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Editorial

Ruth DeSouza

aenjournal

Arriving in New Zealand from Nairobi, Kenya with my family led to the loss of
numerous reference points. Most dramatic for a child was the loss of wildlife;
driving past giraffes or herds of zebra was part of my world. Then there were the
everyday, more mundane losses that occur when one shifts from a multi-ethnic,
multi-faith community to somewhere new: School friends, peer groups, doting

family and friends, food, language.

Such deeply felt losses were for me at least
exacerbated by the lack of reflection of anything
resembling my culture in my new ‘home’. My
experience is not unique, even though it felt so at
the time. ‘Mississippi Masala’ tells the story of
Ugandan Asians, their exile and the creation of new
lives in America. Their leaving Uganda reminded me
of my leaving Nairobi. Our row of seats did not have
a dry eye between us. ‘Bhaji on the beach’
introduced me to someone else who always had a
ready supply of chilli powder in her handbag to
embellish her food. ‘Anita and me’ showed me that
stereotypes can be defied, redefined and resisted.
The scene where a defenceless old Indian lady is
waylaid by the dregs of British youth, switchblade in
hand, takes a surprising yet strangely rewarding
turn when she responds with an oversized cane
knife.

For me, each of these movies brought into focus the
depth of my craving for something that reflected my
identities, my experiences. They reminded me how
important this was to my well being. People who
had similar experiences to me and were struggling
to find their way in their new home offered me a
range of survival strategies. Thankfully, such
cinematic experiences have become highly
accessible and | can gloriously and unashamedly
indulge in them.

My personal and professional immersion in
migration has brought me to realise that the flip
side of loss and exclusion is freedom and creativity.
Migration has allowed my family over several
generations to gain new skills and experiences.
Migration is transformative; providing an
opportunity to sift out what isn’t important to us and
to try on new things — whether we like them or not!
Migration provides new spaces, tools and ideas,
opportunities for expression and creativity. And in
return the receiving society is itself transformed and
invigorated with new ideas and energy.

This brings me to our timely second issue of the
AEN journal, focussed on creativity, identity and
ethnicity. National identity is one of three strategic
policy goals set by the Government and something
that is being taken seriously. This issue is suffused
with contributions from writers, poets, artists,
creative organisations, museum folk, film,
documentary makers and more who are committed
to ensuring that the experiences of all who live here
are reflected in our broader cultural spaces.
Creativity not only builds bridges and creates
understanding within and between people, it also
provides, as Julie Roberts says, “a space within
which the dissenting voice, the subversive position,
and the critique of the dominant paradigm can be
challenged”.



This issue delights in film and in the visual and
literary arts. It brings you an exciting range of
contributors, many of whom consider not only the
personal but the political, their own identities, New
Zealand identity and diasporic identity. Because, to
them, these are inseparable. The importance of
creating space, the critical part arts and culture
have to play in terms of our sense of self, our well-
being and our sense of belonging are highlighted.
Contributors grapple with issues such as freedom,
being stuck, responsibility, language, absence,
space, multiple identities and much more. The
writing has temporal and spatial dimensions, it
highlights multiple attachments to place: New
Zealand, Hawaii, the United Kingdom, Norfolk and
Pitcairn islands, Tahiti, Greece, Cyprus, Tonga,
Korea and more.

The issue starts with questions from migrant, settler
and indigenous, about their rights and
responsibilities. Sean Cubitt’s exploration of the
freedoms migrancy brings highlights a separation
from one’s adopted culture that provides a unique
perspective. | am reminded of an African proverb,
“the stranger’s knife is the sharpest”. With freedom,
comes the responsibility to tell both the old and the
adopted what is wrong with them. In contrast with
the freedom of the migrant, Nigel Murphy, a sixth
generation PNkehN argues that the settler is stuck,
he asks what responsibilities settlers have?
Honolulu-based poet Robert Sullivan locates
himself as multicultural, drawing from his
whakapapa different cultural stories and different
relationships with social and official power. Sullivan
problematises the notion of bicultural and
questions the reductive notion of a MNori nation
and the availability of political process for MNori. He
asks what kind of dialogue are we having and
where does it take place? Perhaps this journal and
its contributors are getting the ball rolling!

We move on to reflections on how creativity is
evolving, with lan Clothier suggesting that hybridity
invites us to consider culture, identity and society
and provides examples of how hybridity is a
powerful catalyst for creativity. Karlo Mila tracks her
evolution from poetry about her own experience to a
more collective conversation incorporating the
many communities she connects with. Mila argues
that creativity provides a sacred space for bridging
difference, finding common understandings and
gaining empathy. Particularly so when the
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differences can seem overwhelming. This theme of
connecting and sharing understanding echoes in
the poems of Athena Gavriel. A Greek and Cypriot
mental health Nurse, she suggests that poetry
opens “shafts of light into other worlds”. Gavriel
links her personal and professional experiences
through her poetry, challenging stereotypes and
prejudice. As does documentary maker Sandor Lau
as he explores what it is to be a ‘Secret Asian Man’.

Where Mila adopts a European style of poetry to
talk about Tonga, her homeland, Okusitino
Mahina’s poetry about the death of the beloved
MNori Queen, Te Arikinui Te Atairangikaahu,
belongs to the Tongan genre of ‘ta’anga
tangilaulau’, ‘ta”anga tengihia’ or ‘ta*anga tutulu’.
Itis the poetry of weeping, translated into English by
Manase Lua and into MNori by Te Aouru Biddle and
Vicky Te Puhi-o-Te Arawa Rangi.

Migrants have many bridges. Bridges between the
old and new and from the new back to the
geographical, cultural and religious past. This
requires a sense of dynamism that is reflected in a
number of the contributions. Sapna Samant writes
of becoming ‘ethnic’ on arrival in New Zealand and
realising that in turn she had been re-classified a
‘non-resident Indian’ (NRI). She challenges the risk
of reductiveness and hegemony in creative
endeavours undertaken in diasporic communities.
Samant emphasises the importance of moving
away from representations that are safe and
desirable. Hye Rim Lee extends this exploring how
identities are influenced by culture, in particular
challenging stereotypes of Asian cuteness as a
Korean-born woman living in New Zealand. Perhaps
no other creative endeavour this year challenges
our cultural senses more than the movie ‘Borat’.
Reflecting on this, Australian Julie Roberts argues
that film, visual and literary arts provide a medium
where issues of identity and belonging can be
played out, but that in Australia the space is
paradoxically policed and hyped so that
multiculturalism rarely goes beyond lifestyle
manifestations to permeate ethnic equality and
acceptance. Similarly, Natasha Beckman suggests
that ethnic creativity whilst considered desirable
and advantageous can remain a passive
consumable and challenges museums to take
greater responsibility to work for the good of all our
diverse communities. Museums don’t just preserve
the past, they help shape our future. The dynamism
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of ethnicity and creativity is reflected on by Ellen
Altschuler talking about the ‘Going Bananas’
conference and how sharing culture provides
bridges. Anand Satynand, New Zealand’s first Asian
Governor General suggests moving forward through
our diverse communities’ treating each other using
good judgment, information, understanding and
goodwill. We reprint his inaugural address not just
because of its message but because none of the
mainstream media — MNori TV aside — seems to
have noticed his arrival.

Loss and grief form part of many stories of
migration. We migrants leave things behind. It is, |
suppose, inevitable. Fe Sarmiento shares her
journey to enhancing arts opportunities for migrant
and refugee communities. Eventually loss is
replaced with new opportunities. Krishnamurthy
reflects through her grief on the loss of her Father,
considering her journey of being a minority in New
Zealand. Jameela Siddigi journalist, broadcaster
and music critic contributes a short story. Born in
Kenya and brought up in Uganda, much of her work
focuses on the experiences of those families
originally from the Indian sub-continent who were
expelled from Uganda.

te ranga tahi
together we grow

warury Actin Progr

The AEN Journal is a New Zealand
Diversity Action Programme
Project

The New Zealand Diversity Action Programme,
a ten point plan to strengthen cultural diversity,
was adopted by a community forum at
Parliament in August 2005 following the
desecration of two Jewish cemeteries in
Wellington. The Programme mcludes a call for
dialogue and exchange between different views,
cultures and faiths, and the establishment of
networks.

www.hrc.co.nz/diversity
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The importance of artistic expression as a vehicle to
celebrate our own culture and a shared New
Zealand culture is explored by Helen Bartle and
Cath Nesus from Creative New Zealand who argue
that arts and culture are critical to our well-being.
They suggest that national identity and pride can be
facilitated through ensuring all New Zealanders are
visible in the arts. The built environment is also an
important space for inclusion and exclusion, award
winning architect Pip Cheshire suggests that it is
timely to consider the degree to which public space
might be culturally determined given the changing
makeup of the city’s demographic. Buildings reflect
individuals, governments and corporations but city
spaces are much more than the some of the parts.
Consider 100,000 people filling Britomart’s urban
valley to celebrate Diwali. Less than half were
Indian.

| hope that this second issue of the AEN Journal
provides an opportunity to see your own
experiences reflected and to share in the
experiences of others. It is an opportunity to be
challenged, excited and invigorated. I've certainly
had that experience myself as | read these
contributions.

Ruth
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Guest Editorial

Sean Cubitt
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It seems strange to be writing this here, in Melbourne, and now, at the beginning
of what promises to be a history-making drought. We talk to friends in Aotearoa

about the weather — storms, wind and rain they complain, and we get envious.

Australia is strange to me. The hard ground and yellow grass, even down here on
the coast. The wind whips in, and there are days of persistent drizzle but as a
farmer told me on the train the other day, it doesn"t even reach the ground.

We went to see Al Gore’s documentary about global
warming: there were ripples of applause in the
auditorium of our local cinema. This was a few days
before the first member of the Howard cabinet to
break ranks mentioned in a speech that global
warming was, after all, a problem, and that maybe
the government should think about doing
something. The timing was interesting — state
elections are coming up, and water rights especially
are a big issue for the influential rural voters. Since
the states are almost all Labour while the Canberra
government is Liberal, there's a lot to play for.

We caught the story on satellite TV about the two-
meter-wide jellyfish washing up on Great Barrier
Island. In our six years in Aotearoa, we never made
it there, but it sits high up on our list of places to go
when we come back for holidays and to escape the
February heat.

Two years back or so, we went to see Germaine
Greer commemorating her infamous arrest with a
speech at the Auckland Town Hall. She talked there
about Australia's ecological disaster and offered a
theory about how it happened. The white fellas were
never at home here, she said. They had already
traded continents, and they weren’t locked into the
land they tended. Once the water was gone, or the
minerals, or the forests, they just moved on, until
there wasn't anywhere left to move. Which is about

when we decided to arrive to take up my new job at
Melbourne Uni.

My people were Irish. Dad was from Kerry on the
West Coast. Mum was from Cork City. He was a
young doctor when he volunteered for the British
Army at the start of World War Two. He was with the
paratroop regiment, and saw more than his share of
action. Mum was in the war damage commission,
and tending my new-born older sister. After the war
they settled in rural Lincolnshire, where there were
other émigrés, some wealthy like the Dutch tulip
farming family, some less so like the Polish
carpenter, who attended the Catholic Church. It was
a small town. | was itching to escape.

University was a huge liberation. | took an
opportunity to go to Montreal after that, and spent
four years there. By the time | moved back to
London, everything had moved on. Ten years in
London, then ten years in Liverpool, then we moved
to Aotearoa.

The Irish have wandering hearts. | suppose that's
part of it. And then there’s the sociology of work
today. The university trade is international, and a
PhD is a kind of passport, the poor man’s gateway
to the freedoms of the cosmopolitan elite. Like
them | can, indeed almost must, travel to make my
career. Like them, | am (almost) at home wherever
there's a university or an academic conference. But



lecturers aren't the only ones. All the statistics we
have agree: people move. It’s a rare achievement
now to live a life in one town, even one city; to stay
in one job with one company. The small daily
migrations of commuters are effects of a shift that
began in the 1930s, when the majority of workers
lived in walking distance of the factory that
employed them.

| loved Montreal: most of all | loved the rich
Québecois French culture, and the heady pleasure
of changing languages, skipping from one way of
living and thinking to another. Of course the winters
are bitter, and they are getting worse: colder, drier,
less snow. | loved London, though it wasn't my
home: loved the punk ethos, the squats, the DIY
culture that was, for me at least, the cutting edge of
the 1980s. | loved the crashing clashing cultures,
the intellectual challenge of it as well as the
emotional charge. Through it all, and self
consciously (because after all I'm an academic) |
had a pleasurable alibi, an unearned nostalgia for
an lIrishness I'd never really experienced. That |
suppose was my way of claiming an identity, but it
was always a fiction, and | knew it, of course, and
could be suitably, post-modernly, ironic about it too.

But then we came to Aotearoa. | didn’t understand
at first — lots of things | didn't understand. Some of
those are things for poems and stories, stumbling
thoughts and somehow private reflection. In public
though, | think | can now make some kind of public
sense of my experience, especially now | have to
look back at my years when Aotearoa was home.

Here is the first idea, and it's a borrowed one, from
an essay by Viléem Flusser, a Czech Jew who
escaped to Brazil, devoted himself to his adopted
country, but eventually fled during the period of
military dictatorship, back to Europe, but this time
to France, though he spent a large part of his later
years writing and lecturing in German. His essay is
called “The Freedom of the Migrant” and appears in
the book of the same name.

Flusser says that the migrant has two freedoms, or
ought to have. The first is one perhaps every
migrant recognizes, however guiltily. We are free
when we flee the stranglehold of tradition, of what's
know and familiar, when we escape the bonds of
family and community, when we set sail, young and
anonymous, into the wide world. This first freedom

Sean Cubitt

makes you a stranger in your adopted culture, sure
enough, but it also has the heady, possibly even
arrogant sensation of being better than those you
left behind, clearer eyed, more able to see how
narrow and restricted their world remains, as you
soar free in the wild air. | think this is rather like
Nietzsche’s idea of the superman, someone who
exiles themselves from the common lot, and looks
down on them with aristocratic assurance of their
own superiority to the herd But there is a second,
more dangerous freedom. It is the freedom that
recognises that the other side of liberty is
responsibility. The second freedom comes through
taking responsibility for either the home culture or
the adopted one, or both, using the first freedom as
a lever. Because the migrant is doubly a stranger,
back home and now here, she is uniquely placed to
see either culture or both from a special vantage
point, both integral and external. We migrants,
Flusser seems to say, have the freedom ad the
responsibility to tell both cultures what's wrong with
them This isn't a very sensible thing to do. People
tend to respond to this kind of criticism with
baseball bats. But it is the freedom, the special
charge, the duty of the migrant.

Now here’s the second idea, which comes from
years of reading, but most of all from my all too
short experience of Aotearoa. The typical
sociological analysis makes a distinction between
two partners: migrants and locals.

For the locals, the migrant are always other. And
there's a massive literature arguing whether, for
example, locals become locals precisely by
distinguishing themselves from the others, in fact
by othering. This had seemed terribly important in
London especially during the Thatcher years with
their anti-racist and multicultural foment. | should
have had an inkling from my time in Québec, where
the struggle between French and English was so
important, much more so than anything to do with
migrants, and altogether more significant back then
than indigenous rights.

But it was in Aotearoa that the weakness of the
local-stranger opposition as a tool for thinking with
really hit me. The New Zealand Wars were Victoria's
Vietnam: the biggest army the world had ever seen
fought to a standstill by MNori. Cheated, oppressed,
MNori had never been beaten. They are nobody’s
victim. And they alter the status of localness. It is no
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longer possible to think of migration in terms of its
difference to one thing. Now, it seems to me, the
central fact of our rootless lifestyle is its double
difference, between the indigenous, the settler and
the migrant.

It is as absurd and as profound to say ‘we are all
indigenous now’ as to say ‘we are all migrants’. ‘We’
and ‘all’ are very big words, even though they have
very few letters. Writing here today in Melbourne, a
handful of months into our Australian adventure, it
isn’t the drought, or the government, or the strange
language of milk bars and eskies that makes us
feel uprooted. It is a far more common thing, so
common you wouldn't even notice unless you'd
lived in Aotearoa, or perhaps gone to spend some
decent amount of time in the desert here. It is an
absence, which makes it even harder to pinpoint:
the lack of the third term. Aborigines are almost
completely absent from this city, or at least the
suburbs | cycle through, the University where | work,
and the CBD. There is a constant gap, a link
missing, that makes it absurdly difficult to place
ourselves. We know we aren’t dinkum Aussies. But
we don't know it in the way we know that we aren’t
MNori. Without that ground, will we too be like the
farmers who stripped this land of its water and
moved on?

AEN Journal 1.2 | journal.aen.org.nz
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written a number of books, most recently The Cinema Effect
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web poems. He lives on the coast in suburban Melbourne
and misses the fish.
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A Brief Introduction

Robert Sullivan

Let me begin with an introduction. | identify with and belong to a tribe called
NgNti Manu, literally meaning the bird people, which affiliates itself with NgN
Puhi Nui Tonu from whom more than 100,000 people claim ancestry. My mother
grew up in the Northland village of Karetu, not far from Kawakawa and Paihia. My
father, who has KNti Mamoe and KNi Tahu ancestry through his mother, and
Galway Irish through his immigrant father, was brought up in Kilbirnie,
Wellington. So | also have strong Irish and KNi Tahu roots. | also have one English
ancestor, New Zealand’s acting governor Robert Henry Wynyard, whom | can’t but
help remember, and some Scottish ancestors on both sides of the family. We
also have strong NgNi Tai and NgNti Raukawa connections on our mother’s side
of the family. So by way of listing peoples, I'm introducing myself as

multicultural.
Each of these families — the Sullivans or
Harawenes, Pomares, Pirimonas, Wynyards,

Conlons, Campbells, Morgans — belong to different
cultural stories, and they each had different
relationships with social and official power. Whetoi
Pomare, for instance, was a leader of the North; his
signature is the third on the Treaty - for a time he
was an enemy of the colonial government. Five
years after the Treaty was signed Pomare’s fortress
at the headland of Otuihu in the Bay of Islands was
bombed by HMS North Star and then razed by its
crew. Our people moved to the Karetu Valley about
ten miles inland from there. Scenes of the
destruction were painted by Cyprian Bridge and are
now held by the Turnbull Library. | gave a copy of
the burning pa to my mother. Pomare’s portrait was
painted by Lindauer. | gave a copy of that to my
brother and another copy to my great aunt in
Kawakawa. The original is in the Auckland City Art
Gallery. Pomare’s wife was Te Rangingangana, a
poet and only daughter of Ngati Raukawa’'s
paramount chief Te Whatanui who is credited with

writing the song-poem “Rongo korero au”. | don’t
know much about my father’s side, the Conlons,
when they were in Ireland. My grandfather James
Conlon’s birth is registered in Boyle in the 1880s,
but apparently he lived in Rosscommon, Galway. |
visited the Connacht Rangers’ Barracks in Boyle
and stayed across from the ruins of Boyle Abbey.
My sister tells me one of our relatives was a nun
there. | also visited the cemetery where Conlons
were buried. My grandfather emigrated in the
1920s and was part of the 1951 waterfront
dispute. My grandmother Sarah Morgan was raised
in Otaki and spoke fluent MNori as a young girl. Her
father was Scottish and her mother was KNi Tahu
and KNti Mamoe. When | was in Boyle | sent my
Aunt who pieced our Conlon family tree together a
postcard of the place. My wife is of Irish descent
going all the way back to Brian Boru; our children

1 Te Whatanui. “Rongo Korero Au”. Kati au i konei : a
collection of songs from Ngati Toarangatira and Ngati
Raukawa. Charles Te Ahukaramu Royal, comp. Wellington:
Huia Publishers, 1994.



have a significant Irish and MNori heritage, but | am
the only one in the immediate family who has an
Irish passport!

If my family heritage is anything to go by where does
the term bicultural come from in New Zealand?
There was a lot of talk about biculturalism around
the sesquicentennial Treaty celebrations. As
Jonathan Lamb noted, it appeared in spectacular
fashion during the 1990 Auckland Commonwealth
Gamesz2. Biculturalism represented the culmination
of a diplomacy between peoples, hearts and minds
sort of stuff, appealing to New Zealander’s national
higher selves — and the appeal was quickly followed
by the Treaty claims process towards achieving
social justice, rapprochement. Looking back, it felt a
bit like the public diplomacy the USA engaged in
during the Cold War by broadcasting jazz on Voice
of America3, the jazz of biculturalism being played
across a neo-European landscape. Actually it was
even more stark, more like a symphony orchestra
that had allowed a koauau (bone flute) into the pit.
A conductor (from the Court of Appeal) still kept the
whole together.

Biculturalism is a compromise interpretation of the
Treaty agreement between MNori and the rest of
the community which gives the settler community
special rights and privileges. Beside the narrow
judicial expedient created by the 1986 State Owned
Enterprises Act, which referred to the principles of
the Treaty, the concept of biculturalism arose
perhaps because it became too difficult to ignore
MNori after the Second World War. MNori had
migrated to the cities and our population was
increasing faster than PNkehN. Previously, MNori
had lived in separate rural communities and were
out of sight. My mother moved to Auckland, as did
many of her siblings, in the 1960s, while her father
— a veteran, and widower - stayed in the village.
Amiria Salmond has told me that the term was first
coined by Erik Schwimmer in the 1960s and was
borrowed from French Canada.

2 Lamb, Jonathan. “A Sublime Moment Off Poverty Bay, 9
October 1769.” Dirty Silence: Aspects of Language and
Literature in New Zealand. Graham McGregor and Mark
Williams, eds. Auckland: Oxford University Press, 1991. 97-
115.

3 Bayles, Martha. "Goodwill Hunting”. The Wilson Quarterly.
Summer 2005. 46-56.

4 Schwimmer, Erik. “The Aspirations of the Contemporary
MNori”. Ed. Erik Schwimmer. The MNori people in the
nineteen-sixties; a symposium. Auckland: B & J.Paul, 1968.
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I'm sure there are many learned people who can
discuss the nuances of the various Treaty articles,
and as you know valuable work has been done by
many scholars to contextualize and socialize the
Treaty discourse — in particular Sir Hugh Kawharu
and Dr Claudia Orange, Michael King, Ranginui
Walker, to name just a few of many. | am equally
sure that many can describe the heterogeneity of
the New Zealand PNkehN population through
history. | found the proceedings of the Population
Conference and New Zealand’s Historical Atlas as
useful social research in that regard.

To parse the word biculturalism, it's unfortunate
that the word ‘cultural’ is in there isn’t it? It's
confusing because the term has a special
constitutional application in the New Zealand
context. As | mentioned before, the term has come
to relate to the Treaty Principles first developed by
the Tribunal in the Manukau case and later
supported by the Court of Appeal in the mid to late
1980s. These were the core principles of
partnership between the Crown and MNori, the
partners’ principle to act cooperatively and
reasonably in good faith, the Crown’s principle to
actively protect MNori interests and the principle of
redress for past breaches of the Treaty. A
superficial reason for resorting to principles, which |
won’t cover here, is that the texts of the MNori and
the English versions of the Treaty promise different
things. The bicultural term relates to the core
partnership principle of the Treaty, but as | said
earlier, it is a result of a new urgency in MNori-
PNkehN relations.5

Since the Treaty, MNori have lived with multiple
cultures, and married them; in our own extended
family there are Spanish, Irish, English, and Scottish
ancestors. In our immediate family there are MNori,
PNkehN, and Samoan whanau. Of course it is
difficult to extend our own family’s experience to
that of MNoridom, but then the very notion of a
MNori nation remains reductive given the whanau-
hapu-iwi structure of traditional society.

There have been many debates in recent times
about the role of the Treaty in contemporary New
Zealand. J.G.A. Pocock has ascribed part of the
urgency of this to the entry of the UK into the
European common market when New Zealanders
were treated by the British like “faithful servants no
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longer needed”s. This caused not only an economic
crisis but also one of cultural identity among
PNkehN. The focus moved from an idée fixe of
global Britishness to New Zealand’s relations within
the Asia-Pacific region. This process is still
continuing. This perhaps helps to explain the re-
emergence of MNori nationalist movements given
the general ferment of economic unrest in 1970s-
1980s New Zealand. For a while, with the
conciliatory sounding Waitangi Tribunal claims of
the mid-1980s and 1990s it appeared to many that
at last relations between MNori and the Crown had
made a positive turn.

Yet things have recently become seriously negative
between the Treaty/Tiriti partners. The clearest
recent stain, with the most power polishing, is New
Zealand’s foreshore and seabed legislation; the
alienating process, among other things, split the
MNori membership of the second-term Labour
caucus. When the Government realised that the
Court of Appeal in the Marlborough Sounds case
was going to allow the MNori Land Court and the
High Court to hear cases that might vest customary
rights in the foreshore (land between the high tide
mark and the low tide mark), and seabed (land
below the low tide mark going out to sea) to
particular iwi, it responded by making the judicial
process pertaining to that unavailable to MNori. It
was, in my view, a very serious ethical error and a
very public demonstration to MNori (widely reported
in the media) of domination by vested interests. The
Waitangi Tribunal’s Report on the Crown's
Foreshore and Seabed Policy covers a range of
relevant legal precedents and responses in New
Zealand, Australia, Britain and Canada. It finds that
at the very least the Crown’s policy is unfair as it
removes property rights from at least some iwi
without any compensation. | was tempted to use
the term oppressive, instead of unfair, but as the
African American scholar bell hooks says,
oppression is when one has no choices. At least
MNori have New Zealand’s democratic political
process open to us.

But to what degree is the process open? It is
tempting to scan the media reports about the MNori

5 He Tirohanga b Kawa ki te Tiriti o Waitangi: a guide to the
principles of the Treaty of Waitangi as expressed by the
Courts and the Waitangi Tribunal. Wellington: Te Puni Kokiri,
2001; and Report on the Crown’s Foreshore and Seabed
Policy. Wellington: Waitangi Tribunal, 2004.
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Party to see the impartial coverage of the fourth
estate. In early July 2005, | was lucky enough to see
a one hour television show hosted by Simon Dallow
which brought representatives of the community
into a discussion forum. Alright, it wasn’t
representative — there were only two PNkehN
women, and one MNori man, in the group of twenty
plus speakers. The MNori spokesperson, Professor
Winiata, was allowed to speak near the end of the
forum for less than a minute before being
interrupted twice — once by Mr Dallow, and once by
another spokesperson. At least Prof. Winiata was
from the MNori Party and speaking independently.
Well, we do have the political process open to us,
but the usual means of canvassing support — the
general media — is unavailable to us because it very
generally presents the MNori world in a negative
light or ignores it. The political process enabled
Tariana Turia to turn her professional life upside
down so that she could support her and many MNori
view of the foreshore and seabed legislation. This
was well justified by her party’s MNori electoral
seats victories in the 2005 election which also,
unfortunately, highlights the government’s and the
multi-headed  opposition’s  alienation  from
mainstream MNori.

At least there is an alternative fourth estate of
Mana News and the MNori TV channel, TV One’s
news in MNori, and the network of iwi radio stations.
To date, there is no dalily print media that targets a
MNori audience. A MNori political party today can
reach a MNori constituency despite the mildly racist
general media. It is far more difficult for it to reach a
general constituency.

As with discussions about equality for women,
dominant groups in New Zealand could not truly
cope with the revolutionary thinking required to
create equality for MNori, Pacific Islanders, and
Asians, especially in relation to social justice.
Thinking of bell hooks again, | think MNori ought to
think about who we are seeking to be equal with.
Do we really want to be copying behaviours of the
dominant in this society? Do we want to be as
powerful as Ruth Richardson and Roger Douglas
once were? Do we want to be like Bob Jones or
Theresa Gattung or other CEOs? Do we entirely
accept assumptions about material wealth, and
social distinctions that go with that?
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Ah well, I needed to say that, and | do respect your
right to disagree. It's very political. Personal really.
As the Canadian author Thomas King would say, if
he was here, “platitude platitude platitude.”

When | read the conference binary and
transcendentalist  theme,  “biculturalism  vs
multiculturalism”, | was immediately reminded of
my days in Auckland Grammar School’s debating
team. | remember our fourth form year debate
which we won taking the affirmative of the moot,
“That There is No Hope”. | also recall an
unfortunate comment by our headmaster, saying to
the effect that all MNori are lazy, which was bandied
about by the media. | know he didn’t mean it. How?
| got to see him interact with and lead us every day
in school assembly. Face to face (although mine
was in a sea of faces that did not look like my
family’s). It was a media beat-up, just as the lively if
benignly racist New Zealand media reported the
golfer Michael Campbell’s similar recent comments
that “MNori are quite lazy” soon after he won the
2005 US Golf Open.

| still wonder at some of the Herald staff's
perception of their audience when they ran a
negative comment by one of New Zealand’s most
successful golfers to Brendan Telfer’'s Radio Sports
show, which echoed one he also made to The
Australian:

A lot of MNori people back home are trodden
on. They’re very much a race that sometimes
get very lazy. I'll admit to that, too. You get to
places where they get very complacent. But
then you can turn your whole career around
very quickly. Look at me, if | can do it, so can
yous

Perhaps it's newsworthy, titillating stuff.

A couple of weeks later, social commentator Tapu
Misa, also of The Herald, had this to say about
Campbell’s comments;

Being a person who sometimes gets lazy, |
know where Michael is coming from. Indeed,
some of my best friends are of a similarly
slothful disposition - which is probably why |

6 “MNori Quite Lazy, Says Campbell”. New Zealand Herald 30
July 2005.
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like them so much. I'm sure I'd warm to the
workaholics as well, if | could only get them
to sit still long enough to have a
conversation?.

I'm with Tapu Misa and her friends on that one. |
sometimes get lazy too. I'm also with Michael
Campbell — his achievement is inspiring.
Unfortunately the interesting part of his statement
that MNori are trodden on, did not make up The
Herald headline.

How is this dialogue taking place? Campbell is
quoted in The Australian, although the Herald cites
The Boston Globe as the original source where the
comment is made, while Brendan Telfer’s radio
interview was later. A lot of weight is given to his
words and actions now. Like a great text, he has
become a great New Zealander, and so his
comments are given special attention, as if they
were written down rather than uttered, given almost
the same attention paid by some people to poetry
with its charged language or to the provenance of a
souvenir. It's telling that the dominant culture
media picked up on the message it wanted to hear.

As well as Campbell being a great New Zealander,
he is also a great MNori. Nationalism has friends in
more places than just golf courses. | was in New
Zealand for the win, but my friends tell me he
received pretty good coverage in Hawaii. An
acquaintance of mine remarked that ‘they might all
want to play golf now’, but | couldn’t reliably judge
his tone. When | got back | saw Campbell on the
David Letterman Show where he was introduced to
the American public as ‘your’ US Open champion.

Of course there’s a difference, isn’t there, between
a MNori or a Samoan or a Chinese or a PNkehN New
Zealander — well, PNkehN is a broad term isn’t it, a
bit like European or even British. J.G.A. Pocock’s
The Discovery of Islands sheds interesting light on
English and British identity and reminds us of just
how troubled the notion of Britishness has been. It
isn’t surprising then, that the term PNkehN has not
yet met universal acceptances.

7 Misa, Tapu. “Genetic Research Can Only Benefit Us All”. New
Zealand Herald 3 August 2005.

8  Pocock, J.G.A. The Discovery of Islands: Essays in British
History. Cambridge: Cambridge University Press, 2005. 20.
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The ideology of hard work has many echoes, as
Michael Campbell knows, and which any reader of
New Zealand history will also know. This ideology
affects and affected our education system, the
demography of ‘employment’, New Zealand'’s
former colonial practices and hence our race
relations, and continues to deeply affect whether
we respond positively or negatively toward one
another when we start talking about such things. |
still hope we have the chance to get beyond
introductions one day.
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This poem sums up the author’s thoughts to date on being a sixth generation
PNkehN New Zealander. The process of thinking about identity and ones place in
the great scheme of history, of course, is never ending. As they say, identity is a

verb not a noun.

Why do some new migrants to New Zealand feel
more connected to New Zealand than me?

Why do they have such love
for this land?

For me
| have no particular feeling for New Zealand
except for tiredness.

Itis, for me, my identity

Like being part of a family one does not particularly
get on with

or like.

One is part of that family whether one likes it or not.

| think | can take or leave being a New Zealander.
The MNori-PNkehN thing is almost tedious

‘what’s done cannot be undone’
said Lady Macbeth.

My heritage is central to the imperial and colonial
project

of fucking over MNori and creating

New Zealand.

Just as we had to destroy the native forest to create
the farmland of modern New Zealand, so we had to
destroy and dispossess the MNori who were here
before us.

No hard feelings, it's just business . . .

New Zealand

| have no love for New Zealand.

It is my mother and my country and I'm stuck with it.
| have no choice in the matter.

As Frank McCourt said

‘I have no choice in being Irish,

everything else | have a choice about.’

Or words to that effect. . .

Reconciliation with MNori is a duty not a desire
Or

more accurately

it's a political necessity.

We do it because we have to.

Do we do it out of love or respect?
No, we do it just because we have to.

‘is this a dagger | see before me?
Said Lady Macbeth
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The land

For me | feel no connection with the land that so
many white people go on about.

When | see the New Zealand landscape | see
violence and bloodshed and robbery.

| see infamy and disgrace in every fold and crease.
When | see the land | feel

tired.

Who did we kill here?
Who did we dispossess there?

My heritage

My heritage is not connectedness but rupture and
dislocation.

The longer our family is here

the less connected we become.

not more.

For me MNori is foreign, are foreign.
And remain so

and will remain so

and are so

| am too aware of my Anglo-Irish and Irish heritage
—being in a country but not of a country

We Anglo-Irish:

What difference is there between us here and us in
Ireland?—

to know that sixth generation New Zealander
means nothing
‘Being born in a stable does not make you a horse’

Said the Duke of Wellington
A good Anglo-Irishman, God bless him.
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Our joyful heritage

| look at the land and feel,
The weight of history

The weight of smug
privileged

exclusive

selfishness.

‘A fair go for all?’
yeah, right

whatever . ..

| feel the grinding oppression of racism and
conformity.

All nations are created

by the spilling of blood.

White New Zealand takes this moment
on April 25

1915

Gallipoli

It should be 1863
when Cameron crossed the Waikato.

Or September 25

1905

when Lionel Terry murdered Joe Kum Yung
for not being English.

New Zealand identity is founded on lies and foul
deeds
covered by more lies.

‘and all the perfumes of Araby will not sweeten this
little hand’

Lies that we tell ourselves
as well as others

The lie that we are not racists

The lie that we have the best race relations in the
world

The lie that we are all equal

The lie that we are multicultural

Our culture is based on emotionless Englishness
and dour Scottishness.
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Where things and systems are more important
than human values and emotions

MNori culture is foreign

to me.

But so is PNkehN culture

When | think of New Zealand

| feel nothing

but tiredness and resignation
A feeling of claustrophobia
Trapped by history and identity
‘out out damned spot!’

‘Where is home for Cromwell’s men?’
my cousin wrote

and yes:

where is home

for Cameron’s men?

This land sucks the life

from me.

Rather than

gives me life.

So therefore let me praise my glorious ancestors
and yours.

Who gave us all

this legacy

and enjoy it.

Because

we cannot escape.

We are New Zealanders.
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Everyone from Helen Clark down in this land, seems pleased to present Aotearoa
New Zealand as a multicultural society. Often though, when multiculturalism is
discussed an embedded assumption seems to lurk: the notion that in a
multicultural society there is a kind of ‘forest of cultures’. Over there is an Indian,
to the right someone from Tonga, and standing next to the German is someone
from Nigeria. It is unnecessary to point any accusatory fingers regarding this

assumption, but important simply to state that this vision is incomplete: in-
between the trees of the forest of cultures, are the hybrid bushes of cultural

pluralism.

Hybridity

In a broad brush view, culture has two primary
operative functions: one is to endorse what Homi
Bhabha called the ‘fixed tablet of tradition’ and the
second is to provide a location for the progression
of culture through generations and time. These two
forces intermingle in our daily lives. The fixed tablet
of tradition is referred to when questions of correct
dress, action, song or processes arise. However
nearly any parent or grandparent will tell you things
have changed from a cultural point of view. The
latter refers to the process of cultural change and
hybridisation — one way to distinguish between
these two cultural forces is that fixed tradition is not
geographically dependent (think of the many
festivals that occur both in the originating homeland
and where sufficient migrants have settled),
whereas as hybridisation is often specifically related
to place, locale and situation.

Cultural hybridity has not always been viewed
positively. Indeed, the Latin root of hybrid is hibrida
which means ‘the bastard child of a Roman and a
slave’. Hybrids have traditionally been despised,
hidden from view and excluded from power. This is
true of nearly all cultures up until the middle of the

twentieth century. Racial intermingling was frowned
upon, which is strange in retrospect because where
ever two cultures have been situated adjacent to
each other, intermingling occurred.

Hybrid cultures are not the simple intermingling of
two parent cultures, in the way red and blue make
purple. Instead, a so-called ‘third space’ of hybridity
arises, which gives rise to aspects that are unique
to the hybrid. For example, in the Pitcairn-Norfolk
culture from which | am maternally descendent, the
language is a composite of old English and Tahitian,
plus words that are independent — these words
have arisen from a sense of place. Nawi means to
swim on Pitcairn and Norfolk Island, and to dive on
Tahiti. Yorlye meaning ‘you all' is clearly a
compression of the English. Some names for fish -
pick-pick, dotter or whistlin, appear to be
neologisms. In a hybrid culture, red and blue make
red, blue, purple and yellow.

This third space of hybridity is uniquely authentic.
Cultural hybridity has a critique for notions of
cultural authenticity, which is often thought to be
the sole preserve of cultures endorsing the fixed
tablet of tradition. As the organisers of the
architectural conference Europan 6 wrote: “On the
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basis of a study carried out into the development of
Mexican culture it is stated that this culture, as a
melting together of different ‘authentic’ cultures, is
a typical example of a hybrid culture — but that at
the same time it is highly authentic. Authenticity
and hybridity are not opposites but are natural
extensions of each other. Hybridity produces new
forms of authenticity and is inherent in processes of
social and cultural dynamics in which various
cultures confront each other.”

That said, because hybrids are melds of cultures,
drawing influences from ‘parent’ cultures and
generating third space conditions, the visibility of
hybrids is less obvious. For example, in regard to
Pitcairn-Norfolk, this highly authentic culture does
not have a national anthem, has two flags and no
national dress. These are precisely some of the
foundations the fixed tablet of tradition rests upon.
So it is perhaps interesting to observe that while
most cultures define themselves by these cultural
referents, that these referents are not necessary to
culture and tradition. Pitcairn-Norfolk has a strong
sense of culture and tradition.

A second sharp contrast between cultures in the
fixed tablet of tradition and hybrids is the notion of
choice in cultural referent. For example, if a local
school is having an ‘ethnic day’ those referring to
the fixed tablet simply reference standing authority
on the most appropriate dress. In contrast the
hybrid must make a choice. This choice is
significant because in cultural hybrids, traditions
are loosened, and the capacity to make choices
allowed. Cultural hybridity therefore, represents a
zone of cultural dynamism. This ferment of culture
is found on the borders, in the overlaps, and the in-
between places between two or more cultures.

Indeed, while fixed cultures and hybrids have been
separated for contrast for most of this article, in
contemporary society the two go hand in hand, with
the processes of hybridisation generating fresh
states of cultures in the fixed tradition. To illustrate
this point | need only refer to the Japanese child
who dances in a troupe of Irish dancers in New
Plymouth, or the combination of Scottish and
Polynesian dancing presented one year at Style
Pasifika — the two dance groups rehearsed in the

9  See Europan 6: www.europan.nl/europan6/
euro6_alg_e.html (8 October 2002).
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same hall and this provided fertile ground for
interaction.

This point concerning an interrelationship between
traditional and hybrid culture is of particular
relevance to New Zealand Aotearoa. That is
because in this multi-cultural forest it is more likely
in the future that the hybrid bushes will overtake
the forest, rather than the trees of the forest
growing taller. There will be parents, grandparents
and great grandparents that might lament this
development, but it is inevitable.

Most youth today engage with international cultural
forces particularly in regard to music, and
pertinently New Zealand Aotearoa hip hop is
unique. This is exactly a hybrid process — adoption
of influence from elsewhere, that results in unique
states subject to local forces and impact. When
Malcolm McClaren visited New Zealand recently, he
made the comment that contemporary young adult
culture stands between two dynamics — authenticity
and karaoke. As such young people here want to
both participate in international culture and locate
their cultural heritages. The cultural influence might
be adapted or adopted, worn on the sleeve, and
subject to change and mutation rather than
expressed in ways determined by the fixed tablet.
However the urge to locate heritage is strong and
should be encouraged rather than imposed with
fixed parameters. It is better to have people on the
same side of the fence than running loose and
disengaged from their heritage.

Creativity

Notions around cultural hybridity have been
occupying the minds and computers of writers and
academics in relatively recent years. Bhabha's
significant The Location of Culture was published in
1994. By 1997 Eduardo Manuel Duarte would
comment that the ‘leitmotif of multi-cultural
discourse was hybridity’. Close on ten years later,
creative art works that reference hybridity are
beginning to appear not just at the borders of the
art world, but now at some of the most important
events for contemporary practice.

The zone of cultural dynamism surrounding sites of
hybridity engender a powerful resource for
creativity. Rather than following a distinguishing set
of aspects in regard to content and media, creative
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work that references cultural hybridity is spread
across the horizon of contemporary practice.
Approaches are as diverse as that of the virtual
reality of Tamiko Thiel and the documentary ethic of
Samina Mishra.

Thiel is a Japanese American who now has a third
cultural affiliation — she lives in Germany with her
husband. Complementing this diversity in ethnicity
is a multi-disciplinary CV — Bachelor and Masters
degrees from Stanford in Product and Mechanical
Engineering and Diploma from the Fine Arts
Academy in Munich. At the 2006 International
Symposium on Electronic Art (ISEA) the MIT
Advanced Visual Studies Research Fellow exhibited
a virtual reality art work where the -cultural
influences of Japan and America found
complimentary expression. The horrible ghouls of
Japanese imagination and the terrors of napalm in
Vietnam mapped the ravages of hell, while parts of
heaven were populated by multiple wigged figures
from 17th century Europe and Buddhist imagery.
One interesting aspect of Thiel's work was the
flawless assimilation of cultural diversity. There
were no shocks or perceptible shifts, rather one
complete space, perhaps referencing Thiel's
complete identity as a hybrid.

Samina Mishra is a documentary film maker and
media practitioner based in New Delhi. At ISEA
2004, Mishra exhibited a documentary as video, as
printed digital images with text from interviews and
authors notes, and as a website. Home and away
explored the dynamics of hybrid identity among
second and third generation children of Indian,
Pakistani, and Bangladeshi parents. The
comfortable division between the home left behind
and a new home, “between a nostalgic past and
pragmatic present’l® as Mishra put it, was easily
identifiable for the first generation of the Indian
diaspora. For the subsequent generations however,
the one known home was “a unique combination of
London’s physical space and the subcontinent’s
culture”.

These art works underline many of the comments
made by writers and academics on the subject of
cultural hybridity. The works have both exposed and
critiqued assumptions about culture and identity.

10 See ISEA 2004 12th International Symposium on Electronic
Art published by m-cult, Helsinki 2004.
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Questioning an embedded assumption within some
discussion of multiculturalism started this article,
and further interrogating the discourse will end it.
For as the (hybrid) cultural development discussion
continues, it is relevant to point to further
embedded assumptions.

The first of these is the grand scale assumption
nearly untested in all the discussion that democracy
is the sole presumed basis for the societal
development of humanity. Democracy is so often
twinned with commercialism that when Estonia
released itself from Russian control in the 1990s,
part of the discussion among the people involved
the question: is the aim of democracy simply to be
able to afford a newer BMW? Is financial success
the goal of human endeavour? Clearly there are
some among us who do not believe this should be
the goal.

One thing | like to remind some Western
commentators is that a place that lacks electricity,
where entire families sleep in one room, where the
trappings of Western society such as TV and DVD
players are not present — such a space is not
necessarily one of poverty. Across the Pacific
spaces such as this can seen many times and these
are spaces of family strength and bonding, zones of
cultural wealth.

The hybrid creative project, The District of
Leistaviall raised these issues in an online voting
guestionnaire where the results of voting were used
to generate the constitution of the micronation. The
audience filling out the online form were basically
an international audience that has a connection to
the internet, who are also interested in electronic
art projects. While the project was creative rather
than scientific, as litmus of the international online
audience the results of voting were very interesting.

For example, consider the responses to the
question: ‘How is the Head of State decided?’ The
collated answers of voting were Democracy 9%;
Monarchy 2%; Meritocracy 59%; Nonarchy 30%. In
other words, Meritocracy (defined as the political

11 See www.art-themagazine.com/hybridia. The research that
framed the writing of the constitution voting questions was
influenced by cultural interconnections found between
Estonia, Pitcairn and Norfolk, hence the hybrid basis of the
project. | am principle creative director in this collaborative
project.
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structure where the person who serves the
community best is Head of State) was
overwhelmingly the choice of respondents. While
such a political system is perhaps the dream of a
creative, the important point is that there are
options to democracy, and when there is an
unrestrained selection procedure, that people do
prefer a means of political system other than
democracy.

The question which asked respondents to select the
economic system was also revealing and generated
surprising results. The collated responses were:
Cash based on gold 5%; Barter 20%; Ecologically
sustainable value 61%; Spiritual value 14%. Here
sustainable value was the dominant selection, even
when respondents were informed that his may
mean increased prices. Once again, the assumption
that capitalist democracy is the only way to go, has
been tested and found wanting.
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While all online, international, art interested
persons are of course participating in the products
of capitalist democracy (as they are using
computers and the internet) this should not be
taken to mean that reasonable, intelligent and
interested persons throughout the globe agree that
this political-economic system is the only option of
any virtue.

And vyet, try and find places where this subject is
raised and these are few, outside of sites of radical
opposition. Have we as intelligent thinkers come to
the final solution to the structure of society? | think
not, and likewise believe it is no coincidence that
these questions might have a risen in a creative
project that directly references cultural hybridity, for
the hybrids are inviting us to consider the
assumptions that guide discussions around culture,
identity and society.

lan M Clothier is an artist/writer whose main
creative themes are cultural hybridity and nonlinearity. He is
a direct descendant maternally of the Tahitians and
mutineers of the mutiny on HMS Bounty saga. He currently
lives in New Plymouth, New Zealand, South Pacific Ocean,
where he is Lecturer, Academic Discipline Leader Visual Arts
and founding Director of the newly created Research Centre
for Interdisciplinary Creativity at the Western Institute of
Technology at Taranaki.
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The theme of this edition — creativity in ethnic communities — has special
resonance for me. Initially, when | began writing poetry, it was a truly personal

endeavour. | wrote poems about my own experiences, hardships, heart-breaks —
what | call ‘in a shoe-box under the bed’ type poetry.

After my first book of poetry was published - and
particularly after it won the Jessie MacKay Best
First Book of Poetry Award - the business of writing
poetry has become less individualised and more
‘community owned’. What | mean by this is that the
poems are much more responsive to community
needs, issues and events. This is not such a huge
shift, as my poetry has always been ‘reactive’ and
about issues that ‘move me’. But now, there is also
a sense that as a community member — and as a
Tongan and a Pacific person in New Zealand, | must
also use my poetry for ‘service’, where it is
appropriate.

An example of this was when HRH Prince
Tu’ipelehake and HRH Princess Kaimana and their
driver, Vinisia Hefa were tragically killed in a car
accident this year. At the Memorial Service | read
poems composed to mark their passing.

Honouring Tu'ipelehake

Why are they still talking idly on the radio?
Why are the cars still moving on the city streets?

For we are in a distant land
that does not understand
that our prince of peace
has fallen.

We are in a distant place

that does not face
our loss.
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Today many Tongans
living separate lives
divided like knives
will mourn as one.

Our hope has risen like a starlit wave
and crashed back into the sea.
Leaving only unforgiving ocean,

dark, blank, deep green.

- No one can tell their fortune on this salty surface
- No one can see their reflection in this bitter glass
- No one can fish in this deep, it is empty of all hope

We will don black
and like a flock of flying foxes
our grief will take flight across the diaspora.

Ours will be a sacred flight
through the deep of night
and the dark of sea,

back to the beginning
back beyond memory.

We will head to Lapaha

navigating the stars

we will leave the sun behind

and enter the moon

wings of skin stretched over fingers
trying to touch death.

Recognising that in life

you tried
to cross a divide
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and touch the people

heart as your guide
conscience as your compass
side by side

We, the people,

mourn you now.

The Prince of the people has fallen
And we will descend silently like rain
into an ocean swelling

with tears.

| also wrote another poem shortly after this. And it
was written for all those who were involved in
organising the Memorial Service. It has a
completely different tone - much less formal and
beautiful. It is essentially a ‘ranting’ poem. One that
was a reaction to the gate-keeping and negativity
that goes on in communities - especially when there
is politics between community leaders and an
element of nastiness about who has the right to be
taking leading roles. This poem was called ‘A
Commoner’s Lament’ but is not really about Tongan
commoners, as such, but rather about negative
politics that occur in all tightly-knit community
groups.

A Commoners Lament (For S)

Yes itis us.

The ones from the bush

The haua ones from town

The ones who can’t speak Dongan

The ones who can’t speak English kood

The ones from that tiny little island somewhere,
nowhere

The ones who have lived too long in New Zealand
The ones who never had flush toilets where they
grew up

The ones who didn’t even go to Tonga High School

Yes itis us,

The ones who come from the shithouse

The ones who nobody approves of

The ones who don’t know that their people are
nobody from nowhere and should shut their mouths
- other people should be speaking -

The ones who are too well educated, they should
shut their teeth

The ones who took that money — haven't you heard
that rumour?
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Yes itis us

The ones who raise everyone’s eyebrows

The ones who are not from good families

The ones who are from a good family - | feel sorry
for them — they must be ashamed

The ones who had nervous breakdowns in their
twenties, fakasasele, vale, vale ‘aupito

The ones who are too clever

The ones who are too dumb

The ones who are too pretty

The ones who are too ugly

The haua ones from town

The kaimu’a ones from the bush

The ones who don’t know their genealogies

The ones who think that bloodline is all that matters
The ones whose houses never had any toilet paper
The ones who had too much toilet paper

The ones with the identity crises

The ones who know too much

The ones who don’t know anything

The ones who are too young

The ones who are going senile

The ones who don’t even live in Tonga anymore

(for crying out loud, how dare they)

The ones with the big mouths

The ones with the fat heads

The ones who eat-front, kai-mu-mu’a

Fie eiki, fie ma’olunga, fie poto, fie me’'a

Who the hell do they think they are?

Yes itis us.

We are the voodoo dolls
who are pricked

and poked

in every place possible
from every direction.

Yesitisus.

We are the people.

And we are the ones

we have been waiting for.

| have just recently arrived back from Tonga. | was
asked with a small group of others to assist the
Office of the Lord Chamberlain to write website text
for the Palace Office website, the official website of
the Monarchy. On a political spectrum, | am usually
left of left, so it was an unexpected role and
opportunity. Any astute person will recognise that
politics in Tonga are not clear-cut, nor black and
white. Democracy as an ideal is fairly faultless;
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however, the Bush Administration is indicative to
me, of how different things can be in ‘real life’.
While in Tonga, | was stunned to see the way the
media misrepresented, printed untruths and had a
somewhat callous disregard for the fact that
essentially, this was a family in mourning. | think
that | have learned that choosing to walk on the
side of ‘righteousness’ and truth is never straight-
forward and you can’t always take the same road.

For someone born and raised in New Zealand, | also
learned what a pleasure it was to serve the Lord
Chamberlain, Honourable Fielakepa; a Noble of the
Realm. He was a true leader and inspirational in his
quiet and good mannered way - this was an
interesting learning for me, who had little
experience — and some suspicion — of nobility in
Tonga. It was a crash course in Tongan history,
Tongan culture and the Tongan way of life. Although
| have lived there before, | had never sought to
represent Tongan culture on paper, nor describe
Tonga in an authoritative way to others. It was only
working in a team environment in partnership with
cultural experts and history buffs that this kind of
work could progress safely.

It was a vivid learning experience for me and a good
reminder that you never really do ‘know it all' —
there is always more to learn. The best you can do
is ensure that the framework you hang your
thoughts on, is open enough to accept new learning
even when it challenges what you thought you
knew.

While in Tonga, armed with new knowledge, | wrote
a poem for the late King that can be found on the
websitel2 and is printed below.

Duty is Joy

(A poem for His Majesty King Taufa’ahau Tupou V)

Tu’i Tonga,
a divine line
to Aho’eitu.

You too,

son of Tagaloa

surfing through the waves
conquering the sea.

12 www.palaceoffice.gov.to
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You too,

like Maui

reaching for the sun

defying gravity, catapaulting,
a comet into they sky.

Warrior Kings

of Ha’atakalaua

the throne of your bones,
an empire in their eyes.

Kings of Kanokupolu
ghosting your every move,
legendary strategy,
uniters of people,
creators of a Kingdom.

Three ancient bloodlines
course through your veins,
Tu’i Tonga, Tu'i Ha'atakalaua, Tu'i Kanokupolu.

Poetry of Queen Salote, faithfully

inscribes the path where you have found your feet,
the strength of Tungi in your stride.

You have travelled the world, and

with strong and steady hands

plucked the best of what you've seen

to make a kakala for your people

as it has never seen before.

Musical notes,
float at your bidding
into the islands.

The alphabet itself,
bends at your will,
‘b’ arching into ‘p’ to please you.

Your crowning legacy

will be

the education of your people,

minds blossoming open like heilala in the sun.
Your people will never perish

Ki he lelei taha.

The road has been prepared.

But the prayers of your people

have kept you here.

Now that he sun has set in the Kingdom
the nation is adorned in darkness

only the ironwood tress stand still

for the people’s hearts
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are at
half mast.

We remember your legacy

Ko e Tonga Mo’unga ki he Loto.

Tonga’s strength lies in a mountainous heart,
and you were Tonga’s mountain —

the pinnacle of the people’s heart.

How blessed we are by your life of service,
How we strive to climb the heights you've reached,
Leading always, by example, “Res ipsa loquitur”.

Two days after arriving back in New Zealand from
Tonga, | was asked to teach a poetry workshop for a
school holiday programme in Otara. This was an
exciting group of stunning Pacific young people who
took to poetry with talent and interest. The poems
were focused on the suburbs that they lived in. We
completed a ‘five sense’ exercise... i.e. what does
your suburb sound like, smell like, look like, taste
like etc. The words the young people thought of
were put up on a whiteboard and then we all wrote
poems using those words. My poem, which is a bit
provocative (I actually have a lot of respect for
Helen Clark) used the words selected by those
young people.

Floor Show in the Southside

Behind the pub

Helen Clark is tagging

the same old same

rundown houses

where island kings eat Chinese takeaways
and island queens krump

so fast so furious

Behind the pub

Helen Clark is dancing

like a taupou

a slow ta’olunga

to an orchestra of dogs barking
and a symphony of sirens

she does a siva

to the soft sounds of stealing

Behind the pub

Helen Clark sings

with a choir of tight clothes
and one house alarm crying
like a solo trumpet
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after too many drinks

Behind the pub

Helen Clark is firewalking

the fine line between donuts
and fresh cut grass towards

a drive thru umu

of chop suey, steak and cheese

Behind the pub

Helen Clark is sailing

like a true island princess

blood on her back

blue bandanna in her hair

a marijuana leaf

tucked behind her ear.

sailing staunch on ghetto sewage

sailing scared among a wasteland of churches.

At “Absolute Rush” program, Sept 2006

The poems | have selected for this edition all
represent to me, the way in which creativity occurs
in communities. | feel a part of many communities,
the broader New Zealand population, the Tongan
diaspora, the Pacific community, and many others.
Each is a site of creativity and inspiration. | am
confident that creativity is the sacred space where
we are able to bridge exceptional diversity and
difference and find common understandings and
true empathy. This is where we create peace,
insight and acceptance — in realms where there are
often too many politics, people are divided and
respect for others is challenging.

Karlo Mila isapoet of Tongan and PNkehH origins
with ancestral connections to Samoa. She was born in
Rotorua in raised in Palmerston North. Karlo has worked in
Nuku’alofa and went to school at Tonga High School, as well
as in New Zealand. She is a PhD student at Massey
University where her thesis examines the health and
wellbeing of the Pacific generation born and/or raised in
Aotearoa. She has written a collection of poetry titled
“Dream Fish Floating”, which recently won the Jessie
MacKay Award for Best First Book of Poetry in the Montana
Book Awards. She is juggling writing a new book with raising
two boys, completing her PhD, participating actively in the
community and doing contract work in the area of Pacific
research and evaluation. She is passionately committed to
improving the position of Tongans and Pacific peoples living
in New Zealand.
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Confessions of a Secret Asian Man

Sandor Lau

If you really want to understand, it all comes down to the stacking of the

firewood.

My father has always been my hero, but it took me
some time to figure it out. One of my jobs as a kid
was to help Dad with firewood, which he insisted on
stacking in a neat pile. You might forgive me if at
the time | could not see the logic of neatly stacking
wood, ONLY TO BURN IT! But that's my dad.

He brushed his teeth with his left hand to increase
dexterity. Read the whole encyclopedia before he
was ten. Could do a perfect three-point turn with a
trailer attached to the back of the truck. He always
insisted on doing everything the hard way, but never
lost his temper. Except once. My brother and | were
watching Saturday morning cartoons and there was
a hilarious show with a buck-toothed, four-eyed
Chinese guy who had us in stitches. | could tell Dad
was fuming when he walked in because he did
something | had never seen before. He raised his
voice. All he said was, “I'm a Chinese guy. And
you're Chinese guys too.”

If you understand about Elizabeth, Colorado and the
80s and Reagan’s America, you might also forgive
me for reaching the age of six and having to be told
| was Chinese.

You see, I've always been a secret Asian man,
because | don’t look very Chinese. My brother and |
both turned out fair skinned with brown hair. And
apart from the woman in the hospital who in 1975
demanded to know where my mother got her
adopted Vietnamese baby, most people looking me
in the face never even guess I'm Chinese.

My great grandparents on my mother’s side wisely
thought 1913 was a fine year to leave Eastern
Europe and migrated from Hungary to the United

States. On my father’s side, my great grandparents
took the popular 1880s option of leaving the life of
farmer peasants in Guangdong to become farmer
peasants in Hawaii.

But | grew up in Elizabeth, Colorado, among pickup
trucks, rattlesnakes and lots of empty cans of Coors
beer. By the late 70s, the variety of cowboys who
actually shot each other had become extinct. But
among the 1000 or so residents of Elizabeth, there
were still a few who brought their six shooters to the
Wagon Wheel Saloon and put some holes in the
ceiling after downing a few too many cans of Coors.
I’m sure you can relate.

It may come as no surprise to you that we had to
drive an hour to Denver to buy a bag of rice or have
a mouthful of dim sum. Our closest connection to
the old country was our relatives in Hawaii, and
even they mistook us for haoles. It took us years
just to figure out they were speaking English and
years after that to figure out what they were saying
through their thick pidgin accents that sounded a
lot more like South Auckland than Charlie Chan.

Dr. Sun Yat Sen was once asked what the most
important effect of the Franco-Prussian war was, to
which he responded, “It's too soon to tell.” Back in
the 80s, it was too soon for me to tell that my own
buck teeth, four eyes, and straight-A report cards
had anything to do with the Chinese guy in the
cartoon. It was certainly too soon to tell that many
of my schoolmates found me just as hilarious as the
Chinese guy in the cartoon, for many of the same
reasons. Not that | noticed, as every waking hour
but Saturday morning, | was busy studying anyway.
In later years, | would wonder if | was not a banana,
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but an egg, white on the outside, yellow in the
middle.

Oklahoma was previously known as the Indian
Territory because that's where the US government
sent the tangata whenua as soon as the wind
stopped blowing, grass stopped growing and water
stopped flowing. They figured it was the last place
white people wanted to live — until everywhere else
got crowded and they discovered oil where the wind
comes sweeping down the plain. Fresh out of high
school, it was certainly the last place | wanted to
live. But with the land grab over, the University of
Oklahoma instituted a new scholarship grab to
bring in straight A-students, regardless of whether
they had buck teeth or four eyes.

My ancestors had come across thousands of miles
in a leaky boat on their own trail of tears so | could
get an education, and | could hardly begrudge them
travelling 600 miles more for it, even if it did mean
landing in the buckle of the Bible Belt.

At the University of Oklahoma, | joined the Asian-
American Student Association, but even they could
not save me from the hordes of frat boys and
Christian fundamentalists who dominated the rest
of campus. Only the study abroad office could do
that.

In exchange for doing hard time in Oklahoma, | got
to retrace the journeys of my own ancestors and a
lot of other people’s, studying in Mexico, Spain,
France, and in the summer of 1997, China.

The US administration has given us a few things to
be ashamed of in recent years, Guantanamo Bay,
Abu Ghraib, depleted uranium and extraordinary
rendition. But if you were with me in Shanghai in the
summer of 1997, you would understand vyet
another human rights violation. Never, ever,
unleash a study tour of frat boys and Christian
fundamentalists tanked on Qingdao beer onto the
civilian population of China.

It would have been natural at this stage for me to
want to identify more with Chinese people from the
homeland as | certainly couldn’t identify with my
classmates. But if you want to make a Chinese
person laugh. | mean really laugh. | mean laugh like
an American kid watching a four-eyed buck toothed
Chinaman on Saturday morning cartoons, go to
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China as a fourth-generation Chinese-American and
tell them you are Chinese.

While | didn’t discover any ancient Chinese secrets
on my trip, | did start to understand more about the
stacking of the firewood. My ancestors came from a
ethnic minority group called the Hakka. That's with
two Ks.

My great-grandmother had come to Hawaii in the
years following the Franco-Prussian war, and
worked digging pineapple. One day out in the field,
she put the pick through her foot. After which, she
poured kerosene over the wound to cauterize it,
wrapped it tightly in a cloth, and went back to work,
“Because there was work to be done.” | remember
people in China saying, “Hakka? Oh yes, very hard
working people.”

My own hard work during the Oklahoman exile had
paid off in the form of a US Fulbright scholarship to
study filmmaking at the University of Auckland. As
my thesis in film school, | did a documentary,
Behaviours of the Backpacker, in which | did not put
a pick through my foot, but | did walk from Auckland
to Cape Reinga.

In the winter of 2002, it was too soon to tell how
many people would give me their stories and put
their souls on tape for me. But | did know | would
get something by walking that could not be had any
other way. | also knew that by stacking the firewood
neatly... | mean walking 500 kilometres, | would
discover something about myself | couldn’t learn by
taking a lift.

Now I've finished a new film called Squeegee
Bandit. It’s about a tough MNori guy from South
Auckland who'’s into performance art and street
theatre. Which is to say he washes car windows at
traffic lights. It's about hip-hop, homelessness, the
Treaty of Waitangi and finding God.

On the surface, it's about as far away from cowboys,
rattlesnakes, Coors Beer, dim sum, Sun Yat-Sen,
the Franco-Prussian War and digging pineapple as
you can possibly get. But | am convinced that
autobiography is the only genre out there. With
Behaviours of the Backpacker and Squeegee
Bandit, the most passionate reactions | get from
people are when they see themselves in the
characters and the story. | look at these films now,
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and ultimately see stories about a kid from
Colorado who had to learn to do things the hard
way, who had to come all the way to New Zealand to
figure out his father was his hero, and who wanted
to see something more than four-eyed buck-toothed
Chinese cartoon characters on television.

Sandor Lau wasbornin 1975 in South Bend,
Indiana, USA, and grew up in Elizabeth, the pearl of
Colorado’s eastern plains... A full scholarship brought
Sandor to the University of Oklahoma. He quickly decided to
take full advantage of the university"s study abroad
programme. After spending half of his undergraduate
education studying in Mexico, Spain, France, and China, he
taught English in Taiwan where he amazingly survived the
traffic and paraglided for the first time. In 2000, Sandor
received a US Fulbright scholarship to study at the University
of Auckland, New Zealand, and attended film school there.
Sandor continues to live in Auckland, making films and
writing for audiences in New Zealand and around the world.
This article is based on his presentation at the 2006 Going
Bananas Conference held in Auckland.

A Squeegee Bandit trailer:
www.squeegeebandit.com/trailer.html

A Behaviours of the Backpacker clip (and to get the DVD):
www.nzshortfilm.com/film,285.sm

A Sandor Lau website: www.sandorlau.net
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Creative New Zealand, Cultural Diversity and the

Arts

Helen Bartle and Catherine Nesus

Over the last 18 months Creative New Zealand has been working on the
development of its Cultural Diversity Strategy. This article discusses that
Strategy, its philosophy and broader work that Creative New Zealand is

undertaking in this area.

In developing a Cultural Diversity Strategy, Creative
New Zealand has taken account of the changing
ethnic demographics of New Zealand. A conscious
attempt has been made to enable Creative New
Zealand to respond to this changing environment
and to examine long term equity of access
approaches to the work that it undertakes.

Arts and Identity

Arts and culture are integral to the lives and well-
being of all New Zealanders. The arts reflect and
define who we are. Artistic expression enables each
of us to celebrate our own culture and heritage as
well as our shared New Zealand culture and
heritage. Visibility of all New Zealanders in the arts
is also pivotal to building national identity and
pride.13

Creative New Zealand’s purpose is ‘to encourage,
promote and support the arts in New Zealand for
the benefit of all New Zealanders’. One of the
cornerstones of making this a reality is by
recognising New Zealand’s cultural diversity and
celebrating the arts of ethnic communities.

13 National identity is a key theme for the Government. The arts
have been discussed as being integral to the building of
national identity and pride for New Zealanders.
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Why is Diversity Important?

Cultural Diversity is one of Creative New Zealand’s
six strategic priorities. In 2004, Creative New
Zealand is committed to the development of a
Cultural Diversity Strategy in partnership with
tangata whenua. In the first instance this Strategy
focuses on the ethnic diversity of New Zealand.

The Arts Council has adopted the following
objectives for Creative New Zealand in respect of
Cultural Diversity:

A That Creative New Zealand will be an
organisation with the cultural knowledge and
understanding to engage with, and respond to,
the ethnic diversity of New Zealand

A To ensure that artists from diverse ethnic
communities and backgrounds have a range of
creative and artistic opportunities within New
Zealand’s arts sector

A The arts of New Zealand reflect our country’s
ethnic diversity.

Cultural Diversity in Partnership with
Tangata Whenua

One of the defining parameters of Creative New
Zealand’s approach to examining its work with
respect to diversity is that it is done ‘in partnership
with tangata whenua’. As a result it is seen as
important that the Strategy is underpinned by a
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MNori world view. Therefore the Strategy is
constructed around a set of MNori values. Central to
this is whanaungatangal4. This embraces the
values of tika, pono and aroha which together
symbolize an approach which is correct and just,
with an intent which is based on integrity and
sincerity, and seeking to achieve respect across
diverse communities.

Strategy

This is the first Cultural Diversity Strategy for
Creative New Zealand and provides the
organisation with the opportunity to look back on
progress to date and to signal its approach for the
next three years. This Strategy is for all ethnically
distinct communities including MNori, Pacific,
European, Asian, Middle Eastern, and African, and
acknowledges the unique place of MNori as tangata
whenua of New Zealand.

Creative New Zealand’s Cultural Diversity Strategy
looks to further develop culturally diverse
approaches both within Creative New Zealand and
across the arts sector. It is noted
that achieving these priorities will
require a long term approach. The
priority areas that have been
identified are:

Promoting Inclusion — New
Zealand’s cultural and ethnic
communities have a voice in
the arts

Preserving Distinctiveness and
Cultural Identity — protecting
and preserving New Zealand’s
distinctive culture/s
Diversification of art forms —
arts programmes will reflect
the spread of art forms, values
and beliefs of New Zealand’s
diverse artists. This can
include the reflection and
encouragement of traditional
art forms of ethnic artists as
well as the hybrid art forms

Active
Participation
for all

14 Whanaungatanga means ‘kinship’ or ‘connections’.

Whanaungatanga is about finding connections with people
you meet and understanding where they come from. It is the
foundation of building relationships.
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Promote
Inclusion

Raise
Awareness
and Respect
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that are created through a fusion of New
Zealand’s unique range of cultural influences
Raising awareness, understanding and respect
for culturally diverse arts

Encouraging and supporting active participation
in the arts by all New Zealanders — ensuring
that more culturally diverse art is visible and
available to all New Zealanders

Diversification of audience profile — audiences
have access to arts that reflect the
communities of New Zealand

Increasing employment opportunities — there
are increasing opportunities for people from a
range of ethnic groups to work in the arts,
including in management and governance
positions.

Conceptually, these all establish the foundation
upon which the Strategy is based, and more
importantly how Creative New Zealand will
undertake work in this area.

Whanaungatanga

Preserve
Tika — Pono — Aroha

Uniqueness
and Cultural
Identity

To be an organisation with the cultural
knowledge and understanding to
engage with and, and respond to, the
ethnic diversity of NZ

Collaboration
Increase
Employment
Opportunities

The Arts of New Zealand reflect our
country’s ethnic diversity

To ensure that artists from diverse
ethnic communities and backgrounds
have a range of creative and artistic
opportunities within NZ’s arts sector

Partnership

To Diversify
Audience
Profile

To Diversify
Art Forms
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What is Creative New Zealand
Doing?

Creative New Zealand is undertaking a number of
pieces of work to further understand demands and
expectations in this area.

New Zealand Diversity Forum

Creative New Zealand recently hosted a special
topic forum ‘Diversity and the Arts’ as part of the
New Zealand Diversity Forum. This Forum provided
an opportunity to further explore questions and
issues around diversity, identity and the arts. A
number of key themes came out of this forum that
have been taken on board, e.g.

A We all possess multiple identities — therefore
strategies and approaches must be inclusive
rather than exclusive

A We are already living in a diverse society. It is
important that organisations reflect that

A Organisations must take flexible approaches to
defining diversity

A Organisations need to demonstrate leadership
by beginning to examine the issues and
opportunities associated with diversity

Asians and the Arts

Creative New Zealand, in partnership with Auckland
City and the ASB Community Trust is about to
embark on Asians and the Arts, a research initiative
following on from the study into attendance at,
participation in and attitudes towards the arts in
New Zealand, which was commissioned in 2005.

The research is focusing on arts attendance and
participation within Asian communities and the
overall research objectives are to inform the
implementation of Creative New Zealand's strategic
initiatives in audience development through our
Participation and Cultural Diversity strategies. We
also aim to provide our organisation and the arts
sector with in-depth knowledge about attitudes,
attendance and participation in the arts for Asian
communities and, by doing so, deepen the
participation of Asians in the arts and increase
Asian audiences for the arts.

What Do We Want to Know?
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The research will include canvassing opinion on:

A *What do Asian communities and individuals
define as the arts?’;

A ‘Do recent immigrant communities from Asia
differ in their attitudes and behaviours in arts
attendance and participation from more
established Asian communities?’;

A *What arts events/organisations in Auckland do
they currently attend/participate in at
present?’;

A ‘Do Asian parents have future aspirations for
their children with regard to arts
participation/attendance? What are these?’;

A *What are the attitudes of Asian young people
(under 25) to the arts?’;

A ‘What are the attitudes to New Zealand arts?
(e.g. new theatre and dance, MNori and Pacific
arts)’; and

A ‘What are the differences in arts attendance,
participation and attitudes between the main
ethnic groupings e.g. Chinese (Taiwanese and
mainland China, Singaporean, Hong Kong),
Korean, Japanese and Indian?’

Our Role in Providing Market Intelligence

Creative New Zealand recurrently funds a number
of organisations in Auckland, among them Auckland
Philharmonia  Orchestra,  Auckland  Theatre
Company, NBR New Zealand Opera, Black Grace
Dance Company, Moving Image Centre, Artspace
and Objectspace. In partnership with these
organisations, we play a leadership role in providing
market intelligence to help them understand
different audiences’ needs for future artistic and
audience development. A growing diversity of
communities is acknowledged by these mainly
performing arts organisations but many questions
remain as to how they adapt and reframe their art
product offering to cater for a more multi-cultural
society. Creative New Zealand aims to provide arts
organisations that aspire to forge long-term
relationships  with  Asian communities and
organisations with the tools and the knowledge that
“tell a story” and enable them to redefine
awareness, accessibility and attraction of their
programming to successfully grow a range of
audiences. But this research will have wider
applications than just the arts; it has the potential
for community building, breaking down barriers
between communities and fostering creativity.
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We are incredibly lucky to have enlisted the support
of a highly skilled group of Asian community leaders
to better connect with Asian communities, and to
tap into wider networks to inform and disseminate
the progress and learnings from the research. The
challenge for us, the research partners, is to
accommodate heterogeneity in Asian culture within
the confines of the resources available! The
research is an Auckland sample of mixed qualitative
focus groups made up of Indian, Chinese, Japanese
and Korean segment populations, with a spread of
New Zealand born and non-New Zealand born as
well as gender, age and socio-economic segments.
Research company Colmar Brunton has been
commissioned to undertake the research which
begins in October 2006 and is scheduled to be
completed by April 2007.

Future Generations of Asian Artists

The research is both timely and well targeted. One
of the most dramatic recent changes in New
Zealand has been the unprecedented growth of the
Asian population. New Zealand's Asian population is
projected to reach 670,000 by 2021, an increase
of 390,000 or 145 percent over the 2001 figure of
270,000. Out of this rapidly changing demographic
shift there is something very special for the arts. It
is clear that there are many young artists under the
age of 25, pioneering web based creative arts, and
changing the creative landscape, especially in
Auckland. Take young hip-hop artist, David Tsai
who, for example: his debut performance was at
Auckland City's Lantern Festival, sandwiched
between a classical violin performance and
Cambodian Chinese dancers. He is a great example
of the 1.5 generation. Not first generation because
he didn’t choose to come to New Zealand, he came
with his family from Taiwan. But he’s not second
generation either — as he was born in and spent the
first six years of his life in Taiwan. Then there’s
comic writer and Chinese New Zealander, Ant Sang,
designer of characters and backgrounds for hit
television show Bro’ Town, part of the new wave of
New Zealand Chinese artists. Both are role models
for future generations of Asian artists.

Asian youth are also having an impact on New
Zealand youth culture. The Providence Report “Kiwi
Asia” found that rather than looking to New York,
Los Angeles or London for fashion and music
trends, young Asian youth are more plugged into
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what's happening in cities like Toyko, Seoul,
Shanghai or Mumbai. Young Asian New Zealanders
are adapting these trends — Japanese manga
comics, quirky street fashion, the latest cellphone
technology — to a New Zealand environment to
create a hybrid type of pop culture that in turn
influences young New Zealanders.15

National and International Audience and
Market Development

This insight informs our work in audience and
market development in providing national and
international audiences with greater access to New
Zealand arts and developing market opportunities
for artists and arts organisations. This year, we have
developed and launched a pilot programme to grow
business capability within export ready arts
companies, in conjunction with Incubators New
Zealand and the IceHouse in Auckland. The pilot
started in August 2006 with Indian Ink Theatre
Company being the first participants.

Asians and the Arts will be benchmarked in the
2008 study on New Zealanders and the Arts,
Attendance, Participation and Attitudes.

Conclusion

Creative New Zealand acknowledges that input and
support it has received from tangata whenua,
artists and the diverse communities it has engaged
with. We know that in order to achieve its
objectives, and those of communities, in this area
Creative New Zealand must work collaboratively
over a sustained period of time. This Strategy, and
the work associated with it, will lay the foundation
for Creative New Zealand’s work in this area for
many years to come.

A www.creativenz.govt.nz
A www.indianink.co.nz

Helen Bartle is the national Adviser for Audience
and Market Development at Creative New Zealand. In 10
years of arts marketing and audience development
experience in the UK and New Zealand, Helen has worked in
various arts marketing roles including Watford Palace
Theatre, Lyric Theatre Hammersmith and The Oxford
Playhouse. The New Zealand Comedy Festival brought her to
New Zealand in 2000 and this was followed by five years as

15 Sandy Burgham, “Kiwi Asia” Providence Report, 2003
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Positioning and Soliciting Myself — A Business

Strategy

Sapna Samant

| came to Aotearoa New Zealand in December 2001. | had a return ticket and
only intended to have a holiday and get my Returning Resident’s Visa. It is 2006
and | am still here. | had not reckoned with the lure of this land. The long white
clouds and welcoming bush. Black sands, white sands, ninety mile beaches,
gannet colonies, winds from the Hauraki and the spirit of Reinga. Neither had |

reckoned with the covert disdain.

Suddenly | was an ‘ethnic’ brown face in a land of
immigrants. It was the first time | experienced
racism, the feeling of being subhuman and ‘exotic’
all at once. It was strange and challenging. What did
| have to do to prove that | was a regular person
with a regular needs and wants who was trying to
make space for herself without stepping on
anyone’s toes? And really why did | have to ‘fit in
and blend’ anyway? | just wanted to be recognised
for who | am. Brown skin and all. After four and a
half years, a degree from the University of Auckland,
many odd jobs and projects later the recognition is
beginning to happen. | feel the occasional pang of
not being able to practice medicine any more. But
media and creative practice are just as good. All
because, here in Aotearoa, the challenge for me is
to create a new life. To fill blank pages, to maximise
every experience and savour new adventures. More
and more | realise that | need TO STOP
COMPLAINING. There was a time when | would have
(I still sporadically do) whined about discrimination
in New Zealand. If Dr Brash is popular in certain
circles for taking MNori, Muslims and all other
(coloured) immigrants to task; for making it
essential to understand ‘New Zealand values’ then
the other side of this populist argument, of only
being a victim, is just as bad. It is so easy to indulge
in the Great Bandwagonning Exercise. As a media

and creative practitioner all | have to do is make a
long list of complaints about the mis and non-
representation of ethnic communities by the
mainstream media and hence the lack of creativity
because of the lack of role models and all that. Alas
and alack! Poor us ethnic immigrants! Dr. Brash is
so wrong! It is just too easy. Besides, every self
styled pillar of the community jumps on to this
bandwagon. It is the fashionable thing to do. But is
the end result constructive? Instead, as is my wont
and my new business strategy, | want to do the hard
thing. | want to argue that both mainstream media
and ethnic communities in New Zealand actually
endorse ethnic stereotyping and that creativity can
be used to counter these notions as well as defy
varying forms of hegemony. | will talk only from the
Indian (and non resident Indian) ‘ethnic’ point of
view because | come from India.

It all starts with a basic question. Who is ethnic?
One of the meanings Dictionary.com gives is
“pertaining to or characteristic of a people, esp. a
group (ethnic group) sharing a common and
distinctive culture, religion, language, or the like.”16
Most lexicons of the world usually give the same
meaning. Which means everyone in the world is

16 See: dictionary.reference.com/search?q=ethnic
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ethnic. We all come from somewhere, we all belong
somewhere (even in a metaphysical sense) and we
all have our own cultures and languages. We are all
ethnic in many different ways. We all have myriad
affiliations and multiple identities. It is simple
common sense. Yet most mainstream English
media deny this ambiguity of ethnicity. Anyone who
is not white, comes from a non-Western culture,
does not speak English, wears non-Western clothes
(or does not hang out the boobies) and is not
Christian or Jewish is ‘ethnic’. The last is not a
figment of my imagination. One of the definitions of
‘ethnic’ by the American Heritage Dictionary is as:
Relating to a people not Christian or Jewish;
heathen'?.  Centuries of propaganda, of
perpetuating that democracy, freedom of speech,
media and expression are Western concepts and
based on ideas that came out of the West have
created the paradigm of the ‘ethnic’. This ethnic
then is always the Other. Everyone believes in it,
even the ‘ethnic’. It is a way, to oversimplify Edward
Said’s Orientalism, for the West to maintain its own
supposed superiority and sense of identity and to
contain all that is threatening. So the approach to
the Other is magisterial or anthropological or
singular wondrous despair at the inevitable clash of
civilisations.

Situated as | am in the Other, | automatically
become ‘ethnic’ in the scheme of the world. It might
seem an uncomplicated place to be in. | stand on
one side, throw stones at the other side and
counter the West. But there are degrees of
hegemony and patriarchy in this Other as well.
Being a part of the Indian diaspora, or a non-
resident Indian (NRI) has its own issues. To the
Indian media (and hence consumers of this media),
India is shining overseas. Just being an English
speaking, highly qualified Indian is apparently
sufficient currency to negotiate developed Western
spaces. They love us! Whereas the Indian media in
New Zealand defines ethnic affiliation by constantly
questioning how ‘Indian’ you really are. How much
do you love your motherland? How much of the
5000 year old Indian culture do you retain?
Maintaining Indianness then comes through the
sum total of watching satellite cable television,
Bollywood films and celebrating Diwali and
Independence Day. Or necessarily joining various
Indian associations and being jingoistic at all times.

17 See: dictionary.reference.com/search?q=ethnic
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The post-globalised, partially webbed, urbanising
scenario of an easily travelling, economically
empowered Indian from India and of NRIs
frequently going back ‘home’ has actually reduced
the plurality and heterogeneity of being Indian.
Religious, regional, linguistic and political
differences asides, being Indian is a construct that
is Punjabi-Gujarati, a conservative Hindu, modern
and traditional with strong attachment to Mother
India and who aspires to rule the world. This
definition has no place for the semi-literate, poor
Indian labourers in West Asia because they deny us
our socio-economic and cultural aspirations.
Neither is there place for the generation(s) born in
the West unless it is to constantly remind them
about Indian values, morals and the glorious,
mythical past. Or as consumers of Bollywood. The
global pan-Indian being has come out of the
imagery put together by the Western media and
Indian media out of cultural and existential
insecurity on both sides. Each one feeds off the
other to thrust a singular identity upon a
heterogenic people such that the people actually
begin to believe it. This where the problems begin,
this where creativity can play a role.

That brings me to the definition of creativity.
Dictionary.com gives one of the meanings as “the
ability to transcend traditional ideas, rules,
patterns, relationships, or the like, and to create
meaningful new ideas, forms, methods,
interpretations, etc.; originality, progressiveness, or
imagination...”18 More than just being creative it is
the attitude towards creativity that matters.
Western, Indian and diasporic discourses have
diluted this creativity into popular representations
like Bollyood films and related song ‘n’ dance
competitions, Bharat Natyam and classical music
performances and passive participation in festivals
that showcase Indian culture. Freezing culture and
creativity into desirable, safe and traditional bytes
for consumption. And it is through this quagmire
that | have to make sense of my creativity.

After doing time freelancing | have established Holy
Cow Media Ltd, a business that will write and
produce content for various media. A business
means legitimacy and transparency. Not an ethnic,
shady, fly-by-night ghetto producer for print, radio or
community television that gets away with ‘free’ work

18 See: dictionary.reference.com/search?q=creativity
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from talent or being populist, retrograde mouth-
pieces for individuals. A business essentially means
having a platform from which to reach wider
audiences and deal with funding bodies, sponsors,
the industry and government. It is the need of the
hour for creatives to be businesspeople as well.
Especially ‘ethnic’ creatives. It is not enough being
just another in a long line waiting for politically
correct funding that adheres to the Charter. And it is
certainly not enough to only be called upon by
broadcasters or ‘non-ethnic’ producers as cultural
consultants when they seek ‘ethnic’ programmes or
characters. A business means being pro-active in
seeking work, going after opportunities and creating
your own space. For me then mainstream media
and community/ethnic television (because it is not
run or owned by Indians but taxpayers money) are
both fora to defy hegemony and stereotypes with
my brand of creativity. They are the means to an
end which is irreverence-the motto of Holy Cow
Media. Having a business also means marketing,
branding, networking, a game plan and strategy.
Part of my strategy is to position and solicit myself.
Which means constant analysis.

| was a passive recipient of media, culture and
creativity once. Back in India when | practiced
medicine. Until | decided to write. Even then the
stories came out in an unconscious manner. It was
only after self-conscious engagement with media
and its production that | realised how to use
creativity to break stereotypes. This engagement
happened more in New Zealand than in India. It is
an interesting place, this Aotearoa. Colonised and
coloniser all at once. There is the discourse with
England, the hesitant reconciliation with M~Nori,
denial about changing demographics and a still
evolving national identity. Then there is me with my
own discourse with India as an NRI, the post-
colonial India with its fixed sense of identity in
which | grew up, negotiating Aotearoa New Zealand
and all my multiple identities. It is a unique position
to be in. Adds spice to my creativity. Another special
aspect about New Zealand is the Treaty of Waitangi.
| come from multicultural India. It is a way of life.
Indians, in my experience, are happily tolerant and
multicultural amongst themselves but find it tough
dealing with unfamiliar peoples and cultures. | used
to be like that. In all my years in India | never
encountered more than ten foreigners at the most.
India is chock full of Indians, of course.
Multiculturalism takes on a different meaning in
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New Zealand. It took living in Aotearoa, the Tiriti 0
Waitangi and the status of the tangata whenua to
understand the agreement of mutual respect
between cultures and how to implement it in
creativity. Then there is the wonderful intercultural
mix in the different subcultures of New Zealand. In
today’'s economy this amalgamated cultural
knowledge allows more creative power. But what
use this creativity if it does not have an outlet?
Television and film in New Zealand are small and
saturated with the same players putting out the
same tired programming. These producers and
executives reckon to know what the audience
wants. And in classic capitalist fashion claim to give
it exactly that. None seem to have faith in the
audience’s ability to desire and consume various
well done creative forms and content. In this
scenario it is important to look beyond New Zealand
because the whole world is a potential audience. So
| think in terms of markets on and out of New
Zealand. Being multicultural helps.

Joseph Nye Jr, who served as undersecretary in the
first administration of Bill Clinton, coined the term
‘soft power’. This is the ability to influence through
cultural and ideological means.1® To me it is nothing
but what Mahatma Gandhi and many wise men
taught — to use charm, love, affection and a sense
of humour to deal with and gradually influence
people. | apply it to my creative work. On the nose,
aggressive lecturing and shoving ideologies down
audience throats in the name of creativity is
threatening. THE MAN has been using soft power
through media (whether Western or Indian) for a
very long time. Most of us don’t even realise it. Now
it is time to reverse the situation. | believe that
patriarchal ideologies should be fought within the
paradigms that the patriarchy understands. USE
THE SAME CORPORATE TOOLS TO FIGHT THE MAN.
Just don’t say it. Instead be softly political, defiant
and creative.

Thus | position myself and thus | will solicit myself
(and Holy Cow Media). It is a problematic
positioning but then nothing in life is easy, not even
creativity.

Further Readings
A Amartya Sen, Identity and Violence: The Illusion
of Destiny. Allen Lane, Penguin Group, 2006.

19 See: en.wikipedia.org/wiki/Soft_power
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Amartya Sen, The Argumentative Indian:
Writings on Indian History, Culture and Identity.
Penguin Group, India, 2005.

Edward W Said, Orientalism: Western
Conceptions Of The Orient. Penguin Group,
1995.

Henri Lefebvre, The Production of Space,
Blackwell Publishing, 1991.
www.thehoot.org/story.asp?storyid=Web21021
4166241Hoot121849%20PM1087&pn=1
(The Global Indian-Part Il by Subrano Chattarji)

Sapna Samant practiced medicine in India, has got
a MA in film, television and media studies from the
University of Auckland, has organised the Asia Film Festival
Aotearoa, produces documentaries for National Radio and
was runner-up in the Best New Broadcaster category of the
New Zealand Radio Awards 2006. She also director of her
company, HOLY COW MEDIA LTD.
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Creativity, Ethnic Communities and the Curious

Case of Museums

Natasha Beckman

What is the link between creativity and ethnic communities? Creativity often

seems to be viewed as a cultural product, consumed passively at cultural
celebrations such as the Lantern Festival and Diwali. Recent Auckland City

reports have mentioned that ethnic creativity is vital to the growth of Auckland as

a mature and vibrant city. But can creativity be channelled further? Can it be

used as an active force for social change, and in particular to engender positive

race relations? And are museums relevant sites for this?

Entracte: Art as an ambassador for insights into
Islam?20 discusses the post September 11 trend in
European and American museums to exhibit Islamic
art as a way to promote greater understanding and
help bridge the cultural gap between Judeo-
Christian and Muslim worlds. Some important and
relevant questions are posed including whether
historical exhibitions can provide any fresh insight
into what is happening in the Middle East today and
the vital question of “... are we asking too much of
art, giving it too much political weight?”.

Museums, predominantly storehouses of the stolen
treasures of the world’s cultures, have a duty to
work for the good of communities to a far greater
extent than many other institutions. Many museums
nominally state in their mission statements that
they are culturally diverse institutions.2! In practice,
however, there is little support for this in terms of
real institutional support including adequate
staffing and budgets. Cultural diversity is frequently
deprioritized and viewed as peripheral to core
museum business. This is confusing considering
current world events which remind us of the

20 Alan Riding International Herald Tribune, August 2, 2006.
21 Auckland Museum Vision “To be a source of inspiration for
our communities” (www.aucklandmuseum.com).

importance of these issues in our national and
international development. Museums, which often
posses rich collections, expert staff and purpose-
built buildings for public events, are perfect sites for
such discussions.

For several years | organized Auckland Museum’s
Living Treasures series which aimed to celebrate
people — those individual and collective “living
treasures” intrinsically connected to every
object/taonga the Museum houses. Monthly, day-
long events celebrated the culture of different
communities — nearly thirty in all. In the beginning
these events, such as such as Chinese New Year,
featured purely traditional content. Over time,
however, we learnt to incorporate more
contemporary content including Chinese New
Zealand rap and graffiti art, and increasingly more
debate such as this year's Asia: Aotearoa which
discussed how cultural institutions can engage
more effectively with the Chinese community.

Certain events were particularly memorable, such
as the Art of Islam exhibition and public program
series where we focused not only on explaining
traditional art of the Muslim world but also on the
stereotypes the media was propagating with some
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intensity at the time. The Living Treasures series
aimed to educate visitors about different cultures. It
also taught Museum staff about ways we could
continually strive to improve how we worked with
communities. One major issue (which festivals also
face) was the problem of maintaining long-term
relationships with communities. Another was that
most of these events were purely public program
based rather than exhibition oriented. Te Papa
provides a good model in this regard as their
dedicated Community Gallery features a different
community exhibition every three years, allowing
community relationships some time to develop.

Last year | was fortunate enough to undertake an
internship at the Smithsonian Centre for Folklife
and Cultural Heritage in Washington D.C. and visit
cultural institutions in six major U.S. cities,
investigating their work in the area of cultural
diversity and community engagement. Despite its
obvious challenges, | found America to be an
interesting model in this regard as it has been a
multicultural society for far longer than New
Zealand.22 In addition, in cities like New York,
diverse immigrants have lived in much closer
quarters to each other, as displayed historically at
the Lower East Side Tenement Museum.23 Likewise,
the Ellis Island Immigration Museum leaves the
visitor with the impression that America is indeed a
nation of immigrants. Many Americans seem to feel
comfortable with being American while also being at
home with their own unique cultural identity. This
discussion of multiple identities is still obviously
unfolding in the United States as it is in Britain and
in New Zealand24.

Even in smaller, very much less cosmopolitan
environments  like  Salem,  Massachusetts,
progressive institutions such as the Peabody Essex
Museum are a source of social change. The
Museum runs an outreach program to Asian and
Latino communities incorporating an innovative

22 As Mervyn Singham stated in his keynote address for the
2006 Going Bananas Conference, a change in our
immigration policies in 1987 has meant that
multiculturalism is relatively new.

23 The Museum'’s Mission is “To promote tolerance and
historical perspective through the presentation and
interpretation of the variety of immigrant and migrant
experiences on Manhattan’s Lower East Side, a gateway to
America”. Promotional brochure, 2005.

24 Mervyn Singhm, ibid. Britain is still trying to decide what it
means to be British and a similar discussion is taking place
increasingly in New Zealand.

42

Natasha Beckman

internship program targeting Latino youth and
including the development of a major film project.
Such international museums offer positive models
for us to learn from in terms of cultural diversity —
although naturally we will have to carefully adapt
examples to the specifics of our local environment.

Another important development in American
museums is programs that encourage inter-cultural
activity, where different cultures can meet, learn
about each other and experience genuine
exchange.2> One model in the United States which
has been particularly successful is the First
Saturdays program at Brooklyn Museum. The
Museum attempted to engage with its community
by creating diverse programs that reflect and
showcase them. They also waived admission fees to
break down further audience barriers. The program
started in 1997 and after continuous evaluation, by
1999 the basic outline for the evening included
world music, film/performance, gallery talks and a
dance party. Time Out New York applauded the
“impressively diverse crowds” who attend these
events.26

Another strength in the American museum sector is
that different institutions collaborate to discuss
these common issues. The Field Museum in
Chicago launched an inspiring program called
Urban Network: Museums Embracing Communities.
This has resulted in a consortium of ten major
museums in five metropolitan areas across the
United States that produce innovative programs
and strategies to attract, serve and engage diverse
audiences. Urban Network members share effective
practices, strategies, and resources and advance a
national dialogue on civic engagement.

New Zealand museums would also benefit from
working more effectively across sectors. The Center
for Cultural Understanding and Change at the Field
Museum (with the Cultural Connections partners, a
partnership of museums and cultural centres)
created the Cultural Diversity Alliance. In its
strategic plan the alliance sets out to be “a
consortium of Chicago-area ethnic museums,
cultural centres, and historical societies in
partnership with external institutional stakeholders

25 Auckland City’s Intercultural City Study is hopeful in this
regard.

26 Urban Network: Museums Embracing Communities The Field
Museum, Chicago, 2003.
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dedicated to promoting the value and public
understanding of cultural diversity”27. The Cultural
Connections 2004 program explains Cultural
Connections as a unique way to experience and
learn about the rich cultural diversity in Chicago.
Participants travel to ethnic museums and cultural
centres in and around Chicago to explore the
reasons for cultural differences and to uncover
connections to “others”. Examples include
“Something Old, Something New, Something
Borrowed, Something Blue... or Red? — Cultural
Perspectives on Unity and Ceremony”28, This event
was held at the Korean American Resource and
Cultural Center and the Swedish American Museum
Center and served traditional Korean and Swedish
foods to complement the conversation.

In New Zealand, Te Papa has been an excellent
forerunner in the celebration of cultural diversity,
especially in terms of its bicultural mandate. Pataka
is also producing some wonderful programs that
connect with both local and global communities.
Recent local highlights also include Rare View
which provided an insight into one of our growing
immigrant groups, the Somali community.2® | salute
such exhibitions and hope they reflect a new
generation of brave young curators who actively
initiate projects and genuinely attempt to work in
partnership with communities. Curators must retain
this healthy self-reflexivity and avoid revisiting
projects with vitriolic smugness, instead facing
them as a learning process in which institutions
continuously reevaluate themselves.

There are many activities beyond community
exhibitions that museums can engage in to promote
positive ethnic relations. Festivals such as Matariki
(MNori New Year) can become platforms for a better
understanding of MNori culture and values.30 This
comes with the proviso that festivals offer more
than pure spectacle, where no real engagement or
deep level of cultural understanding is achieved.
Festivals and museums can work well in

27 The Cultural Diversity Alliance Strategic Planning Executive
Summary, The Center for Cultural Understanding and
Change at the Field Museum and Thinkinc. June 10, 2005.

28 Cultural Communities Promotional Brochure, 2005.

29 Rare View was curated by Crystal Ardern of Waikato Museum
last year and is to be exhibited as part of Auckland Festival,
AKO7 at Te Tuhi the Mark in Pakuranga.

30 Festivals are recognized by the Human Rights Commission’s
New Zealand Diversity Action Program. Step 8 “Celebrate
Diversity”. The DAP also lists arts, culture and heritage
organizations as Step 9 of 10 key actors.
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partnership. Although festivals share the same
problem of temporary exhibitions in ensuring long-
term relationships with communities, they can help
bring culture to life in a less restricted way beyond
the museums walls. | experienced this while
working on the 2005 Oman theme at the
Smithsonian Folklife Festival. Staged on the
National Mall in Washington D.C. the Festival
featured over 100 musicians, dancers, craftspeople
and cooks representing cultural traditions from the
desert, oasis and sea3l. Surely such models could
be adapted to our own Auckland Domain with
cultural festivals spilling outside the Museum walls.
This would capitalize upon the Museum'’s excellent
collections and expert staff and create an
opportunity for education and enjoyment for the
wider public in one of Auckland’s finest civic
locations.

Public programs also present an excellent
opportunity for promoting positive race relations as
they enable communities to reconnect with their
taonga, breathing back life and meaning to the
objects that museum’s house. Such programs can
manifest in many varieties — performance, artists
demonstrations, workshops, talks and debates. This
is an area with few limits (besides the imagination)
and a huge amount of potential in the field of
cultural understanding. Somewhat fittingly, a worker
in this area was traditionally an “interpreter” — not
in terms of language but rather as a medium
between the object and the visitor. Such roles
present an important opportunity for bridging
cultures through deeper understanding of cultural
artefacts, traditional practices and current realities.
Museums offer relatively neutral sites for at times
heated debate and discussion. Te Papa started off
this trend soon after it opened, with the
controversial “Virgin in a Condom” exhibition and
has continued by hosting important events such as
the Human Rights Commission’s Cultural Diversity
Forum. | look forward to this increasing into the
future, with our national museum being utilized as a
key site for cutting-edge debate.

Both my internship on the Folklife Festival and
research on Woodford Festival in Brisbane last year
reminded me that people love to hear other
people’s stories. Storytelling is not just the domain

31 Smithsonian Folklife Festival 2005, Smithsonian Institution,
2005.
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of children. It provides an opportunity for us to truly
learn and engage with each other. Dr. Manying Ip
recently impressed this upon me in terms of how
museums can engage better with the Chinese
community.32 Andrew Young’s rendition of going
back to China to visit his relatives and the
overwhelming impression this left on him bought
many to tears at this year’s Banana Conference.
People also want to tell and hear their own unique
stories. The success of the recent New Zealand Film
Archive screenings of Illustrious Energy at Auckland
Museum and Te Tuhi the Mark were testament to
this.

As Mervyn Singham noted at his recent address to
the Going Bananas Conference, New Zealand needs
to see a purposeful process of change rather than a
“multicultural drift”. Museums present excellent
sites for this as hosts of community exhibitions and
a wide range of public programs including
discussion and debate, festivals, intercultural
meeting-places and the sharing of personal
histories. By working in close partnership with
cultures and communities in the future, museums
can attempt to “re-present cultures” more
authentically. Another important future pathway for
museums is the employment of diverse staff
members reflecting the demographic makeup of
their local communities and collections, as well as
those specialized in the field of cross-cultural
relations. A further key challenge will be to keep the
celebration of cultural diversity at the core of
museum business. Museums must also reach out
beyond their walls, literally spilling out into their
grounds with cultural festivals and further
collaborating both within and beyond their sector.
They also need to position themselves firmly within
not only the local but the global community context,
keeping themselves up to date with examples of
best practice internationally. To quote the
aforementioned article on Islamic Art, “culture has
always served as a political tool”. Why, therefore,
can't creativity be used as a positive force for social
change? By following some of these key steps,
museums could well become important advocates
in the celebration of cultural diversity and
promotion of positive race relations in New
Zealand/Aotearoa. Indeed, they have a duty to fulfill
this role.

32 Personal interview, November 2005.
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Nurturing the Creative Spirit

Fe M. Sarmiento

Moving to New Zealand in 2001 was like a template of new beginnings as
literally to me it meant new land, new zeal. Little did | know, it would be another
journey where | would need all the zeal that | have to deal with frustrations,
challenges and difficulties of being a new migrant — the feelings of isolation,
periods of unemployment and a mid-life crisis.

When | started work with women’s organizations
back in the Philippines (thirteen years ago) | was a
‘wounded soul’. | was also on my path to healing
through  creative  workshops and  feminist
spirituality. As | opened my heart and shared my
story with the rest of the women in the communities
| worked with, circles of women formed. We
journeyed together towards healing, transformation
and empowerment. It was a journey of tears and
laughter, pain and joy. A triumph of kindred spirits.

How does one come to terms with her own shadows
and insecurities? Shattered confidence for every
rejection letters received after seemingly great job
applications and interviews? A lot of ‘hows’ and
‘whys’ and unanswered questions. Nevertheless, |
let my life unfold, aware that new beginnings
carried with it some growth pains.

In my moments of solitude, there was this inner
‘prompting’ from my soul to go back to that place in
my heart where | kept the beautiful memories and
experiences | had with the communities | worked
with and who | was when | started. | am often
reminded that | made it through those difficult
times and | will make it again in this foreign land. |
started with nurturing my soul, myself.

| sat for hours simply watching the long white
clouds around Rangitoto Island and listening to the
sounds of the waves at Takapuna Beach. | know
that when | watch the sunset, it is sunrise on the

other side of the world. On full moon nights, | walk
by the sea and remember the wonderful moon
gatherings | had with the Moonsisters and
remember our hopes and dreams and our
connectedness. | started to write affirmations again
and went back to my visual diary and journal.

Then one day | told myself, “Well, | will not wait until
| get that ‘break’. Either | spend my time feeling
sorry for myself and drown in misery or rise up, go
out and create.” That started my volunteer work
with refugee communities in Auckland, attending
circle dances and looking out for free workshops
dealing with women’s mid-life crisis. And, yes, it
helped a lot to understand and acknowledge what
was going on in my life. | began to take
responsibility for my health and my well-being, more
consciously this time because there was no family
or close friends around. It was not much a change
in my life circumstances at that time, the shift came
in my feelings and through starting to see things
through different eyes.

Even with all these positive steps, | would
sometimes find myself crying a bucket of tears.
Overcome with a feeling of desperation as | waited,
and waited for my ‘dream job’. That favourite high
school motto of “If at first you don’t succeed, try
and try again” became a broken forty-five, | mean a
broken CD.
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Call it faith in God or the Creative Spirit, or Allah, but
this is what helped me through the difficult times in
this far-away land. | think one’s religion or
spirituality is a wellspring of hope and inspiration.
Most especially if you are alone, do not have family
and friends around and lack a social support
system.

So | re-visited my childhood faith. Each day, | dream
and hope and remember the almost forgotten
wisdom | learned from the religious Sisters and my
women elders: “Bloom where you are planted”.
Before | started work in an otherwise stressful job, |
make a choice to be happy and peaceful and send
these loving thoughts to the people in my team and
to the organization.

| still believe in ‘miracles’ and it happened to me at
a time | was feeling happy and peaceful where |
was. It was that day | heard the most wonderful
words in my ears ‘You got the job’. Oh dear, my
‘dream job at last’! That is as an Arts Advocate for
refugee and new migrant communities of Arts
Access Aotearoa. Wow! Wowie!l! Gosh, | gave a
silent scream of delight lest the elderly people
downstairs where | live would think there was an
emergency.

Can you imagine the feeling of a fish taken out of
the water or the bird being put in a cage? Can you
feel what it is like to be back in an environment
where your heart and soul belongs? It was clear for
me from the moment | had my transformation
working with communities in the Philippines that my
life path was with Creativity and Service. | know
deep in my heart that if the opportunity was not
available here in New Zealand | could create it
through my voluntary work. And the good news is
there are opportunities out there! Volunteering as
work experience was something new for me. My
concept of volunteer work back home was more
akin to acts of compassion: visiting old people once
in awhile or taking food and clothing to poor people
in the mountains. This was borne of my religious
upbringing of sharing one’s time and presence and
blessings to the less fortunate.

So, what has changed in me during these
challenging times settling here in the Land of the
First Light? The challenges helped me to grow
deeper into Wisdom and appreciation of Life’s
journey from darkness to Light. | came to embrace
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both my weaknesses and my strengths, widening
my understanding and perspectives about
relationships. | gained a more realistic view of
cultural sensitivity, an appreciation of cultural
diversity and have learnt to celebrate our
differences.

At Arts Access, | am back to working with the people
whose life circumstances | now fully understood.
Working with refugee and new migrant communities
this time around has far more depth and
connection for me. | can look into their eyes and
acknowledge the creative spirits within them. | am
able to work alongside them, support them and
know that we learn from each other. | now
recognise that we all have the ability to express and
manifest our unique gifts, talents and creativity.

| feel a joy in my heart when | come across people
from Africa, Asia or the Pacific and we talk about
arts and creativity and all acknowledge that art and
creativity is not outside us, it is inside us.

Post Script — Life at Arts Access

Aotearoa

What a blessing to be part of an organisation that
shares my dreams and visions of creativity and
service. We are like a ‘bridge’ that brings arts and
creativity back to people and communities where it
has been lost. This includes people with disabilities,
prisoners, youth at risk, the elderly, women and
children, refugees and new migrants. | am presently
assisting with cultural well-being programs and
projects for refugees and new migrants. Arts,
creativity and well-being: | think these sum up the
direction | love to take in my work and in my life.

Our office is located at the Wellington Arts Centre
close to the Cuba Centre, which to me is like a
melting pot of interesting people, different eating
places and fashion. People here dress up and down
and somewhere in between. One thing is sure; it is
never boring especially with positively windy days of
Wellington.

One sunny day, | passed by the building next to the
Wellington Arts Centre and noticed engraved on the

wall these beautiful words from Pablo Picasso:

Art washes away the dusts of everyday life.
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While ironically, the engraving is covered in dust
and cobwebs, | have no doubt, the artists and the
people who work in these buildings give Picasso a
knowing smile.

The Creative Spirit is always renewing, re-generating
and ever changing. | dream of the day, when we no
longer need to do advocacy work and all of us have
access to the arts. The time has come when
everyone can re-discover that Creativity is a way of
being.

Fe M. Sarmiento’s childhood dream was to be a
Nun. Her father’s practical wisdom taught her to get a
degree that could land a good job and overcame a dread of
numbers to take up Accounting , graduating ‘cum laude’. A
significant twist of fate led Fe to the women’s rights
movement in the Philippines, where she took up community
development. She was awarded a Ford Visitor's Program
scholarship on Gender and Global Issues and participated in
the Isis International Cross Cultural Exchange Program. In
almost 10 years of community development work, Fe was
involved in reclaiming women’s wisdoms through rituals and
creative workshops, formed the Moonsisters circle and co-
founded the Yamang-Pagkaling Healing Foundation. She
facilitated informal support groups for women survivors of
violence, conducts workshops on creative visualizations,
sacred space, dream work and sacred mandalas.
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Going Bananas: Multiple Identities Forum 2006

Ellen Altshuler

Be warned, this is not an academic treatment, or even a real review of the 2006

Going Bananas conference: What follows are my musings as | digest what turned

out to be an experience of total immersion in a discourse of identity.

| couldn’t stop talking about the “Going Bananas:
Multiple Identities Forum” for days afterwards.
Driving through heavy rain on the way home to
Whangarei | regaled my partner with moments of
amusement, poignancy, and stories of intelligence
and sheer humanity for two hours. Over the
following days | wrote emails, gave little overviews
to friends and even studied the notes that I'd taken
on the little notepad supplied with the pack of
goodies that came in my banana-yellow conference
shoulder bag.

The Forum was beautifully structured. Incorporating
the 3-H theory, it moved from the heart, to the
head, and then humour. Individuals made
presentations within one of three separate sections
(Living with Multiple Identities, Reel Asians and
Creative NZ Chinese) which were ‘chaired’ (so I've
been told) by a presenter from the 2005 Bananas
Conference. The section called Living with Multiple
Identities was the up close and personal reflections
of Jenny Lee, Andrew Young, Gia Nghi Phung and
David Do. Mua Strickson-Pua chaired the session
with hilarious self deprecating humour, sliding back
and forth from Samoan to Chinese caricature;
telling stories and jokes, illustrating different
cultural values and thought processes. Helene
Wong chaired the Reel Asians session, a serious
reflection on the representation of Chinese in the
media. Tze Ming Mok chaired an upbeat session on
the Creative NZ Chinese. The likes of Ant Sang, Ted
Chen, Kelvin Soh and Vikki Cheng each offered a
snapshot of their “cultural-creative voices” with the
help of the data projector. Mervin Singham’s
opening address set the scene. Citing migration
trends and the increasingly multi-cultural face of

New Zealand, he pointed to the importance of a
sense of personal identity and its connection to
New Zealand’s development of an emerging new
multicultural national identity. He praised the NZ
Chinese Association for mobilizing the Chinese
community to debate topics of importance, paving
the way for other ethnic communities in “self-
empowerment”. Dr Robyn Dixon’s keynote address
identified the context of the Forum as the formation
personal identity. Later, Dr James Liu advanced this
discussion on personal identity, bringing it into New
Zealand’s cultural landscape. In the background
there seemed to be dozens of people working-
preparing and presenting food, greeting and taking
registrations, and dealing with the technology. And
at the borders of the Forum were Kai Luey and Liu
Shueng Wong, the elders, holding it all together. But
it wasn’t just the structure that turned me on.

Maybe it was Andrew Young’s thoughtful and deeply
personal reflection on his development of identity
that led me to reflect on mine. His parents desire
that he aspire to better values than the “lazy Say-
Yun”, their ethic of hard work and judgments of
NZers. His adolescence brought with it the
questioning of their values and inevitable rejection
and distancing as he struggled to forge his own
identity. It was a story that could have had an
unhappy ending were it not for the opportunity
through the NZ Chinese Association’s Winter Camp
and Young’s trip to China to study and visit his
father’s village. Through this journey he experienced
the past, his parent’s past, and saw what motivated
them to leave China and he came home with an
appreciation for their sacrifices and motivations.
Peering into past identity provided the link to a
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future that could integrate his life. | was listening to
Andrew’s gentle narrative, and his experience of
isolation coming from a family that sits outside the
mainstream culture, and thinking of my own father,
the child of Jewish refuges from Russia, born to
parents who didn’t really speak English or know
much about their new country. | couldn’t help
feeling envious of Andrew’s experience in China,
peering into the past, bringing it into his present,
with the gift of cultural pride to pass on to his
children. By comparison, my family’s past seems
like a dim watermark that can't be erased, but nor
can it be seen.

Maybe it was Gia Nghi Phung’s poignant tale
creatively expressed through the lens of her name.
From its Chinese origins in Vietnam, to its refugee
status in Australia, to the English spelling given to
her as her first word in the Australian refugee camp
school when she was five, her name holds her story.
Having a name that no one in your world can say,
spell or pronounce brings your identity into every
interaction. |, too, have held on to my ‘foreign’
sounding name as a remnant of cultural identity, a
piece of myself that harks back to the ‘old country’,
and holds a story.

The more academic presentations of Drs James Liu
and Robyn Dixon’s theoretical framework on identity
gave a context within which the rest of the
presenters could play. Building on Dr Dixon’s
presentation of Erikson’s theory of identity
development- sense of belonging, identity feelings,
ideals, thinking, and values- Dr Liu expanded on the
questions of migrant identity into New Zealand’s
discourse on biculturalism. After the Forum, | went
straight out and bought Dr Liu’s book, New Zealand
Identities. His eloguent presentation spoke of
identity formation as an interactive process that is
influenced by how others position you. No kidding! (I
was reminded of my early years in New Zealand,
constantly trying to reshape the lens through which
others saw me.)

Maybe it was the sheer ‘in your face’ cleverness of
Vikki Cheng and her school friend, Helen Luo,
exploring stereotypes of Asian and Kiwi identity with
their “rice girls” film. Through dance, drama, cleaver
imagery and their song, B.A.D.A.S.S (Be A Dope
Asian Super-sassy Stereotype), they capture Vikki's
early experience of racism, a rude note left in her
letterbox, and mix it with adolescent identity
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questions to “puff!” — Take back the power, baby!
And, oh by the way ‘don’t apologise for who you are’
even if you are a pearl tea drinking stereotype
Asian.

Gutsy David Do unhesitatingly identifies himself as
a gay queer Chinese New Zealander. What more
simple identity could there be? A committed gay
queer activist, sexuality educator, Student Welfare
Officer at Auckland Uni., president of the queer
student’s group, UniQ, and chair of a branch of
Labour party, and, oh yeah, a student of politics and
history. David Do must never sleep. Maybe because
he seemed to be operating in ‘real time’, sharing his
“journey”, coming out to the mostly Chinese
audience, baring his youthful, vulnerable, honest
soul. Do David had the wow factor! Like a rush of air
from a window suddenly thrown open, Do had no
hesitation in stepping confidently into one of his
many roles and doing some educating on queer
awareness. While admiring his uncompromising
honesty, | ached a bit with protectiveness for his
youthful vulnerability. My anguish was relieved
when a gay man from the audience offered Do a gift
of courage and faith for his personal journey. Maybe
it was the acceptance of the audience in making it
safe for him; and thereby making me feel safe too
that shrunk the room from a large impersonal
lecture theatre to a family lounge — all of us on the
edge of our cushioned chairs, praying for ‘gutsy’.

Maybe it was because it was so unpolished, kind of
‘homegrown’ and relaxed. Several times we had to
wait while someone rushed out to get the
technician to fire up the power point presentation.
Irritating? No. It was comforting. Real people, even
some super intelligent, over achieving New Zealand
Chinese have difficulty with data projectors and
Powerpoint. This added to the ‘something real and
intimate going on here’ feeling.

It's a tribute to the conference organizers that four
generations of Chinese were present. The stories of
this Forum took everyone back in historical time
and brought us all forward into the hands of the
vibrant youth who are energetically confronting New
Zealand’s racism and forging a creative path to the
future.

Identity can be a heavy topic or a light one. To me, it

depends on whether you are making an identity or it
is being made for you. Some people speak of
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identity as emerging from a stew of ingredients. The
Multiple Identities Forum made me think about the
integration of flavours and textures that emerge
with time and various degrees of heat. It provided
participants with a pageant of tools and tips for
deepening their own identities in ways that nourish
the personal and collective spirits.

Ellen Altshuler works for the Whangarei District
Council as the Settlement Support Coordinator. Her role
involves facilitating a collaborative approach between
migrant and refugee communities, local services and
government to assist settlement by improving the provision
of information and advice and improving the responsiveness
of services to the needs of migrants and refugees. Ellen
previously worked at the Human Rights Commission in
Auckland and for the Office of Race Relations, where she
was a mediator of discrimination complaints. Originally from
the United States, Ellen has lived in New Zealand for 25
years, much of that time in Northland, where she has been
active in community education initiatives for women,
particularly around the prevention of violence and abuse.

AEN Journal 1.2 | journal.aen.org.nz

51



52

Ellen Altshuler

AEN Journal 1.2 | journal.aen.org.nz



Aotearoa Ethnic Network Journal
Volume 1, Issue 2. November 2006

After life

Mallika Krishnamurthy

aenjournal

My father died recently. So recently that when | find myself writing that phrase |
feel disbelief, sadness, awe, fear and nausea among other sensations too

ephemeral to name.

| have read about the stages of grief, even been on
a course on grieving years ago when | worked as a
crisis worker. | have never felt anything quite like
this, some sensations are familiar, echoes of other
experiences, but there seems to be a realignment
that happens with the death of a parent that has
shifted worlds. There are reflections on my father’s
life, how gently he lived and the grace with which he
died. There is this hyper real starkness which lays
bare my own life and forces me to examine the
currents that flow through it. There is a rewiring of
my sense of human life and our mortality.

As a creative person living in this country for 38
years the time has come to make some difficult
choices. | grew up in Aotearoa in the 70s which
were a time of assimilation and we didn’t expect
anyone to understand anything of what we came
from and the prevailing winds of culture here
certainly did not expect to do anything other than
blow their way. We could keep up or disappear.

There were only one or two other families of our
South Indian tradition here when we arrived. For a
time | was convinced that our language was a
secret spoken only between us. When the next
family arrived, knocked at our door and greeted us
in our own language | was convinced that they were
magicians and mind readers.

Some of the implications of growing up as such a
small minority are only recently dawning on me. |
have intellectually known that people may look at
me, see me as different from them and have
expectations of me based on their assumptions
which may not match who | think | am. This may

sound rudimentary, however the masks of
assimilation have been so firmly attached to my
psyche that | have been unaware of their subtle
impacts on my own thinking and behaviour. All my
life | have expected to meet each individual and
automatically read how to put them at ease, to
speak like them, to see which of their behaviours |
must adopt in order to be accepted and to ensure
that | guard my own integrity and respect for my
own culture and family because | don’'t expect
anyone else to. | thought that everybody did this all
the time and perhaps they do and are as unaware
of it as | have been. |, of course, don’'t always
achieve this seamless interface with society and at
various points in my life my mind and body have
surrendered to chaos and retreated in an attempt
to work out what is going on. | had not realized until
recently, that throughout my life as a migrant in this
country various doors have been closed to me so
imperceptibly that | did not even realize there was a
door there to be opened.

My question again is: Does this happen to everyone
and are our only real differences our awareness of
what is happening? There are people who walk out
of their house and expect everything to be familiar
and happen within a certain set of rules. There are
margins of difference which we can ignore, override
or assume that our point of view is right and shared
by “the good”, “the moral” and “the mainstream”. In
my experience, like quantum particles, these
concepts move as soon as you get close to them.
You realize that everyone around you is navigating
their own private universe and participating in the
collective illusion of “good”, *“moral” and
“mainstream” according to a complex matrix of
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awareness, choices, expectations and limitations
that are their own and those of the society around
them.

| have found fiction and dance powerful ways to
explore layers of identity and societal interface. My
father was one of my navigators, someone who held
a cultural compass and helped me to formulate
questions. | would have shown him this article for
astute and honest criticism. | dedicated my first
novel “Six Yards of Silk” to my father and my
mother. | would not have allowed its publication if
they had not seen some value in it. It is not our
story, it is the story of a family who could have lived
alongside us, facing some of the same issues of
identity and society that we did. | am lucky that my
father was the biggest fan and champion of “Six
Yards of Silk” in the world.

He was of course much more than that. He was an
academic, a political scientist who taught at Victoria
University from 1968 till his retirement in 1992. To
me he was an inspiration, my spiritual guide, my
mentor, my teacher, my friend. He was my constant
in a world of chaos. Trying to imagine my life without
him is like trying to imagine the ocean with no
ocean floor, or a river with no riverbanks and no
river bed. It doesn't make sense. My father made
sense. He was an optimist, gentle, stubborn and
resilient. He helped me to make sense. His sense of
social justice underpinned his spirituality, his loving
non-attachment, his pragmatism and his politics.
He was a learned man, a philosopher, a humble
scholar. He cared deeply about people and how we
treat each other. He was genuinely happy within
himself and found fun and laughter in every day
events. He was curious, always questioning, and he
would gently refine any questions put to him
because, as all good teachers know, the quality and
accuracy of the question is more important than
any temporary answers we find. Any good answer to
a good question will lead to a better question.
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All my life he taught me to honour what | love, do
what | love and allow the rest to fall into place. I'm
still learning how to do that. I'm doing my best. He
lived quietly amidst the noise and haste. He was my
still place, my oasis. I'm very grateful to have spent
time with him while | could, to have listened to his
stories and heard his laughter which still resonates
through my sons. These are things that matter.

So what do | do now? The ocean still has an ocean
floor. Rivers still run and have their riverbanks and
river beds. | look inside myself and find that | am
still here. | look at my mother and see that she is
still here doing her best to remake a life after 45
years of marriage. | look at my husband and sons
whom my father celebrated and loved. | look around
and see my wider family and friends living around
the world, we are all still here. So ...l want to honour
those whom | love and do the things that matter,
allowing the rest to fall into its own place and
happen by itself.

My life is still full of questions. My father is teaching
me still.

Mallika Krishnamurthy was bom in Kerala,
India and came to New Zealand with her family in 1968. She
has a degree in French language and literature and speaks
French, Italian and Tamil as well as English. She has worked
as a teacher of children with special needs, ESOL and
dance, been a crisis worker with people who had been raped
or sexually assaulted, worked with people who were long
term unemployed, been a careers adviser and community
recreation programmer. She has a lifelong passion for dance
and has been a performer, dance teacher and arts
administrator. Her first novel “Six Yards of Silk” is published
by Steele Roberts (steeleroberts.co.nz) and available from
good bookshops everywhere!
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Journeys

Athena Gauvriel

Poems can send us into our own worlds, evoking memories, images or emotions.
They can also connect people with similar experiences or create understanding
by opening shafts of light into other worlds. This selection of poems and
photographs is inspired by experiences, observations and stories of ‘ethnic
others’ in Aotearoa. A sense of belonging and a positive self-esteem contributes
to good mental health. Not being a part of the majority culture, adds another
dimension to the often asked question, “Who am 1?”

Belonging

To unearth the real,

To know your mountain,

To know you have a history, a home, a place where you are not alone,
To know the stories of your people.

Stories of migration contribute to personal and collective identities and worldviews.

journey

Plomari clings to the hills above the harbour
Where multi-coloured fishing boats huddle,
Sunning themselves in the afternoon.

From the army of olive trees

High above the village,

| can see the deep blue shape of Turkey,
Only a short boat ride away.

Down the Aegean,

To the oily Mediterranean shores,

The hustle of Port Said,

The hassle of a factory floor in Alexandria,
Where you churn and turn the wood

To make chairs.

Visions of a better life
Draw you across the seas, the oceans...
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To a far off shore,
Thousands of miles away in the Pacific.
Light years away from what is known and familiar.

To make a new life,
A better life,
For you and yours...

No longer the olives,

The ouzo,

The ringing of church bells,

The bustle of sheep or goats being herded along dusty village roads.

Somewhere on distant shores,

The olives and pines still stand.

Rooted into the soil of your ancestors' toil,
Calling you home.

Plomarion, Lesvos, Greece*

Refugee's Lament
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| did not want to come here!
| did not ask to leave

My home

My family

My friends

In my mind are memories from my youth,

Of happy times, playing on miles of beach, hiding in orange groves...
My friends,

My family,

My home,

My land.

In the darker spaces are memories of the guns,
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The shouting and screaming

The terror, the blood, the missing and dead...
My friends,

My family....

Left... not discarded

Expelled from the place | love,

Memories shattered ...

In pieces ...

Left carelessly... here and there...

Seashore, orange grove, playground, home, land...
Fragments remain...

And | am called home... in my dreams, in my memories,
Called home ...

How do | get there?

Walking away, Cyprus*

As a child of immigrants growing up in 1960s and 70s New Zealand, there were expectations within the Greek
community to continue cultural practices, whereas outside of it, there were strong societal pressures to
conform to the majority culture. Now that New Zealanders are rediscovering their own cultures, their attempts
to understand others cultures sometimes lead to stereotypes and prejudices.

What is a Greek?

To say because | am Greek | must have this or that quality, attitude or value,
Is to say that of all the colours of grains of sand on a beach,

Greeks are only the grains of one colour.

The sand has its consistency and colour because of its composition.

To separate the grains makes it something different,

No longer the sand of that beach.

Greeks are Greeks because of each and every one’s uniqueness and similarities.
Sand on one beach is different in consistency and colour

To sand on other beaches,

But we are all apart of the ocean of life, and connected to it

Through the grains of our humanness.

Does it matter which beach we belong to or come from?

Yes and no.

To acknowledge my Greekness, is not to deny my humanness,
My Cypriotness, my Kiwiness, my Pacific home.
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