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al/84753337/massey-racism-provokes-call-for-university-name-change
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ABSTRACT

This exegesis will focus on the various contexts, and their intersections, 

that I �nd myself in as a young, mana w�hine M�ori artist. I position myself 

as an indigenous artist in a colonial settler state crown owned university 

as well as the neocolonial white cube. This exegesis will look at the tactics 

I utilise to cope with the inevitable racism I encounter, as well as outline 

the historic and contemporary e�ects of these encounters on young M�ori 

women. I will discuss the ways in which other artists, academics and writers 

have tackled similar issues. This research is consciously centred around 

decolonising acts, including the decolonisation of perceptions around 

w�hine and how that a�ects M�ori w�hine artists. The art that must be made 

in order to do this may be confronting to some, particularly p�keh�. Giving 

M�ori w�hine artists in art school the freedom to decolonise themselves 

in any way that feels right for them is vital for their development.  I aim 

to articulate a potential path and strategies for how people can navigate 

these spaces successfully, both in the eyes of the western institution and 

in the eyes of their indigenous culture. In this piece of writing, I centre 

M�tauranga M�ori, M�ori knowledge and Tikanga M�ori. 
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NOTES AND CLARIFICATIONS

I wish to use some space in this piece of writing to describe some of the 

language I have used and why I have used it. I choose to swap between 

Aotearoa and new zealand, depending on which country I am discussing. 

Aotearoa is the indigenous way of existing on this land, a way that was 

promised to M�ori in the signing of Te Tiriti o Waitangi, whereas new 

zealand is the illegal settler state and its system of governance. My 

decapitalisation of proper nouns is a very deliberate decision about power 

dynamics and who I wish to show that respect to or not. 

The name for the Paci�c was given by a Portuguese navigator Fernáo de  

Magalháea to “mark the peaceful nature of his journey.” 3 Like Lana Lopesi, 

Dr H�fanga Okusi M�hina, Kolokesa Uaf� M�hina-Tuia and Dr T�vita Ka’ili I 

bring into this conversation the problematic nature of the phrase ‘Paci�c’. 

Therefore during this exegesis, I will be referring to people from Te Moana-

nui-a-Kiwa as Moana peoples instead of ‘Paci�c’ in order to dismantle the 

bedrock of colonial �ctions and doctrines of discovery. 

At some points in this exegesis I have distinguished between M�ori and 

Moana peoples. Though I do this out of necessity; I note that there are 

issues with that distinction, to say that M�ori are not a Moana people is to 

ignore hundreds of years of close trade and relationships between all the 

peoples of Te Moana-nui-a-Kiwa.

I have chosen not to translate words unless it is a part of the work. For 

translation I recommend Te Aka. 

3 Ioana Gordon-Smith. n.d. Terms of Convenience. Retrieved from: http://unprojects.org.au/magazine/issues/is -
sue-9-2/terms-of-convenience/
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INTRODUCTION

It’s exhausting to have to work so hard just to get people to understand your art, 

when it comes so naturally and is so inherent to your existence.  4  

I have structured this exegesis in a way that I call the K�whaiwhai Framework . 

This means that each chapter of the exegesis is mirrored half way through 

to mimic the pattern of k�whaiwhai. The �rst half of each chapter is an 

academic, theoretical, and contextual analysis of where my practice is 

positioned. In the second half, I weave in my own work and cite di�erent 

aspects of my artistic practice. In between these two conversations is the 

r�rangi whakaata, the mirror line. This is marked by k�k�wai on the edge of 

the paper so that if you feel it necessary you may easily �nd them. K�k�wai 

is a primordial material that was brought into this realm by the seperation 

of Papat��nuku and Ranginui. K�k�wai was the blood from the serving 

of this connection. When you apply k�k�wai to something, it makes that 

object tapu. Therefore it must be treated with the tikanga that surrounds 

that title. Others say k�k�wai was the clay that sculpted the �rst woman 

Hine-ahu-one at the vulva of Papat��nku. There is a deep importance and 

power in k�k�wai as a remnant of the primordial blood of either Papat��nku 

and Ranginui or Papat��nku’s ikura. I use the r�rangi whakaata to let the 

reader know that they are crossing over to a di�erent part of the chapter, 

one that talks about the same topics, but from my artistic perspective. 

4 Whetu and K�mako Silver. Lecture at Tapu: Te Awa Atua and the reclamation of Mana Wahine.  Nation Library 
Public Lecture. September. 2019.
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This exegesis begins with Kaupapa M�ori theory and Mana W�hine theory. 

On the other side of that part of the r�rangi whakaata I discuss how I 

integrate these ideas in practical ways, such as ritual and ceremony, and 

how Mana W�hine theory is an integral part of my existence. In the chapter, 

Brown Bodies in White Cubes I unpack the multitude of complexities when 

people of colour work in the neo-liberal institution of the white cube 

gallery. I then move on to discuss the di�erent ways I navigate this in my 

own practice. Lastly I k�rero to politics and the reasons why indigenous 

artists are so often inter-disciplinary. Included in this chapter is the section 

Why isn’t my art professor M�ori? Where I unpack my experience here at 

Massey.

I have created the K�whaiwhai Framework  as an opportunity to decolonise 

the process of writing this exegesis and therefore the �nal product. I found 

it helpful to break the document into smaller pieces whilst still retaining 

a structural integrity that I could easily visualise. The interconnectedness 

of a k�whaiwhai pattern is similar to the way in which I view my practice 

and the way in which I create; everything is �uid and connected, moving 

along one part then coming back to the manawa line and repeating. In this 

document I see the manawa line as the act of decolonisation, ways in which 

I decolonise myself, the institution, my art and the spaces in occupies. 
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My intention is to set the reader on a haerenga that starts with the all-

important context, and follows with the practical work which will whakapapa 

back to this context. Throughout this pukapuka, in a time of much needed 

whakat�, there are waiata, karakia and poetry. 

These whakat� are a mixture of collected and created material. These 

creative interludes are woven into the academic writing to illustrate that 

one not only informs the other, but is actually vital in order to experience 

either fully. It also honours the ways in which our great orators will weave 

stories into their k�rero, and it also acts as a kind of poetic referencing. 

These whakat� are also marked with k�k�wai. I have never felt the need 

to separate my academic and creative work; even categorising them as 

such is uncomfortable. This is with the paragraph headings also act as 

poetry. In that same vein, I consider this pukapuka a work of art. The use 

of the k�k�wai is a marker of Papat��nku, Hine-ahu-one, and therefore, all 

atua w�hine, all w�hine t�puna, and all w�hine M�ori. I mihi to them �rst, 

foremost, and throughout. 

This is for us. 

This is for you. 

Ko ia t�tahi wahine whakatumatuma.
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CHAPTER 1a 
K� PAPA M � ORI RESEARCH AND THEORY
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“�AT HAPPENS TO RESEARCH �EN THE RESEARCHED 

BECOME THE RESEARCHERS?” 5

Many indigenous writers and academics ground their work in the ideology 

of their culture. For as long as there have been indigenous people in western 

academia, those indigenous people have used their cultural understanding 

of the world to inform and direct their mahi. 6 M�ori academics such as 

Leonie Pihama, Linda Tuhiwai Smith and Mason Durie are prime examples. 

Kaupapa M�ori theory is not only an important part of their work, it is the 

vital pou tokomanawa. Current Massey University Vice-Chancellor of M�ori, 

Professor Graham Hingangaroa Smith’s 1997 doctoral thesis was the �rst 

major piece of academic research into the growth of Kaupapa M�ori theory 

in education. According to Mason Durie “Kaupapa M�ori is an approach 

to learning, teaching, healing, researching, parenting, and caring.” 7  Mahi 

from the last thirty years has made huge strides toward the inclusion of 

kaupapa M�ori in these education and academic spaces.   

Cross-cultural communication in academia is di�cult. For there to be 

communication, both sides must be able to begin to understand the 

same things. Though M�ori have had 250 years worth of learning how to 

communicate in the p�keh� language both literally and metaphorically, 

p�keh� and their structures have become rigid in their p�keh�-ness. 

Institutionally speaking, there must be a willingness from p�keh� 

5 Linda Tuhiwai Smith. Decolonising Methodologies: Research and Indigenous Peoples.  1999. 185.
6 Ibid.
7 Te Kawehau Hoskins, and Alison Jones. Critical Conversations in Kaupapa M�ori.  Huia (NZ) Ltd, 2017. ProQuest 
Ebook Central, http://ebookcentral.proquest.com/lib/massey/detail.action?docID=5087445.
Created from massey on 2019-09-13 20:13:48.
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academics to learn how to engage with kaupapa M�ori in a deliberate 

and meaningful way. The importance of using Kaupapa M�ori theory 

and methodology when doing M�ori research stems from the grounding 

ideology within M�ori. When research and work is by M�ori, grounded in 

kaupapa M�ori, then it has the opportunity and the ability to truly speak for 

M�ori. Using Kaupapa M�ori theory also becomes a decolonising act within 

academia. The integration of m�tauranga M�ori into academia means that 

the inherently neocolonial institution is forced to question its own long 

held beliefs.  

Kaupapa ‘theory’ as a resistance notion has several dimensions. It is more 

than a theoretical position which embraces the various critical notions of 

‘concretisation, resistance, and praxis’ outlined earlier in this thesis. Its 

coherence and impetus is derived from an adherence to a utopian version of 

emancipation. Kaupapa Maori theory is more than simply legitimating the 

‘Maori way’ of doing things. Its impetus is to create the moral and ethical 

conditions and outcomes which allow Maori to assert great cultural, political, 

social, emotional and spiritual control over their own lives. [sic] 8

THE DEVELOPMENT OF MANA W�HINE THEORY

It is imperative to include mana w�hine in dialogue engaging Kaupapa 

M�ori theory. Mana W�hine theory is crucial when attempting to “expose 

the politics of colonial hegemony and patriarchy”. 9 If Kaupapa M�ori theory 

does not include Mana W�hine theory, then it does not include w�hine. 

Mana W�hine theory means that we carefully examine any knowledge that 

8 Graham Hingangaroa Smith. The development of Kaupapa Maori: theory and praxis.  1997. 456.
9 Ng�huia Murphy. Te Awa Atua: Menstruation in the Pre-Colonial M�ori World. He Puna Manawa Ltd. Whakat�ne. 
2013.
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has come from colonial sources, to ensure that we are not re-enforcing 

the patriarchal lens that it undoubtedly serves. This implicates the ways in 

which w�hine atua and w�hine t�puna have often been depicted as weak 

and easily manipulated.10  Mana W�hine theory works toward a rebalancing 

of feminine and masculine energy that was disturbed by patriarchal 

attitudes and the masculine domination over the feminine brought in by 

colonial Christianity. If the patriarchal views that have penetrated M�ori 

ideology are not dismantled with enough voracity then they will continue 

to warp our stories and our wkakaaro. 

Mana Wahine is the a�rmation and deliberate elevation of M�ori women. In 

a context of colonial oppression, and the imposition of ideologies that deny 

and marginalise the roles and position of M�ori women, this is both a cultural 

and political stand. I am willing to take the fallout that comes from such a 

position. I am willing to respond to the entrenched anti-woman and anti-M�ori 

positions that have become daily expressions within this society. But, I am not 

willing to accept the continued suppression of M�ori women or the continued 

manipulation of tikanga M�ori to serve the needs of our colonisers. 11  

As a M�ori female academic making inherently M�ori art, who has occupied 

the institution for six years, I have witnessed and experienced many 

examples of the kind of manipulation Leonie is describing. As a young 

white-passing M�ori wahine, whose work often at times discusses highly 

sexual content, I have had M�ori men as well as p�keh� people attempt 

10 Ng�huia Murphy. Te Awa Atua: Menstruation in the Pre-Colonial M�ori World.  He Puna Manawa Ltd. Whakat�ne. 
2013.
11 Leonie Pihama. T�HEI MAURI ORA, HONOURING OUR VOICES: MANA W�HINE AS A KAUPAPA M�ORI THEORETICAL 
FRAMEWORK. 2001. 302.
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to call me out by saying that I should not be openly discussing these 

topics. My responsibility to tikanga is a vital part of my mahi, but I am 

also ensuring that the information I do have around tikanga that has come 

from ethnographers, has been decolonised and removed of any patriarchal 

colonial residue.  

The (mis)representations and (mis)interpretations of those early ethnographers 

have become the foundations of what many M�ori assume are traditional 

values and beliefs.12  

I also want to mihi to Ani Mikaere’s book The balance destroyed: the 

consequences for M�ori women of the colonisation of Tikanga M�ori,  

which was the most important contribution to this kaupapa during the 

early 2000’s.13 During the last few years, no writer has made such ground 

breaking movement as Ng�huia Murphy and her pukapuka Te Awa Atua: 

Menstruation in the pre-colonial M�ori world.  I found this book in the last 

half of this year and it has become the pou tokomanawa within everything 

I have made and written since. The importance of Ng�huia’s work for 

myself and for the wider Mana W�hine Kaupapa, cannot be overstated. Her 

book challenges the misinterpretations of M�ori society by the colonial 

ethnographers, speci�cally the accounts of menstrual rites. 14  

Reclaiming matrilineal knowledge traditions regrading menstruation, I argue, 

carries an explicitly political agenda within a history of female subordination 

through the doctrines of colonial patriarchy and Christianity. 15 
12 Ng�huia Murphy. T e Awa Atua: Menstruation in the Pre-Colonial M�ori World.  He Puna Manawa Ltd. Whakat�ne. 
2013. 68.
13 Annabel Mikaere, Robyn Kahukiwa, and Te W�nanga-o-Raukawa. Te T�kapu. The Balance Destroyed. Revised 
edition. ed.
14 Ng�huia Murphy. Te Awa Atua: Menstruation in the Pre-Colonial M�ori World.  He Puna Manawa Ltd. Whakat�ne. 
2013.
15 Ibid. 41.
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IT’S IMPORTANT TO TELL OUR OWN STORIES

Autoethnography is the practice of writing about oneself and one’s 

own experience of the world.16 Indigenous autoethnography is used by 

indigenous peoples to re-centre our experiences as told by us.17 Historically 

in Aotearoa, our stories within academia have been told by others. I return 

here to the quote “What happens to research when the researched become 

the researchers?”18 Autoethnography is one of the things that happens 

when we start researching ourselves. Western academia has long told 

indigenous researchers, that there is no theoretical importance to their 

experience and their own stories.19 In the �rst year of my BFA, during an 

essay paper, we were strictly instructed not to use ‘I’ or ‘me’ as if our own 

opinions was not valid. I have become more able and willing to dismiss 

the rules of the institution. Now I feel completely valid in centring my 

research relative to my experience. I do, however, acknowledge that this 

is not the experience had by many students in disciplines less progressive 

and liberal as the creative arts. This shift allowed me to abandon any idea 

of ‘objectivity’ and enabled my research to become more informed by my 

own personal journey.20

Because of the holistic way we look at whakapapa and storytelling, the 

nature of autoethnography is especially useful and pertinent to M�ori ways 

of thinking. The personal can be both political and cultural. 

16 Tony E Adams, Stacy Linn Holman Jones, and Carolyn Ellis. Autoethnography.  [Electronic Resource]. Series in Un-
derstanding Statistics. Oxford University Press. 2015.
17 Jennifer Houston. Indigenous Autoethnography: Formulating Our Knowledge, Our Way.  Australian Journal of 
Indigenous Education, The, no. Supplementary: 45. 2007.
18 Linda Tuhiwai Smith. Decolonising Methodologies: Research and Indigenous Peoples.  1999. 185.
19 Jennifer Houston. Indigenous Autoethnography: Formulating Our Knowledge, Our Way.  Australian Journal of 
Indigenous Education, The, no. Supplementary: 45. 2007.
20 Ibid.



27

ANNA MCALLISTER

The complete lie of subjectivity present in western academia is also 

important to note here. 21 Jennifer Houston discusses how autoethnography 

is not only a valid research method for indigenous researchers, but is also 

a form of ‘scholarly resistance’. 22  I use autoethnography as a way to re-

centre a voice that has been historically refused space. Representation is 

vital for minorities, so I use my own experiences to invite other people to 

see themselves in me and my experiences. 

21 Shawn Wilson. Research Is Ceremony: Indigenous Research Methods. Fernwood Publishing, Halifax & Winnipeg. 
1966.
22 Jennifer Houston. Indigenous Autoethnography: Formulating Our Knowledge, Our Way.  Australian Journal of 
Indigenous Education, The, no. Supplementary: 45. 2007. 45.
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