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Te Tirohanga Hou

KATRINA SMIT

I our concept o time we cannot separate ourselves from
our ancestors or the generation in front of us. Our past s

o futre, and also our present,like the eternal circle. This
Concept s very important tothe weaver, who sees hersel a

 repository,linking the knowledge of the past with that of

the future
ERENORA PUKETAPU-HETET'

n an exhibition of
rom the Waikato based

Te Tirohanga Hoi was more
contemporary Maori weaving £

Aringa’s wor

alsa sought a place for Toi Aring:
alternative view on weaving to create a material
expression relating to contemporary Maori
experience.

The art of weaving is an expression of whakapapa
(genealogy), a language of skill and tradition that
breathes life into the works. The connection with
ancestors extends to the connection with the land,
Papatuanuku, the intrinsic bond that shapes Maori
saciety. The art of weaving c:
described by the process in which the harakeke blades
(phormium tenax) are cut from the plant. The weaver
is careful not to cut the rito ( young shoot in the
‘middle) or the awhi rito (two blades on either side of
the rito). This process ensures the survival of the
plant, securing the future of the art. We can view all
Maori weaving as connected to this central idea. The
work may take different forms and incorporate.

be metaphorically

68

diff bt the o semins, e T s
exhibition of Maori weaving Pu Mar
explored this metaphor combini vpmhnm-\
eaving with contemporary wesving, incorpo
artists working withi
Naureen Lander and Jacqucine Frase. A5 Mt
‘Tamati-Quennell points out in her catalogue essay, the
development of weaving is 'too new to be supparted
by those art galleries and museums who continue to
perpetuate the idea that anything truly Maori stopped
in the 19205 .. too traditional or staid for the art
gallery aesthetic
Our popular view of Maori art has been shaped i
sance of the

ating

While this process heightened the profile of the
traditional’,it also served to alienate the non-
traditional as not authentic, as pseudo’ Maori, This
artificial, static view of the Maori world divided the
past,, present and future, attempting to capture an




ietrievable pre-colonial Maori culture, This initiated
a swing back to traditional weaving and a move away
from the more figurative patterns such as fern leaves.
and Kiwis and experimentation with materials that
had evolved in the first half of this century. By

contrast, the range of weaving documented in carlier
colonial times i testimony to the innovation of
nineteenth century Maori. With the introduction of
previously unavailable fibres such as wool, weavers
quickly incorporated the new materials into new
types of garments such as ngore (a cloak ornamented
with pom poms). The korowai (cloak ornamentedt
with black rolled cords) rose to prominence betueen
1830 and 1850 and as a versatile garment, lent itself to
great experimentation. By the 1840s coloured wool
had become a ully integrated element in the design
and weaving of the classic korowai.”

Another example i the use of the kete muka which
was developed in response to tourist demand but
now considered a traditional art and functional form.*
Nineteenth century weaving practices demonstrate a
living vitalit. This understanding underpins the
Kaupapa of Toi Aringa. Material culture explains who
we are and what our contemporary experience is—for

muka but also experiments with non traditional fibres
which provide the opportunity to produce works.
without the time consuming constraints of preparing
traditional fibres. Utilitarian domestic objects find
new life as works of great beauty. The group uses mop
string to make garments traditionally made from flax.
‘The feathers sed by Toi Aringa are from imported
feather dusters. Without a source of native feathers,
the group sources materials that provide practical,
affordable solutions. In the same way our tipuna
added wool fibres to their weaving to enhance the
vibrancy of their work, Toi Aringa also experiments
with colour. The natural muka fibre responds well to
dyeing, holding the artificial brilliant colours achieved
with commercial dyes such as Dylon. An intricately
swoven kie kie whariki (wall mounted time chart)
titled Te Tirohaga How encapsulates the possibilities
achievable with colour. The picce runs from natural
undyed colours with representations of the Marae, the
Maunga, the Waka, the Awa, the lwi and the Taha
Wairua, into a spectrum of colour. Reds run into
purpls back it rds uning o cranges,through
to acidic greens, into a sky of different blue:

T garments woven by Toi Aringa aso extend

art to reflect it must
growing, to imagine that even traditional Maori
culture is static denies the dynamics that characterise
Maori socety

‘Toi Aringa was founded as a contemporary group
working in a non-traditional framework. The group
gresw from a Toi Harakeke class tutored by Rama Kete.

‘making weaving accessible to all ages,
all iwi, alllevels of experience. The group reflects an
urban Maori experience. It is non-mara, non-iwi
based. Rama also instills a belief i the group that all
work is valuable and does not give status to older
weavers, rather the emphasis is on encouraging and
promoting emerging weavers. The group work
together on individual pieces making them
collaborative works with each person bringing skills
to the collective. In the exhibition, the group requested
that no works were attributed to individuals. The title
of the show Te Tirolanga Hou—meaning ‘mew vision
expresses the wairua of the weaving and the kaupapa
of collective production.

“Toi Aringa’s principle aim is to retain the essence of
the art of weaving while pushing at the boundaries of
the weaving framework.

The domestic element of Toi Aringa’s work finds a.
common thread that runs through the history of
women's art. Common concerns such as availability of
materials, cost, time and space demand innovative,
practical solutions. Through necessity the group
developed an experimental, pragmatic approach to
problems they were encountering; experimenting
with the microwave provided a fast method for
drying flax, shearing combs for sizing and pet combs
for stripping the para to reveal the muka

Availability s a key factor to the group's method.
‘The group does weave in traditional fibres such as.

outside of traditional designs. To

Tirohunga Hou included garments for children

expemeningwithscal, colou and materials
cominued onpase 56
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female, evidently an attempt at a sort of restocking of

ronis, both kchmml and expressive. Mythology has
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confessional, are have used—but
meaning is as much withdrawn, erased, obscured,
deflected and dream-altered as it is transparently
“confessional’. Her 1995 comment s sillpertinent.
Many artists pour much of their ‘selves’ into their
art. 1ts hardly surprising given the long hours in the
studio week after week which must lie behind a year's
output like Pick's. She is playing out her life and
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this
subject in o ’M\, painting is almost entirely

ensemble (1) included rouses ves, ad hat oven

m at any given
time, where | am living and the direction | am
ointing i1 suspect Pick might agree with this, o
Jong as the ‘autobiographical s not confused with the
orlesso
is impossible rorams« fo communicate all the

muka cords and feathers. Another
outit (Uenie) consised o a bigh echnicaloured
Korowai constructed from muka and embroidery
cotton with taaiko border and matching trousers in
mopstring with coloured muka cords. The scale

intmac e

gspectwas heighiend when the garment were worn
by chi p evening held the

pointless theis
nulubmgxaphlcal source, In Pick's case the hint of the
confessional entices the viewer into a world of intimate
eries and whispers, but the communication is baffled
and ambiguous. It certainly doesn't resolve itself into
anything resembling a ‘story’, though there are hints
and suggestions which can be picked

vould Rave o b prtty blind o o infer that the ups

The catalyst
for the exhibition and show was the production of
Kakahu for Tainui kaumatua Mick Ratu, and is a
symbol of Toi Aringa’s appreciation of the support
and teaching given by both he and his wife Maggie
Ratu. This pureki , woven from flax, muka and
cabbage tree was worn on the presentation evening by
the eighty year old kaumatua it was made for. These

and downs of h
relationships, are m.pmam o P, or tht hinmond,

as physical expressions of Maori
presigeand prde

travel, and the history of art are. per
which shape her practice. What is more

=pam both physical a n the ga\lerv spaceand s part

of her

por
experiences and what in of the
iages which the artist e produced, with whatever
impulsion autobiographical and otherwise.
ick's big year in 1998 confirmed that she is much
hich

roonat bt
forms woven together by a shared history, both as
legitimate and authentic as the other. Toi Aringa
meets the challenge of weaving past with present

more than the creator of a
quickly catches on and might just as quickly fade.
Hers is a robust talent that s rapidly maturing. A

acquaintance is proving to have the range, staying
‘power, and capacity for growth of the best
practitioners.
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their domestic
surroundings. Not a new story but a new chapter,
adding to the multiplicity of expression in the diverse
range of Maor arts.
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