

different visual propositions. The process of remixing my artworks visually and sonically helps me 

explore layering content and folding ideas together. In this case through reusing video footage and 

applying visual effects like zoom, slow motion and double exposure, my edits become more focused 

on the subjects within. Sonically, the remixing of the music builds on the original idea and offers 

another take on the situation. 

In The Way You Move me - Original mix the video is created from documentation of my daughter and 

I exploring the HMB Endeavour replica during one of the Tuia Encounter 250 events. The event 

offered an open invitation for the public to experience the flotilla with tours of the HMB Endeavour 

replica and the Navy vessel HMNZS Wellington. On this overcast cloudy day, a good number of 

people waited patiently for the opportunity to board the vessel. For me, this event was another 

surreal experience, this very physical ghost. I witnessed 'ordinary kiwis' and the odd 'foreigner' 

getting up close, touching, climbing, scrutinizing with curiosity and a sense of ownership for these 

vessels of colonisation. The tour onboard the HMB Endeavour replica was particularly strange and 

surreal as we shuffled across the top deck like lost dazed sheep. Here we were, 250 years on from 

Captain Cook’s crime spree across the pacific and my encounter with the Cook was like a weird 

dream. I felt levels of disconnection, and perhaps numbing, while also registering sensations with 

altered perception. I tried to convey some of these feelings in the treatment of The Way You Move 

me - Original mix by slowing down, layering and double exposing the footage. The visual mood is 

sobered by limiting the colour range to warm sepia tones, enhancing the colours of wood and rope 

seated in the water, enhance the skeletal vertical mass of masts and rigging swaying lightly under a 

thick blanket of stratocumulus cloud. My soundtrack “has a repetitive up-beat drum and underlying 

bass rhythm, overlaid with a keyboard tune and a melodic voice wafting and warping like a sirens 

ode”.32 Supports a dreamlike state as it slowly builds, chugging away, bass line heavy that 

seemingly has no end. I aimed to create a sense of a surreal dream, i roto i te moemoeā.  

 

 

 

                                                           
32 A comment following a critique, May 2021. 
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Fig.12.  

Still from The Way You Move me – Original mix, 2020.  

Digital video, colour and sound. 

10:03 min.  

https://vimeo.com/552427260 

 

 

 

 

 

 

 

 

https://vimeo.com/552427260
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Fig.13.  

Still from The Way You Move me – Original mix, 2020.  

Digital video, colour and sound. 

10:03 min.  

https://vimeo.com/552427260 

 

 

 

 

 

 

 

https://vimeo.com/552427260
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Fig.14.  

Still from The Way You Move me – Original mix, 2020.  

Digital video, colour and sound 

10:03 min.  

https://vimeo.com/552427260 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

  

https://vimeo.com/552427260
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The Way You Move me - Jamoody Remix (fig.15, 16, 17) features video footage that I have recycled 

from an earlier artwork Ka whawhai tonu mātou. The images I use are of the Endeavour and the 

buskers. Here, distortion effects are applied to slow down the movement of video to synchronise 

with the subsonic bassline. As the video progresses the relationship between two protagonists 

seated outside a vacated shop, comes into awareness. One strums his guitar to the beat of my song 

and the other sits in support. Side by side they riff off each other. Close-ups, while pixelated, blurred 

or overlaid, zoom in on their faces, motifs like the pirate motif on the t-shirt or hands playing the 

guitar. These visuals are richly dark with earthly colours. Woven into the video is the vibrating 

silhouette of a sailing ship on the horizon intentionally charged as if it is a pirate ship illuminated 

against a bright blue horizon line. Splicing of a skull-and-crossbones symbol further suggest the 

reading of imminent pirates. The ship’s image has been further distorted with edge highlighting 

giving the effect of a ship lit up in the night. In reality it is footage of the HMB Endeavour replica 

rolling into Te Whanganui-a-Tara and the skull-and-crossbones is an emblem appearing on one of 

the protagonist’s clothes.  

 

The inverted imagery and subsequent symbolism presented within the work disrupts any 

normalised social standard that might be drawn from these synthesized, superficial 

representations. I’m compelled to ask questions about the images that our culture has become 

comfortable with. A pair of buskers can be passed easily by on the street with little thought spared 

to examine the societal forces that might have informed their position. Whilst symbols that directly 

celebrate the catalyst for so much social and cultural displacement literally sails back into our 

harbour. As crude as it might sound, one could be forgiven for asking… “Who are the real pirates?” 
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Fig.15.  

Still from The Way You Move me – Jamoody remix, 2020.  

Digital video, colour and sound.  

9:40 min. 

https://vimeo.com/552388798 

 

 

 

 

 

 

 

 

https://vimeo.com/552388798
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Fig.16.  

Still from The Way You Move me – Jamoody remix, 2020.  

Digital video, colour and sound.  

9:40 min. 

https://vimeo.com/552388798 

 

 

 

 

 

 

 

 

https://vimeo.com/552388798
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Fig.17.  

Still from The Way You Move me – Jamoody remix, 2020.  

Digital video, colour and sound.  

9:40 min. 

https://vimeo.com/552388798 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

https://vimeo.com/552388798
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Actually made in N.Z.  

 

Wayne Youle is an artist who investigates identity politics through deconstructing, reconstructing 

and integrating narratives from his bicultural Māori and Pākeha whakapapa. His mastery of 

manipulating materials, appropriating visual culture and the humorous metaphors that reside in his 

artworks draws my attention to his practice. For example, his sculpture from 2017 I'll be the one 

wearing the pink carnation, standing in the corner (sweating), presents a set of legs in a pair of 

sneakers beneath an enclosed cylindrical shower curtain, as if someone is hiding or they don't want 

to be seen. But of course we can see the shoes; we know you are in there, perhaps a self-portrait of 

Youle hiding from social and cultural trauma, wishing it could all wash away. And Youle's text relief 

work TuTū- Fingers (2012) is made of gold-like letters tempting one to touch, play or steal away. In 

these works humour is an easy access point by way of clever titles that might make you laugh with 

pun or run in fear. Like Youle, I was a child of the 1970s and 1980s and became aware at an early age 

of the cultural disparities between Māori and Pākehā. In his exhibition 20/20: words of wisdom, 

Youle presented artworks that explored his take on our nation. Youle comfortably works across a 

wide range of formats through sculpture, photography, text, video and artefacts to name a few, 

navigating "ways to reconcile the historical and contemporary implications of biculturalism."33  

 

Through my artwork I have explored some of the implications of our consumer market on the 

struggling, working class and the impoverished. My artwork Tolaga North, Arrivals is a photographic 

diptych that looked to weigh in on these issues. Two landscape colour photographs are presented 

side by side, Tolaga North (fig.18) on the left and Arrivals (fig.19) on the right. In both of these 

photographs the lights are on but nobody is home. There are no people to be seen yet the images 

speak to our actions and activity. As a society our throw-away behaviour is an outcome of our 

general disregard toward sustainability and lack of awareness for a healthy culture, both socially 

and environmentally. Tolaga North reminds us of our materialism as we see household items like a 

lawnmower, stereo systems, and televisions for resale in a pawn shop. And on the other hand, a 

borrowed supermarket trolley full to the brim with a homeless person’s possessions such as a plastic 

chair, sleeping bags and clothes, speaks to our questionable disregard for our most vulnerable.  

 

Tolaga North is a photograph I took in the neighborhood I live in Johnsonville, Wellington. It 

captures the reality of a working class suburb existing under the pinch of late capitalism. A sign tied 

to the side of this trolley reads “Tolaga North” with an arrow pointing one way. The sign is 

                                                           
33 Friend, So What Am I?, 15. 
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fashioned from black tape on white card and reads as if it were a hitch hiker’s sign. So who owns this 

trolley and where are they? Are they inside the pawn shop directly behind the trolley? Or have they 

caught a ride home? Is home Tolaga Bay? Tolaga Bay is my tūrangawaewae and a spiritual home for 

me. I am one of the lucky ones who can trace and hold onto a place to call home. But for many 

Māori who no longer have any knowledge of their whakapapa and worse have no place to call 

home, it is a sad reality our young nation should not be proud of.  

 

In the photograph Arrivals we are presented with an image of the arrival area at Wellington airport. 

There are no people, the luggage carousel is empty and the luggage trolleys are packed away nicely. 

There are two billboard signs hanging in symmetry on the back wall. On closer inspection the 

advertisements on these billboards read a little suspiciously. One looks to be advertising cheap 

flights, it reads, "Aotearoa on sale from $1 a day, so clean, so good". The second billboard reads, 

"Discover a marae with Air Aotearoa, plus earn mana points at every hui". Using Photoshop I have 

subverted the original image by integrating fictional, satirical slogans that aim to implicate and 

critique aspects of the tourism industry and our country's apparent thirst to perpetuate our "clean 

green" image and Māori culture as commodities, "as cheap as $1 a day". 
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Fig.18. Tolaga North, 2019.  

Digital Photograph.  

1000mm x 600mm. 
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Fig.19.  

Arrivals. 2019.  

Digital Photograph.  

1000mm x 600mm. 
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The Doctrine of Discovery (also known as the Doctrine of Christian Discovery is an international legal 

concept that is borne out of a number of Catholic laws (called “papal bulls”)issued by the Vatican in the 

15th and 16th centuries. It gave the monarchies of Britain and Europe the right to conquer and claim 

lands, and to convert or kill the native inhabitants of those lands.34 

 

KA AROHA (fig.23, 24, 25) translates to “sorry”, or “with love”, a homonym that depending on the 

style of delivery, its meaning can change. KA AROHA is another satirical image in the form of a 

fictional one-way travel ticket for Mr. James Cook to Hawaii on board my fictitious airline company 

Air Aotearoa (fig.21). KA AROHA is an artwork made in response to a piece of theatre titled Captain 

Cook Thinks Again produced by Wellington-based counter-cultural provocateurs Barbarian 

Productions. This production was a compelling and thoughtful piece of theatre performed through 

the streets of downtown Wellington amongst the daily activity of people unaware of its 

participatory nature. It involved a single performer dressed as Captain Cook who led a small 

audience across colonised spaces like Te Aro Pā and controversial street signs like Wakefield Street 

(fig.22). The performance intended to contribute to New Zealand’s colonisation discourse whereby 

Captain Cook reflected on his tyranny and crime spree throughout the pacific, arriving to the 

conclusion that the part he played in the "Doctrine of Discovery" has impacted and damaged Māori 

far greater than he suspected; a nice enough sentiment indeed that all New Zealanders could learn 

from. Within the fine print of KA AROHA the terms and conditions record some of my personal 

responses to Cook’s return. For example,  

 

Full and complete Tino Rangatiratanga and Mana Motuhake over whenua, moana, tikanga, kawa, 

wairua, mauri; that is all laws, language, spirituality, soverienty and kawanatanga remain with 

respective iwi. For specific details visit airaotearoa.com. Please note this flight will be traveling back in 

time so buckle up and prepare yourself...(fig.20). 

 

 

 

                                                           
34 Ngata, Kia Mau Resisting Colonial Fictions, 13. 
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Fig.20.  
KA AROHA, 2019. 

Detail of terms and conditions. 
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Fig.21.  

Air Aotearoa. 2019.  

Digital Photograph.  

1000mm x 600mm. 
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Fig.22.  

Barbarian Productions. Captain Cook Thinks Again. 2019. 

Photograph by George Awatea. 
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Fig.23.  

KA AROHA, 2019. 

Digital document on 80gsm paper. 

210mm x 297mm. 



45 
 

Fig.24. 
KA AROHA, 2019. 

Digital document on 80gsm paper. 

210mm x 297mm. 
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Fig.25. 
KA AROHA. 2019.  

Digital document on 80gsm paper. 

210mm x 297mm. 
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In the light of history, there is a strange hypocrisy in such allegations when all Māori are trying to do is 

address the real priviledge which the colonisers established through our dispossession.35 

 

I'm sorry for that. Sorry to Māori. The monocultural aspects of our journalism have not served Aotearoa 

New Zealand well.36 

 

The ways that Māori are portrayed in the New Zealand media, combined with the ways that Māori 

visual material is appropriated, perpetuates a phenomenon that I refer to as "Māori Actualised". 

When I look around New Zealand and see images of Te Ao Māori represented through kitch tiki’s on 

tee shirts, simplfied koru motifs on aeroplanes, pedestrian haka lights and the like, it all starts to 

look simplistic, de-sensitised, and too often problematic. Alongside appropriated images of Māori 

and negatively geared coverage of Māori, we simultaneously see The Endeavor on our coins, roads 

named after Captain Cook, streets named after the New Zealand Company founders and the list 

goes on. The accumulation of negtively geared visual material coupled with imagery and language 

of colonisation that is projected back into our landscape through these racist reinforcements - 

actualises Māori. Through our disspossion of land, loss of Te Reo and Te Ao Māori knowledge; 

combined with negative re-imaging of Māori, creates a fiction resulting in misrepresentations of 

Māori that get normalised and percieved as authenticly Māori. Hence, "Maori Actualised" and 

whence by the name of this exegisis title is derived from, E Aotearoa - Actually made in N.Z. 

 

In response to this apparent cycle in our society, I created a video titled Ia rā ia rā & the show goes on 

(fig.26, 27, 28). It is a short video montage created from collected photographs, video observations 

and integrates aspects of my whakapapa with my present day concerns in an act of visual reflection 

and subtle protest. Ia rā ia rā & the show goes on features my whānau, our taonga, kiwiana and 

important familial sites that I combine with images of Te Ao “Māori Actualised”. On one hand, this 

work acts as a memoir, on the other hand, I am questioning the conditions I observe of Aotearoa. 

The soundtrack is played on an out of tune “honkytonk” piano that echoes a sense of skewed 

nostalgia and remembrance. We get glimpses of weathered hands sliding across the keys of the 

piano stitching my selection of images together. The abstract moments within the work aim to add 

to a sense of disorientation and visual saturation. This is an artwork that aims to compress, conflate 

and compound my whakapapa, memories, hopes and dreams into a mutated pepeha of sorts. 

                                                           
35 Jackson, "Comment and analysis.” 
36 Stevens, " pou-tiaki our-truth." 
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Fig.26.  

Selected stills from Ia rā Ia rā & the show goes on. 2020.  

Digital video, colour and sound. 

 3:04 min.  

https://vimeo.com/352672664 

https://vimeo.com/352672664
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Fig.27.  

Selected stills from Ia rā Ia rā & the show goes on. 2020.  

Digital video, colour and sound. 

 3:04 min.  

https://vimeo.com/352672664 

https://vimeo.com/352672664
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Fig.28.  

Installation view of Ia rā Ia rā & the show goes on. 2020. 

Museum Theatre, Massey University, Wellington. 

Digital video, colour and sound. 

7:30 min. 

https://vimeo.com/364633493 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

https://vimeo.com/364633493
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Whakatauākī whakamutunga 

 

Hūtia te rito o te harakeke  

kei hea te kōmako e kō?  

kī mai ki ahau,  

he aha te mea nui i te ao?  

māku e kī atu,  

he tāngata, he tāngata, he tāngata. 

 

If the heart of the flax is pulled,  

where will the bellbird sing?  

say to me,  

what is the most important thing in the world?  

It is people, it is people, it is people. 

 

Like all great proverbs, read how you will. So here I glean, if we continue to have our hearts pulled, 
be dissorientated, divided, suffer further land dispossession; and the loss of Te Reo and Te Ao Māori 
sustains deeper wounds, then how and where will we sing?  

 

Ka whawhai tonu mātou! 

 

Nō reira, e ngā iwi o ngā hau e whā. Ngā mihi nui i runga i te kaupapa nei. 

Whano, whano, hara mai te toki, haumi e, hui e, tāiki e! 

 

 

 

He waiata mokemoke tēnei mō tātou katoa (fig.29). 
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Fig.29.  

E Aotearoa. 2020.  

Waiata mokemoke. 
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