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Preface

If Pan-Austro-Nesian Arts Festival can be viewed as an expedition about to embark,
this PAN zine in your hand might serve as a guide to help you navigate among
the various issues and artworks, allowing you to detect your own unique and
meaningful trail in the exhibition.

First, what is PAN? The concept originates from three English words:

Pan — expansive, all-inclusive visions that transcend boundaries.
Austro — plural, non-center-constrained perspectives from the South.
Nesian — multi-lateral oceanic connections.

“Pan” implies transcending blood ties, languages, ethnic groups and national
boundaries, and the concepts of “Austro” and “Nesian” convey fluidity and
dissociation, an idea of “openness” opposite to mainstream cultures. In other
words, Pan-Austro-Nesian embodies broader perspectives and possibilities. It
departs from solely focusing on Austronesian cultures and also challenges the
public to become more flexible in interpreting the world from perspectives other
than the dominant western narrative. What we care about is how contemporary
ideas may mingle and intersect with memories, beliefs and traditions of the local
land, including the use of ocean as a metaphor to create linkages and foster
communications. Taking a southern perspective that reflects upon linearity and
centralization, we attempt to build new paradigms that are no longer dominated by
modern consumption and industrial civilization. Meanwhile, we pay close attention
to the encounters, contacts and conflicts of different scenarios and possibilities, as
well as the exchanges of pluralistic cultures.

Extending from the aforementioned ideas, PAN zine focuses on three main themes,
attempting to respond and question through proposed artworks. The first theme
“From Known to Unknown” explores how people or species define their own world
view through interpersonal contacts, exchanges and conflicts, and thus open up
or block their perspectives. In the “Dark Islands” theme, we touch upon the dark
colonial past of the Pacific region, looking into how artists understand and comb
through the past histories, and even mend memories with the present reality. Finally,
the “Circle of Life” theme proposes new possibilities for mankind and nature, as
well as within mankind, to reconstruct their relations.
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History and Imagination in the
Art of John Pule

Written by Peter Brunt
Abridged by Maggie Sur-Han Chang

In 1976 Albert Wendt published a watershed essay for contemporary Pacific artists, and for
Pacific Islanders in general, entitled ‘Towards a New Oceania’ at the height of decolonisation
and national independence movements in the Pacific. The essay was a bold affirmation
of the central role of the imagination — more specifically, of new art forms appearing in
the region — in the realisation of this utopian ideal. The implicit relationship between the
‘new Oceania’ and an ‘old Oceania’ in the essay drives further investigation. The two are
inextricably related since there can be no new without an old, without some sense of the
Oceania that is past or passing. Yet, he was not referring to the Oceania of history books,
museums and excavation sites, but rather to an Oceania in us, a subjective proposition
addressed to the consciousness of modern Pacific Islanders.

A theoretical account given by F. R. Ankersmit of what he calls ‘sublime historical experience’
reveals some related existential insight. According to Ankersmit, this is the apprehension
by an individual consciousness or collectivity (a ‘me’ or an ‘us’) of a new historical identity
whose main characteristic is that it is ‘constituted by the trauma of the loss of a former
identity — precisely this is its main content, and that this is the ineluctable truth announces
itself in the realisation (agonising, resigned, or otherwise) that this loss is permanent and

1. This article is first published in Hauaga: The Art of John Pule, ed. Nicholas Thomas. Dunedin: Otago
University Press and City Gallery, Wellington, 2010.To read the complete version, please visit this link:
https://www.wgtn.ac.nz/seftms/about/staff/attachments/history-imagination-john-pule.pdf

can never be undone.” Ankersmit adumbrates four paradigms in which ‘identity’
struggles with the tensions between forgetting and remembering. The first
paradigm is the rationale underlying most histories, which are written or recorded
on the assumption that we are our past, and the past must not be forgotten lest
we lose ourselves. The second paradigm complicates the first by suggesting that
sometimes it is necessary to forget the past in order to act effectively in the world or
to summon the creativity, will or imagination necessary to live in the present or build
a future. The third and fourth paradigms complicate the relationship in a different
way. In both, radical historical change or profound historical events shatter identity
to its core so that there is a traumatic sense of loss and/or forgetting in which the
relationship between present consciousness and the past becomes problematic.
In elaborating the third and fourth paradigms, Ankersmit defines the former by its
desire to ‘reconcile’ experience and identity. In the third paradigm, ‘closure of the
trauma is possible’. This may be so ‘only at the price of the greatest effort and of
a most painful descent into the past of an individual or of a collectivity — but it can
be done.” In the fourth paradigm however — and this is what he means by ‘sublime
historical experience’ — it can’t, and the trauma of the loss feels permanent. ‘And
what loss could possibly be greater — for is this not as close to death as one may
come?’

The significance of John Pule’s work derives from the way it explores the gamut of
possibilities for historical consciousness outlined by Ankersmit: from the imperative
to remember the past to the painful confrontation with the irrevocable nature of
history. Four examples of his work will be examined: first, a sampling of paintings
from the 1990s and 2000s; then an epic poem entitled The Bond of Time, written in
1983 when Pule was twenty-one years old; then an autobiographical novel called
The Shark That Ate the Sun, published in 1992; and finally, what we might call a
‘readymade’, a suit given to the artist by his father on the occasion of his baptism
as a young boy.

Take these with you when you leave, 1998, is one of the more explicitly
autobiographical paintings in Pule’s work and features numerous iconographic
motifs that refer to the autobiographical narrative told in his novel. The painting is
structured by a rough grid, filled with a medley of improvised patterns, symbols,
signs and pictorial narrative vignettes, some of them smudged and smeared
into the surface of the canvas. The compartment to the upper left sees various
silhouettes and outline drawings which can be decoded biographically. But the
readability of the painting in terms of a coherent autobiographical narrative —
or indeed any kind of narrative — begins to break down in other sections. The
seemingly familiar scene of the ‘lamentation for the dead Christ’ scene is composed
as if to emphasize its strangeness. And the rest of the painting becomes entirely
cryptic, as if memory had shifted into another register, unmoored from personal
experience, family stories, and familiar cultural narratives.
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In Pule’s work from the 2000s - the so-called ‘cloud’ paintings — the emotional tone shifts to
something more violent and apocalyptic, a terrifying vision of what the German philosopher
Hegel called the ‘slaughter bench’ of History. These paintings put the high stakes of cultural
memory in the perspective of history, which they view from the small end of the emotional
telescope. Here, as graphic marginalia to amorphous ‘cloud worlds’, Pule renders scene
after scene of Herculean efforts to transfer various embodiments of cultural and religious
meaning across the empty space between one floating ‘cloud world’ and another in a
modern cosmos of ceaseless violence, suffering and disaster (in, for example, ! will carry
anything that you want, 2006).

If the trauma of personal and historical loss is at the core of Pule’'s work, their paradox
is their Promethean inventiveness, their extraordinary graphic and imagistic fecundity.
Images abound in Pule’s work, a quality that is inseparable from a broader, postcolonial
preoccupation with issues of memory and remembering. In modernism a blot was a blot, not
an invitation to free associate. In Pule’s paintings, the reverse is the case. Blots, smudges,
drips and stains serve precisely to conjure images into being and to unlock the realms of
memory and imagination.

The best word for this protean quality about Pule’s imagination may be ‘Oceanic’ as water
pervades his work. Water is the agency by which ‘the first man’ comes into being, according
to a myth recounted in The Shark That Ate the Sun. But besides these images of water in his
work, water is also, more importantly, an image of imagining. In its ceaseless movement and
transformation, its elemental power to generate new life in a multitude of forms, its protean
shapelessness yet ability to assume every possible shape, to fill all negative spaces, water
is the metaphor par excellence of metaphorisation, which is the driving mechanism of Pule’s
poetic imagination. And yet, there may be limits to this capacity for endless imagining which
originates in and ceaselessly circles back to the hard core of ‘sublime historical experience’,
which signifies irreparable change. The tension can be found in Pule’s poem The Bond of
Time, subtitled An Epic Love Poem, a sprawling, youthful poem written in the early 1980s. It
is composed as a lyrical address by a lover to his beloved in which the former expatiates at
length on the subject of the hapless character of their ‘great sad love.” As the poem unfolds,
however, it becomes clear that the beloved, is not simply the object of his love but his
counterpart in grief, his melancholy muse, his narcissistic double.

The subjective structure of The Bond of Time is also echoed in Pule’s novel, The Shark That
Ate the Sun, whose narrative transpires between two main characters: Puhia and his son
Fisi. For the personal narrative of their individual experience of migration from Niue to New
Zealand resonates with the collective experience of Niuean and other Polynesian migrations
to the metropolises of New Zealand and other parts of the world after World War Il. As Pule’s
novel shows, that migration was driven by a sense of historical necessity.

As Puhia flings himself into a profligate new life, his private mantra is to forget. However,
in reminding himself to forget, he is bound to remember, and therefore stuck between

the spiritual meaninglessness of the life he indulges in in New Zealand and a
melancholic fixation on a lost or passing world he cannot forget. But if Puhia’s
identification with ‘old Niue' acts out a kind of death, ultimately his literal death, a
few things run counter to this descent. One is the garden he planted in the front
yard of the family home in Otara, including vegetables like taro brought over from
Niue. Pule cites this garden and the family’s practice of replanting shoots carried
in bundles of soil as a metaphor of his artistic practice. Art is a way of ‘making soil
to stand on’, ‘establishing a ground’, maintaining ‘roots to home’ — an imagery that
acknowledges the reality of a new land, new plantings and a new way of life, while
carrying over precious threads from a former way of life that makes the new one
both endurable and possible.

The final example reiterates Pule’s paradoxical theme. A ‘readymade’ suit which
Pule’s father gave him on his baptism, and which today hangs in the studio like
an ironic reminder of what he is all about. The baptism itself was of no religious
importance for Pule, but the metaphor of the ritual in which an ‘old self’ is ‘buried’
in the water and washed away and a ‘new self’ is brought out of it ‘reborn’, is at the
heart of the identity transformation at issue in Pule’s work. Moreover, the suit adds
another layer to that transformation. Purchased from a chain store which undertook
to ‘dress every man and boy in New Zealand’, the suit bears a label on its inside
collar with the words “Young Sir/Made in NZ'. It symbolises the new identity he has
assumed.

The tensions of the attempt to reconcile the past and the future have shattering
effects on the artist, ‘liquidate’ his being and plunge him into a surreal, mythic,
metaphorical mode of being that is the signature character of the artist's work. The
significance of this liquidation is at least twofold. Pule was ‘made in New Zealand’ —
but by the experience recounted in The Shark That Ate the Sun in all its complexities
of living, imagining and remembering, not by the label of a branded commodity or
the official stamp of a government document. Pule’s liquidation slips these moulds
and he thereby becomes a kind of poet-critic of all symbolic ‘ideals’ - of all the ‘cloud
worlds’ that attempt to govern and control who we are. Yet there is another sense in
which this mythic, poetic mode of being arises in the aftermath of a storm of history,
which has changed him and his ‘world’ (and ‘us’ and ‘our world’) irrevocably. The
mythic fills the hole of what has gone. And for all its ‘infinite’ imaginings, myth too
is the sign of History and the finitude of human identity in time. But the fact that the
past has gone brings with it in Pule’s work an ethical obligation to remember what
has been forgotten, for it is in him and part of him.
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An Island of No Return: On Jane Jin Kaisen’s
Community of Parting

Written by Nien-Pu Ko

|

From deep beneath the vast and rolling ocean, currents of countless forms emerge to meet
the land and shatter into florets of waves. Jane Jin Kaisen's Community of Parting (2019) is
a composition of matriarchy and the natural world—it appears between cracks, transforming
and flowing, and always swerving like water. Like water, it touches on everything in life.
The arena of matriarchal mythology is a vast ecosystem. It brings forth life and lives
symbiotically with all living creatures nourished by breath. The natural landscape, captured
by the camera lens, implies a meaning beyond national borders. The images in this work
intercept at the Demilitarized Zone (DMZ) between North and South Korea, the mountainous
landscape along the borders, and the oceanic landscape of Jeju Island. It explores, through
the space of cinematography, the ongoing tension between two worlds: On the one side,
a patriarchal state; and on the other side, a landscape whose vegetation and terrain grow
organically with time. This natural and flourishing world can be regarded as a kind of force
that works at a grassroots level. Instead of tucking from above and forcibly lengthening life
as in a patriarchal state, it is a feminine and natural force that produces and nurtures lives.

Community of Parting is inspired by the soul that can cross borders and traverse separate
worlds in the myth of Princess Bari (Bari Gongju'). The cinematography of this work
summons historical moments in different time and space, situating Bari as an important

1. Gongju means “princess” in Korean.
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figure in the discussion of geographic boundaries. The myth of Princess Bari exists
in many forms and has been circulating on the Korean peninsula for a long time.
However, Community of Parting (2019) also touches on themes besides the rupture
of borders and geographic boundaries. The narrative of Kaisen'’s piece revolves
around the Korean shamanic myth of Bari Gongju—a story about resistance and
restoration. The story describes the life of the seventh daughter of an ancient king
of Joseon. Because she was a girl, Bari Kongjoo was abandoned by her parents,
cast away in Hwangcheon®, and left for eternal drifting. Her name, Bari, means
“buhrida” (throwing away or abandoning) in Korean and implies a nameless state.
As punishment for this abandonment, the king fell ill of an incurable disease. When
Bari learned of her father’s iliness, she journeyed to Heaven and cured him with the
medicine that she had retrieved. The king offered Bari half of the palace as reward.
However, Bari chose instead to become a goddess who guides souls. She turned
into a ghost and has been ferrying souls across the river of life and death ever
since.

Poet Kim Hyesoon’s piece “Trash and Ghosts” from Woman, | Do Poetry
reinterpreted the meaning of this myth and pointed out that it was Bari’s experiences
of being abandoned and confronting the other enabled her to have a deeper
understanding of life and to truly establish connections with others. She transformed
the social death of exile into a symbol of mediation, then eventually transgressed
territorial boundaries and wandered in her own space. According to Kim, Bari
experienced three events of symbolic deaths. The first death was the social death
of being abandoned or being marginalized in the community. This refers to the
various experiences of social exclusion caused by different logics of demarcation.
The second death involved confronting abandonment and the accompanied
processes of recognition and acceptance. She no longer sought acceptance from
the society that abandoned her. Instead, she committed herself to others who had
been excluded, marginalized, or abandoned. Through the recognition of her own
abandonment, Bari gained the ability to communicate with others. The personal
social death and the collective social death became empowered because of the
entanglement or balance between the abandoned and the power of abandonment.
The third death was the relinquishment or renunciation of the concept of being
abandoned. She opened herself up to the sea and walked into her own embrace.
Therefore, this refers not to the physical death of the flesh-and-blood body but a
metaphorical death, which involves the processes of letting individualism shape
the Self to face a wider array of reality and trauma and still return to the boundary
condition, or, the ability of mediation. Kaisen takes Bari’s three deaths as her work’s
main structure and attempts to understand the violent and isolating conditions of
contemporary borders by examining the lives of Jeju shamans. Her work highlights
the political relationship between Jeju Island and the Korean Peninsula; Jeju Island,

2. A river mentioned in the myth of Bari.
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once an independent island kingdom, had been incorporated into Korean territories, while
bearing the memories of Japanese colonization and state violence during the divisive Cold
War era. Furthermore, by contemplating on borders from the perspective of Jeju Island, the
term “borders” can serve not only as geopolitical jargon in discussion of North Korea-South
Korea conflicts, but also responds to the question of how islands could produce alternative
discourses about space.

As a human and a deity, a princess and an outcast, Bari was abandoned yet remained,
wandering between life and death. She is so contradictory, freely rejecting the identities
and territories belonging to either side, splicing out her own time in the universe. In a scene
from Community of Parting, the mythology is narrated against the backdrop of a majestic
and primitive mist-shrouded valley. The mountainous landscape, made of steel-gray jagged
rocks, is split apart by the river torrent that runs across it. In combination with the voice-
over account, the river resonates with the story of Bari, becoming the river between life
and death. Water bestows life while connecting, purifying, and rejuvenating the soul. Bari,
as boundaries and medium, is the locus of mediation between life and death. Having
transcended and resisted division and exclusion, Bari is finally summoned by the shaman
Koh Sunahn, transcending the violent boundaries of colonial modernity and modernism,
composing the soothing chants of memory and history.

Il

Since Jeju Island is encircled by the natural defense against the mainland—the sea—it
embodies characteristics of anarchism. During the long history of the Korean peninsula, Jeju’s
developments have been relatively self-contained. Once ruled by the independent kingdom
of Tamna, Jeju island is inspired by its historical spirit of independence and perceived as
“unruly”. This also stems from the fact that the island is self-organized in a more socialist
manner. Traditionally, customs of marriage and kinship on the island are different from those
on the mainland. Compared to the mainland, which is heavily influenced by Confucianism,
Jeju Island’s rituals, spiritual beliefs, gender relationships and family relationships are
distinctly different. During the Japanese colonial period, many islanders had gradually lost
their land in the process of modernization. The loss of land caused a lack of employment
opportunities, which, in combination with overpopulation, led to a wave of large-scale
immigration. Until 1938, about 150,000 people had already left Jeju island, most of whom
moved to Japan or Manchuria in search of a surviving chance. During the Japanese colonial
period, despite the government’s disagreements with communism and socialism, Jeju
Island was indirectly exposed to socialist ideas, which became a driving force of social
collectivism on the island. In the early days of the Cold War, ideological conflicts erupted
into violent uprising on Jeju Island for the first time, when the April 3 incident occurred in
1948. The fact that the islanders formed their own guerilla to fight against the government
undoubtedly demonstrated their resistant attitude towards the divisive political system on
the Korean Peninsula. In return, the government forces, police, and right-wing groups—all
of which were based in the "mainland (peninsula)"—launched forceful military operations to
suppress the uprising. To this day, Jeju Island is still haunted by the memories of its tension
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with South Korea during the Cold War era.

In Kaisen’s work, the structure of historical narrative is intertwined with shaman Koh
Sunahn’s chanting ritual, forming a dynamic rhythm that could be considered as a
key element of the film. Through the execution of this ritual, the cinematic images
themselves become living organisms; mingling with shamanic melody and rhythm,
they compose moments of transcendence that transgress all boundaries of reality
and superimpose on the ancient spirits. These are also moments that constitute
Bari's spatio-temporal world, where the rhythms of the work, not unlike sea waves,
meld together the interior and exterior aspects of the images. The Jeju shaman
Koh Sunahn is indeed an incarnation of Bari. However, Kaisen did not choose her
to represent a kind of contemporary shamanism priest. Instead, she reproduced
countless versions of Bari's myth through shamanist priests. As a survivor of
the Jeju Massacre (1947-54), Koh passed away in 2019 a few weeks after the
completion of this work. However, she practiced shamanism for a long time during
her lifetime. By returning the deceased to their families, villages, and Jeju Island,
Koh was returning them to the locus of social alienation and historical boundaries,
allowing the drifting souls—ideal subjects for these rituals—to receive equal and
eternal comfort.

1

Kaisen, as another incarnation of Bari, was born on Jeju Island and forced
into exile, then grew up in Denmark. In this work, she juxtaposes her own exile
experience with Bari's first death. Then through the shaman’s chanting rituals,
she has called into being a habitable space for poetry and song, where other
contemporary Baris—people who were exiled from Jeju to Kazakhstan, Japan,
China, Germany and the United States since 2015—were summoned. Here, Bari
does not function as a mythological symbol. Instead, Bari, as a method or emotion,
becomes a linguistic tool in the discourse about a special way to mediate and exist
in the world. Throughout the film, “Bari” develops into an overall narrative of history,
culture and social fractures on different temporal-spatial scales, covering the world
of the living and the dead. Especially, it conveys the complexities of violence in
Korean history, including the community of people who were deported by the
Soviet Union from the Far East in 1937 and the community of Koreans in Japan who
immigrated and settled during Japanese colonial rule in the 1920s.

Community of Parting is not a partial documentation of the shaman ritual. On the
contrary, it re-realizes mythology in the broader context of Korean modernity,
because it tells the story from before the nationalist fracture. Traditionally,
mythology is understood as a story about piety, but this work interprets mythology
from a feminist perspective while exploring the meanings of Bari as death and
rebirth. Here, the soul and spirit of Bari has replaced modern image production
technologies such as cameras and lenses. When she gazes firmly upon the
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sea of Jeju, the intertwined waves, forests and the sky meet each other, and the imagery
contains many layers of visuality, time, and space. When Bari, the mythological character,
is transformed into an abstract concept, a soundscape and aerial image from the ocean,
forest, barren land and national borders, her experiences of displacement become a river of
images that echoes with mythology. In a scene in this film, she stretches her arms towards
the sky and rotates her body. The camera, fixed on a drone towering into the clouds, is
surveying Jeju Island. As the artist gradually disappears, the land and the sky become one.
From the origins of the gaze, we look down at these unbounded spaces, watching all life
forms intertwine and coexist. In this way, the wilderness once again interprets Bari’s spirit,
and the island floating amidst the sea becomes a metaphor, allowing us to reinterpret death
and rebirth in life and in politics.

Jane Jin Kaisen, Community of Parting, 2019. Stills from monitor
in double-channel video installation. Courtesy of the artist.
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Ngahina Hohaia:
Paopao ki tua o rangi

Written by Reuben Friend

Like a beating heart, the rhythmic sound of pounding drums and poi' reverberate from the
centre of Paopao ki tua o rangi ° (2009), a stunning audio-visual and woven fibre installation
created by Aotearoa New Zealand Maori artist Ngahina Hohaia. Hohaia’s artworks draw
on inherited skills and knowledge of traditional Maori song, ritual incantations and fibre
works, reimagined through a contemporary lens to create large scale contemporary art
installations. Raised in a family of artists and political activists, her installations operate at
the intersection of Western and Indigenous art praxis, unravelling colonial settler narratives
about art, culture and identity, to weave in Maori knowledge, practices and perspectives
into the history and artistic canon of Aotearoa New Zealand.

The sounds and symbols in Paopao ki tua o rangi specifically speak to the layered history
of Hohaia’s tirangawaewae, her ancestral homelands at Parihaka. These histories inform
the present cultural and political reality of not only Hohaia as an artist, but of the entire
community of Parihaka. Nestled at the southern end of Taranaki mountain, on the West

1. A poi is a traditional Maori percussion instrument. Customarily made from flax or bulrush leaves, it consists

of a small soft ball attached to a woven cord. The cord is held in one hand, and the ball is swung in circles
and hit in different directions with the performer’s free hand, creating a rhythmic beat and twirling movement
of the poi. This beating sound and movement is accompanied by chanting and ritual incantation that is sung
in ceremony. This ceremonial practice is known in Parihaka as Poi Manu.

2. Paopao ki tua o rangi means “to reverberate into the heavens” in Maori language.
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Coast of the North Island of Aotearoa New Zealand, Parihaka is today a small
Maori community, but between the 1860s and 1890s the settlement was one
of the largest and most industrially advanced Maori townships in Aotearoa New
Zealand. With extensive farming lands, modern agricultural equipment, grand
European style architecture, running water and electricity, and a bank, Parihaka
was a site of visionary leadership and prosperity. But more importantly, Parihaka
was a site of refuge, a place that welcomed Maori families from all across the
country who had been displaced from their homelands during the New Zealand
Land Wars. As a sanctuary from the trauma and violence of war, Parihaka was
established on principles of peace derived from a combination of customary
Maori belief systems and Western biblical teachings, manifesting a uniquely Maori
Christian ideology that Ngahina Hohaia refers to as liberation theology.

Because of this foundation, the two prominent political and spiritual leaders of
Parihaka, Tohu Kakahi and Te Whiti-o-Rongomai, were advocates for the retention
of Maori land and the assertion of Maori autonomy through the practice of non-
violent resistance to colonial invasion. Their movement was symbolised by the
wearing of three albatross feathers, a motif that features strongly in Hohaia’s
installation. Similar symbols embroidered onto the head of each poi in Hohaia’s
installation, such as the farm plough or the image of wheat husks, speak to the
industriousness, innovation and prosperity of Parihaka. Other symbols however,
such as the hand cuffs and the urinating dog, hint at a darker, insidious history of
colonial invasion, confiscation and dislocation that has only recently been publicly
acknowledged by the Aotearoa New Zealand government?®,

In 1879, the government began surveying Maori lands near Parihaka for sale to
European settlers. In defence of their lands, followers of Tohu and Te Whiti began
a programme of peaceful protest, disrupting proceedings by pulling out survey
pegs and fence posts, and ploughing lands that had been appropriated by colonial
settlers. In the process many people from Parihaka were arrested and imprisoned
without trial in the South Island of Aotearoa New Zealand. These arrests and land
incursions signalled the beginning of a malicious agenda by the colonial settler
government to confiscate the lands of Parihaka, crushing one of the last major
bastions of Maori social, cultural and industrial autonomy.

Mobilising various non-violent means of resistance, the people of Parihaka
endured against sustained encroachments into their land over the years that
ensued with a determined programme of peaceful protest, with many more people
being imprisoned and sent away from their lands and families. On the morning of

3. In 2019 a Crown apology for the illegal 1881 invasion of Parihaka and the imprisonment of its
people was passed into law.
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5 November 1881, the government sent in a constabulary of over 1,500 armed colonial
troops to forcibly take the village.

Fighting hate with love, Tohu and Te Whiti instructed the children of Parihaka to greet
the intruders at the gates with offerings of food and song, while the elders sat peacefully
awaiting the onslaught. The strategy had some success, repelling the first wave of invasion,
but eventually the frontline troops were compelled by their superiors to push through the
wall of gifts and kindness, completing the assault with devastating results. The township
was all but razed to the ground, and most of the inhabitants were arrested or driven away.

In Paopao ki tua o rangi Ngahina Hohaia creates a series of poi that have been arranged
on the wall in concentric circles, creating waves of sound and light emanating from a
central point. Projected onto the wall at the centre of the installation, like paintings on
the skin of a drum, are a series of historical images of Parihaka that were photographed
in the years leading up to the 1881 invasion. Coloured light sweeps over the poi around
the circumference of the installation, accompanied by the sound of beating drums and
ritual incantations, evoking a sense of the poi in movement as the light swings around the
installation in a rhythmic cadence. The soundtrack of song, incantation, beating poi and
drums are performed by Ngahina Hohaia and her late father Te Miringa Hohaia, a man
who was instrumental in the resurgence of Parihaka arts, culture and politics in the late
twentieth century.

Unlike customary poi that are made from flax leaves or bulrush reeds, Hohaia constructs
her poi from wool blankets, referencing the statement of Tohu and Te Whiti to the colonial
government of the time, that they would be willing to share their ‘blanket’, but that
sovereign independence must remain with Maori. For Hohaia, the blanket is not only a
tangible metaphor for land and authority, but also for the material wealth that continues
to be gained from the confiscations. In sourcing this material for this installation, a
serendipitous revelation occurred when Hohaia found that the company she employed
to embroider the poi was also the same company that embroidered the uniforms of the
colonial troops who invaded Parihaka. Hohaia reflects on this chance discovery:

“On my first visit to the store | noticed an old framed moth-eaten crest,
with an image of a canon and crossed swords, and the words ‘Wellington
City Guards — Parihaka’. When | enquired | was informed that their
company had originally been in the business of embroidering the uniforms
and regalia for the colonial constabulary and regimental troops. In an ironic
twist of fate | felt that | had arrived at the right place. | am very comfortable
knowing that the colonial military history associated with my embroidery
process has a strong relationship with the conceptual basis of my work. It
has become integrated as part of the narrative within the work.”
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This was a powerful moment of awareness for the artist, realising that the images
of swords, canons, and constabulary regalia were being embroidered into her
artwork by the same industries that were established upon these acts of colonial
violence.

In 1990, the Waitangi Tribunal® began to address legal cases brought to the
Tribunal by Taranaki Maori communities relating to the land confiscations of the
1800s. The Tribunal’s report in 1996 found that ‘Taranaki Maori were dispossessed
of their land, leadership, means of livelihood, personal freedom, and social
structure and values’, and in 2018 a token reconciliation package was offered to
the people of Parihaka. In 2019, a Crown apology for the illegal invasion of 1881
and the imprisonment of Parihaka people was passed into law. This was far from
a happy ending, with the outcome of this apology and financial settlement doing
little to equitably compensate the people of Parihaka for generations of lost lands,
wealth and prosperity. It did however establish a relationship between the people
of Parihaka and the Crown which did not exist before, and in recent years the
community has seen a resurgence of art, culture and musical activity, such as the
Parihaka Peace Festival that ran from 2006 to 2010.

Today, the community of Parihaka continues to embody the values of sanctuary
and liberation theology, with the 18th day of every month reserved for ceremony
and discussions to ensure the beliefs and customs of Parihaka are maintained.
Many visitors and dignitaries from around the world have made a pilgrimage to
Parihaka to pay respects to the community. Notably, in 2003, Dr. Arun Gandhi, a
descendant of Mohandas K. ‘Mahatma’ Gandhi, came to Parihaka accompanied
by Dr. Lawrence Carter, head of the Martin Luther King Jr. Foundation, and Dr.
Richard Sasaki, representing Daisaku Ikeda, to posthumously acknowledge the
achievements of Tohu and Te Whiti for their life’s work as early pioneers of non-
violent resistance.

In the wake of recent non-violent protest movements happening across the
globe, such as Standing Rock and Black Lives Matter, strategies of non-violent
resistance remain vital to the liberation of oppressed peoples. However, unlike
past generations, in the digital age artists and activists are now able to reach out
across the globe, sharing information, resources, skills and knowledge through
a range of online platforms. Paopao ki tua o rangi exists in this digital reality,
expanding out into the world like rays of fibreoptic light, sending the message
of Parihaka surging out to other communities who may draw strength from the
shared plight to seek peaceful means of liberation from oppression.

4. The Waitangi Tribunal is a land court set up by the Aotearoa New Zealand government to
investigate Maori land claims.
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Artist Biography: Ngahina Hohaia

Ngahina Hohaia is an interdisciplinary artist who moves between installation, fibre sculpture and
body adornment. Hohaia employs customary weaving knowledge and methodologies as a basis for her
contemporary conceptual practice. She has a Masters of Maori Visual Arts from Massey University
in Aotearoa New Zealand. Her work has been exhibited at all major metropolitan public art galleries
in Aotearoa New Zecaland and abroad, including recent exhibitions such as Tools of Oppression and

Liberation, Pataka Art + Museum (2016); Ngahina Hohaia, City Gallery Wellington (2009); and an

upcoming exhibition at Auckland Art Gallery Toi Tu, Toi Ora: Contemporary Maori Art in 2020. Her

works are held in major public collections, including the permanent collection of the Museum of New

Zealand Te Papa Tongarewa, Pataka Art + Museum, and other institutions.

De-fence (2016) installation on the left, and on the right "Paopao ki tua o rangi" (2009) on
display at Pataka Art + Museum in 2016 as part of Ngahina Hohaia's solo exhibition "Tools of

Oppression and Liberation". Photography by Mark Tantrum at Pataka Art+Museum in 2016.
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