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Thesis structure

The thesis is divided into three parts: Tof Runga (Part 1), Toi Raro (Part 2) and Te Hononga Toi
Mizori (Part 3). Toi Runga and Toi Raro allude to Te Kauae Runga (the upper jaw) and 7e Kauae Raro
(the lower jaw), a Maori winanga system associated with the Wairarapa wananga (held in the
nineteenth century at Greytown) that divided knowledge into celestial and terrestrial knowledge, that

is, the knowledge of the gods on the one hand and knowledge of humankind on the other.

In the case of the thesis, the division refers to the two types of knowledge explored within the thesis.
Toi Runga (Part 1) examines knowledge that is derived from a review of ‘old’ knowledge associated in
particular with pare (door lintels). This review of customary Maori carving practice, and subsequent
pare analyses, resulted in the development of a Maori design language pertinent to contemporary
Maori design practice. In Tof Raro (Part 2), the ‘new’” knowledge (Maori elements and principles of
design) derived from the analysis of ‘old’ knowledge, were then applied to three design projects within

a contemporary context.

Te Hononga Toi Maori (Part 3) was developed by the author as a reference for Maori terms, the
Maori design elements and principles, and customary Maori surface pattern. When used in tandem
with Toi Runga (Part 1) and Toi Raro (Part 2), Te Hononga Toi Maori (Part 3) acts as quick reference
to understanding Maori terms and relevant design terminology. Maori terms are introduced using a
convention of Maori term followed by the English translation in brackets and thereafter only the

Maori term is used.



Abstract

This research explores eighteenth and nineteenth century Maori carving and more specifically, pare
(door lintel). The goal of this research is to develop design guidelines for Maori designers, based on
customary models. Consequently, the research seeks to answer the research question: how might the
visual language and fikanga (conventions, protocols, customary practice) of customary Maori carving

inform contemporary Maori design practice?

This research topic responds to the dearth of Maori informed guidelines for designers, both Maori and
non-Maori, when working with Maori content, form and imagery. In view of the increased use of
Maori iconography in design industries both locally and globally, there is a need to develop guidelines
that help maintain the integrity and intent of the Maori form and content, while enabling designers to
express culturally significant messages. As a project by Maori, developed in response to Maori needs,
the notion of tinorangitiratanga (sovereignty) is reaffirmed. While the customary, and to some extent
contemporary Maori arts are helpful, the connection of design with commerce also highlights the need
to develop guidelines that recognise this distinct crossover between culture and commerce. Thus, the
Maori elements and principles of design have been articulated through an extensive literature review of
eighteenth and nineteenth century Maori carving, and a linear diagrammatical analysis of pare
informed by elements of Maori visual culture and epistemology with European design concepts and

ideas about art.

The interdisciplinary nature of this project also demanded an innovative framework and methodology.
This resulted in the development of the linear diagrammatical method for analysing carving, which
combined matauranga Maori (Maori knowledge) and knowledge about important cosmo-genealogical
narratives, with western design conventions. This intersection between two-world views, that of design
and that of customary Maori arts, is at the core of this thesis. It is critical to remember that the Maori
terms developed to name the Maori principles of design evolve out of a conceptual engagement with
the terminology and access to the language expertise of Dr Darryn Joseph. The terms therefore are not

customary, but modern terms developed specifically for this study.

The elements and principles of Maori design were trialled through three design projects, a design
exhibition Ko Aotearoa Tenei: This is New Zealand, a Maori alphabet block set, and Whakarare, a
Maori typeface design. Each of these offered insights into how the Maori elements and principles could
be applied within contemporary design practice. At the same time, these projects demonstrated some

of the limitations of this customary-informed approach to contemporary design. Importantly, these



projects established how the Maori elements and principles could potentially allow designers to create
multi-layered works that express Maori ideas, and Maori design sensibilities, in the absence of literal
Maori iconography in a variety of design contexts. The Maori elements and principles bring Maori

design closer to Te Ao Maori through the connection of design with customary Maori arts practice.
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Chapter 1

The Syntax and Grammar of Maori Design

The key research question within this thesis is: How can the visual language and ftikanga of customary
Maori carving be used to inform contemporary Maori design practice? This question is important
because design is a ubiquitous part of the lives of Maori today. From the moment we wake till the time
we sleep, we engage with design on numerous levels. In the home, typography and images appear on
the huge variety of products, from toothpaste to teabags to toilet cleaners. Design pervades every part
of modern society and encompasses a wide range of creative disciplines including, graphic design,
publication design, product design, fashion design and web design. Describing design in relation to
customary Maori art Paama-Pengelly’s (2010, p.18) writes, “‘design’ refers to the process or product of
bringing together independent elements in a coherent and functional manner. The utilitarian function
determined the form of the objects and structures, and carved form and pattern was worked in such a
way that complemented the overall structure”. Within this thesis ‘design’ is used as an umbrella term,
which recognises that in all fields of design meaningful messages are created through the combination
of form, content, and imagery. However, while more and more Maori are taking up the tools of
design, there is little to guide Maori designers in terms of tikanga, or practicing principles (Gardener,
2008). The disconnection between customary modes of practice and contemporary Maori design is
part of the problem. According to Jahnke and Jahnke-Tomlins (2003) the lack of whakapapa
(genealogical connection) to matauranga Maori (traditional knowledge), highlighted by the genesis of
design in Europe, has made it difficult for contemporary Maori design to gain traction within Maori-
dom. Adding to this, there is an inexorable connection between design practice and the world of
commerce that further acts to distance Maori design from customary Maori art practice. Maori
customary arts, and in particular #i moko (customary tattoo), continue to be mis-used and appropriated
by artists and businesses within Aotearoa New Zealand and around the globe (Gardner, p.3, 2010).
The recently released Waitangi Tribunal Report, Wai 262 (2011), further highlights the need to
protect to protect faonga and matauranga Maori from such abuses within commercial milieu. Here, it
is proposed that contemporary Maori design practices must look to customary models for the

mechanisms which impact on and inform Maori aesthetics, content and Maori imagery.

In order to answer the question of how the visual language and ikanga of customary Maori carving be
used to inform contemporary Maori design practice, this research seeks to explicate the visual language

of Maori design through an examination of eighteenth and nineteenth century Maori carved pare. The



aim is to elucidate the design elements pertinent to customary Maori art, along with the design
principles that guide their application, so that they may be used to inform contemporary Maori design

practice.

In the study of whakairo Maori, the carved pare was identified as appropriate for a number of reasons.
Firstly, the spectrum of Maori carving is vast, straddling architecture, canoes, weapons, adornments
and utensils. Within the scope of this thesis, it is not possible to comprehensively analyse such a broad
range of objects. While pare do not constitute a total consideration of the range or gamut of Maori
carving they nevertheless encapsulate a wide range of tribal styles, together with information pertinent
to uncovering or revealing a language related to the principles of Maori design. Importantly, there will
be instances where recourse to 