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Many Maori artists today articulate the importance of a place we call
‘home’ in their work. Often they will have at least two such homes; one in

the city and another in the country. Both have equal significance in
terms of constructing their identity and providing a source of inspiration.

BY HGARIND ELLIS

Hgapuhi Noati Porou
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Jlace that Victorian politics had on Maori society. Using tradi
f J g

tionally feminine materials to do a traditionally male practice
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confronts issues of gender in our arts. It also questions 10 Wi

extent English gender values affected the male/female

balance in Maori arts. Conversely Lisa Reihana manipu-
lates digital images to discuss similar issues. Let it not

be said though that Maori women are shying away from
traditional materials. The inclusion of historic examples
of weaving in the exhibition provide a continuum of
women’s artistic practice which is referred to by the very

N

existence of more recent pieces, such as Maure

Lander’s small kete-scopes.

Even though we may be familiar with as many younger

male as female artists, when we come to the older g
from the 1950s it is the generally the names of men, rather
than the women, which easily roll off the tongue when asked
to identify a contemporary Maori artist. One has to wonder
why this is so? Is it because women were Wol king in rural
marae-based settings with a focus on expressions of
traditional culture? Is it because women were bDusy

raising families and were not ‘seen’? Perhaps it Is

based on the materials which many of them use

oed fibre as a

Western society has traditionally juc
craft and therefore of less value than art. But

history denies a hierarchy of value based on

this alone. We look no further for an example
















NATALIE ROBERTSON

Brian Wilson and David Kingi
after their team won the 1989
Annual Mangakino Raft Race.
Lake Maraetai. March 1989

EMILY KARRAKA

Pot of Honey 2001

2400 % 1500mm

acrylic on ca

Auckland Art Gallery Toi o Tamaki
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Heke heke nga aho

Heke heke nga aho

He Whakapapa Toi Hou—a context

Whakapapa is one of many ways to begin a discussion on Pdrangiaho Seeing
Clearly. As a Maori term whakapapa usually implies genealogical or geographical
links and insider skills to understand and identify the connections. In the spirit
of whakapapa and for the purpose of this discussion, ‘he whakapapa toi hou’
begins in 1845. It interconnects with today’s contemporary Maori art, spanning
a 150 year bandwidth by generation, practice, shared issues and commonality to

show a continuum of practice and the legacy of tradition.

BY NGAHIRAKA MASON

Ngai Tuhoe
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individual practices, they also experimented with, adc

tools, and materials. The proof of their

and rejected new \I\/.\l‘>

practice exists today as meeting houses, church buildings and
! : 5

as objec Significantly meeting houses gave promine t¢
materials and tools thereby changing the direction of traditior
e.” In terms of artistic endea the most s icant

includes

near | in Te Papa Tongarewa Museum of
New Zealand.® As such, these meeting houses are tributes to Maor

pride and heritage. Most of the houses st

of Christianity, the aggressiveness of land confiscation and wali
g8
and the period of the Ringatu faith and the Maori prophe

T lict

Te Arikirangi Te Kooti Te Turuki. Significant stylistic chan

occurred here

At this time carved replicas, plaques and tourist items were

produced for sale and European patronag Maori art was

born. Woven samplers, carved panels de

cultura

and narratives took on a real currency and a

trade and e Text and the written language found

its way into carving, tukutuku, kete and whariki designs
and taniko patterns design became subsumed Into
kowhaiwhai patterns. Later, kowhaiwhai designs also
became multicoloured, carvings were simplified and

paints were applied to carvings. Kakahu weavir

kete making, fine-mat production and the art of

poi incorporated wool, and artificial dyes were

used in conjunction with natural dyes

Woven sampler [54535]
Kete houhi [51221]
Back and purple horsehair kete [55103]

Poi: [1063]




REUBEN PRATERSON DION HITCHENS

The Kaiahuwhenua and his Three Sons 2001 Manaaki Patupaiarehe [detail] 2001

glitter dust on canvas wood, steel
1720 % 1720mm 2400 % 500mm
courtesy of the artist courtesy of the artist
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Strategic Plan 139

telling points for debate, and it was difficult to sepa-
rate out art and politics. Robert Jahnke, (b.1951)
was among the main architects of change during the
late 1980s and early 1990s. From the East Coast
tribe of Te Whanau a Rakairoa o Ngati Porou, his
installation work CON Version 3.33R is characteristic
in style and content of an engaging and confronting
oeuvre. Likewise, Emily Karaka (b.1952) of Ngai Tai
and Waiohua ancestry has focussed her practice
on the Treaty of Waitangi and indigenous landrights.
Of Ngapuhi and Ngati Kahutoi ancestry, Kura Te Waru Rewiri
(b.1950] draws inspiration from recounted whanau stories of the
Ratana faith. By memorialising Ratana symbols she acknowledges
the imposition and adaptation to Christianity and captures memo-
ries and moments in art, social and political history, while also

addressing adaptability in a continuum.

Te Tira Tutuki - The Young Guns Generation
Meanwhile, inherited knowledge, language, traditional values
and beliefs were the casualties of those born to the urban drift
generation. Artists however, embraced their de-tribalisation
as positive attributes. On the 27th July 1987 the Maori lan-
guage was declared an official language of New Zealand.
The resurgence of language was made possible through

the promotion of kohanga reo and kura kaupapa Maori,

and Maori language was on its way to recovery. An
iImportant landmark for artists, it enabled access to

traditional knowledge that was previously missing or
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HGATAIHARURL TRHEPA

Bronze Circles [defail
acrylic on board

400 % 2400mm

¢ of the artist
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BRETT GRAHAM

Tu Pasifika 1399
wood

nd Art Gallery Toi o Tamaki
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Dion Hitchens (b.1970) of Ngai Tuhoe and Ngati Porou origins

makes huge installations that have an environmental imperative

and

that is monumental and original. Of Te Ati Haunui a Paparang
3 §

Tuwharetoa descent, Isiaha Barlow (b.1977]) also mixes Christian

iconography with Russian orthodox painting tradition, using

a Byzantine style. His series of twelve Maori saints™ paintings

cleverly takes elements of each artist’s practice thereby pointing

out their contribution to contemporary Maori arts. Beatifying and

elevating Maori men to a status of sainthood denotes a religious

imperative with tongue-in-check playfulness. Contrastingly, and
= play gy

as Barlow’s peer, Gina Matchitt’s (b.1966) Jesus Nike and Praying

L J

Nike brooches debate the degrees of religious imposition

that impact on indigenous Maori spirituality. Of Te Arawa and

Whakatohea descent, Matchitt eloquently comments on the

way that ‘cool’ labels drive local economies, from holis

communities to global commercial ones.

John Miller (b.1950) is Ngapuhi, Ngatiwake-ki-uta, Uri Taniwha

and Ngati Rehia. Miller's practice spans some 30 year

Maori photographer of significance, he documented the first

Maori Artists and Writers Conference held at

1973 (and continues to do so) and photographs numerous

important social and political events that Maori participate

in or are featured in. Established fibre artist and of

Ngapuhi ancestry, Maureen Lander (b.1942) works

closely with muka and environmental groups to

protect indigenous fibre sources. Her interest i

1

historic items in museums all over the world has

contributed greatly to the revival of fibre artistry

and the revitalization of innovative uses of
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FIONA PARDINGTON

Hei Tiki Otago [16401] 2001

UTCHINSON
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Whakardrangi Maori f t tapu

tekoteko

aho te ringd hou

harakeke tohunga
tohunga whakairo
hei tiki

toi

Pakeha t toi hou
heke
pakiwaitara t f tukutuku
hungd

iwi tirangawaewae
kaitaka paepaeroa waka taua

poutokomanawa t i wero
S whakairo
karakia antat t rangdtahi

kete VOV t Ratana t 1 whakapakoko

kete muka t made f Ringatu r t whakapapa

kdhanga reo ] € t teal whakawhanaungatanga

Ringéd and whare

eak Ma ta moko v.t. t t t t wharehui
kowhaiwhai t t ) t faor tat wharenui
3 ' taniko

kura kaupapa 1 W taniwha t g t whariki










