
NOTE:

This online version of the thesis uses different fonts from the
printed version held in Griffith University Library, and the

pagination is slightly different. The content is otherwise
exactly the same.



Journeys into a Third Space 

 
A study of how theatre enables us to interpret  

the emergent space between cultures 

 

 

 

 
Janinka Greenwood 

M.A., Dip Ed, Dip Tchg, Dip TESL 

 

 

 

 

 

This thesis is submitted in fulfilment of the requirements of the degree of 
Doctor of Philosophy 

 

December 1999 



Statement 
 

This work has not been previously submitted for a degree or diploma in any 
university,  To the best of my knowledge and belief, the thesis contains no 
material previously published or written by another person except where due 
reference is made in the thesis itself. 

 

 

Janinka Greenwood 

17 December 1999 

 



Acknowledgments 

 
Thanks are due to a number of people who have given me support and 
encouragement in completing this thesis. 

Firstly I am very grateful for the sustained encouragement and scholarly 
challenges given by my principal supervisor Associate Professor John 
O’Toole and also by my co-supervisor Dr Philip Taylor.  I appreciate not only 
their breadth of knowledge in the field of drama, but also their courageous 
entry into a territory of cultural differences and their insistence that I make 
explicit cultural concepts that I had previously taken for granted.  I am 
grateful also to Professor Ranginui Walker who, at a stage of the research 
when I felt the distance between Australia and New Zealand, consented to 
“look over my shoulder”. 

Secondly, my sincere thanks go to all those who shared information, ideas 
and enthusiasms with me during the interviews that are reported in this 
thesis and to the student teachers who explored with me the drama project 
that forms the final stage of the study.  To Stuart Devenie, Stephen Bradshaw, 
Don Selwyn, Arnold Wilson and Chris Graham, thanks for their generous 
discussions about theatre and art and for the feedback they gave me at 
successive stages of my writing about these discussions.  To Chrissy, Glenda, 
Gloria, Jean, Lorna, Maraea, Maria, MaryAnne, Richalene, Ronald, Rosina, 
Sheryll, Shirley, Tania, Viv, thanks for the journey we took together.  To 
Christchurch College of Education, and to Derek Wenmouth, John McKenzie 
and Jill Paaka thanks for making possible the teaching project.  To Arnold, 
very particular thanks for allowing me to research Pakeaka and continuously 
supporting me through that research: nga mihi aroha ki a koe.  To Pani 
Hauraki, Jocelyn Tarrant and Rehi Rihari, thanks for sharing their experience 
of Pakeaka with me, and to Wiremu McMath, thanks for participation in and 
support of the Panguru project. 

Very special thanks go to Garfield Johnson, who died earlier this year, not 
only for the generous assistance he gave me with this research, but also for 
the lifetime example he offered Pakeha New Zealanders in how to be 
bicultural. 

Finally, thanks go to those colleagues and friends at Griffith who sustained 
me with shared coffees and conversations and who made me feel at home in 
Australia, particularly to Ortrun, Penny, Julie, Maia and Lucy.  Thanks to 
Helen who read successive chapters at a distance.  And thanks to Gerry who 
talked with me endlessly about very aspect of this study, who overcame his 
distrust of the computer to type transcripts, and who left his boat on the lawn 
at home to come on this Australian adventure with me.  



Abstract 

 
When two cultures meet within one national identity, their interaction invites 
accommodations, contestations and transformations of consciousness.   
Bhabha (1990) calls this dynamic and evolving interaction “the third space”.  
This thesis explores the role of theatre as an agent of understanding that 
emergent space.  I argue that theatre, in a range of forms, not only offers a 
distinctive tool for analysis but also is a means of strategically changing the 
society we live in. 

The study is based on New Zealand experience and focuses on interaction 
between Maori and Pakeha cultures, that is on the interaction between the 
indigenous culture and that of the colonial and immigrant settlers.  As such it 
differs from discourses that stress multiculturalism or universal humanism.  
Three distinct sightings are taken on the role of theatre in this process.  The 
first is an examination of a significant educational arts project, Te Mauri 
Pakeaka, that took place in the 70s and 80s.  The second is a mapping of the  
history of such theatre as addresses Maori and Pakeha relations.  The third is 
a report of a workshop I conducted with teacher trainees in Panguru, a 
remote Maori community. 

Te Mauri Pakeaka involved schools, educational administrators, community, 
artists and elders in an exploration of Maori culture and of bicultural 
possibilities, using art making  as a catalyst.  The history of New Zealand 
bicultural theatre begins with the epic extravaganzas of the late nineteenth 
century and explores successive changes in perspective and in participation 
through the twentieth century.  Current issues are examined through 
interviews with a group of significant contemporary artists.  The workshop in 
Panguru was designed to introduce teachers in training to drama.  A 
significant proportion of its context involved study of the Treaty of Waitangi 
through drama. Considerations of ritual, social drama and of performative 
enactment in the public arena emerged as important to all three 
investigations. 

The conceptual framework that underpins this study is drawn from 
scholarship in two discrete fields that I seek to bring together.  The first deals 
with biculturalism in New Zealand, particularly with the Treaty of Waitangi, 
Maori sovereignty and questions of Maori and Pakeha identity.  The second  
deals with theatre and drama, particularly with performance theory, drama 
in education, intercultural theatre and postcolonial theory. 

The study draws on oral and written sources of scholarship and is informed 
by both Maori and Western approaches to knowledge.  It utilises a range of 
qualitative research methods, including historical reconstruction, 
unstructured interviews, interpretation of documents, and documentation of 
reflective practice.  

The findings that emerge in the study fall into two broad categories: those 
that relate to an understanding of the emergent space, and those that relate to 



reconceptualisations of theatre as a result of dual cultural perspectives.  These 
findings have a number of implications.  Firstly, they inform our 
understandings of ownership, appropriation and borrowing, of social and 
intercultural role, and of value systems, spirituality and pragmatic 
expediency.  Secondly, they point towards new developments in educational 
policy and practice.  Thirdly, they suggest new formulations of aesthetic and 
semiotic frameworks. 

Academic research in these fields is limited.  What writing there is in New 
Zealand comes predominantly from Maori, whose challenge to colonialism 
and to assimilationism has initiated a cross-cultural dialogue.  This study is 
premised on the importance of Pakeha actively entering into that dialogue 
and offers one such Pakeha voice.  

Although the study is by design specific to the New Zealand location and 
does not claim a general applicability to other national contexts, many of the 
insights that emerge are transferable.  Other countries also struggle with 
issues of cultural identity and with the recognition of indigenous peoples.  
Australia, for instance, is currently exploring the implications of Aboriginal 
Reconciliation.  Analysis of how one country deals with such issues allows 
more informed choices for others. 
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Introduction - Journeys 

 

from my field journal, February 1998 

I get there late!  The Monday morning traffic in Whangarei is heavy and hoping to cut time 

I decide to go via Rawene and the ferry.  Bad idea; not only am I stuck behind a slow truck 

on the winding road, but the ferry leaves just as I approach the wharf.  I ring Panguru 

School and hope a message will reach the marae.  Panic mounts an hour later as they load a 

triple-tank petrol tanker on the ferry before me and for a terrible moment it looks as though 

I won’t get on.  Finally they just squeeze me in, no room to walk around my car in any 

direction.  I am vividly reminded of the remoteness of Panguru and of the daily difficulties 

of the students at the Outpost who come from the south side of the Hokianga.  

I pull up outside Te Puna Wai, the marae at 11 a.m. - an hour late, and alone.  Wiremu 

McMath, the kaumatua who had offered to lead me in, has not been able to make it. 

Maria meets me at the gate.  She replies to the karanga and leads me in.  At the far wall, the 

spiritual wall, along with a mural showing the arrival of Kupe, is a crucifix: Panguru is a 

strongly Catholic district.  On the taumata are two people: a young man - my only male 

student?- and Gloria who I remember from a workshop I did at the school a little over a 

year ago.  There will, it seems, be a woman speaking: is it appropriate then for me to 

speak?  Somewhere in the background of my thoughts is the continuing debate about what 

happened ten days earlier at Waitangi.  As tangata whenua finishes, Maria says to me - I’ll 

speak first, then you.   After Maria’s korero we hesitate over a waiata.   The other side 

picks it up for us - they offer a song from kohanga reo.  Then I speak.  As I drove up I was 

afraid I might trip over the Maori words after thirteen months away, but they come easily 

enough to my lips.  I feel good about that because it’s important to the success of the work 

that I position myself as not a total outsider, and I want to demonstrate, not talk about, my 

familiarity with things Maori. 

We complete the formalities, share food, and return to the whare.  They are eager to start. 

 

Into Hokianga 

Panguru is about three hours away by car from my home in Parua Bay - a journey 

of less than two hundred kilometres.  Getting there on a Monday morning to start 
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a drama programme with a group of teacher trainees as the final stage of my 

research project involved getting up before the sun rose and trying to pass through 

the city of Whangarei before the morning commuter traffic.  But measurement in 

terms of hours or kilometres may overly simplify the distance.  Hokianga is a 

region I have travelled to before, and often, as a teacher and with a touring theatre 

group.  But this time research added a different layer of engagement, and this 

particular journey had first brought me back home from Brisbane, Australia, where 

I had gone to undertake my candidature at Griffith University. 

The North West Hokianga is, even now, a relatively remote area of New Zealand.  

The barred Hokianga harbour cuts the region off from the South, and mountains 

and gorges separate it from the North and the East.  The coastline receives the full 

weight of the wild and dangerous Tasman.  Even though roads have been 

straightened and sealed in the last couple of years, specifically for the benefit of the 

forestry trucks, access by road involves a long wind through the Mangamuka 

Gorge, around the twisting arms of the harbour and through the constant gamut of 

roadworks that are already patching up the new road.  A vehicular ferry can 

sometimes cut a little time off the trip, but may add on well over an hour if there is 

a queue. 

The population is not only predominantly Maori, but also predominantly 

indigenous to the area.  The surrounding districts of Broadwood and South 

Hokianga also have a very high percentage of Maori, but, having been a little more 

accessible, have more Pakeha residents, both long time farmers and more recent 

alternative life-stylers. 

The district is financially poor.  “A  survey of the school,” John who is co-Principal 

of the school tells me, “showed some 85% were on a benefit” (B.2.6).  “It’s not a 

choice kind of thing,” says Ron, one of the student teachers (B.2.2.4).  “It’s forced on 

us, there is no employment in the area.” 

On the other hand, there is a strong sense of community.  The marae, of which 

there are six in the immediate area, are well appointed and well used.  Panguru, 

the first land sighted by Kupe, is one of the most sacred mountains in the North, 
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and its mana, or dignity, is reflected in the sense of mana of the people.  The many 

twisting arms of the Hokianga are witness to the passage of the children of the 

taniwha, the guardian spirits of the harbour.  Maori is a living daily language. 

I go there to take a drama workshop with the student teachers at the Outpost.  On 

the back seat of my car is a pile of resources for the drama.  Among these are a 

handful of videos: some footage of the Mauri Pakeaka programme at Forum 

North, a documentary of Heathcote’s work in an inner city school in Auckland, 

and a recording of Maranga Mai. 

As a result of local initiatives, a South Island institute, Christchurch College of 

Education, agreed to conduct a distance primary teacher training programme in 

the district in order to train local people as teachers for a region that has suffered 

from a chronic shortage of qualified teachers and has had one of the lowest levels 

of student academic attainment in the country.  My workshop is to be a specialist 

course within the programme.  It is also going to be the final major component of 

my research study.  

The journey across the Hokianga harbour is one of the multiple journeys involved 

in this research project, and that project itself is one of many journeys into the uses 

of theatre and into the territory where Maori and Pakeha, indigenous and 

immigrant, cultures meet.  Journeying has become a significant physical fact as 

well an informing metaphor in my research.  

The research quest 

As the study grew my original research question opened up  a number of others.  

Nevertheless, the question that initiated my study remains as a focus: 

How can theatre be used to interpret the emergent space between cultures? 

The question grew out of a long term interest in both the participatory strategies 

that are often generically called process drama and the crafting of what is 

sometimes called playwright theatre.  Particularly I was interested in how each of 

these might be used to explore issues of identity and culture. 
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The study is grounded within the New Zealand context and in the interaction that 

takes place between indigenous and immigrant cultures.  That interaction opens 

up areas both of confrontation and of new possibilities.  It challenges existing 

values and allows new understandings of identity.  It is these interactions and 

what develops through them that I conceptualise as an emergent space.   In terms 

of the way the space is circumscribed by two pre-existing cultures, it might also be 

called the bicultural space. 

I found that the bicultural space was constantly shifting and transforming itself.  

Not only was there a visible growth of a territory of cultural interaction and of the 

commitment various groups of people brought to that interaction,  there was also a 

constant refiguring of how that interactive space was conceived and of how 

individuals and groups saw their role within it. 

Initially my research quest focused on what could be learned about the bicultural 

space through theatre.   How was it configured in successive representations on 

the stage?  How might teachers or community facilitators use process drama to 

evoke more challenging understandings? 

I soon became aware, however, that my initial theorisation of theatre itself began 

to shift as I explored its role in the bicultural space.  I found that as well as 

playwright theatre and process drama, I needed to consider the importance of 

ritual, of social drama and of performative enactment in the public arena.  I found 

also that ways of making theatre shifted as a result of the histories, involving both 

social narratives and performative experiences, that the makers brought with 

them. 

The ground of my inquiry might thus be summed up by two further questions:  

 What can be learned about the emergent bicultural  space through the use of 

theatre? 

and  What can be learned about theatre from working in that space? 

Concern with the social and spiritual context of theatre as well as with the theatre 

itself is something that distinguishes this study from most existing theorisations of 
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intercultural theatre.  The theatre of cultural barter, for instance, that is explored by 

Brook, Barba, Pavis, Grotowski is explicitly more concerned with theatrical forms 

than with the complex meanings those forms carry in their original contexts.   

The following pages of this introduction seek to map out in more detail the 

intersecting territories in which my investigation took place, and to focus the scope 

of my engagement.  

The cultural context 

As indicated above, the cultures that frame this study are those of Maori and 

Pakeha in New Zealand.  The term Maori  probably needs no definition even to 

readers who are from outside New Zealand.  Maori are the indigenous people of 

New Zealand.  The term Pakeha possibly does require further explanation.  It is the 

term most commonly used within New Zealand to describe those of colonial or 

immigrant origin who identify primarily as New Zealanders.  

The explicit localisation of this study acknowledges that the cultural encounters, 

conflicts and mergings that occur in each country are particular and non-replicable.  

Nevertheless, concerns and insights that emerge at a number of stages of the 

investigation may well have significant resonances for elsewhere.  Therefore, the 

exploration takes place not only in the hope it will make a contribution to New 

Zealand consciousness, but also in the hope that a study of how one space emerges 

through the meeting between two specific cultures may raise questions or pre-

vision possibilities from which useful generalisation may be made. 

Perhaps some further explanation is needed about the selection of a bicultural 

focus.  In Australia, where my candidature is based I was often asked why I am 

concerned with only two cultures, why bicultural and not multicultural.  Although 

the question might also get asked in New Zealand, there the bicultural focus has 

more widely recognised precedents.   

In New Zealand the term bicultural itself is problematic, because it carries the 

baggage of the last thirty or so years of use and of constructions of meaning, 

implicit as well as overt, that reflect widely differing attitudes to the sharing of 
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social and economic power.  Nevertheless, because it is hard to find an alternative 

term that does not present similar problems, and that is relatively concise, I will 

use it in this study. 

The focus on biculturalism that underpins this study is not uncontested in New 

Zealand.  Competing discourses include advocacy of multiculturalism (Prebble, 

1996), concern with the rights of specific and various minority groups (Leckie 1989), 

belief in the overriding importance of globalism (Moore, 1998) and assertion of the 

superiority of Western culture (Scott, 1995).  It is not the purpose of this study to 

argue between these paradigms.  However, I will briefly outline a number of 

factors that influence my choice of focus. 

Firstly, the focus is bicultural because the relationship between indigenous and 

immigrant cultures is perhaps the key issue in New Zealand today.  The 

contemporary political debate is about the extent and form of Maori self-

determination, and about Pakeha relation to that self-determination.  At the daily 

interactional level this translates to questions about whose values and beliefs, 

whose language, and whose cultural practices will characterise our society: our 

schools, media, work sites, social institutions, and public places.  At the base is an 

issue of efficacy and power.  Articulations of this focus in the published and oral 

literature are examined in Chapter 3.1. 

Secondly, there is a need to select a manageable focus.  Obviously there are many 

other questions that arise in the cross-cultural field.  For instance, New Zealand has 

a multicultural immigrant population.  I am part of it.  Born in Prague, I arrived at 

the age of five, speaking two languages but no English, with parents who had been 

flung out of Europe in the post-war chaos.  How each of the immigrant groups 

identifies itself, and how its members wrestle with the dual goals of assimilation 

and separateness, both in terms of the dominant post-colonial culture and in terms 

of an emergent Maori-Pakeha interface, are also important topics for investigation.  

But they are outside the scope of this study.  Implicit in this study, however, is an 

account of how one such immigrant sees the issues of her identity.  
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Thirdly, the opportunity to explore a ‘two-culture’ relationship in depth may offer 

more useful insights into living with cultural diversity than a more superficial scan 

of the field.  An espousal of a politics of multiculturalism has often amounted to no 

more than a tolerance of exotic differences that are not seen as socially or 

economically important and, by means of this strategic tolerance, a re-positioning 

of the dominant culture, as the privileged, subsuming, code of practice (Gunew and 

Rizvi 1994, pxii; Bhabha 1990a, p208).  Perhaps some of what we learn by exploring the 

demands and challenges of a bicultural position may allow us to better understand 

difference in general. 

The role of theatre and drama 

For the most part the debate about culture and identity, in society as well as in the 

literature, tends to take place in a political forum, at the level of economic and legal 

analysis or at the level of grassroots reactions.  And therefore it remains a debate - 

from relatively fixed positions.  The arts, when they are considered, are turned to 

as cultural products, as icons of various understandings of identity.  What this 

study explores is how creative processes, and the making of dramatic and 

performed images, can be used as means of exploring and reshaping who we are, 

and how we live together.  It also offers a model of how shared intensive 

experience can enable participants to 'try out', within a measure of controlled risk, 

previously unconsidered values and forms of community.  The benefit of such 

processes is that they can bypass the fixed positions, and that new, deeper, 

understandings can emerge. 

The term theatre itself refers to a continuum of dramatic and performative 

processes including not only public audience theatre and educational drama, but 

also ritual, role-play and even certain kinds of dramatically constructed public 

events.  The literature that describes significant aspects of this continuum in terms 

of Western theatre is reviewed in Chapter 3.2. 

It is possible that readers would like to be also given a summary or tabulation of 

principles about Maori performance.  Such a summary would depend on 

comprehensive research that has either not yet taken place or not been published.  
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Nevertheless there is clearly a body of practices that can be identified as Maori 

performance arts and as Maori theatre.  Significant aspects of these are highlighted 

as they are relevant to the discussion of the theatre that addresses the interaction 

between Maori and Pakeha cultures.  Where a specific source is acknowledged, my 

understandings arise from literature (Dewes in Chapter 3.1, Potiki in Chapter 4.1, for 

example), or from discussion with participants (Chapter 4.2).  Where my 

understandings arise from grassroots knowledge of practice, I have relied on the 

verification of these understandings by authoritative participants through the 

process described in Chapter 1.  More summative statements will involve other 

entire works of scholarship - and by others.  

The emergent bicultural space as a third space 

When I crossed the Hokianga harbour and followed the tortuous winds of the road 

to Panguru, I finally pulled up outside the gate of Te Puna Wai marae.  One of the 

women, Maria,  came forward from the house to meet me.  A moment or two later 

two women stepped out of the house and called out in ritual welcome across the 

intervening space.  Maria lifted her voice in reply. Then we slowly walked across 

the ground.   

Inside the house, we sat on opposite sides.  The home people sat against the walls 

from the open door, extending the presence embodied in the house itself.  Maria 

and I sat some distance way, facing them.  The formalities of encounter took place 

across the space. 

The concept of space as both terrain and opportunity is powerfully actualised in 

the ritual welcome on the marae.  It is also fundamental to theatre.  Brook (1972), for 

example, approaches theatre in terms of an empty space: at once the ground on 

which to perform and the focused expectancy that invites performance to unfold.  

These reverberations led me to play with the term third space as a way of describing 

the unmapped territory that opens out through sustained encounter between two 

independent cultures. 
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Initially the term came from a phrase Arnold Wilson used in describing his 

intentions for the project that constitutes the first part of this study, Te Mauri 

Pakeaka.  He writes of his hope that, through a profound knowledge of both Maori 

and Pakeha ways of being, ‘a third face’ of New Zealand may become visible to the 

outside world (A. 6.3).  My growing interest in the concept of space led to a 

transposition of the phrase. 

When, later, I came across the term in Bhabha (1990a), I was not at all sure whether 

the meaning I wanted to invest it with was compatible with his.  Bhabha, having 

argued that multiculturalism “represented an attempt both to respond to and to 

control the dynamic process of the articulation of cultural difference” (p208), 

proposed the concept of hybridity (p211): 

But for me the importance of hybridity is not to be able to trace two original moments from 

which the third emerges, rather hybridity to me is the ‘third space’ which enables other 

positions to emerge.  This third space displaces the histories that constitute it, and sets up 

new structures of authority, new political initiatives, which are inadequately understood by 

received wisdom. 

In particular I was not comfortable with the term hybridity itself, nor with Bhabha’s 

notion of the third space displacing the histories that constitute it.  Neither concept 

seemed particularly useful to the material I was investigating.  Initially I was 

tempted to find a different term.  Yet, on the whole, I find Bhabha’s analysis of the 

postcolonial condition valuable, and I turn to it again in the later stages of this 

study.  Over and above his articulation of concepts such as time-lag (1994, p191), 

metropolis (1990b, p318), migrant (1993, p64-6), I value his fine-scrupled dissection of 

texts, his commitment to finding the pulse of life as well as the symptoms of 

disease.  And as I read his words again, I realised that what Bhabha proposes is 

consideration of a new space, one that is emerging through cultural encounter, and 

one that can not be defined in advance.  Whether displacement or continuance will 

be found, and in what measure, is something to be discovered.  Bhabha’s own 

continuous rejection of universalising norms encourages me to accept the power of 

the metaphor of a third space, and to investigate for myself what is to be found 

there. 
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When two cultures meet, and the interface between them grows, the new space 

that emerges could be one that is a melting pot, that engulfs and homogenises the 

cultures.  For it to be a third space  it would be one that co-exists with both cultures 

that themselves, to a lesser or greater extent, remain intact. 

That emergent third space is a consideration that is at once pragmatic, metaphoric 

and interpretative.  The appearance of a theatre that explores the interaction of 

Maori and Pakeha and their respective worlds is visible in a series of actual 

performance events that involve practical interactions between artists and 

audience and accommodations to performance spaces.  It is metaphoric because 

what happens in the theatre pre-visions and problematises wider questions of how 

each of the cultures views the other and itself in relation to the other.  Sometimes, 

as this study suggests, it makes possible deeper levels of interaction.  In other 

words, it takes place not only in actual time and place, but also in a space of 

intention and understanding.  And consequently it is interpretative: the meanings 

attributed to the space cannot be wholly separated from their description or from 

the experience of those who do the describing.  Because of all three of these 

qualities, it is a space for engagement, and it is with a number of these 

engagements that this study is concerned.  

In addition, what happens within this emerging space has both physical and 

spiritual dimensions.  When, as I described earlier, I walked across the open 

ground that is the marae, I became involved not only in the physically observable 

interactions of the rituals of meeting and the workshop that would follow, but also 

in the framework of values and beliefs that underpin the world of my hosts.  And 

so the space of the cross-cultural interaction is characterised not only by the 

physical interactions, but also by engagements with value systems and 

understandings of reality. 

Three journeys into the third space 

My research study falls into three parts. 
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The first is a retrospective case study of Te Mauri Pakeaka, a project that 

consciously used the arts, including drama, as a means for cross-cultural 

understanding and socio-cultural change. 

The second constructs a history of NZ theatre in terms of its reflection of bicultural 

concerns, focusing on not only the play texts, but also the voices of a number of 

key practitioners. 

The third is a reflective account of my teaching drama to pre-service teachers in an 

‘outpost programme’ at Panguru in the Hokianga. 

The first journey 

The Pakeaka project was initiated by Arnold Wilson, a prominent Maori artist and 

educator, in the mid-seventies, when New Zealand society and schools were 

visibly monocultural.  The programme was a cross-cultural one that brought the 

wider community into contact with the schools and that used the arts as a catalyst 

for discovery and change.  The long term aim was to create a 'third face' for New 

Zealand: that of a dynamic biculturalism.  The programme evolved, taking 

different shapes in various parts of the country, and adapting to the changing 

socio-cultural environment, until the Department of Education was abruptly 

dismantled in 1989.  Its exploration in this study allows the retrieval of a so far 

unpublished part of history and an examination of the way in which drama, 

together with other art forms, was used as a way of re-inscribing perceptions of 

what is significant and what is real.  My first research journey, therefore, is a 

reconstruction of a previous venture into totally unknown territory.  My task in the 

research journey is to map the direction taken in the earlier journey and to examine 

the features that make it significant, both in its historic impact and as a model for 

future work.  More specifically my investigation is firstly directed at identifying 

how the programme operated, including an examination of the social and 

educational context of the programme and of the ideology that underpinned 

Arnold Wilson’s work.  It then asks what features of cross-cultural interaction are 

highlighted by the programme and what insights into the interaction we can gain 
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through the programme in order to discover what implications the work has for us 

now.  

The second journey 

The construction of a history of bicultural theatre involves review of existing 

literature, in terms of other people’s writings, and it also involves a search for the 

oral records, the unwritten histories of the movements that are held by some of the 

practitioners, and that are articulated to their students and to their colleagues.  In 

this area of the study I am concerned with what is already ‘known’ albeit only 

within small circles, about the field.  However, because of the scarcity of published 

writings, what is involved is active and original search for written and oral 

histories.  The purpose of this part of the research is not only to inform the 

remainder of the study, but also to place the history of biculturalism in New 

Zealand theatre into the academic arena, and to provoke further studies in the field 

that will give it greater definition.  Consequently, my second research journey also 

charts other explorers’ journeys into the third space.  My task is to trace the 

evolution of a bicultural dimension in New Zealand theatre and to plot some of the 

issues that concern practitioners of that theatre.  As well as establishing a seminal 

history of New Zealand bicultural theatre, my inquiry is directed at relating its 

emergence to the socio-political history of New Zealand, and identifying key 

elements that distinguish it from the mainstream theatre.  I relate this theatre to the 

body of literature that discusses postcolonialism and intercultural theatre.  I also 

explore elements of what might constitute a notion of a bicultural aesthetic. 

The third journey 

The workshops in Panguru pick up some of the lessons learned through Pakeaka 

and offer a view of a more recent and smaller scale exploration of bicultural 

identity through the medium of drama.  Because the workshops took place on a 

marae, the context of bicultural description was immediately refigured into Maori 

terms.  Because the participants were trainee teachers there was a focus on 

educational issues.  Because the topics we explored were local story and the Treaty 
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of Waitangi the work that took place reflects understandings of the bicultural face 

of New Zealand as well as of each of our personal experiences of biculturalism.  

I had been an active participant in both Te Mauri Pakeaka and in the exploration of 

a bicultural theatre.  For me, as for many other teachers in the schools that took 

part in the project, Pakeaka was the first invitation to walk across from the cultural 

background we accepted as common to New Zealand and into Maori space.  That 

was at the beginning of 1981.  The invitation to come in, join in, and make sense of 

the challenges that confronted us, was what made the programme so powerful a 

teacher. The decade that followed was one of on-going cultural confrontation in 

New Zealand, and, looking back now, I see that the interpersonal relationships that 

began through Pakeaka were a major influence on the way I, like many others, 

could see the confrontation as a positive opportunity rather than as a threat.  My 

work in theatre, both as a playwright and as founder of a drama school that 

combined training for professional theatre with processes used in drama as a tool 

for learning, began at about that time, and it has been seriously concerned with 

explorations of the cultural interface between Pakeha and Maori, particularly in 

the North which is my home.  However, my personal involvement is not a 

significant focus of my investigation in the first two research journeys.  It is in the 

third.   

In this third journey I am teacher as well as researcher.  Those two roles, as 

accounts of reflective practice demonstrate, are not incompatible.  Rather the role 

of researcher makes explicit some of the tasks that are implicit in the role of 

teacher.  Among these are evaluation of the attainment, and usefulness, of planned 

learning objectives, an on-going quest to understand more deeply the aspirations, 

the cultural background and the learning processes of students, a search for 

materials, processes and discoveries in past work that have relevance to the 

current project, and the selective application of previous discoveries to the current 

work.  In addition both teachers and researchers seek to apply a critical analysis of 

what is or is not  working - and why, to maintain an openness to unexpected 
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learnings, and unexpected blocks, that occur, and to develop tentative theorising in 

order to establish a platform for future practice.  

As is common with accounts of reflective practice, the focus of my research is not 

only the students and their learning, or the work that unfolds, but also myself and 

my emerging understandings.  It is not merely my practice but also my Self that is 

under the research microscope.  While this process makes me vulnerable, it is 

essential to my study, because I am not investigating a society that belongs to other 

people.  In exploring biculturalism in New Zealand, I am exploring a society in 

which I live and in the evolution of which I take an active part.   

My investigation in this third research journey thus explores how to “do drama” 

with mature-age Maori students in the Hokianga, and what cultural resonances the 

work might have and how I as a Pakeha woman can effectively teach Maori 

students in an explicitly Maori environment, the marae, within a strongly Maori 

community.  It asks how each of us can relate to the Treaty of Waitangi, and what 

it might come to mean to us as result of our joint work, and it examines the way in 

which theatre processes might assist in liberating expression and challenging 

critical thinking.  Finally it once again asks how theatre processes might assist in 

liberating expression and challenging critical thinking.  

Journeys of no return 

Self and Other, Fine (1994 p72 ) tells us, are “knottily entangled” and “despite 

denials, qualitative researchers are always implicated at the hyphen”.  The third 

research journey is based on an explicit recognition of this link.  However, 

although the first two journeys do trace other people’s work in the field, this entire 

research project is a “working of the hyphen”.  While I write about other people’s 

work and visions, I am also writing about me and how I see this work and these 

visions as important to the society we live in.  I am implicated in the research by 

my selection of material and by the way I conceptualise that material.  My research 

project is grounded in my passionate commitment to New Zealand as my home 

and as a place that is shaped through its dual Maori and Pakeha heritages.  In 

doing the research I see myself as actively contributing to understanding of a 
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cultural interdependence and so to the evolution of a society that is bicultural in 

action and not just in words.   

I am also aware that both in venturing beyond the boundaries of orthodox 

scholarly disciplines and in mapping a space that is evolving rather than defined I 

run the very clear of risk of imprinting my world view, with its embedded 

European biases, onto the material I investigate.  I approach that risk with an 

acceptance that there is no uncontaminated space to write from and that I can at 

the least, to use a phrase from Spivak (1996a p35), “narrate a displacement” through 

my shuttle between accepted and emergent understandings.  I do so with the hope 

that what I say will provoke further questions and further conversations. 

In these terms my research journey is not different from the journeys I retrace.  The 

artists and educators whose work I describe each put their Self on the line as they 

made their journeys into the third space, and as they invited others to come with 

them.  These journeys, therefore, are quite different in kind from the travellers’ 

tales (Fine 1994; L. Smith 1998) of early ethnography which describe the exotic and 

erase the cultural predisposition of the narrator.  In these journeys where we each 

put our Self at risk as we undertake, in theatre, research or process drama, 

exploration of the space where we meet the claims of the other culture as well as 

our own, we rarely come back to the place we started from. 

Travelling via Australia - and Africa - and the complexity of a post-colonial 

compass 

When I shared the first pages of this introduction with a colleague, she returned 

the manuscript to me with squiggly lines and question marks and comments in the 

margin: “what is a marae? what is a kaumatua? I’m lost!!”  Yet I had used words 

that have become commonplace in contemporary New Zealand English.   

It was not just vocabulary that posed problems.   Concepts were unfamiliar: for 

example, what difference did it make if there was a woman speaking?  One of the 

demands made by the surrounding Australian perspective is a constant need to 

explain concepts that might be taken for granted in New Zealand.  The 
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explanations require a shifting from tacit knowledge and intuitive understanding 

to overt statement, explanation, analysis.  To some extent this adds a 

cumbersomeness to the descriptions of cross-cultural encounters; on the other 

hand it brings a poststructuralist element to the study: material that originates in 

New Zealand is read outside the context of its production, and new insights 

sometimes come from the resulting tensions.  While the process carries the 

possibility of betrayal through translation, particularly with the deceptive 

similarities of language, this has been monitored by involving New Zealand 

readers, ones who are close to the source material, in successive readings. 

Other critical friends in Australia who read drafts had to struggle to maintain a 

separation between their locally-based understandings of the politics of cross-

cultural interaction and those that I describe in New Zealand.  Reading, it seems, as 

well as writing, is coloured by the biases of location, and is also an act of putting 

the Self at risk.  I have sought to aid their reading by maintaining a strong thread 

of descriptive narrative. 

Whereas re-location in an Australian university brought encounter with texts that 

are aligned with international, and particularly western, discussions of  theatre 

process, intercultural theatre and postcolonial theory, it brought fewer 

opportunities to meet indigenous texts1.  The occasion of the third International 

Drama in Education Congress in Kenya offered further opportunity to re-locate.  

Sharing aspects of my research with local scholars and with international delegates 

allowed not only a response from the contexts of various perspectives, but also my 

own reaction to my material from within the context of everything I met in Kenya.  

And it allowed access to a range of indigenous Kenyan texts, performed as well as 

written2. 

An immediate effect of travelling to Kenya was to throw into disarray some of the 

convenient labels of location.  Travelling north and west to the so-called southern, 

                                                 
1 I did, however, come to know several indigenous theatre artists who have willingly talked through 
ideas with me, and to view some indigenous theatre.  A review of one such theatre experience is 
reported in NADIE Journal, 1997. 
2  Reflection on aspects of this interaction is made in Greenwood 1999 
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eastern, ‘third world’ highlighted the difficulties of finding terminology to express 

the power relationships involved in cultural difference.  The difficulties extend 

from terms like Western to concepts like metropolis and migrant.  Finding a 

terminology of description was an unexpected complication to the research task.  

To an extent some of the language problem remains unresolved.  Like others, I still 

have difficulty in concisely naming the global Euro-American monetarist influence 

that shapes dominant culture.  

In the first instance these experiences of the particularity of location seemed to call 

for a rejection of universalising generalisations.  International discussions do not 

always apply to the New Zealand context and it would be similarly dangerous to 

transfer findings from the New Zealand context arbitrarily to other contexts.  

Nevertheless, I saw that the issues that prompt this study have correlatives in 

other national contexts, including Australia, and Kenya.  The dual pressures of 

social homogeneity and social diversity are experienced throughout the world.  So 

are questions about the status of the indigenous people, questions of whose 

cultural practices and values should organise our mainstream social and economic 

activity, and questions of how we can organise our education system to bring 

about the cultural outcomes we desire. 

Outline of Chapters 

Chapter 1 describes the methodology I follow in this study.  Because of the need to 

construct a methodology that allows me to investigate both theatre and the context 

of theatre, the description of process is detailed and deliberately discursive. 

Since what I describe will be unfamiliar to readers outside New Zealand, I have 

decided to begin this dissertation with an account of the first journey, Te Mauri 

Pakeaka, before I undertake a formal survey of the conceptual fields that are 

significant to my study.  In this way I hope to show the context in which these 

concepts are significant.  Accordingly, Chapter 2.2 - 2.6 describes the Pakeaka 

project.   
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Chapter 3.1 - 3.2 addresses the issues and the literature, oral and written, that 

underpin my research.  The intention within this chapter is examine the literature 

that directly relates to the discoveries within my study.  It is not an attempt at a 

systematic analysis of all the literature that relates to the relevant fields.  Rather it 

lays the basis for the grounded theory that I evolve. 

Chapter 4.1 - 4.3 deals with the bicultural dimension in New Zealand theatre. 

Chapter 5.1- 5.5  deals with the workshops in Panguru.   

A final chapter pulls together the discoveries made through the three journeys. 
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1.  Maps and compasses I 

  

Methodology 
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Chapter 1 - Methodology 

 

This chapter will identify the research paradigms that shape my study, and 
then explain the processes, and their underlying conceptual framework, that I 
have used to collect, analyse and present data. 

Qualitative research 

This study takes place within the general parameters of qualitative research.  I 
base my understanding of the process of qualitative research primarily on the 
writings of Eisner, Ely, Geertz, Denzin and Lincoln. 

Eisner (1991, p32-9)  and Ely (1991, p5-8, drawing on the work of Sherman and Webb 1988) 
each nominate a number of features of qualitative study.  I draw these together 
in the following summary.  It tends to be field centred (Eisner) with a context 
that is natural rather than contrived (Ely) and that requires researchers to 
immerse themselves in the setting since events can only be understood if they 
are  seen in context (Ely).  It uses the self as an ”instrument that engages the 
situation and makes sense of it” and uses the ‘I’ of the personal voice (Eisner).  
At the same time it wants “those who are studied to speak for themselves”, and 
so is “an interactive process” (Ely).  It has an interpretative nature and uses 
expressive language (Eisner) and aims to understand experience as unified 
rather than fragmented (Ely).  Therefore while it pays attention to particulars 

(Eisner), it also attends to the experience as a whole rather than as separate 
variables (Ely).  It emphasises the importance of coherence, insight and 
instrumental utility (Eisner), recognising there is no general method (Ely).  The 
introductory chapter has outlined the field in which this study is centred and 
the significance of my Self as an instrument for engagement and interpretation.  
The remainder of this chapter explains my interactive relationship with 
participants and my selection of particular investigative and representational 
processes. 

Denzin and Lincoln (1994, p1-17) emphasise the eclectic nature of qualitative 
studies: “The multiple methodologies of qualitative research may be viewed as 
bricolage, and the researcher as bricoleur.“(p2)  They point out that “the choice 
of which tools to use, which research practices to employ, is not set in 
advance.”  Rather the choice of research practices depends upon the questions 
that are asked, and the questions depend upon their context.  They consider the 
combination of multiple methods, and the drawing on a range of empirical 
materials, perspectives and observers in a single study is a strategy that adds 
rigour, breadth, and depth to an investigation.  L. Smith (1999, p28) further 
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emphasises the need to select methodologies from across an interdisciplinary 
range as part of the process of decolonisation. 

The practice of bricolage is central to my research project, as I explore the 
concept of an emergent bicultural space through three significantly different 
lenses, and each of these explorations requires a different set of investigative 
strategies.  Moreover, because my study concerns sociological understandings, 
as well as pedagogical and aesthetic ones, it draws on the literature of a number 
of different conceptual fields.  

The importance of the authorial role in research is discussed by Geertz (1988, 

p130).  Discourse, he argues, is as important as methodology.  He stresses the 
need for a research report to bridge the gap between the field (‘being there’) 
and the academic centre (‘being here’).  Writing in an Australia university 
about New Zealand has made me increasingly aware of issues of discourse and 
of the complexities of remaining true to the understandings that arise within 
the fields I study while communicating clearly within the academic context in 
which my work will initially be read.  

Drama research 

This research project also fits into the developing scholarship of drama and 
theatre research.  It is informed by discussions on the nature of theatre, 
particularly in the fields of intercultural theatre and postcolonial theatre, and 
by those on drama as pedagogy. 

Within the field of drama education I am particularly influenced by the 
grounded theory developed by Heathcote, Bolton, O’Neill, Neelands, Boal, 
O’Toole and Taylor.  Each of these practitioners brings a slightly different 
approach to the field, but they share certain fundamental understandings and 
ways of working.  Among the most important are: 

commitment to the growth of participants’ awareness and 
understanding; 

engagement of participants in a group imaginative process that involves 
the taking of role; 

empowerment of the participant, within the process as well as through 
the process; 

active engagement of the teacher facilitator, sometimes in role; 

a relationship to theatre that utilises those elements that seem most 
appropriate and useful to each practitioner; 



 

 

22 

an investigative approach that sees drama both as subject of their 
research and as a tool for the investigation of other subject areas; 

a scholarship of reflective practice that grounds emergent theory within 
the framework of specific practice.  

These elements and the range of theoretical positions adopted by the 
practitioners are discussed in Chapter 3.2.  

Boal’s Theatre of the Oppressed springs from somewhat different methodologies, 
but shares the pedagogical aim of empowering participants and of bringing 
about new understandings.  It applies a limited range of theatre improvisations 
within a relatively structured format to the analysis of issues of unequal power.  
Its conceptual framework is also addressed in Chapter 3.2. 

The research project I undertake in this study utilises the conceptual 
understandings of both Drama in Education and Theatre of the Oppressed in 
order to reconstruct the significance of the Pakeaka programme, which 
comprises the first part of my study.  It draws directly on the processes, as well 
as on the conceptual understandings of both fields of practice as the teaching 
base of my workshops in Panguru, which comprise the third part of my study.  
This third part is a case study of my teaching practice in an isolated Maori 
community, and as such it relies strongly in its epistemological approach on 
other accounts of reflective practice, such as Taylor’s account (1998) of his social 
studies teaching. 

All three parts of my project draw on the theoretical insights offered by recent 
publications that directly address research issues in drama education, notably 
Researching Drama and Arts Education (Taylor (ed), 1996) and the proceedings of 
IDEA Congresses (Taylor & Hoepper 1995; O'Toole & Donelan 1996; Comans & O’Toole 

1999). 

Historical reconstruction 

Historical reconstruction is important to the first two parts of my study.  The 
questions listed in the introductory chapter that guided my entry into these 
parts call for both the recovery of accurate information and the bringing to life 
of history.  I find this dual need reinforced by Swortzell (1996) who proposes 
dramatic reconstruction of history as a research paradigm.  He stresses the 
importance of creating “enthralling” dramatic scenes that turn data from 
primary sources into dramatic narrative (p100) and argues that the meaning of 
defining moments can be better preserved if the “investigator also employs the 
tools of the dramatist” (p104). 
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I use both secondary and primary sources.  Secondary sources, in terms of 
existing literature, are particularly important to the part of this research that 
explores the emergence of bicultural themes in New Zealand theatre.  O’Brien 
(1996) emphasises the importance of using the survey work done by others.  She 
also emphasises the need to read within related non-theatrical fields: “when 
researching political theatre, investigators might need to move into a study of 
conventional political history” (p107).  Since biculturalism has obvious social 
and political implications, I have found it important to draw on literature 
concerning bicultural issues beyond strictly theatrical parameters.  Discussion 
of this literature takes place in Chapter 3.1. 

 O’Brien also compares the recording of theatre history to the piecing together 
of a jigsaw puzzle (p106).  Both the study of Pakeaka and the longitudinal 
exploration of theatre calls for such a piecing together of diverse fragments of 
information.  In both I am aided by the availability of primary informants who 
have considerable inside knowledge of the field and who I was able to 
interview.  Re-telling their stories, O’Brien warns (p113) imposes a responsibility 
to “give a fair and honest account.“  She suggests that it is sometimes “more 
appropriate to allow the material to speak for itself, with minimal authorial 
commentary.”  While I find it important often to overtly contextualise the 
informant’s comments in terms of the material being discussed and to overtly 
focus significant themes that emerge, I remain mindful of her advice and strive 
to retain the flavour and the intention of the informants’ voices.    

Reflective practice, action research and ethnography 

The third part of my study follows the paradigm of reflective practice (Taylor 

1996; O’Mara 1999; Donelan 1995).  I am the teacher of the Panguru teacher trainees 
for a block of work that is to introduce them to drama as a cross-cultural 
teaching tool (B.3.1). 

The reflective practice paradigm shares some elements with that of action 
research (Zuber- Skerritt 1996, 1992; Wilhelm  and Edmiston 1996;  Susman 1983).  Both are 
investigative approaches that involve participants in inquiry that is 
collaborative and critical, that tries out ideas on-line, that combines practice and 
research as two faces of the same coin,  and that seeks better practice (Zuber-

Skerritt 1992; Taylor 1996).  Some theorists (Taylor; Wilhelm and Edmiston), however, 
propose significant differences in purpose and orientation.  Action research, 
they say, is explicitly concerned with bringing about effective change in a 
specific situation, often as a response to a particular problem or vision.  
Accounts of reflective practice are intended as instruments towards more 
general professional awareness and development.  Taylor (1996, p28) explains: 
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Whereas action researchers tend to emphasise evaluation, rather than on-going 

reflection, as a culminating activity, i.e., one plans, one acts, one evaluates, then one 

acts again, reflective practitioner researchers are concerned with documenting and 

understanding the tacit and known knowledge base which enables reflection-in-action 

to occur. 

The differences are important to my study.  Within the confines of the 
workshops themselves I operated, to a large extent, in terms of the cyclic spirals 
of an action research model: I planned, acted, observed and reflected, in order 
to plan, act, observe, reflect again.  (The ‘negativity’ issue that arose mid-week 
in the first workshop, and the need to reconceptualise a point of entry into the 
Treaty drama are examples of how I followed this model, and are described in 
Chapter 5 (5.2 and 5.4). 

However, my research aim was not primarily concerned with the improvement 
of teaching and learning within that workplace context; I was leaving the field 
at the end of the second workshop and while I hope there will be a number of 
positive spin-offs into the general learning situation, it was not part of my brief 
to set up systematic structures for improvement.  The focus was rather an 
exploration and analysis of the cross-cultural issues that impact on both teacher 
and learners in that situation and that influence the selection of drama 
processes and the shaping of drama products.  As such my research aligns 
more closely with the reflective practitioner model that is concerned, in 
Taylor’s words (1996,p30), with “enabling teachers to understand and to 
articulate their own artistic-aesthetic curriculum”.   

Nevertheless, action research may also aim at increasing practitioners’ 
understanding and self development and at changing the system itself (Zuber-

Skerritt 1996 p4-5).  Since my study as a whole is concerned with increasing 
teachers’ professional awareness and with systemic educational change, my 
account of the workshops in Panguru can be seen to constitute a stage in a 
bigger cycle of action research.  Moreover, some recent theorists of 
participatory action research propose procedures that encompass the process of 
reflective practice.  For example, McTaggart (1996) explores alliances between 
the principles of action research and the deconstructions of postmodernism 
(p246).  He concludes that the action research spiral is less of a procedural 
mandate than an emphasis on dynamism and on continuity with an emergent 
practice (p248).  In these terms the distinction I have made above is perhaps less 
significant. 

There is a close relationship between the techniques of ethnography and 
reflective practice (Taylor 1996; Wilhelm and Edmiston 1996; Donelan 1995).  The terms 
of reference of my particular study accentuate the overlaps.  In studying how 
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drama reflects the emegent bicultural space, I am concerned with how 
individuals are continually interpreting and making sense of their world.  As a 
reflective practitioner in the Panguru workshops I am not only searching for 
data that shows this interpretation in action, I am also concerned with 
providing thick or rich descriptions (Geertz 1975) that allow the reader to 
understand the interacting cultural communities.  As, in fact, I am in all three 
parts of my study. 

The role of the researcher 

In this study I am an active participant in the work.  My presence in the study is 
most visible in the part that describes the Panguru project, where I lead the 
workshops and reflect analytically on the processes and products of the work.  
However, choices made throughout the study, including the selection of which 
journeys to map, are clearly the consequence of a focus and a judgement that 
are shaped by my personal experiences and understandings.  Such a 
‘subjective’ approach is an acknowledged characteristic of qualitative research 

(Ely et al 1996; Eisner 1991: Geertz 1988; Delamont 1992; Stanley and Wise 1993; Denzin and 

Lincoln 1994, among others). 

On the one hand, as Marden (1975, p219) argues, “a passionate, inward subjective 
approach” offers the opportunity to grasp the “the concrete act of existing 
which is fragmentary, paradoxical and incomplete“ and which slips past 
abstract rational thought.  On the other hand there are dangers, as Spivak (1990, 

p60) reminds us, of possible appropriations and distortions that might occur as 
selections are made by someone from the academic ‘centre’ who selects which 
voices from the margins should be listened to.  Yet she asserts (p62) that to 
avoid the risk is an unacceptable salving of lazy conscience. The doing of 
homework, of scrupulous analysis of one’s own positioning and of negotiation, 
including the learning of another’s language, is what she sees as necessary 
accompaniments to the taking of the risk. 

Ontology and epistemology 

What we consciously seek to know is inseparably related to what we believe 
about ourselves and the nature of the universe.  The link between ontology and 
epistemology is widely discussed in theorisations of poststructuralism (such as 

Davies 1994), feminist approaches to research (Stanley and Wise 1993, for example) and 
postcolonialism (for instance, Said 1978).  

Because this study seeks to map journeys into space which is emergent and 
created by the intersection of different cultural perspectives, it is concerned 
with epistemologies that are outside those of the mainstream.  In particular, it 
seeks to acknowledge and foreground Maori understandings of knowledge, 
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and it also offers tentative formulations of a kind of bicultural understanding of 
knowledge, of what knowledge might mean to Pakeha who are learning to live 
with an awareness of Maori space. 

Not only is it hazardous to generalise findings from one national context to 
others, it can also be misleading to make generalisations within the national 
context (Spivak  1990; Bharucha 1993; Rangihau 1975, among others).  What applies in 
Panguru may not apply in Auckland.  And Auckland itself is not homogenous.  
To a greater or lesser extent generalisation dilutes.  Or, to adopt another 
metaphor, it may smudge out the very elements that give meaning to the 
particular.  Nevertheless, a rejection of hegemony does not imply that is not 
useful to read the characteristics and understandings of one context against 
those of another; as Spivak, Rangihau and Bharucha each attest, new insights 
may emerge.  Therefore while the focus in this study is on the value of localised 
and ‘owned’ understandings, it is accompanied by a belief that international 
materials may usefully inform or challenge our understandings of what 
happens locally and that the local inscriptions may offer a similar degree of 
challenge to other places. 

Participant voices and the issue of naming 

It is often considered to be ethical in qualitative research projects, particularly 
in accounts of reflective practice, to preserve the anonymity of participants and 
to hide the identity of sites.  I consciously depart from this practice.  I do name 
participants and sites. 

The first reason for this decision is that it was the choice of my participants, 
both those in Panguru and the artists I interviewed in the investigation of 
contemporary theatre.  When asked if they preferred to be identified by nom de 
plume or their real name, all the participants opted to have their real names 
used (sample in Appendix E).  At the end of the course, the students decided to 
conduct the final evaluation verbally and in each other’s hearing rather than by 
anonymous writing.  Their decisions speak of their desire to own their work 
and to be accountable for their own voices. 

A further reason pertains to the account of Te Mauri Pakeaka and to the history 
of bicultural theatre.  Here the objective is one of historical documentation.  
Accurate names are thus integral to these parts of the research. 

Where student or teacher participants are named in the account of Pakeaka the 
names I use are those that occur in the presentation reports the schools 
themselves compiled.  However, unless the subjects are of historic importance, 
as artists or educators, have published under their own name or have 
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consented to be interviewed by me, surnames, even when they occur in 
archival records, are not used in this account.  

An exception to my overall practice is made when there is a possibility that 
what I write might be construed as critical, as in the discussion that occurs in 
Chapter 2.3.  In these cases I do not name either participants or site.  

Ensuring that participants know what I have written about them is an integral 
component of my practice.  Many of the participants made active responses, 
either by phone or in writing.  Some simply endorsed what I had written; 
others suggested modifications that I have accommodated in successive drafts.  
Details of some of this dialogue are cited later in this chapter and Appendix E 
contains portions of such letters.  

The three journeys 

As explained earlier, this research project consists of three discrete 
investigations of the way drama can be used to explore the emerging space 
between cultures, and of what is to be found in that space.  Although each of 
the research journeys has a slightly different investigative aim, and calls for a 
different balance in the selection of methods, they are, cumulatively, portions of 
a unified research quest.  In this chapter I will describe how I collected, 
analysed and present data in terms of the study as a whole, while indicating the 
different emphases in approach for each part as needed.    

Entering the field 

The first stage of ethnographic inquiry involves negotiating entry into the field 

(Ely et al  1991; Delamont 1992). 

In one sense I had entered the field in successive steps over the last twenty or so 
years of my professional practice.  As an arts administrator, as a teacher of 
drama and as a practising playwright I had specifically focused my work in 
Northland and in the area where Maori and Pakeha aesthetic and conceptual 
frameworks meet.  My practice at that time involved a succession of 
negotiations about entry.  Permission to engage in academic research was not, 
however, one of them.  Therefore, in the particular sense of this research project 
I needed to negotiate new entries. 

At the time of the first negotiations I had shaped an overarching research 
question, but I still had no firm ideas of the particular areas of investigation.  I 
approached Arnold Wilson and Don Selwyn as two artists who played a 
pivotal, and national, role in bringing Maori art forms, and the conceptual 
frameworks that underlie them, into the mainstream arena.  I had already 
worked with both of them, but the role of researcher was quite new.  In a sense 
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they were gatekeepers, or cultural ‘mentors’ (L. Smith 1999, p177) to the research 
field. 

At an early stage of exploring the data I realised that both the Pakeaka project 
and a history of bicultural theatre would be important components of my 
study, and I began the search for more written and oral information.  At this 
beginning stage, I planned to develop a new field project of some kind that 
would allow me to examine the themes that were emerging from my analysis of 
other people’s work in the context of my personal practice, but I had no specific 
scheme. 

The Panguru project took shape when I was approached by John McKenzie, co-
principal of Panguru Area School and a member of the Adviser Board for the 
Panguru Teacher Training Outpost, about the possibility of teaching a unit of 
drama at the Outpost.  Since both the region and the composition of the trainee 
group were compatible with my research goals, we began to negotiate a project. 

These initial negotiations were complex as they involved not only John 
McKenzie and myself, but also the Christchurch College of Education who 
provided the pre-service programme at the Outpost.  Furthermore, the final 
course proposal had to be approved by the College’s Board of Studies, and the 
workshops had to be timetabled by Jill Paaka, the Outpost co-ordinator and 
Professional Studies lecturer.  Distance was an issue: I was in Brisbane, John 
McKenzie and Jill Paaka in Panguru in the far north of New Zealand and the 
College in the South Island.  Communication was by fax and e-mail and 
occasionally came close to failure, one of the hardest aspects being unsureness 
about where on the triangle communication about important details should 
take place.  One of these was the timetable of the workshops so that they could 
fit in both with the blocks of students’ teaching practice in schools and my 
ability to take leave from teaching commitments in Brisbane.  In the end, the 
two workshops needed to be split, which  increased the complexity of travel, 
but which also allowed a valuable period of reflection and replanning between 
the two workshops.   

A further constraint imposed by distance was the fact that I could not meet the 
students in advance of the first workshop, and that I needed to rely on a very 
general description of their situation and needs for my initial planning.  
Furthermore, the students themselves had little prior knowledge of what to 
expect from the course - although it turned out that some of them knew me by 
reputation - or of the part I hoped they would play in my research.  The first 
day of the workshop therefore involved us in negotiations of both these areas. 
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Collecting data 

My sources of information were:  
archival materials such as minutes of meetings, letters, reports. 
photographs 

videos, both my own recording of workshop process, and use of archival 
videos 

previous writings in the field (this source is particularly relevant for the 
construction of a history of the bicultural theme in New Zealand theatre) 

my logbooks, both in the field, and during the analysis 

other participants’ journals 

taped interviews 

hand recorded notes of discussions. 

In addition, my participation in the field allows me to contextualise aspects of 
the written records that are in themselves incomplete. 

Archival records 

Archival records are particularly important for the study of Pakeaka.  The 
programme ran from 1976 to 1988.  Because the New Zealand Department of 
Education was closed down in 1989 as a result of a devolution of responsibility 
from central state agencies to individual schools’ Boards of Trustees, no 
comprehensive final report or evaluation of the programme has been made.  
Moreover, with the closure of the Department, much documentation, such as 
any files that might have been kept on Pakeaka, has simply been lost.  The 
material records I have been able to access have come from the private files of 
individuals, such as Arnold Wilson, the director of the programme, Garfield 
Johnson, an important member of the programme’s initial working party, and a 
number of others. 

The complete set of materials I had access to is listed in Appendix A.  Some 
examples will illustrate the nature and range of available documentation.   

A description of the 1982 workshop opens my account of the programme.  The 
documentation I drew on consisted of: 

minutes from one of the planning meetings  (A.5.1) 
Arnold Wilson’s report on the workshop (A.5.2) 

a video made for the Whangarei Community Arts Council (A.5.6) 

report booklets, to Department of Education, from two of the schools 
which took part: Kamo and Tikipunga (A.5.3 & A.5.4) 
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my own reflective description, made after the close down of the 
programme, at Arnold’s request (A.4.8) 

an interview with Rehi Rihari, the Maori Language teacher from 
Tikipunga (A.5.5) 

Added to these are my memories as a participant, which help me 
contextualise the material in the documents, and also influence my 
deconstructions of the material. 

A later section of my reconstructed account addresses the early difficulties in 
communication with the schools.  My narrative summary of the negotiation 
process is a composite from a number of sources, including Arnold Wilson’s 
(interviews August, 1997; February 1998) and Garfield Johnson’s accounts (A.1.10; letter 

April 1998), my reported experience (A. 4.7 & A.4.8), another teacher’s report (A.4.7), 
and an interview with Jocelyn Tarrant, the third member of the original 
Pakeaka team (April, 1998).  

A further area of exploration focuses on the drama devised during Pakeaka in 
1986 by Broadwood Area School in interaction with Sunny Amey and Jan 
Bolwell.  The students recorded the development of the work, along with 
comments on their  experience of the workshop as a whole, in daily diaries that 
were later collated into a school report (A.7.9) to the Department of Education.  
Shortly after, Jan Bolwell  and Sunny Amey  wrote a report of their experience 
for the NADIE Journal (1987).  I supplemented these materials with an interview 
with Pani Hauraki, now the principal of the school, then the language teacher.   

To a significant extent I use written and video records that have been composed  
for purposes that are not necessarily supportive of the aims of this study.  For 
example, while the reports from participating schools utilise students’ reflection 
on their experience, these have already been edited, to varying extents, in order 
to present what the school considered an acceptable image to the department.  
Not all of this editing would have been teacher implemented; students learn 
early in their schooling how to write to teacher expectations.  Moreover each 
school imposed some kind of framework of expectation on the content.  Several 
schools (A. 4.3; A. 4.4; A. 4.5) produced booklets filled with poems and drawing on 
Maori themes.  Others (A.2.4;  A.5.4; A.6.1; A.7.9) include descriptions of what 
happened in the workshop and of how work was developed, record students’ 
or teachers’  responses to specific proceedings and have evaluative, and 
sometimes critical comments.  Some of the written materials that  provide data 
for my analysis of the Panguru workshops were written for assessment 
purposes rather than as open reflections.  In particular, students’ final essays 
(B.2.5) and my assessment papers (B. 3.3) fall into this category.  Similarly the 
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videos  of Pakeaka (Derby & Vaneveld 1982; Derby 1987) are edited images, each 
comprising about thirty minutes cut from the raw footage that was filmed.  The 
intention of each work appears to be the representation of the cross-cultural 
effects of the workshops they record, rather than a documentation of processes. 

Derrida (1978, for example) has shown us that meaning does not reside within a 
text but in the writing and in the reading of it.  The written and visual records 
of historic events transform experience into artefacts situated within their own 
historical context and recording the point of view, voice and experience of their 
makers (Hodder 1994; Harper 1994 ).  However, the restricted scope of these 
documents does not prevent their usefulness. At the least, they offer valuable 
images and anecdotes of what took place during the Pakeaka workshops, and, 
when read alongside more detailed explanations of purpose or strategy, such as 
Garfield Johnson’s account of the first marae-based workshop at Te Pae o 
Hauraki (A.1.10) or Sunny Amey and Jan Bolwell’s account of the Broadwood 
drama, they provide rich illustrative detail, and even occasional indications of 
how differently various groups might interpret the one experience.  In these 
latter terms a particularly useful group of documents reports on a 1978 
workshop in a high school in the central North Island.  In these a head of 
department in the school is clearly at odds in his expectations of the 
programme and in his interpretation of its results with Arnold Wilson, the 
programme’s director.  The value of these documents for this study is not so 
much that they report a particular controversy, but that they illustrate and 
crystallise a difference in discourse that is crucial to our understanding of what 
was happening in Pakeaka.  

To an extent, similar issues apply to the secondary sources I use to derive a 
theatrical history.  I draw on articles that, for the most part, were written to 
discuss different areas of  interest than those which are central to this study.  
For example, Carnegie (1985), Poole (1987) and Watson White (1990) each recover 
archival records of the epic style touring plays of the nineteenth century 
colonial era.  While their focus is more general than mine, their  descriptions of 
the works allow me to extrapolate data about the way Maori characters, values, 
and performative styles were treated in this period.  Detail of the literature that 
informs this part of my study is discussed more fully in Chapter 4.1. 

My treatment, therefore, of many of the written and visual records is one of 
reinterpretation of data that has been collected for other purposes.  In this I 
follow the example of a number of other ethnographers, including Handelman 
(1990) who, in his discussion of the relationship between performance and 
public events, offers a number of such re-analyses, and Burton (1997, p31-40) who 
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re-analyses documents from the Hitler Youth and the Scout movement in order 
to establish a framework for his concept of rites of passage in Youth Theatre. 

Video 

The videos I used for Pakeaka are edited documentaries, and are cited in my 
bibliography (Derby and Vaneveld 1982; Derby 1987).  

I also used video myself to record aspects of the work during the Panguru 
workshops.  I taped some of the rehearsal process and the performance of the 
Tohe drama.  The performance footage also includes moments of audience 
participation in group drama exercises and feedback from Wiremu McMath, 
the kaumatua who came to support the work, and from John McKenzie, a co-
principal of the local school (B.1.3).  I also taped aspects of the workshop on the 
Treaty, including some of the discussion processes, some of the images formed 
at stages in the workshop, and most of the final sharing, including some 
feedback from members of the audience (B.2.3).  Permission has been sought, 
and received, from the participants to use this material. 

I entered the field at Panguru not only as researcher, but as teacher of a course 
about drama. The dual role was overt, and was discussed not only with the 
College of Education who employed me, but also, repeatedly, with the students 
during our work together.  While there was no apparent conflict in the roles in 
terms of the conduct of the workshop, the dual role did impose constraints on 
the collection of data, particularly on the use of video or audio recording.  Early 
in the work it was impossible to turn on a camera or a tape recorder because it 
would have interfered with the spontaneity and the slowly evolving trust of the 
work.  Even later, when students became more confident of their work and 
even eager to record it, it was often impractical to capture preparatory and 
analytic discussions without breaking the ‘teaching moment’.  The role of 
teacher superseded that of researcher in all these cases.  However, what was 
missed on camera is in some degree made up for in my journal observations, in 
interview and journal comments by the students and in the final, recorded, 
evaluation.  

Field  log and reflective journals 

Both the students and I kept reflective journals during the workshop at 
Panguru.    

In accordance with common practice (for example Ely et al 1991; Delamont 1992)  I 
kept my journal throughout the two workshops and used it to record not only 
what happened, but also observations on how the work went, particularly 
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surprises and insights that occurred.  For instance, an entry made on the final 
day  of work on the Treaty on Waitangi begins: 

I realised more today how important it is to be able to listen and react to where the particular students 

are coming from. 

This particular group has different questions, attitudes, issues about the Treaty  than what I’d 

anticipated, and it is very important to learn from there to make the learning meaningful.  

I also realised that I was afraid that this learning might go haywire - I could look a fool or they might 

be artificially radicalised or placated. 

But I didn’t need to be so afraid.  Not only was I working for meaning - so were each of them - they 

had a big investment too. 

I wrote my journal at the end of each day, looking back on the day’s events, so 
overall impressions often precede detailed accounts of how the work evolved.  
The above entry highlights my own evolving awareness - ‘realising more’ - of 
teaching as a dynamic and interactive process.  It also records my willingness to 
retrospectively acknowledge my fears - ‘I could look a fool or they might be 
artificially radicalised or placated’ - about my role as teacher, an 
acknowledgment that coincides with my realisation that my students have as 
great an investment in useful outcomes as I have, and that they too are 
committed to working towards those outcomes. 

The students kept journals for the first week’s workshop only.  These journals, 
in accordance with course requirements, were written primarily for their own 
study purposes, to record and discuss processes and issues they considered 
important.  These were not graded and once again I obtained permission to use 
these for my research.  The data they provide for this study involves not just a 
number of different perspectives on the work described in my journal, but also 
signals what were critical issues to the participants.  For instance, a number of 
students, from different points of view, record strong feelings about a 
somewhat strained discussion that took place in the first week (B.1.2): “I am 
being overtaken by feelings,” writes one student; “Are we allowing ourselves 
to do things which are not right?…  Although I say part of what I feel I still 
withhold my innermost feelings.  I am not ready to share with the group as a 
whole.”  Another writes angrily about the discussion: “I will not tolerate 
bullshit”, and feels that the questions should not have been raised.  A third, 
after making her own comment about the discussion, writes: “This came out 
after the session on our way home.“  The journal entries alert me that there are 
unresolved tensions within the group that I need to take into my planning for 
the second week.  Equally importantly, they signal that the issues under 
discussion were highly significant for the students, although there was no 
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unanimity about how they should be viewed, far less talked about.  
Consequently, they underline themes I need to consider in my analysis. 

Similarly, when a student writes: “I see these big eyes, looking down on me.  
Are these my tupuna checking up on me?” (B.1.2.9) I am alerted of the need to 

consider certain aspects of a spiritual dimension in my analysis. 

In addition to the reflective journal, my field log contains the e-mails, faxes, and 
other communications with Christchurch College of Education and with 
Panguru (B.3.4), the teaching course outline (B.3.1), and my planning notes (B.3.2).  

Interviews  

Interviews are an important component of my data collection in all three parts 
of the study. 

I conducted the first interviews, with key figures in the Pakeaka programme 
and with some of the artists I cite in the second chapter, as a way of orientating 
myself in the field, and with the intention of filling gaps that were already 
apparent in the Pakeaka documentation and in the literature about New 
Zealand theatre.  My decision of who to interview was influenced by two main 
factors.  The first was that each of the people I interviewed could extend the 
information I already had.  The second factor was that of access.  Many teachers 
and students who had participated in Pakeaka had moved away from the 
district and many of the kaumatua had died in the intervening years.  
Moreover, since I intended to pursue this study from the overseas base of an 
Australian university, it was important to approach informants with whom I 
already had a strong relationship so that they would speak to me freely and in 
some depth.  

Some of the interviews are one-to-one; others, particularly at Panguru, are with 
small groups.  The choice largely depends on availability of the participants, 
and on their preference. 

The interviews are unstructured in format (Fontana and Frey 1984, p368ff).  My 
approach to the interviews is to combine a skeletal structure with a very open-
ended conversational style that allows the informants to elaborate freely on 
areas that are important to them.  In no case do I come with anything written 
on paper. 

The semi-structured aspect derives from a few prepared directive questions 
that elicit particular elements of information.  For instance I ask John McKenzie 
very specifically about how the Outpost programme was developed, and about 
the make-up of the Panguru community.  I ask the students about their 
motivation in joining the scheme, about the extent to which the programme as a 
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whole helps them prepare for their teaching goals, and I ask about their 
response to the drama.  However each of the informants has a personal focus 
on what is important in each of these fields and by having a conversation I 
hope to allow them the scope to explain, and often explore, their 
understandings.  Sometimes the direction of the interview is partially directed 
by the participants: “I have my own views of where I would like to take my 
teaching to,” says MaryAnne.  “Do you want to hear them?” (B.2.2.4) 

My role in these conversations is twofold.  In the first instance, I seek to be non-
directive.  If the talk is flowing, I am the listener, keeping my responses to nods, 
and ‘mm’s and occasional reiteration of their key points.   When I interview 
Ron and Mary Anne together for instance, there are periods when the two 
students are talking through their understandings with each other and I barely 
interject (2.2.4).  However, if my informant appears to feel awkward with the 
recorder or to be uncertain about putting thoughts into words, I will do more 
initial talking to take the pressure off the informant and share it more between 
us as we would in an conversation during a meal.  This is very evident in my 
interview with Stephen Bradshaw (1997) and with Stuart Devenie (1997) where 
we do in fact share food and talk very interactively about the issues.    

Secondly, if the rapport is comfortable, I will sometimes challenge my 
informant in order to encourage her to explore what she is saying a little more 
deeply.  This occurs, for example, with Maria when she talks about her insight 
during the previous day’s powhiri.  She is recapping what she has already told 
me off tape:   

Maria: I found that it is not drama when it comes to the Powhiri, it is but it’s 

different...  Her voice trails off.   

Me:  You were saying when you put yourself in that role you suddenly felt that you 

were open to all sorts of voices, whether they were more voices of your unconscious or 

subconscious or the voices of your tupuna only you would know 

Maria: A lot of it was the voice of my tupuna whaea and I think she was right there you 

know 

Me:  I see you shrugging this shoulder as you do it 

Maria: Yeah yeah 

Me:  She was sitting on that shoulder? 

Maria: Yeah and it wasn’t a weight... I know she was there and she was not going to 

hurt me.... 
In dialogues such as these we are both ‘at risk’ - we are both struggling to 
understand better.   

Creative interviewing is advocated in the literature by researchers who seek to 
avoid ‘objectifying’ those they interview.  Fontana and Frey (1994) offer a 
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summary of some of their arguments.  They cite Douglas (1985) who argues that 

“forgetting the rules in creative interviewing allows research subjects to express 
themselves more freely, and thus have a greater voice both in the research 
process and in the research report” (p368).  And they cite Fine (1983 p4) who 
asserts that if interviewers are not to give their own opinions and evade direct 
questions:  

what seems to be a conversation is really a one-way pseudo-conversation, raising the 

ethical dilemma of studying people for opportunistic reasons. ... The pre-established 

format directed at information relevant for the study tends both to ignore the 

respondent’s own concerns and to curtail any attempts to digress and elaborate.  This 

format also stymies any revelation of personal feelings and emotions. 

Two of the student interviews at Panguru are conducted by Maria, one of the 
student participants.  The first is with Chrissy and came about because Chrissy 
was initially very unwilling to be interviewed on tape.   She put her refusal 
down to whakama, shyness.  Maria offered to do the interviewing.  Chrissy 
consented, provided I went away.  The interview begins:  

Maria:  Why did you take up this teacher training? ( long silence)  Chrissy, aren’t you 

going to answer me? 

Chrissy:  Yeah, but I feel stupid. Say that again? 

Maria has assertive strategies that I would have hesitated to use.  She 
commented to me later that while she had modelled her interviewing on my 
interview with her, she felt she had asked more closed questions than I had and 
had directed the dialogue more tightly.  Certainly many of her questions are 
clearly leading.  She asks Chrissy “Do you think that Mike Smith or these so 
called radicals are taking off like Hone Heke did?  Do you think they are just 
taking it from him, or do you think a wrong has been done?”  The questions 
reflects Maria’s thinking as much as it invites Chrissy’s.  However, what can 
also be seen happening in the interview is an uncensored conversation between 
two of the participants about the aspects of the situation that, between them, 
are seen to be the most significant.  For example: 

Maria:  Did you find at any time trying to fit their shoes and then suddenly - 

Chrissy:  Oh yes 

Maria:  How did you feel like when you became - 

Chrissy:  Like through the images I felt I was really there and I really put myself into 

their shoes and I could feel how they were feeling at that time.  

In this way what happens in the interview is very much in accord with the 
spirit of recommendations for unstructured interviews cited above.  
Retrospectively I wish I had realised the potential of this process earlier and 
used it more extensively. 
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Analysing data 

Qualitative research calls for a simultaneous processes of data collection and 
analysis (Ely 1991; Delamond 1992; van Manen 1990; Taylor 1996).  Questions, 
speculations, anticipations arise from the first encounter with data, and later 
themes that emerge in the analysis often provoke the collection of new data.  
Within this study, informal analysis began with the first interviews.  Don 
Selwyn, for example, referred in passing to the formulation of the Maori 
Theatre Trust, and an initial sifting of the interview material as I transcribed it 
and a scan of available literature highlighted this as important area of which he 
had inside knowledge, and that was only minimally dealt with in academic 
writings about New Zealand theatre.  Our second interview, therefore, 
returned to the topic. 

Sifting and sorting  

A more systematic analysis began with the sifting and sorting of archival 
materials from the Pakeaka project.  My first step was the sorting and indexing  
of documents into a chronological order with a brief analysis of their content.  
This was followed by a detailed analysis of the themes and issues that arose in 
each document.  For instance, A.4.1 is an account of a preparatory workshop 
with Art teachers.  There is a feeling among some of the participants that a 
spiritual force has been tampered with when a particular sculpture is built on 
the beach.  The beach is cleared, physically and spiritually.  As I work through 
this document I record some of the issues it raises.  Among my notes is this 
entry:  

2. the spiritual potency of the art form- and of the making of the art form,  Arnold and 

others talk about the ihi of the art - its ‘dread power’ (Ryan p14), the mauri, life force, 

already resident in each of the elements, the wairua, spiritual attitude, involved in the 

making,  By first becoming “sensitised” to the beach, and then creating the shape, 

something powerful was called into being - such a concept is very compatible with 

some Western artists’ view of the way their work contrasts with an overarching 

spiritual reality (cf Coleridge’s definition of Imagination as the joining with the eternal 

“I am”) But it is by no means implicit in all western reaction to art.  What happens 

when those Pakeha who come from a ‘materialist’ perspective take part in an art 

activity within the Maori framework that recognises immediate and potent spiritual 

energies?...  What would happen if the beach was not cleared? 

The questions and speculations formulated at this stage were successively 
refined and altered as I progressed through the data, and finally informed some 
the issues I present in Chapters 2.3, 2.5 and 4.3.   
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Deconstructive reading 

In the next stage of analysis I read archival documentation against  material that 
emerged in the interviews (and vice versa).  The resultant tensions gave rise to 
more complex understandings of processes that were involved in the Pakeaka 
project.  One such example is the making of Broadwood’s play in 1986, where 
the reading of students’ accounts (A.7.8) against the account in the NADIE 
Journal (Amey and Bolwell 1987) and the interview with Pani Hauraki (1996) led to a 
deeper understanding of the human and aesthetic factors that were involved in 
the playmaking. 

Reading against  (Davis 1994; Spivak 1991; Bhabha 1985) was a strategy I used 
extensively in this study.  For example, I explored the notion of sacred space by 
reading the Pakeaka project against a piece of theatre developed by a Catholic 
School as part of its celebration of the Easter rituals and against a play by a 
women’s collective about the coming of menopause (Greenwood, 1997).  Later in 
the study I read the literature that discussed bicultural issues in New Zealand 
theatre against  postcolonial theory (Said, Spivak, Bhabha) and against the history 
of Maori self-assertion (Walker, Durie, Kawharu).  The effect of these reading 
strategies was that it allowed me to move beyond the meanings given by 
various individual sources and to begin to evolve more complex theoretical 
understandings.  

Crystallisation and triangulation 

The practice of reading against  is, like techniques of triangulation (Denzin & 

Lincoln 1994, p2) and crystallisation (Richardson, 1994), a strategy to substantiate 
emergent theories.  It differs from concepts of triangulation in that it is not 
similarities of findings that are being looked for, but contradictions or gaps.  It 
has more resonances with the concept of crystallisation in that it leads to 
understandings of the complexity of the issues being explored.  
“Crystallisation,“ writes Richardson (p522), “provides us with a deepening 
complex, thoroughly partial understanding of the topic.”  

The search for material that would crystallise or show the simultaneous 
structure and complexity of the themes that were emerging, was a further 
significant strategy in my analysis.  It guided for instance both the successive 
analyses and the final presentation of the artists’ discussions of how they 
perceived biculturalism as an issue in their art (Chapter 4.3). 

Writing as a strategy for understanding and interpreting 

As the above paragraphs suggest, writing was an essential part of my analytic 
process.  The integral part writing plays in the sorting of ideas and in the self-
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teaching of the researcher is widely acknowledged (Ely 1997; Richardson 1994; van 

Manen 1990; Zuber-Skerritt & Knight 1986; Brown 1994).  Writing allowed me to clarify 
my ideas and present them to others for feedback.  Consequently both 
successive drafts of each chapter of the study and reflective memos on 
particular topics, such the significance of postcolonial theory to the topic, were 
important tools of analysis and interpretation. 

Respondent feedback 

The first two chapters of my study, in particular, involved telling other people’s 
story.  It was, therefore, an important feature of my research process to elicit 
critical response from respondents to the analysis and the various stages of 
writing. 

Arnold Wilson was not only my key informant for the Pakeaka project, he had 
also been the originator and director of the programme.  Accordingly I 
returned to him with the paper about sacred space, mentioned earlier, and the 
detailed reflective analysis of the Pakeaka documents.  The August 1997 
interview recorded his response to the material and the issues he wanted to 
further highlight after his reading.  When I completed the first draft of the 
Pakeaka chapter of the study I again sent it to him for reading.  He in turn sent 
it to Garfield Johnson, the eminent New Zealand educator, who had worked 
with him in the early stages of the programme and arranged for a meeting 
between the three of us at Awataha marae that would allow discussion and 
feedback.  Portions of that feedback were taped (January 1998), in particular 
Arnold’s discussion of the importance of the kaumatua meetings, which he felt 
needed further explication.  The discussion at that meeting helped me to focus a 
number of issues that eventually gave rise to Chapter 2.4.  Further telephone 
conversations with Arnold, and letters from him and from Garfield, allowed 
me to feel confident that I had not ignored issues they perceived as important 
or misrepresented their actions or intentions.  For example, Garfield (April, 1998) 
writes:  

I’ve read all this and am deeply impressed with the information you have amassed and 

your general treatment of it.  

I mentioned to you over the phone one or two errors of fact - perhaps only one.  

The fact he refutes is a statement I made: “In 1981 Garfield retired because of 
ill-health.”  He writes: 

Garfield did not retire, his employment was terminated (unofficially from an 

impeccable source) on the instruction of the Minister, Merv Wellington, who had 

crossed swords with me  (and most of the rest of New Zealand) over the Johnson 

Report.  
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Later in the letter he writes: 

What I never did quite comprehend was... the lip service often given to Arnold’s 

(programme) - I actually strongly suspect envy or a feeling of being challenged by 

Arnold on the part of some senior art advisers.   

His comments encouraged me to look more closely at the dissonances between 
official endorsement of the programme and bureaucratic impediments, and at 
the complexities of communication both within the department and with 
schools. 

Successive stages of the second chapter, the history of bicultural theatre, were 
taken to the artists I interviewed for feedback, not only in their role as my 
informants, but also because they has been key players in New Zealand theatre.  
Additions and alterations were made as a result of this feedback.   

Similarly, where I used material from participant interviews, particularly in the 
discussion of the workshops in Panguru and in the discussion of contemporary 
issues in theatre, I have returned drafts of my writing to  the participants 
involved to allow them to comment on how I construe their words.  

Hot spots, tentative categories, emergent theory and focus 

During the initial reflective analysis in my log questions and issues arose, and 
gradually items in the documentation set up a dialogue with each other.  I was 
however reluctant to establish categories too early in the investigation because 
the nature of the investigation demanded an open mind in the early stages.  
Rather than predicting what features the bicultural landscape should have, I 
wanted to use each of the research journeys in order to discover those features.   

Nevertheless, thematic categories began to emerge.  Some, like the influence of 
the marae, came as the result of repeated references within the documentation 
and in interviews.  Others came because of contradictions or dissonances - what 
I came to regard as hot spots - within the data.  For example, students reported 
tiredness and ‘negativity’ midweek during the first Panguru workshop, and I 
questioned in my log whether it was the problematic content that gave rise to 
the sense of tiredness, or whether it was that the work had not pushed far 
enough into the negatives to deal with them.  Similarly the discussion about 
protocol that same week led to unresolved interpersonal tensions being 
reported in the students’ journals; to what extent was it protocol that was at 
issue, I wondered, or was it a matter of trust and group process?  Discussion of 
hot spots such as these in my log led to the formulation of tentative theories 
about the effect of working in the body.  New questions arose as the analysis 
progressed. 
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Initially my list of categories was long, and the scope of the material I wanted 
to deal with was more extensive than what is presented in this final writing.  
During the analytic and interpretive process I gradually refined and reduced 
the thematic categories that seemed most relevant to an understanding of the 
bicultural space I was describing.  At the same time my selection of focus 
altered.  For instance, although the involvement of Maori writers of children’s 
books was an exciting feature of the 1988 Pakeaka workshop, it fell outside the 
final framework I adopted.  I felt that if I focused on a limited number of events 
within the ten-year programme, it would allow me to create a denser and more 
vivid reconstruction of what took place. 

Presentation  

A number of decisions have shaped my final presentation.   

During my investigation I realised that it was important to an understanding of 
the events I describe to reconstruct their texture, complexity and mood, as well 
as to comment analytically on their significance.  Therefore my final 
presentation utilises narratives, anecdotes and vignettes, and strives to preserve 
the authenticity of informants’ voices.   

I decided to retain the image of journeys and journeying as an informing 
metaphor.  I also decided not to arbitrarily reduce the account of each journey 
to a uniform style.  For instance, in the second chapter the historical survey led 
to one kind of discursive presentation, whereas exploration of current issues 
led to another.  I finally realised that blending the two into one narrative would 
reduce rather than clarify meaning.  Therefore the two stand side by side. 

Discussion of the contemporary issues in bicultural theatre (Chapter 3.3) raised a 
number of presentation challenges.  In the first place, recognition of oral 
traditions of knowledge is an important tenet of this study.  However, Western 
scholarship privileges the written and published word.  In an integration of 
written and oral analyses, the oral risks being diminished.  Because I do not 
wish to undercut the significance of discussion by recognised senior artists like 
Don Selwyn and Arnold Wilson, I have chosen to present their analyses as a 
discrete section of the chapter.  Secondly I have tried to preserve the vitality of 
the oral discussion.  Therefore, as I explain in more detail in the context of that 
chapter, I have brought the material I gained in separate interviews into a kind 
of dynamic conversation.  

Because the New Zealand issues that I discuss are likely to be foreign to many 
readers, I have placed the first journey before a discussion of the conceptual 
fields and their literature.  In this way I seek to engage readers in the 
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exploration of a bicultural territory before I turn to extensive conceptual 
discussions. 

The account of Te Mauri Pakeaka is intended as a recovery of an important 
historical project as well as an analysis of what took place.  Therefore, I 
deliberately offer extended narratives in order to reconstruct what happened as 
well as to provide a platform for analytic investigation. 

Since each of the journeys is a separate investigation - chronologically and in 
terms of who did the journeying - into a space that is emergent but still 
relatively unchartered, I found it was important to let each journey speak for 
itself, and to refrain from drawing threads together until the final chapter. 

Description of cultural meetings is inevitably subjective, and I consciously 
allow my voice to struggle with the twin demands of truthfully representing 
other participants’ voices (Clandinin & Conelly, 1994, p423) and of producing an 
account that carries the commitment of my signature (Geertz, 1988, p424).  

Language  

I found a constant challenge in the search for language that could describe the 
conceptual understandings that arose out of exploration in the bicultural space 
and that were not overly loaded with previous meanings from other contexts.  
Lakoff and Johnson (1980) helped me understand the degree to which 
“metaphor is pervasive in everyday life, not just in language but in thought and 
action” (p3) and the degree to which metaphors “structure our present reality” 

(p145).  Gee (1992) elucidated how language, social practices and meanings are 
inextricably linked, and how discourses shape our meanings ideologically and 
politically.  Dewes (1975) highlighted some of the difference between Maori and 
Western discourses. 

At best the search for appropriate language ends in limited success, a 
compromise that hopes to carry the weight of description and of analysis and 
that is prepared to be challenged in its turn by further academic engagements 
in the field.  However, in the process I have chosen a number of deliberate 
linguistic strategies that I need to signal at the outset.  In the first place I write 
in New Zealand English, a language characterised not only by vocabulary 
differences from Queensland Australian English that might be comparable to 
those found in, say, South Australia, but also by the importation of a number of 
words from Maori.  An immediate consequence of this choice is that Maori 
words which are used within the New Zealand English sentence are not 
automatically italicised, although a glossary is provided for readers outside 
New Zealand. 
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Another feature is that no ‘s’ will be used to signal pluralisation of words that 
are taken from Maori, as this is increasingly becoming the normative practice.  
When such pluralisation does occur in the words of informants, as it often does 
with those of an older generation, I do not interfere with their use of language.   

The term Pakeha is used throughout to designate non-Maori New Zealand 
identity.  However, the term is also often used by Maori to designate all non-
Maori power structures, and conceptualisations, such as ‘the Pakeha education 
system’, or ‘Pakeha theatre’.  Again if these occur within the context of what an 
informant is saying, I keep the expression.  But in my own descriptions of 
structures or ideas that are not particularly from New Zealand as well as being 
non- Maori I search for other terms that will designate their western or their 
global connections.  Moreover, because I need to use the word Pakeha to talk 
about a commitment to sharing the New Zealand space with Maori, I often turn 
to other terms when a sense of committed identity is not involved.  For 
example, I borrow the terms power culture  and pale mainstream  from O’Regan 
(1995) and Durie (1998) respectively. 

The term New Zealand also presented problems because it comes with overt 
colonial entailments.  But although the term Aotearoa is widely used, especially 
in consciousness-raising discourses, it seemed an inappropriate choice for this 
study because it implies a degree of cross-cultural agreement that has not yet 
been realised.  Therefore, I continue to use the term New Zealand, unless I am 
talking about envisioning of a dynamic bicultural future when the word 
Aotearoa is sometimes used. 

The terms emergent space, third space and bicultural space are used throughout the 
study.  While they are not intrinsically synonymous, they are used to refer to 
the same area of investigation.  They do, however, come with different 
connotations.  The space I discuss has no easy single label.  I hope that the 
successive juxtapositions of these terms will create a sense of the bicultural 
space, as I approach it in this study, as one that is emergent, not pre-defined, 
and that offers new challenges, opportunities and understandings. 

Accountability 

Before I left Panguru I was given two gifts: a bone Manaia neckpiece and a 
richly coloured flax kete.  I recognised the kete as something that had been 
covertly handled over the past day by each member of the group, and that had 
featured, covered, in at least one of the enacted scenes.  Back in Australia, as I 
shifted through the data I had collected and probed it to find emerging themes, 
the Manaia and the kete served to remind me of my obligations as a researcher 
describing territory that belongs to others as well as to me.  These include: 
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commitment to honouring the voices, actual and implicit, of those who were 
my partners in the project (Anderson and Jack 1991; L. Smith 1999); acknowledgment 
of my own emotional and conceptual engagements in the work (Ely et al 1991); 
taking the risk of analysis and interpretation in order to promote further 
engagement with the issues (Spivak 1990); and working towards a reciprocity of 
gains (Benmayor 1991; L. Smith 1999) for those whose ideas and experiences 
contribute to my research as well as for me. 
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2  The First Research Journey  

 

Te Mauri Pakeaka 
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Chapter 2.1 - Invitation to Enter 

 

Several hundred people gather at the far side of a footbridge that leads to the 

newly completed community arts complex, Forum North, in Whangarei. A video 

camera (Derby & Vaneveld, 1982) captures the air of buoyant expectancy as well as the 

hesitation and uncertainty.  People have arrived in groups: teachers and students 

from six Northland schools, two from the city and four from the surrounding 

region; power-brokers and advisers from the Department of Education; artists, 

Maori and Pakeha, from Auckland, Hamilton, Wellington, as well as from the 

Whangarei district; Maori elders who have come to support the school of their 

region.  They mill about, meeting up again with old friends, easing past the 

unknown faces with cautious courtesy. 

A high-pitched call cuts the babble of talk.  Somewhere ahead, far out of sight of 

most of the throng, the karanga, the women’s call of acknowledgment and 

welcome, signals that the waiting is over: the visitors and the spiritual forces they 

bring with them are called to enter.  From the women who have gathered at the 

head of the mass of visitors, an answering cry acknowledges the people whose 

ancestral connections entitles them to issue the welcome.  The women’s voices 

weave across the intervening space.  Slowly, prompted by the Maori elders who 

lead and flank them, the crowd moves forward. 

The camera pans the group of home people, the tangata whenua, at the far end of 

the open space outside the community complex.  They stand, waiting for the 

visitors to draw close and sit down on the grassed area, before they too are seated.  

Their kaumatua, their elders, stand, one at a time, to speak to the visitors, to 

welcome them, and to honour the purpose of the gathering.  Then it is time for the 

visitors to reply.  Most of the talk is in Maori, with interspersed English 

commentary that does not aim to be an exact translation.  The school principal who 

stands, and the departmental officials, clearly need their notes, and the video 

mercilessly catches the uncertainty of their pronunciation, but they too pay tribute 

to the language and to the protocol of the occasion.  The camera lingers on a Maori 
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elder who has accompanied the school from Dargaville, a region on the West Coast 

that has a high percentage of Dalmatians in its population.  As he finishes speaking 

three women in Dalmatian costume strum balalaikas as an alternative to the 

traditional Maori song. 

It is 1982 and the schools have come for a weeklong workshop, where they will 

live together as if on a marae.  For many of them this meeting outside the walls of 

Forum North constitutes their first encounter with anything Maori.  Each school is 

to devise a performance by the end of the week, using Maori story as its basis.  The 

story could be one of particular importance to the region, or one with a more 

universal, perhaps mythic, theme.  And out of the story, out of the encounter with 

the elders who constitute the oral libraries of Maori knowledge, and the encounter 

with the artists who will help them shape what they learn, will come a exploration, 

a re-evaluation  of who they are, as New Zealanders and how they can live 

together. 

The five days that follow are short on sleep and privacy, filled with warm-ups, 

rehearsals in every available corridor, group-made murals, shrieking hitachi saws, 

close-packed mattresses, impromptu practices of haka and waiata, kitchen duties, 

giggles and tearful discoveries.  The camera offers glimpses of dancers from New 

Zealand’s leading dance company Limbs working with groups of students, of Joe 

Malcolm teaching other groups the koauau, the traditional flute, of a group of boys 

performing a haka to farewell their elder who has been unexpectedly called away 

to a funeral, of John Rangihau, a revered Maori scholar, lying back on his mattress, 

explaining how beneath all the apparent chaos of activity on a marae there is an 

order that comes from people understanding their collective responsibility.  

The programme that brings them together is Te Mauri Pakeaka.  While this is the 

first time the live-in has lasted five days, and the first time it has focused on drama, 

the programme has been evolving since the mid-70s, and drawing together 

schools, artists and the Maori community in workshops throughout the North 

Island.  In this section of this chapter I will trace the development of the 

programme, identify some of its characteristics, and discuss how the location of the 
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programme on a marae, on Maori space, impacted on the art and the learning that 

took place.  Following sections will examine other aspects of the programme.  

A brief history of the programme’s emergence 

Arnold Wilson, the initiator  and director of the Pakeaka programme, was 

seconded to the Education Department in 1975.  He was a practising teacher and 

artist, and Maori, and his task was to “investigate programmes in Maori art and 

craft, especially in the area of involvement with schools and the community” 

(A.1.1).  The appointment took place within the context of an education system that 

was beginning to face that it had serious problems in terms of Maori education.  

Maori and the education system 

Throughout the 50s and 60s the perceived solution to New Zealand’s racial issues 

was one of assimilation.  As it became evident that Maori students were dropping 

out of schools in enormous numbers, their failure was examined in terms of deficit 

(Hunn Report 1960).  The deficit model of the 60s saw the Maori child as a ‘problem’ 

for education while concealing the bias inherent in Pakeha dominance inherent in 

society itself (Simon 1984).  At the same time as government commissions focused on 

the remedial and special needs of the Maori child, and family (Simon 1986), Maori 

activists indicted the education system itself as “ethnocentric and middle-class 

orientated” (Walker 1973, p112). 

 By the late 60s an assimilationist approach was being vigorously questioned.  The 

concept of cultural difference began to replace that of cultural deprivation, and the 

incompatibility of home and school was recognised to be at least partially 

responsible for Maori non-achievement (NZEI 1967).  There were calls for the 

inclusion of Maoritanga, the study of things Maori, in the curriculum, not only to 

enhance the self-image of the Maori child, but also to ensure the Pakeha child 

gained some understanding of Maori values (NACME 1970).  Thus for the first time, 

“Maori education was seen to include the educating of Pakehas“ (Simon 1986, p15). 

In the 70s Maori activists called for teachers to be trained to teach Maori, for a 

national Maori language week to be instituted, for media to convey Maori views.  
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By mid-decade there was a shift in departmental policy which called for Maori 

language and culture to be included in the curriculum at all stages.  The Johnson 

Report (1977, p16) stated:  

The Maori people as tangata whenua of our country have the same rights to the promotion 

of their cultural heritage in our schools as the dominant Pakeha majority.  The painful 

effects of failure in this respect, in the past, are only too well documented in the low 

expectations of school success, job aspiration and so on. 

Changes in official terminology, and the inclusion of Maoritanga in the 

curriculum, did not in themselves challenge “the relations of dominance” (Simon 

1986) in school or society, or even provide the resources for a meaningful teaching 

of the new curriculum.  The teachers and administrators, and educational power-

brokers were almost all Pakeha, and the teaching materials were sparse indeed.  

Arnold Wilson recalls (August, 1997) how in this period he was invited to a meeting 

by Peter Boag, the Assistant Director of Education, and looking around saw a 

room of “pinkies, talking about Maori education”.  When he challenged the 

committee and asked where the “brownies” were, he was told there were not any.  

“I can get some brownies in here,“ he said.  “Just give me time.” 

Arnold’s initial secondment was for six weeks.  At the time, he writes (A.1.13), it felt 

like an insurmountable task: the most he could do was to scratch the surface.  The 

recurring problem was shortage of resource material and of resource people, and 

so gathering these was a primary focus.  The few teachers who worked in these 

areas were working in isolation.  He organised groups to work with two well 

known Maori artists, Paki Harrison, who was carving at Whaiora, an urban marae  

in Otara, and Para Matchitt, who was creating the epic mural in the dining hall at 

Turangawaewae.  His secondment stretched into the following year, and beyond.  

In 1997 Garfield Johnson, the author of the Johnson report, who had just retired as 

Principal from Hilary College, was appointed to assist his work. 
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The first 3-day live-in at Te Pae o Hauraki 

Work with schools was restricted by limitations of school organisation and daily 

timetables.  “Their hands were tied,” Arnold recalls (1996), “because of the timing of 

bells and school routine”.  And by the alienation produced by talking about a 

culture from the outside as if it was a frozen entity.   

A break-through came when Arnold proposed they should stop merely talking 

about the implementation of Maoritanga to principals and administrators and 

instead take schools to live and work for a period within a totally Maori space, the 

marae.  The site of the first workshop was at Te Pae o Hauraki in Paeroa.  Location 

on the marae allowed access, as Arnold explains ( August 1997), to protocols that 

were “happening as part and parcel of the whole thing”, and access to not only 

Maori language, but also “the art work - the visual arts and the performing arts, 

and all those other things that go with it”.  As well as providing a learning 

laboratory, the location provided an opportunity to celebrate, rather than just 

study, the stories of the region: “They performed their stories about Te Pae o 

Hauraki, and all the legends of that whole area,” recalls Arnold, “they re-enacted 

those things on the marae itself.” 

Garfield Johnson describes (A.1.10) the meeting with the marae committee:  

At the time I didn't realise quite what we were asking in that little room next to the dining 

hall.  Here was Arnold Wilson, Tuhoe, i.e. from another tribe, and a somewhat bewildered 

Pakeha from a city suburban school, asking these people to host a group of children and 

teachers from schools outside their immediate school district for purposes which they 

might not even thoroughly approve... The people were, in fact, most anxious to promote 

things Maori.  Here was a way they could help. 

The project was to bring 10 students from each school, with some teachers, 

including  teachers of Art or Woodwork, Maori language and English for a three 

day block course to construct murals.  These murals used Maori art forms as a 

basis for storytelling, dramatisation and songs to retell some of the ancient Maori 

stories, those with cosmic themes.  Garfield discusses the role of the art project as a 

catalyst for more complex interaction, and learning:  
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There was no way the murals could be finished in three days.  The start was slow.  Arnold 

Wilson's style of teaching was not structured.  He waits for the ideas to come from the 

pupils and then is there to encourage, suggest, assist, but never to dominate… The murals 

and the way they were put together came from the interaction of the members of mural 

working-party, the resident elders, tangata whenua and others who were living-in, and, of 

course, from the aroha, ihi, mana, wairua of the marae itself - those intangible influences 

which it was part of the whole exercise that everyone should feel and recognise. (A 1.10) 

After the three days the unfinished murals were taken back to the schools to be 

completed, by a wider participatory group, for presentation to the marae at a later 

date.  When difficulties arose because of the rigidity of the school timetables, 

Arnold spent  time at each school to supervise the finishing.  Then further work 

took place to prepare the presentations.  The giving of the murals to the marae was 

in appreciation of the hospitality received.  It was also in keeping with the 

tradition that gives away the first thing made.  Garfield describes the day: 

There we all were, Maori and Pakeha or whatever, sitting around in a setting indigenous to 

our country and nowhere else, having studied and portrayed through art, dance, song, story, 

ancient and beautiful legends of our land; and reciprocating through our gifts, the 

generosity and aroha of those who had taken us in to share their hospitality and traditions 

and outlook on life; singing together a song which acknowledged that we, too, were just 

part of the life stream which it was our duty and privilege to treasure and preserve for 

future generations. (A.1.10) 

The shape of Pakeaka 

So, by Te Pae o Hauraki in 1978, the Pakeaka project had developed its own 

characteristic form.  Its defining characteristics were: 

it took place on the marae, 

it focused on art-making not cultural theory, 

it involved the community, 

there was facilitation rather than instruction, 

Pakeha as well as Maori had an important role. 
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The first of these characteristics is explored in more detail in the remainder of this 

section.  The others will be explored in successive sections of this chapter. 

Marae  

The marae is a space that is in itself Maori, where Maori values and styles of 

working and interacting operate and where the elders and the other resource 

people with Maori expertise are welcome and where they feel strong, on their own 

ground. 

Because the workshop took place on a marae, there were not only the facilities for 

everyone to live-in together, but also an established way of sharing communal 

time.  Of sleeping on mattresses in the same room, a room filled with carvings, 

weavings and rafter designs that embodied the local and cosmological history of 

the people.   Of eating together at long tables, and sharing the cooking and kitchen 

work.  Of joining together to welcome visitors and to mark important moments, 

like beginnings and endings, with karakia, recognition of the spiritual dimension.  

Living together in this way allowed the development of whanaungatanga, the 

sense of family commitment, of belonging to one another. 

The marae allowed a different approach to the work itself.  The school 

environment of discrete periods and discrete disciplines gave way to a working 

style in which time remained fluid, fitting itself around the completion of tasks.  

“There is a complete change of attitude on the marae where it is difficult to get kids 

not to work,“ reports a teacher involved in Te Pae o Hauraki (A 1.11).  And another: 

“As for the students, you couldn’t really stop them once they got started.  We 

started early and worked late.” 

The marae allowed an emergence of new roles.  Students’ and teachers’ roles 

changed.  In many cases it was the teachers who were the newcomers to the 

situation.  They learned to let go of their classroom sense of being solely 

accountable for the work produced and to become instead facilitators, in whatever 

area of expertise they brought.  The Maori language teachers initially felt the 

pressure to ‘fix it all’ ( Arnold 1997).  “Hang on,” Arnold told them, ”just concentrate 
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on the kids doing it and when they want to know what's the name of this 

mountain over there - you tell them, or you bring in your elders - that's what 

you've got to do - just bring in your elders to tell them the story.”  Unexpected 

students developed skills in leadership: “All the hard case ones,” says Arnold 

(1996), “took over and looked after the tools and did this and did that.  All these 

people here suddenly realised they could organise themselves.  Some of them are 

born leaders.” 

Art took on a new perspective on the marae.  The house itself is the living body of 

the ancestors, its walls proclaiming its histories.  It is not only the carvings, the 

weavings, the rafter paintings that do this; there is a constant performative 

enactment:  the marae and the ancestral house create the link between the people 

and the land in an on-going ritual of connection, the drama of the powhiri unfolds 

a ritual of arrival and integration, the patterns of speech-making, song and haka 

underlie important moments of transition, and throughout the day karakia, shared 

work and shared meals are constant enactments of community.  Kawharu (1984) 

emphasises “the importance to Maori of oral literature and that symbolism and 

imagery which we call the visual arts”.  Art knew no compartmentalisation 

separate from other aspects of life, he explains, and it served as the means “of 

enhancing the community structure of the kin group”. 

In this way the marae was not only a location; it was the heart of the programme.  

Instead of talking about a Maori way of seeing the world and of doing things, it 

showed it; and, for the three days that they stayed there, it allowed the participants 

to ‘try out’ how that way of seeing and doing feels, and what it might offer to each 

of them if they had the freedom to move between both worlds.   

Transformation through performance 

When Pakeaka came to Whangarei, there was no marae.  There was however an 

impressive community arts complex, Forum North, in the process of being built.  

The Community Trust that administered the complex had a commitment to 

facilitating community activities as well as more commercial enterprises and 
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offered its facilities and its staff to the Pakeaka hui, or gathering, free of charge.  

1982 was the second time Pakeaka came to Forum North.  In the previous year, a 

three day long hui had taken place and was centred around the making of murals 

depicting histories of the region.  The murals still hang in the main hall of the 

complex.  

Then, as in 1982, Forum North had become a de facto marae.  Not only did the 

visitors enter upon the welcome of those who the Maori world recognised as 

having hereditary claim to the area, but also, as Arnold underlines in his report on 

the week, the event was run like one on a marae, with the placing of contentious 

issues for debate, and with the programme fluid to meet the needs of the emergent 

situation (A. 5.2).  The siting of the work on a marae clearly established the ground 

as Maori, with a framework of Maori values and codes of action.  The invitation 

was to bring in the multi-ethnic and the multicultural.  The balalaikas from 

Dargaville were one of many multicultural elements brought to the workshop.  But 

they were brought into Maori space.  It was not an exclusive process.  For example, 

Craig Pollock, director of the complex, non- Maori, stood as part of the tangata 

whenua.  It is the framework of reference that was Maori, rather than the 

segregation of people. 

Such a transformation could not happen arbitrarily.  It needed the active 

participation of those who could claim to be tangata whenua, whose connections to 

the land give that marae its connections to the wide spiritual domain, and who can 

establish a protocol by which all the manuhiri, all those who come, can be made 

welcome and safe.   

It is interesting to examine this transformation of a not specifically Maori building 

into a marae in the context of what Schechner writes about ritual and theatrical 

performance.  He sees ritual and theatre as straddling a continuum,  the two ends 

of which are identified in efficacy and entertainment (1988; p120).  The 

differentiating feature, he claims, is not so much in style or process of performance, 

but in efficacy.  The performance that is ritual, as opposed to the performance that 
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is theatre, is an act of collective creativity, in which the audience believes and 

participates rather than watches.   

When Forum North became a marae, the performative acts were not just a copy of 

a ritual that exists elsewhere, a pretending.  Rather they accomplished a 

transformation.  By our participation in that ritual, we did not just copy Maori 

custom, we participated in making it happen. 
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Chapter 2.2 - Capturing the Sun 

 

In a world before our present awareness of time, the sun raced rapidly across the 

sky, and people dwelled mainly in darkness.  Maui determined to slow down the 

sun.  He made a net with strong sinews of flax, and, with his brothers, lay in wait 

for the sun to rise from its pit.  He captured it and beat it into submission.  And to 

this day the sun moves more slowly across the sky. 

Tikipunga High School was one of the six schools who came to the 1982 Pakeaka 

workshop.  It came with a vaguely formed plan of exploring how the story of Maui 

and the sun relates to  our contemporary world in which there is never enough 

time, and to our relationship with tradition.  I came with the school, as its Drama 

teacher.  It was my second experience of Pakeaka, as I had come to the three-day 

mural-based workshop the year before. 

After the workshop finished, each school that took part was expected to produce a 

report on the experience and send it to the Department.  Tikipunga’s report (A. 5.4) 

contains reflection on the pressures created by participation, reminiscences of 

initial motivations, reflection on the actual experience, some remembered 

comments by resource people, an account of trying to find right form, and a few 

poems about the  transience of drama.  Within this package, the teachers involved 

jointly described the process of devising the drama.  In the next few pages I will 

draw on this report and on my own participative experience to examine aspects of 

the drama-making, and of the overall experience of the workshop.   

“We arrived with storyboards, flowcharts, and semi-confused kids” the report 

begins. Preparation had began at school.  We had held a number of meetings and 

brained-stormed our direction.  We planned to move freely between past and 

present time, connecting our problems with time to the story of Maui.  At a certain 

point, Uncle Mac, the kaumatua who would be accompanying our school, was to 

interrupt our work and initiate a debate on the liberties that one might take with 

tradition.  It looked good on paper, but not all the those who came to Forum North 



 57 

had come to the meetings, and even those who had come had no clear idea how 

the plan might unfold into action.  Neither, at that stage, did their teachers.  

“They were further bewildered by the huge number of advisers and having to 

explain over and over again what we were doing - something we were only 

marginally sure of ourselves,” the report continues.  Many of the advisers, Maori 

and Pakeha,  were also finding their role at the beginning of the workshop.  This 

was their first experience of Pakeaka, and the overall project was set up for their 

learning as well as that of the schools. 

“Our kids were scared to act, but wanted to take part,” says the report.  “They 

froze when it came to improvisations and roleplays.”  Many of the Maori students 

had never been involved in drama, although they were versed in Maori performing 

arts.  The Pakeha students came with the opposite experience.  “The first day we 

spent talking, planning.  Till two in the morning outside the theatre.”  Being in the 

workshop created an initial excitement.  “The second day we tried to put our ideas 

into practice with workshop improvisations.  Frustration.  Failure.  Despair.  And 

tiredness.  Long  sleep in the afternoon listening to a lecture on waiata.”  But the 

excitement eventually collapsed into exhaustion.  We were having difficulty trying 

to implement our earlier vision.  I was falling back on this stage on the drama 

practices I had used with my drama students.  They didn’t work with a group who 

had no background of drama and many of whom, though they did not want to opt 

out, were afraid they might appear foolish. 

“Massage by Viv to relieve tension,” reads the next cryptic sentence in the report.  

Viv had been involved in the hui the previous year.  The timetable would not 

allow her to come again, but she would drop in after school to support however 

she could.  Other teachers and parents also dropped in at various times. 

“Back to the drawing board.  Re-think.  Instead of getting kids to do what we 

planned, change plan to fit kids' personalities.  What are they good at?  What do 

they feel comfortable doing?  Music.  Rhythm.  Beat.  Humour.  Haka.  Thumbnail 

sketches rather than role plays. Sudden explosion into vision.  Fantastic.  Fabulous.  

Terrific.  It'll work!”  We did not have the terminology at that time, nor the 
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theoretical frameworks,  that would allow us to identify processes like freeze 

frames, role on the wall, spoken diaries, thought captions. We were discovering 

these processes as we went along.  And we were drawing on Maori as well as 

Western sources for our process.  “Still no ending.  But we kept working at what 

we had, trusting the end to find itself.” 

“At a dead point Carole arrived and volunteered to help kids design and dye 

fabric for the sun's costume.  The design in turn dictated shape and movement of 

the sun.  Huri helped the guys create a haka.  That led spontaneously to a mime 

action for the traditional part of the play.”  Carole Davies is a batik artist, Huri 

Callaghan an exponent of haka, and Hirini (Syd) Melbourne a musician.  As the 

week unfolded they would stop occasionally and watch our work in progress.  As 

they did not linger to talk to us about it, we did not particularly notice their 

presence.  At various stages each offered us something that might take our work a 

step further, if we wanted to use it.  Carole is Pakeha, Huri and Hirini are Maori.  

Their combined offers led to a play that drew on both Maori and Pakeha 

approaches to performance.  

“Uncle Mac, who was going to play himself as an elder interrupting the action and 

initiating an argument about innovation and tradition, had urgent business up 

North,” reads the report.  Uncle Mac’s unexpected departure was one of the many 

instances during the week where what was planned had to change to 

accommodate happenings in the ‘real world’.  This was a consequence of 

community involvement.  And it was an example of the holistic nature of learning 

on the marae.  As it turned out, there was no explicit discussion about innovation 

and tradition in the final performance.  The form that evolved, however, posed the 

question implicitly.   

Uncle Mac’s departure left us unsure of how we would end our play.  But since the 

students were on a roll, we decided not to stop the work to brainstorm 

alternatives. “Syd turned up,” says the report, “and said, ’I've made a song for 

you.’  And provided our ending.”   
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“Ros was fantastic,” reads the next paragraph.  “Supportive.  Used our directions, 

and watched and reflected back.  Acted as an outside stabiliser.  And allowed all 

the staff to get up on stage with our kids.”  By the second half of the week, all three 

of the teachers had stepped into the drama.  Our involvement was an important 

ingredient in terms of the group spirit that was building, but it left no one outside 

the drama to give feedback.  We approached Ros, one of the resource people, and 

asked her to watch and reflect what she saw.  Her feedback left us free to make our 

own decisions. “We got our drama to the point were we loved doing it.“ 

The report concludes: “Thursday night was one long celebration.  We were great.  

The others were great.  Their achievement was our achievement.  We shared.”  

Even though each of us had worked on a separate play-making project, because we 

had worked in the same large space, and because we had shared meals and all the 

other interactions of daily living, the final presentation on Thursday night was 

very much a unified performance.  Each of the schools were actors and audience.  

And each of them had a sense of shared ownership of all the work.   

While the account is a very subjective reflection, it highlights a number of aspects 

of the drama work during Pakeaka that invite further analytic examination. These 

include: the two layers of the drama-making task - exploring meaning and 

exploring form; the need for research and negotiation; the way play-making served 

as a catapult towards interaction with different groups of people and with the 

marae itself; the communal ownership of the work, and the relationship between 

artist and audience; the newness of a theatre that sought to incorporate Maori and 

Pakeha materials.  Discussion of these elements, and some of their implications, is 

the focus for the rest of this section.   

Finding meaning 

The video (Derby & Vaneveld 1982) made of the 1982 workshop captures Garfield 

Johnson talking about the importance of stories to the work in Pakeaka: 

You come in and you use the creation legends of the land because we all have affinity for 

the land, Maori and Pakeha, we want something that is going to unite us to our mother, to 

our mother country, and those legends do it. 
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His simple-sounding proposition carries a number of latent entailments.  The first 

is a need for consultation with elders, because many of the stories are not written 

down, and when they are their authenticity is frequently suspect. That consultation 

differs from a trip to the library, because a collaborative relationship needs to be 

developed before stories will be shared, and once consulted the kaumatua cannot 

be put back on the shelf like a book.   

The second is to consider the existing meanings of a story.  Although the existing 

meanings need not limit further exploration, they cannot be ignored.  The 

comments of two advisers to the Tikipunga group will illustrate.  Apera tells them 

to “be careful how you portray Maui because of the respect the story deserves.  

Make sure you tell it the right way, the traditional way.”  She emphasises caution 

in dealing with ‘special material.’  Huri reminds the students: ”Maui and the 

suntrapping is part of the whole collection of Maui stories, and in them he comes 

out as someone who is mischievous.  He wasn’t hamstrung by tradition.”  He 

encourages an innovative approach to the material.  The dilemma for participants 

in Pakeaka was not so much to decide which line of advice is right, because in 

important ways they both are.  Rather it was to figure out how the two approaches 

related to each other, and to find their own way of dealing with the dual demands.  

In their report the Tikipunga students set out these, and other, snippets of advice 

like bursts of the sun, fighting against the nets that hold it.   

Three dramas that evolved during the 1983 Pakeaka hui offer further insights.  The 

first is Kaitaia College’s retelling of the story of Tohe, an ancestral hero from the far 

North who, in his journey to find his daughter, gave name to all the places he 

travelled through (A.6.1).  The importance of the story to the people it comes from is 

evidenced by the fact that it is cited, as supportive evidence of their ownership 

rights, in their claim to the Waitangi Tribunal1 (Norman 1989).  So not only does the 

story carry traditional meanings, it is actively adding new layers of association.  

When the Kaitaia group found a metaphor in the story for the dual pulls of 

                                                 
1  Although this claim was formulated after the 1983 Pakeaka hui, the Kaitaia group would have 
come with an awareness of how the story of Tohe features in statements of identity in their region.  
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parental love and fear of the loss of traditional values, they demonstrated their 

awareness not only of the traditional meanings of the story, but also of how the 

story is a living metaphor in formulations of identify.   

The second drama is Whangaroa’s enactment of the story of Hongi Hika.  Hongi 

Hika is the Northland chief who in the early 1800s visited England and made a 

splash in society.  He was a protector of the missionaries, and of their valuable 

ploughs.  He acquired muskets and raided his enemies to the south.  The school’s 

choice of subject was a very controversial one because descendants of Hongi Hika, 

and of his opponents, are alive today, and heated in their defence or condemnation 

(Greenwood 1984).  After their performance on the final night, debate about their 

treatment of the subject continued long into the night among elders who had been 

part of the audience.  The debate affirmed the value of their work, honouring it as 

a contentious and significant issue.  

The third drama is Whangarei Boys High School’s humorous modernisation of the 

story of Reitu and Reipae, who gave their name to Whangarei as they travelled 

north on a bird magically summoned by Ueoneone.  The kaumatua in the audience 

led the laughter.  Perhaps it was because they were applauding an engagement 

with the traditional story that kept it alive, or perhaps it was simply that they 

valued the boys and so accepted the level they could work at with honesty.  The 

story of Reitu and Reipae is part of a narrative of identity; perhaps for it to have 

such meanings for Rasta-inspired young men, it needed to be told with apparently 

irreverent catchiness.  Similarly the students of Tikipunga had felt more 

comfortable with reggae beats and the rhythms of teenage vernacular.  The 

negotiation of meaning, as is widely recognised, cannot be separated from the 

negotiation of form (for instance,  O’Toole 1992). 

Finding form 

The negotiation of form also presented challenges. 

The first kind of challenge was that common to any devised material.  Whangaroa, 

for example, had reconstructed a number of different ways of seeing Hongi Hika 
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and they needed to shape these into a unified piece of theatre.  They did so by 

locating the action in a modern local pub, with ghost voices of the past taking over 

the narrative, arguing with each other in a collage of monologues. 

A further level of challenge comes with the blending of Maori and Pakeha 

elements.  The resource people at the hui offered the schools access  not only to the  

western theatre’s palette of forms, such as dialogue, movement, dance, song, but 

also to Maori performance arts with haka, taiaha, whaikorero, poi, waiata, and 

cadences of a different language.  In addition Forum North had a fully equipped 

professional stage and could accommodate elements from a range of different 

visual arts, from both traditions.  Tikipunga, for example, created an image of the 

sun by enveloping three dancers in dyed cloth, and juxtaposed this image with 

that of Maui and his brothers whose movement and appearance drew on Maori 

traditions of haka.  

Just as language carries resonances of previous usage (Barthes 1968; Kristeva 1980), so 

do the other elements of theatre.  So if a school group wants to use a haka, they 

find they have to decide which haka.  If they choose, or adapt, a traditional one, 

they find that it comes with the layerings of its previous usage.  If they decide to 

compose a new one, they have to understand elements of the form.  Thus 

playmaking triggered not just a selection of performance elements, but also some 

degree of study of the meanings, the forms, and the possibilities of those elements.  

Theatre in itself consists of complex and multivalent strings of signs (Aston and 

Savona 1991; Pavis 1981) that we get more adept at reading as we gain more 

experience with the forms.  But when two cultures both contribute performance 

elements, who has the experience to fully read the signs?  What complex cultural 

resonances are triggered, for instance, when a Pakeha dancer representing Reipae 

in a modern version of the traditional flax skirt does the splits? Within the Western 

tradition the action has a long ballet pedigree that lends itself in mood and posture 

to the sense of desolation Reipae feels when her sister has taken the bird and 

abandoned her.  Within a Maori frame of reference, triggered by the skirt or piupiu 

as well as the story, the movement evokes different narratives, such as the story of 
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Te Hana, about the power of women’s opened legs2.  During the 1988 hui, when 

the Polytechnic students performed a danced enactment of Reitu and Reipae, they 

experienced at first hand the pain of an unexpected stumble into bicultural politics 

as some of their audience responded to their work at level of one culturally-bound 

reading while they had designed it at another (A. 8.4). 

Once again the marae venue with all the supporting elders and artists provides the 

forum for those meanings, resonances and forms to be explored.  The drama is the 

catalyst for that exploration. 

Joint ownership 

A consequence of the interactive and consultative approach to knowledge in 

Pakeaka was that the art products were to some extent communally owned.  In the 

workshops where the focus was on visual arts the gift of the murals back to the 

host marae made this communal interest very explicit.  Drama could not so overtly 

be placed on a wall.  The final night’s performance, however, served a similar 

function: it allowed a giving back of the work to all those who had been 

instrumental in shaping it.  The arguments of the kaumatua after the Hongi Hika 

drama are one kind of evidence that the gift was received.  

Communal ownership extended to the individual schools’ approach to each other’s 

work.  Whangarei Boys taught Kaitaia “some staunchy movements” (A. 6.1).  

Broadwood students were shown how to wield the taiaha by a group of senior 

boys from another school (Amey  and Bolwell 1987).  By the time it came to 

performance, many of the schools were as proud of each other’s achievements as 

they were of their own.   

While the work was performed in a new and technically well-equipped theatre, 

and the schools had full use of light and sound facilities as well as the support of 

Forum North’s technical staff, there was little of the sense of separation between 

audience and actors that is the convention in mainstream theatre.  Actors sat in the 

                                                 
2  See, for example, Marsden (1975, p199) for an explanation of the complementary mana of male 
and female. 
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audience in their costumes watching their peers until it was time for their school.  

Calls of “kia ora!” from older members of the audience expressed their approval of 

certain elements of what unfolded on the stage, much as they might respond to a 

speaker on the marae.  When the performances were finished, elders would stand 

from the floor of the auditorium and respond to what they had seen. 

Finding process - a new kind of theatre 

In 1982 when Pakeaka first turned to drama as the art-making experience that 

would focus its explorations, there were few models of a bicultural theatre for it to 

draw on. 

The visual arts already had a history of practice in which Maori artists, and Arnold 

Wilson was one of them, drew on the semiotic and thematic heritages of both the 

indigenous and the imported cultures (Mataira 1984; Nichols 1986).  Para Matchitt’s 

Turangawaewae mural, which Arnold had turned to in his quest for resources, is 

an example of how Maori artists were drawing on international influences and 

new materials while still committed to a traditional understanding of the 

communal purpose of art.  Moreover the use of art as a deliberate educational tool 

across the curriculum had also been began to be explored.  In the 50s Elwyn 

Richardson had used clay and a wood-fired kiln as the basis for teaching the entire 

primary curriculum in a small school in the Far North (Richardson 1964).  And in the 

same decade Gordon Tovey, director of the Art and Craft branch of the Education 

Department, initiated a project with a number of other rural schools in the Far 

North in which art provided a basis for an integrated and creative approach to the 

curriculum.  Over the years he drew a number of the newly graduated Maori art 

teachers, including Arnold, into his scheme and encouraged them to look at art 

from the holistic and community -orientated point of view that characterised it in 

their own culture (Henderson 1998). 

Theatre was a little slower in coming to explore this kind of ground.  The evolution 

of a bicultural vision in New Zealand theatre is explored in Chapter 4.2.  Briefly, 

however, although the Maori Theatre Trust and Maranga Mai had already broken 

new ground in drawing on Maori and Western performative traditions, there was 
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little sense as yet of a mode of theatre that followed from their work.  These 

initiatives had made little impact on the schools in Northland who participated in 

Pakeaka in 1982.  Similarly, although there was an emerging international 

discipline of drama in education, and although Dorothy Heathcote, one of its 

leading practitioners, had already conducted a workshop in New Zealand, few 

teachers had heard of the approach.  Those of us who had had little idea how it 

might be used in the situation where we found ourselves on a marae, making 

theatre from local histories, clustered by visitors, resource people, advisers, and 

other schools pursuing their own projects.  The basic what if tenet of dramatic 

exploration seemed to have been replaced by the actuality of being there. In fact 

we were too busy trying to keep our heads above water to even think of adapting 

what the drama in education theorists might have to say.  As Arnold said in his 

report, “the Forum North experience was something new to everyone” (A. 5.2). 

Correspondences with international drama theories 

Although the work in Pakeaka developed independently of outside theories of 

process drama, there are interesting correspondences with both drama in 

education and Boal’s Theatre of the Oppressed. 

There are a number of parallels at the level of the individual schools’ play-making.  

One is the concept of pre-text.  As O’Neill uses it, a pre-text contains the germ of 

action, within it lie the possibilities of pursuing a number of different courses in the 

drama (Taylor 1995, p14).  So while the pre-text will not of itself lead in any straight 

line to a final text, it does generate ripples of narrative.  In Pakeaka both the local 

history and the entry of the schools onto the marae function as pre-texts for the 

dramas that are to evolve. 

Another is the approach to learning as an integrated, rather than 

compartmentalised activity (Bolton 1984; Heathcote and Bolton 1995, among others).  One in 

which intellectual, emotional, social and aesthetic capabilities are engaged.  One 

that does not segment knowledge into artificial curricular units.  This strongly 

matches Arnold’s vision of art as a catalyst for learning that involves spiritual, 
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emotional and communal processes, as the well as the intellectual ones 

foregrounded in schools (A. 6.4). 

Bolton (1984) argues for an approach to drama that construes it as an aesthetic 

experience at the same time as it is a functional learning one.  He stresses the need 

for truthfulness and underlines the importance of the performance mode within 

the drama.  The play-making task in Pakeaka, as explained above, demanded 

negotiation of both form and meaning, and the challenge of performance on the 

final night provided participants with opportunity to own and share their 

discoveries.  The importance of the performance of knowledge is also explored by 

Wilhelm and Edmiston (1998, p6) who highlight the way performance allows a 

Bakhtian doubling of viewpoint that arises when we experience two or more views 

at the same time.  Only by such processes, they argue, are new understandings 

formed.  

The international scholarship of process drama repeatedly argues that education 

can go beyond ”the pre-packaged, bite-sized, fragmented, and highly disposable 

facts with which students’ genuine appetite for knowledge is too often 

suppressed” (O’Neill 1995b, pix) and that “the youngest children can take bigger 

strides than usual” when their emotions as well as their intellects are stimulated 

(Heathcote and Bolton 1995, p49).  There is also recognition that such work “takes time 

and infinite gradations of perspective” (p 22).  Arnold’s rationale for bringing 

students as well as their administrators into an intensive art-based project on the 

marae reflects a similar vision: he aimed his programme towards “awareness of 

oneself, of others, of the world around us” (A.8.2).  Observers at Pakeaka (Johnson 

A.1.10;  Neville A.6.5) commented on the complexity of the learning that took place, 

and on the way that participants experienced shifts in consciousness not only 

during the live-in, but after as well. 

However, there are further parallels at the level of the direct theatre (Schechner 1993, 

p83) or proto-drama (O’Toole 1992, p82) that constitutes the workshop as a whole.  

Whereas the schools’ playmaking projects made relatively little use of 

interventions such as teacher-in -role,  there are interesting correspondences 
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between the hui as a whole and the use of role within dramatic context.  The roles 

of tangata whenua and manuhiri are clearly defined and central to the operation of 

the marae.  They are also quite different from daily behaviour in the mainstream 

culture that was the shared experience of most of the teachers and students of the 

schools.  Heathcote explains that the process of role-taking involves ”a harnessing 

of all relevant information known from previous experiences” and “the 

realignment of the relevant information to be applied to the situation under 

consideration so that the old experience becomes useful when applied to a newer 

problem, thus enabling us to see new and deeper meanings” (in Johnson and O’Neill 

1984, p50).  As they came into Pakeaka the school groups were met by Arnold and 

led onto the marae.  From the moment they moved forward in response to the 

karanga they were in role as manuhiri to the marae, and their behaviour 

throughout the rest of the week would be in accordance with the dictates of that 

role. That they played themselves in that role is in accordance with what Heathcote 

describes above: they harnessed all their relevant previous experience, and applied 

it to the new situation. 

The difference between their experience during Pakeaka and what they might have 

experienced if they came to a marae in other circumstances, was that Pakeaka was 

framed as a learning experience. And the participants’ role in it was real and only-

real-for now at the same time.  Theatre is sometimes described similarly, as when 

Schechner (1985, p123) talks about the liminality involved in an actor’s performance 

of a role.  Arnold (1996) recalls the importance of the regular morning meetings in 

the snake pit where teachers  could talk through the tensions that arose between 

the ways they were used to operating, and how their role seemed to constrain 

them. 

The specific processes of Theatre of the Oppressed are quite different from what is 

described in the Pakeaka data.  However, Boal’s explication of why those processes 

are important and what they can achieve has significant parallels to the strategy of 

Pakeaka.  Boal’s work, political and psychological, is a continuing search for 

processes that will enable  the participants to confront what oppresses them, 
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visualise solutions, and strategise steps to reach them.  His Image Theatre  (1975, p135) 

for example, utilises a number of variations of three pivotal images: the actual 

image, the ideal image , and a transitional image.  In Pakeaka the actual image is 

implicit in the educational institutions the participants have come from.  The ideal 

image is encompassed in the cross-cultural interactions of the week.  The 

transitional step is the walk of the school groups onto the marae.  The process is 

repeated at a number of levels  throughout the programme.  At the level of the 

play-makings, for teachers, the actual image is the one of the classrooms they have 

left and their own classroom-coded behaviour, the ideal image that of the co-

operative learning that is being mirrored around them, a transitional image is 

whatever conscious first move they make to facilitate that ideal co-operative  

interaction.  So too for students. 
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Chapter 2.3 - Clashing Discourses 

 

Pakeaka was a revolutionary programme: it intended an enormous change in 

consciousness, and consequently in educational practice; and as means of creating 

this change it set up a learning environment that radically rearranged the patterns 

of normal school practice.  The sense of liberation and discovery that Garfield 

Johnson described after the Pae o Hauraki experience was echoed by many of the 

participants in subsequent workshops.  But there were times when discovery did 

not proceed so smoothly and was not so well received.  The instances where this is 

recorded in the documentation offer us valuable insights into how the programme 

challenged existing conceptual structures. 

Behind each workshop lay months of negotiating with those who would take part, 

particularly with the schools and with their local Maori communities.  This section 

will examine the difficulties that arose in dealing with the schools, and with the 

Department of Education.  Two groups of documents, one from 1978 and one from 

1983, will be used as a focus.  The next section will look at the complexities of 

involving Maori. 

Difficulties at School level 

The documentation points to a succession of meetings.  Principals and heads of 

department want precise planning details, and preferably within the language of 

existing curricula.  Arnold, himself a classroom teacher but also an artist, tries to 

bridge the gap between the process he visualises unfolding on the marae and the 

timetabled structure of the schools, explaining in his particular mixture of 

metaphor and half-completed phrase - left open-ended to allow his listeners to  

assimilate it their own way and reflect back.  Garfield, the retired principal, pours 

oil on troubled waters, identifying with the concerns of  school administrators, 

sharing his own experience, reminding them of wider approaches to pedagogy.  

Often there is a relative sense of ease at the end of the meeting, and then a gradual 

return to perplexity - how can this venture, that they themselves have only 



 70 

partially understood, be explained to their staff?  The transmission takes place, 

translated into the existing blocks of a familiar discourse, or, buried by the constant 

avalanche of school business, does not get passed on at all.  The unprepared 

teachers arrive, unsure of their role, and those who stay behind complain of 

disruption.  In some cases there are irate phone calls to the Department, 

complaining of the implied criticism of their practice, and of intrusion into their 

territory.  Noel Scott, the District Senior Inspector, and Peter Boag, the Assistant 

Director of Education, field the phone calls, soothing, affirming the need for action.  

 A handful of documents from a programme at a central North Island school 

illustrates the complexity of intercultural collaboration. 

At cross purposes 

The course took place in September 1978, five months after Te Pae o Hauraki.  It 

too was a three day block course, but in this case it used the school, not a local 

marae, as the base of the programme. 

Arnold briefing paper is cryptic (A.2.3): it is clearly the paper end of something that 

he preferred to present in dialogue.  It briefly reviews the aim:  

to bring about community involvement programmes in this area. e.g., the school with the 

community and the community with the school 

Then it sums up the objectives:  

to use art and craft as a catalyst to bring this about using myths and legends, local or 

otherwise for this purpose;  

to use the expressive part of the arts for the same purpose, that is poetry, mime, dance etc. 

using myth or legend as a starting point;  

to bring about caring and sharing in a project such as this - to extend pupils into the area of 

the expressive arts and to gain an aesthetic appreciation of the classical arts of the Maori,  

to use the expertise in the school and from the community for this purpose e.g. the English 

teachers for the extensions of poetry, expressive writing, the art teacher for the aesthetic 

area of art and craft, the language teacher for the mime, dance, etc and locals for weaving 

and plaiting. 
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It goes on, very briefly, to explain the mural, the method of making it, and the day 

plan.  It is most detailed in its itemising of the materials  and tools that will be 

used.   

The feedback from the school consists of a report from an HOD (A. 2.4), comment 

from a parent (A. 2.5), a student (A. 2.6), and an annotated newspaper cutting (A. 6.7). 

Understanding of goals 

The HOD’s report reflects how the staff were divided in their understanding of 

why they were taking part in the project: 

Some saw it as an opportunity to increase the prestige of the school both nationally and 

locally, a few thought it was some new form of interference from the Department while 

they were trying to get classes ready for external examinations and some staff received 

such conflicting reports as to what was going to actually take place that they were not sure 

what was happening.   A small committee of staff however was fortunate enough to have a 

couple of discussions with the Departmental initiators, Arnold Wilson and Garfield 

Johnson.  Through these discussions I think we established that the main goal was to 

involve the students in a bi-cultural, multi-media exercise in association with other art 

forms such as mine, creative writing, music etc.  Through this we hoped that the 130 

selected students would be able to establish some form of self-identity and aroha (caring 

and sharing).   

The students therefore were selected on the basis of expertise in the various branches of the 

arts and some with special identity crises were included to see if our aims would really 

work.  Although we would end up with three large mural based on three legends, this was 

not to be the main point of the course. 

The discussion with Garfield and Arnold appears to have clarified the issues for 

those who met with them, though even this was not enough, it seems, to allow this 

group to share their new understanding with the rest of the staff.  The concept of 

the project was perhaps too ‘new’, and this itself raises significant questions about 

how new ideas and new processes can be shared in schools, and the resources 

required to do so. 

The HOD asks if the block course came “anywhere near the results we had already 

achieved.”  He concludes: “I must honestly say that I don’t think it did.”  He 
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discusses in detail some factors that inform his conclusion, each of which raises 

significant issues for this study. 

The role of the traditional 

He criticises the use of non-traditional material, plastic, in the tukutuku work and 

cites the concern of the local people: 

they would rather have seen the groups encouraged to use the more traditional materials.  

Plastic may be quite acceptable in some other areas of N. Z. but it was the source of much 

discussion during the three days.  

His concern comes from a view of Maori carving and weaving as something that is 

‘traditional’ with the connotation of being fixed in past practice.  The concern is 

echoed by a parent whose comment he attached.  She believes that “before 

students are taught alternatives they should be taught traditional methods first.” 

(A.2.4) 

The work of scholars, such as Hirini Mead and John Ford, as well as that of the 

practising artists in Te Waka Toi, asserts that there is a continuum of Maori art that 

continues uninterrupted from ancient times to the present day, and that it takes 

place within a tradition that is continuously adapting to the stimuli in its physical 

and social environment (for instance, Mataira 1984; Ford 1984; Nichols 1986).  They show 

how the incorporation of modern material, such as plastics and glass, follow not 

only the  previous adoption of the steel tools that came with European contact, but 

also the change in scale and form of carving that came on immigration when Maori 

discovered the huge kauri and totara trees.  Times of relative ‘freezing’ of tradition 

came from the pressure of Pakeha influence, particularly economic, such as that in 

the late 19th century which promoted particular carving styles for the tourist trade 

in Rotorua (Neitch 1984).  Arnold’s own work where he uses fibreglass-formed 

‘stones’ placed on traditionally carved pou whenua, boundary markers, to depict 

the baskets of knowledge that Tane brought from the heavens3 provokes an 

                                                 
3 accompaniment to Zimbabwe exhibition, Downes Gallery, Wellington and elsewhere, NZ, 1990, 
and Te Waka Toi exhibition 1993, Auckland and San Diego. 
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examination of the interaction between materials and meaning, tradition and 

innovation. 

The school’s insistence on traditional materials reflects a concern with the historical 

quality of Maori art rather than its role in the contemporary interpretation of 

experience. 

International analogies could be drawn.  Bharucha, for example (1993, p195), 

describes a Ramila performance where Ravana, the demon-god who is to be burnt, 

was made of stone instead of wood, for economic reasons.  He acknowledges the 

dual pressures of everyday survival and endurance of faith and asserts that for his 

people “it is not a matter of 'using' tradition... it is a question of living  tradition and 

making the necessary adjustments to keep it going.”  About the worst attitude to 

tradition, he concludes, “is to incarcerate it within an immutable form that 

ostensibly never changes.” 

Similarly Schechner suggests that “the notion of 'traditional' is itself a product of 

colonialism“ (1993, p224).  He shows how Europeans restored the Javanese wayang 

kulit theatre, preserving its archaic form while reducing its social and political 

purpose to ornamentation.  “For many third world nations, what is decided on the 

42nd Street New York headquarters of the Ford Foundation, or on a stage in Ann 

Arbor, counts more than what local people want or do.” 

The HOD’s criticism of the use of plastic needs to be read alongside perspectives of 

living and frozen tradition.  It also needs to be read against question of who has 

the right to initiate or to inhibit cultural change. 

Relationship with local community 

The HOD’s report claims reasonably secure ties with most sectors of the 

community” and he explains that “in the past members of the staff have taken 

schools into marae with, I believe, the correct approach.”  He states that when the 

Maori community looked at the finished murals “they could not see any place for 

them” on their marae. 
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Was it because the course took place at the school rather than on a marae that there 

was not the opportunity, characteristic of marae-based projects, for on-going 

dialogue with the elders and local people to discuss what was happening?   In the 

marae situation the local people would be the hosts to the project, not visitors to it, 

their input would change the shape of the murals, and their on-going opportunity 

to debate the work might shift their own perceptions.   They would have been 

more intimately involved in the planning and therefore committed to its goals.  

The school, despite the nature and leadership of the project, still perhaps remained 

an alienating institution, and the work that took place was still seen to some extent 

as a co-option of things Maori by Departmental bureaucracy. 

Arnold perceived what happened differently: 

You're right in the middle of Maoridom and you had all those schools there who instead of  

looking at their own stuff started to look at other people's stuff.  We suddenly had Indian 

dancers coming in and doing their thing and I said “hey - where's the stuff belonging to 

here?" (August 1997) 

What he describes happening is the conscious search for multi-cultural borrowing 

in the arts, with a reliance on exterior form, rather than spiritual and communal 

meaning.  Elsewhere he talks with delight about the introduction of diverse 

cultural elements, such as balalaikas accompanying the speech-making by 

Dargaville, a community with a significant Yugoslav component (1996).  So the 

problem, it appears, is not with the Indian dancers as such, it is with the 

importation of foreign cultural externals in the place of an exploration of what is 

local and waiting to be shared. 

Understanding of Drama 

An interesting comment in the HOD’s report concerns the absence of drama, 

writing and dance.  It immediately follows the description of a innovation rock 

version of Kupe’s story that was so striking that national television came back to 

record it: 

A part reggae rock/disco was adapted to produce an original song about the voyages of 

Kupe.  So successful was this effort that TV1 returned to record it as a separate production.  
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There is little evidence of creative dance, writing or drama during the three days although 

these are now developing as a result of it. 

The previously quoted parent also comments positively on the boys who 

interpreted “Kupe's Voyage in song and mime“:  The results of their endeavour, 

she notes, “can be measured by TV1 studios taking it for recording.”  But she too 

continues in the next paragraph to write: “Regretfully we did not see playwrights 

or poets emerge, however, in the future workshops they will be encouraged to do 

so.” 

What then were the criteria for creative dance, writing and drama?  Why didn’t the 

Kupe song and mime qualify?  What cultural, in the broadest sense of the word, 

assumptions underlie the definition?  What dialogue is possible, in the short term,  

between this prescriptive approach to drama and Arnold’s eliciting original 

response from the students? 

Self Identity 

The school had included “some students with special identity crises.”  In his 

concluding comments the HOD states there was no achievement of “any great 

sense of self-identity.”  His conclusion is unsupported by argument or illustration 

and makes one wonder just how self-esteem was measured.  The parent 

acknowledges being inspired by “the self-motivation of students” and considers 

the workshop “may have opened the door to self-awareness” for some students.  If 

self-awareness and self-motivation do not constitute a sense of self-identity, what 

was the school looking for?  

Bicultural 

The HOD also concludes that there was a failure to achieve “a true bi-cultural 

course.”  He sees the emphasis as “distinctly mono-cultural (ie Maori).”  Had 

European artists and European themes paralleling the Maori legends been used “at 

the same time”, the course would have been more meaningful. 
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The parent, who feels that “in general, the exercise was worthwhile” also has 

reservations about further uses of the “Maoritanga theme”.  Next time, she hopes, 

“examples of the bi-cultural may be introduced.” 

Because the focus within the course itself was on Maori, it is criticised as being 

’monocultural’, and there is the clear suggestion that something of a more 

comparative nature was expected.  This is clearly a totally different expectation of 

biculturalism from that of the Pakeaka programme which sought to provide an 

experience in which a Maori perspective would for a short time replace the 

perspective that commonly prevailed in schools, in the expectation that such an 

immersion would create the potential for a deeper bicultural understanding in the 

future.  It raises the question: can one really understand another’s cultural space by 

academic comparison, or does one have to walk into that space? 

An attached press clipping shows a photograph of a group of students clustered 

around the mural they are working in, with the headline “Pupils absorbing Maori 

culture.”  Across the top is a typed comment , presumably from the HOD Art. : 

This does not give a really true indication of what took place, but does perhaps show that 

our aims differed from what had been reported and circulated to the public.  

In the article Arnold is quoted as saying the programme aimed at "breaking the 

time barrier ...  In a classroom you deal only with the subject and don't go into it in 

any depth because of the time factor...We are aiming at saturation teaching and 

block courses provide this."  He is further quoted as explaining that "the myths and 

legends taught during the programme were aimed at giving the students a better 

understanding of Maoritanga."  Then the paper states "another aim of the 

programme was to incorporate both old and new.  On one side of the hall students 

might be using flax for the traditional arts, and opposite them others would be 

using modern cutting tools.  ‘We are trying to prove that the traditional and 

modern can be used together,’ said Mr Wilson. “  

The newspaper story seems to match the kind of processes and attitudes that 

Garfield describes at Pae o Hauraki and that took place at Forum North.  That 
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these do not match the aims of the HOD emphasises the difficulties that arose 

especially in the early years in communicating with the schools. 

Talking different languages 

What is important is not whose view, Arnold’s or the HOD’s, was the more 

accurate, but rather that at this stage of the programme Arnold and many of the 

teachers were coming from totally different cultural histories that were shaping 

their perspectives.  Talking with the educational institutions was often hard 

because while both parties spoke in English, they often did not use the same 

conceptual language. 

As Pakeaka progressed over the years, the morning meetings, or snake pit as 

Arnold calls them, became an increasingly important component.  They offered 

opportunity for teachers to talk through their divergent understandings of what 

was happening.  The timetable pressures at  the school do not appear to have 

allowed this dialogue.  Moreover, the school setting, in contrast to the marae 

setting of Pae o Hauraki and of the Forum North experiences, seems to have 

privileged a style of debate that was divisive rather than consciously directed 

towards consensus. 

Difficulties at Department level 

Another problematic interface that is evidenced in the documentation is with the 

Department and the Ministry.  Resources and funding were a constant issue. 

The role of Garfield Johnson has already been discussed.  Jocelyn Tarrant, a 

seconded adviser in English language teaching, joined the team in 1978 and 

worked closely with schools who had been involved in the programme to develop 

writing and oral language skills and developed written resource materials.  For a 

period that made a team of three. 

 From the beginning Arnold clearly states that a project of this size is not 

something he can undertake alone - or even with a team of three.  If it was  to work 

as policy on a national front, it required commitment from the whole team of 
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Departmental advisers and it required a larger base unit of facilitators: ”the 

programme will be limited until the project can claim the services of motivators in 

drama, dance, and music as well as art” (A.1.1). 

However, instead of expanding, the team was shrunk.  In 1981 Garfield retired, 

and, because of budgetary cutbacks - the sinking lid policy - was not replaced.  

Jocelyn’s contract was not renewed in 1981 for the same reason.  Instead Arnold 

worked with what short-term secondments he could win from the Department and 

what releases he could gain from Universities and Polytechnics, as well as making 

constant applications to the Arts Council to fund the time and travel of the artists 

he involved. 

The minutes of a Departmental meeting in 1980 (A.1.3) record the difficulties that 

arose through non-attendance at the live-ins by those who were expected to 

support the programme.  The record expresses disapproval for the teachers who 

did not stay at the marae as expected: “The lack of cross-cultural understanding 

and appreciation of obligations so demonstrated, revealed the great need for back-

up in the schools.” 

It continues with an implied criticism also for the members of the Departmental 

advisory committee to the programme who  had not themselves attended any of 

the hui: “This involvement was urgently needed but could only be given 

effectively after the personal involvement of committee members.  It was necessary 

to attend a Hui and to see what was going on before useful suggestions could be 

made.”  And constantly, throughout the duration of the project, advisers and 

departmental officials were coaxed to attend and experience the programme for 

themselves, rather than try to understand it through reports. 

The documentation also shows the constant pleas for operational budgets - and the 

constant trimmings.  A letter, for example, from the Director of Maori and Pacific 

Island  Education in 1980 (A.1.2) allows a fifth of the requested equipment budget, 

and states firmly “You should know that this is a oncer.” 
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Issues of Accountability 

The implicit value systems that are operating are indicated by a Departmental 

review document from 1983 (A.6.7) that asks questions about the costs and 

outcomes of the programme: 

Is this level of involvement in time and money and expertise justifiable in terms of return 

for the pupils involved? 

To what extent is such lavish staffing justifiable in terms of the learning to pupils 

involved? 

The review asks a range of questions, including some about the follow-up that 

might be needed in schools.  It also asks questions that today’s scholarship may see 

as more problematic: 

Was the format realistic, bearing in mind the ages and attention spans and sensitivities of 

the pupils? 

Work such as that by Heathcote (Heathcote and Bolton 1995) suggests that we should 

not be too hasty in pre-judging levels of students’ potential for understanding. 

The review document asks:  

Were the initial three days of more benefit to kaumatua than to pupils? 

And: 

Were the pupils able to learn sufficient of the true taha Maori, to meet the objectives? 

The last question, with seeming unconsciousness, conflates “the true taha Maori” 

with written Departmental objectives. 

Both questions appear to insist on a compartmentalisation and a desire for 

quantification that is entirely at odds with the aims of Pakeaka.   Arnold himself 

names all the participants (teachers, pupils, parents, community, Department of 

Education personnel, kaumatua, media) as targets of his programme. 

Arnold’s own evaluation of the 1983 programme (A. 6.4) is in entirely different 

terms.  He states it was the kaumatua that made the difference: “They were 

absolutely marvellous; nothing was too much for them, and they gave their best in 

more ways that one could have thought possible.”  He comments on the 
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development of better working relationships “between students, teachers, 

generation teachers” and acknowledges  that he “was proud that the teachers let 

the students express themselves with respect for the forms used.”  He discusses 

how Forum North was in fact a marae: “Caring and sharing with everyone that 

was there.  Although this was  a temporary marae, Forum North became a real 

one.”  He comments on the impromptu meetings among the kaumatua and their 

“discussion on take Maori”, Maori issues, and how this allowed them “to come 

together and discuss also what they did.”  

He concludes:  

This Te Mauri Pakeaka was different from the others, much more in-depth feeling by some, 

getting to grips with contentious material, talking it out, acting it out, learning from the 

kaumatua for Maori inspiration. 

The review questions came at a time when Arnold, who is Maori, was working 

without his previous Pakeha support team and when changes in the top structures 

of the Department had moved many of those who had originally supported him.  

The timing prompts speculation about the extent to which the Department of 

Education was panicking about a programme that was moving out of its control - 

in terms of  personnel and in terms of measures of learning. 

It is significant that this form of review took place the year before the two major  

conferences on Maori education, at Ngaruawahia and Waahi Pa, that slated the 

track record of the education system in terms of Maori and threatened to withdraw 

all Maori children from the education system unless substantive changes were 

made. 

It highlights the extent to which Maori and non-Maori were speaking from very 

different perspectives at this time. 

Difference in Discourse 

Differences between Maori and Pakeha approaches to the transmission of 

knowledge are discussed by King (1978 p9): 

We have, for example, quite separate and strong-rooted traditions about the transmission of 

knowledge.  And they have led to more divergence in Maori and  Pakeha attitudes than has 
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any other single factor.  A people conditioned to preserving and communicating 

information orally has often shown itself reluctant to use other methods, and suspicious of  

those who sought to.  In the face of this we have built up a system of education that over-

values the literate and undervalues the oral; that suggests that a people without written 

literature is a people without a culture worthy of examination; that puts information 

transmitted by word of mouth on a par with gossip - interesting, perhaps, but unreliable. 

Beyond the cultural differences in approaches to documentation lies the more 

general issue of how human beings process knowledge.  Gee (1992, p113) argues a 

difference between acquisition and learning: 

Acquisition is a process of acquiring something subconsciously by exposure to models, a 

process of trial and error, and practice within social groups and without formal teaching.... 

This is how most people come to control their first language. 

Discourses, he contends (p114), “are mastered through acquisition, not learning.”.  

They are mastered, he continues, “by enculturation (apprenticeship) into social 

practices through scaffolding and supported interaction with people who have 

already mastered the Discourse.”   

In as much as Maori and Pakeha cultures are governed by  different Discourses4, 

there is no simple transition from one to the other.  As seen by the examples 

discussed, they are destined to talk past each other.  The purpose of the Pakeaka 

programme was to construct a learning situation that might trigger conscious 

reflection and allow Pakeha and Maori to learn to understand each others’ 

Discourses. 

                                                 
4  Gee distinguishes between discourse and Discourse. "Meaning is not in the head,” he says (p20) 
“but in social practices that are part of what I will call in later chapters 'Discourses' (with a capital 
'D')”. 
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Chapter 2.4 - Uncle Joe Dancing 

 

When Broadwood Area School came to a Pakeaka workshop in 1986 they brought 

a score or so of shy, Maori, very young, and  very rural, students, accompanied by 

three teachers and their kaumatua, Uncle Joe.  A diary  extract (A.7.9) reads: 

Today we were on our way down to Forum North, it was choice.  On our way we got 

pulled up by a Traffic Officer and THAT was choice too.  It has been choice so far. 

The students were excited about a chance to see the town, comfortable with the 

familiar protocols of the marae, and uneasy about the expectation that they might 

have to do something on stage that might embarrass them. 

They were joined at Forum North by two Pakeha “experts on drama and dance” 

Sonny Amey and Jan Bolwell, who had planned to work with them to develop a 

performance based on the story of Niwa and Urai te Uru, the taniwha, or guardian 

spirits of the Hokianga harbour.  As the improvising of a dance began, the students 

shrank as far back as they could against the walls.  What was happening was too 

unfamiliar and too scary.  Then Uncle Joe stepped forward and started to dance 

(Amey and Bolwell 1987, p24). 

On the night of the performance, Uncle Joe was to walk forward between two lines 

of students each creating one of the taniwha in dance, greet the audience, and tell 

the story in its traditional form.  As he came he spontaneously joined in the dance, 

slightly out of time, waving his arms in the movements he had practiced in 

rehearsals.  The crowded theatre laughed with pure joy at the sight of this tall, 

spikily thin man, in his 70s, smiling and dancing. 

The role of elders, kaumatua and kuia, emerges as central to the operation of  

Pakeaka.  It is their presence and their action that made Forum North into a marae.  

They were the custodians of lore, and the role models for young Maori who were 

unsure how to balance innovation and tradition, and the support for Pakeha who 

were unsure of their footing.  
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Negotiating behind the scenes 

Arnold’s negotiations with schools were paralleled by negotiations with Maori 

elders throughout the country.  He attended national and local gatherings, he paid 

special visits.  He “talked at all hours of the day and night with different 

kaumatua, trying to get across his philosophy as far as young people went, getting 

them to accept the challenge of change because of the kids.” (Jocelyn Tarrant, 1998) 

The early years of Pakeaka were ones when there was very little of anything Maori 

in the schools, except for high percentages of Maori students.  And there were few 

resources of any kind, personnel or teaching materials, to bridge the gap.  The 

kaumatua were to be the primary resource, and Pakeaka was to set up an 

environment where they could operate.  Part of what Arnold asked of the 

kaumatua, as he persuaded them to come into the programme, was to support a 

learning situation that would be flexible in its stance on customary male and 

female roles in terms of speaking and carving so that all the young people could 

use the opportunities offered to learn together. 

He persuaded people who had long been marginalised by the school system, and 

sometimes remembered their own schooling as a time of prohibition of their 

language and culture, to come into an educational programme and support the 

young people, Pakeha as well as Maori, in their effort to learn about their Maori 

heritage. 

Holders of lore 

Arnold was supported in his initiative by some of the most revered Maori scholars, 

including Sir James Henare, Maori Marsden, and John Rangihau, who not only 

endorsed his programme by their presence, but who also made themselves 

available as teachers.  They shared history, oral poetry, and explained the 

intricacies of cultural perspectives and values.  In the style of the marae, those who 

wanted to stay in the hall lay back on their mattresses and listened.  Others carried 

on with their other work in various corners of the complex. 
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The involvement of the elders, sharing stories and traditional lore, participating in 

activities, advising, debating, evaluating, encouraging, is the traditional means of 

the teaching of things Maori.  They are the ones who, as Arnold acknowledges 

(A.6.3), brought the living seed from Rangiatea, through which the young people 

may grow and find their stance in the modern world5. 

Role models and co-workers 

Teaching also happened by example.   

Not only were the students of Broadwood initially uneasy about the idea of 

dancing, they were also very wary of green face paint and non-traditional, sea-

coloured, costumes.  Maori things, they believed, had to be done in specific ways: 

facial design should be traditional black moko, and costume should consist of 

piupiu and a taniko-woven bodice.  You could not do Maori things in shoes and  

civvy clothes (Pani Hauraki 1996).  Once again it was Joe Toki who was the first to 

have his face painted and it was Pani, their teacher, who broke the costume 

deadlock by going down to the nearest department store and buying herself a 

green T-shirt. 

It was not only students who benefited from the support of the kaumatua.  One 

year Mollie Neville and I compered the final performance as clowns, wielding 

brooms to sweep each school in and off, and bossing each other as we prepared the 

stage.  Although Arnold had given us the go ahead we were a little apprehensive 

as we painted our faces, lest we offend people by appearing to trivialise the mana, 

or weightiness, of the stories being presented.  Then Viv Gregory, the kaumatua 

who accompanied Kaitaia College, came up and asked us to make him up as a 

clown as well.  We felt much more confident. 

I discussed the reaction of the kaumatua to humour in the retelling of traditional 

stories earlier.  Their readiness to laugh with the students was a powerful 

                                                 
5 “Na koutou  nei i poke poke mai, na koutou nei i miri miri mai, na koutou nei i whaka to te 
kakano nei, i ruia mai nei, i Rangiatea, kia tipu ai, kia tu ai, kia tutane, tu wahine ai, a tatou 
tamariki, i roto o tenei ao hurihuri.” 
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contributor to the students’ feelings of safeness, and their preparedness to get 

involved. 

Mollie, my fellow clown, and a seconded Departmental adviser, related the 

positive behaviour of the students during the workshop to the presence of 

kaumatua.  Her report notes that in twenty-five years of teaching, this was her first 

trip away “where there was no misbehaviour or any form of crisis”.  Not only does 

she believe that it was the presence of the elders that provided the framework of 

mutual respect and discipline, she is impressed that “this was effective for Maori 

and Pakeha alike” (A.6.5). 

Also learners 

At the same time, the kaumatua were also learners.  People like John Rangihau and 

James Henare had public profiles in mainstream Pakeha society and were no 

strangers to universities and to the education system.  Many of the other elders 

had prominent leadership roles among their own people but had had little contact 

with the education system, beyond sometimes being called in by the school when 

one of their young people was in trouble. 

One of their first experiential learning tasks was to shape out a role in relation to 

their local school.  For elders like Joe Toki, who came from rural areas, this role 

flowed naturally from their role as community leaders: Maori students and 

teachers spontaneously turned to them for leadership.  The role was not so ready-

made when it came to the city schools: kaumatua and teachers had no previous 

history of working with each other.  Given the overwhelming newness of the 

Pakeaka experience for many of the teachers, it was often the kaumatua who had 

to take the initiative. 

Another learning challenge was to come to terms with the new art forms, and to 

explore their interrelation with traditional perspectives.  Like their Pakeha 

counterparts, some of the elders were initially perplexed by dramatic forms that 

differed from what they had met when they were at school, and unsure of visual 

arts that were different from what they knew on their home marae.  They needed 
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to figure out how it all worked before they could deal with eager Pakeha teachers 

who wanted to ask their advice and get their input. 

A more complex challenge came with the opportunity to meet with scholars and 

artists from other tribal areas.  When John Rangihau, for example, who was from 

Tuhoe, showed his flow chart of a Maori perspective, how did that relate to the 

way Ngapuhi saw things?  And when James Henare talked about the kawa, or 

protocol, of Ngapuhi, how did that relate to the practice of each of their local 

areas?  These discussions were not an incidental side-effect.  Rather they were 

envisaged as an essential component of the intercultural encounter between 

schools and community.  If schools were to be enabled to bring their young people 

into closer touch with a Maori world view, it was important for the holders of 

customary protocol to talk through differences in approach to protocol with each 

other, and to decide which were essential issues that needed to be sustained and 

which were merely incidental and perhaps even the result of church or other 

colonial influence.  At a recent meeting  (January, 1998) in which Garfield Johnson 

and Arnold Wilson came together to review my analysis of Pakeaka, Arnold 

recapitulated the importance of the kaumatua meetings.  There were three basic 

things, he said, that were discussed.  One was tribal and regional difference: 

The difference between Ngapuhitanga and Tuhoetanga.  So you had Sir James Henare on 

one side, and you had John Rangihau on the other  talking about those things.  I thought 

that was bringing Maoritanga together.  Because all the marae that we went to up north 

differed in how they did their protocol thing. 

The second thing, he explained, was allowing women to have their say. 

And the third one was  the process of Taitokerau Maori sorting out the difference 

between Christian influence and Maori beliefs:  

Taitokerau was going through a flux period of knowing who they were and how they 

should react and how they should act in certain situations. There was a  feeling of 

interference with the Christian belief thing and the Maori belief thing.  

Garfield joins the conversation and recalls how he himself found the state of flux 

disconcerting:  
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I was aware that the Maori people and then Pakeha were always nervous about how to 

proceed on the next marae up there.  At Waitangi marae it came to a head. This business 

about where the murals should go.  There was a missionary influence that said you can’t 

have them. 

It was these kind of discussions that prompted the 1983 Departmental review of 

the project to ask whether the kaumatua should not have met separately before the 

workshop.  But within the concept of Pakeaka these kind of questions could not be 

answered theoretically and in advance; they had to come out of the wholeness of 

the experience. 

An alcove area in the main hall became a kaumatua corner where various elders 

would come together over the day to talk about issues that arose in terms of 

protocols, and of the schools’ adventures into history and art.   From there they 

would also conduct the on-going business of greeting visitors and tending to the 

daily formalities of the marae. 

Another clash of discourses 

As suggested above, not all the kaumatua were comfortable with what they 

experienced during Pakeaka, and not all were ready to give the kind teaching and 

leadership that Arnold looked for. 

Looking back at the programme, he compares his experience with the kaumatua to 

his teaching of a range of third formers he had as a classroom teacher in 

Kawakawa: 

They were all at different stages.  And to fit those third formers into a classroom and talk to 

them about Art or about anything, you had to tease out of them what they knew before you 

could sort something together.  Now our kaumatua were in that type of category.  Some 

were well versed in the church thing, and the things that they did were all church-based, 

okay?  There was another lot over there that came from a whare wananga6 situation where 

they learned the intricacies of Maoritanga, the history and what have you. Two totally 

different things. (1996) 

                                                 
6 traditional Maori school of learning 
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The influence of the missionary churches on Northland Maori was both a historic 

and a current issue.  It was the missionary influence that had led to the burning of 

carvings in the previous century and that had resulted in the many uncarved 

houses in the North (Walker 1989b, for instance), and in the resultant obliteration of 

history.  Restoration of marae was a relatively new project at this time, and one 

that Arnold had involved his students in when he had been a classroom Art 

teacher at Kawakawa. 

The situation of denuded marae, with leadership that had lost contact with the 

ancestral teachings in favour of a new evangelism, was one that was not 

uncommon in the North, and it is reflected in Hone Tuwhare’s play In the 

Wilderness, which is discussed again within the context of the second journey of 

this study.  Loss of history in Tuwhare’s play is matched by loss of dignity and 

spiritual awareness.  The identity of the carved figures in the house is unknown, 

and the young people in the community are not given direction.  That such loss is 

not to be written away as an inevitable consequence of change and development is 

signalled in the play by the intervention of the carved ancestors themselves.  The 

walls of the house are enacted as unfailing teachers.  

The Pakeaka programme had very much the same intention, and perhaps 

inevitably provoked similar conflicts to that portrayed by Tuwhare.  The conflict in 

Waitangi that Garfield refers to was about the perceived appropriateness of 

making, and displaying, murals that depicted mythic stories of origin.  Such an 

activity, some of the locals maintained, was a betrayal of spirituality, because it 

preferred primal accounts to those of the bible.  And whatever Hongi Hika’s 

original motivation for sheltering the missionaries, the North was the first and 

perhaps strongest site of influence.  

Arnold recalls the impact at Forum North of a group of city kaumatua who, 

separated from their own tribal roots and coached by a Maori-speaking Australian 

missionary, offered a rigidly defended pastiche of Maori culture.  The arrival of 

groups of naive but willing to learn Pakeha presented a ready-made audience for 
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their expositions.  “They were keen enough to discuss protocol,” Arnold explains. 

“All very bicultural.  But not really knowing how it works” (February 1998). 

What was happening in the North in the 70s and 80s is a process that is clearly 

recognisable as a predictable consequence of colonisation and also as a necessary 

stage in eventual decolonisation.  An outside observer might describe the 

evangelisation of an indigenous culture as hybridisation (for instance, Tiffin; Griffiths), 

and treat it as an unavoidable evolution.   For those who claim an ownership of the 

culture, who hold an inside view, hybridisation is not a particularly meaningful 

concept (compare, for example, Fourmile 1994, p71ff, talking about the Australian Aboriginal 

situation).  Arnold’s strategy was to bring the kaumatua together so they could talk 

the issues out among themselves, and to bring some of the most dynamic, and 

provocative, Maori leaders from around the country into a shared space with 

them, so that they could learn together.  At the same time he brought all these 

people into a cross-cultural situation that unmistakably demonstrated the need for 

a clear and unified direction from Maori if they were to be able to nurture their 

young people.  

Decolonisation 

Te Mauri Pakeaka evolved out of the need to address the monocultural imbalance 

of New Zealand society and to provide ways for Maori and Pakeha to learn more 

about Maori culture.  Of course, one of the problems of monoculturalism is that it 

effaces public or mainstream evidence of other cultural values and practices.  As 

Arnold found at the beginning of his secondment, there were few resources.  And 

virtually none in written curriculum form. 

Pakeaka capitalised on the resources that there were: the people in their local 

communities, the institution of the marae, and the never quite lost legacy of 

histories and arts.   

That not all the people were ready to be resources was a reality that had to be dealt 

with.  Pakeaka dealt with it by bringing into the programme as many Maori who 

were equipped to be resource people as possible: artists, elders, scholars.  While 
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the schools were working through the challenges to their awareness that came by 

working within the context of a Maori environment, the kaumatua, the Maori 

teachers, the Maori communities were working through challenges of their own.   

To this extent Pakeaka was a catalyst for Maori cultural renaissance in the North.  

The urgency of the time was such that the renaissance and a cross-cultural meeting 

had to happen at the same time, and with the same basket of resources.  There was 

no time to finish one before initiating the other.   

And as the two processes were happening, Uncle Joe danced. 
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Chapter 2.5 - Power of the Taniwha 

 

A few months before the first Forum North programme Arnold Wilson brought 

the Northland Art teachers and regional Art advisers together for a preparatory 

workshop (A.4.1).  During the workshop, a group went down to the beach and 

began to draw designs in the sand, move about rocks and plant drift wood in the 

sand.  They were building a taniwha, a guardian spirit of the area, and creating 

their own myth.  Others felt the action was desecrating the beach.  They wanted 

Arnold to help them clear the area, not only of the physical clutter, but also of the 

spiritual energies they believed had been activated.  

Later they all talked about the event in terms of identity. “How do you identify 

with this place,“ Arnold asked.  “What is your relationship to it?  You can't just 

come into an area and do something to it unless you really know it.  If you do feel 

at one with it, then you can be enhancing it.” 

Arnold considers the problem arose because the work had begun without 

sufficient attention to relationships: the relationship of the members of the group 

to each other, and the relationship of mythic story, art and the environment. 

The incident opens up a number of questions.  One set of these questions relates to 

the roles that might be taken in cross-cultural exploration, and to issues of 

ownership, borrowing, and appropriation.  Another set relates to the issue of 

collectivity, and how this affects both the art-making in Pakeaka and the nature of 

the learning.  In the following pages I will explore each of these in turn. 

Participation, borrowing, appropriation. 

To some extent the issues involved here have been touched on in the preceding 

discussion.  The entire project of Pakeaka rests on a premise of participation.  The 

programme brings in the schools, educators, and artists to participate not only in 

art-making but also in the experience of living within a Maori framework and 

sharing the values that are part of that worldview.  They are not invited merely to 

look at it as observers from the outside; they are invited in as participants.  
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Reaching out and using the materials available is one aspect of such participation.  

As earlier discussion of the school’s play-making activity shows, participation also 

involves a regard for the meanings that are already attached to these materials by 

the group, and negotiating for new adaptive meanings.  The need for such 

negotiations applies not only to Pakeha coming into Maori space, but also to any 

group who shares a value system and a tradition and that deals with 

accommodation to a changing world7. The perception of risk, and consequently the 

guardedness, of such negotiations is increased when a cultural group is in a 

vulnerable position in terms of the mainstream power culture (Bharucha 1996a).  In 

the 70s and 80s Maori culture, targeted as an essential curriculum component with 

very few of its own members in power positions to deliver or monitor the teaching, 

was very much in such a vulnerable position.  Pakeaka’s response to the dilemma 

was to invite people in so they could explore the issues from the inside.  The aim of 

the programme, thus, was “not to promote art alone” but to use it “as a catalyst to 

spark off discussion and thought about the attitudes and values which are the very 

heart and the very guts of culture, and the  source of creative effort” (Wilson, A.7.2). 

How then might we align Pakeaka with the international debate on cross-cultural 

borrowing and appropriation that is articulated in discussions such as that on 

intercultural theatre (for instance, Pavis 1996; Brook 1988; Barba 1995; Schechner 1988 and 

Bharucha 1993)? 

Art crosses all boundaries?  

On one side of the debate are Western experimenters in theatrical form who see no 

ethical obstacles to the importation of ‘other’ theatre forms as a part of their search 

for a richer theatre and for supracultural fundamentals.  On the other are artists 

from some of the source cultures who view such importation as usurpation.  

Brook’s use of the Indian epic, the Mahabharata, provides an example of the debate.  

Brook finds in the Mahabharata music, costumes, movements, “the flavour of India” 

that he wants to share with the West.  He disclaims desire “to present the 

                                                 
7  In Chapter 3.3 Stephen Bradshaw discusses the negotiation required of him as a Maori artist. 
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symbolism of Hindu philosophy”, and explains his focus as a celebration of “a 

work that only India could have produced but which carries echoes for all 

mankind” (1988 p162). 

Bharucha castigates his action.  He acknowledges that Brook has the right to ask 

“what does this epic mean to me?”  However, he believes that this “question can 

only be responsibly addressed after the meaning (or meanings) of the Mahabharata  

have been confronted within their own cultural context" (1993, p70). 

When the borrower is operating from a position of economic and intellectual 

privilege, borrowing constitutes an effective continuation of colonisation.  The 

economic negotiations between India and the West, Bharucha points out, are 

weighted heavily in favour of the West.  India already consumes the West’s mass 

products.  The commercial power of Mahabharata as a movie competes, and 

perhaps replaces, the epic as it is enacted in sacred ceremonies.  "It is bad enough," 

Bharucha  writes, "if a ritual from India, for example, is travestied in the West, but 

it is worse if this ritual loses its significance in India itself" (1993, p146).  In the same 

way perhaps the legend of Pocohontas has little resonance today outside the kind 

of sugarcoated mass ideology that sits comfortably with video shops and pizzas.  

Bharucha construes a politics of interculturalism that aligns its practice with “the 

larger study of Orientalism in which it has been inscribed” (1996b, p206).  As he sees 

it, the West cultivates  an intercultural theatre as a source for self-definition.  It is 

the very ‘otherness’ of a text “that stimulated points of departure for these artists 

to create their own imaginary Orients.”  Drawing on the resources of the third 

world in this way is a neocolonialism:  one in which “our  traditional disciples - 

our ‘modernity’ being of no concern to most interculturalists - have been recorded, 

transported, appropriated, and transformed in other scenarios for other audiences” 

(p207). 

Yet Bharucha himself is interested in working across cultures and within that very 

intimate space that deals with beliefs, values, and perceptions of oneself within the 

fabric of the universe  (1993; 1995a).  When he works with three actresses from very 

different cultures within India in presenting Kroetz's Request Concert  (1993, p90-155) 
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he undertakes a journey into the spiritual and often ‘reserved’ territory  of how 

each woman construes her reality, personally yet within her culture.  What is 

different, Bharucha claims, is that he has not arbitrarily uprooted this material for 

its purely theatrical value.  He learned “not to take  the familiar for granted, but 

rather, to absorb its cluster of auras, which in turn contain layers of history" (p148).  

He concludes that there is no way to understand another culture, but to live within 

it:  “Only then can one confront one’s own mediation of its realities, without which 

one can never truly understand how people represent themselves to one another” 

(p155). 

What emerges from this debate is that the issue is not simply ‘it’s okay to borrow 

because art knows no boundaries’, or ‘it’s bad to borrow because it’s 

appropriation’.  Rather it is a matter of recognising the complex connections 

between forms, the meanings that underlie them, and the importance of those 

meanings to the people who have evolved them.  There are also issues of self-

investment, negotiation, and communication. 

Negotiated transactions 

What Pakeaka offers to the debate is that it provides a situation that elicits self-

investment.  Negotiation begins with the request for a story and continues through 

all the stages of exploring and shaping.  The source culture is no longer a romantic, 

and alienated, ‘Other’, it consists of real people that one eats, sleeps and lives with.  

The cultural borrowing is very different from that which takes place from a 

distance.  Here there is a face to face meeting, and a sustained cohabitance that 

allows both parties to assess the sincerity of the other and to make decisions about 

the extent to which they want to share.   

In this process there is, it seems, recognition that both Maori and Pakeha are living 

cultures that can assimilate new things into their traditions without surrendering 

the lines of continuance from their pasts. 

To show how this works, I will return to Broadwood Area School and their play 

about Arai te Uru and Niwa. 
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The guardians of the Hokianga 

Before the 1986 Pakeaka programme at Forum North began, a work partnership 

was negotiated between two Pakeha arts educators, Sunny Amey and Jan Bolwell, 

and Broadwood Area School.  The work that evolved was the result of search for 

“a way to meld, with respect, the indigenous with modern dance and drama” 

(Amey and Bolwell 1987, p24).  Jan was a Dance specialist, Sunny the Education 

Department’s adviser in Drama.  The students they worked with were mainly from 

Years 6 and 7, with a few slightly older students.  They were younger than many of 

the others at Forum North and came from a remote rural background, in which 

Maori values held a daily currency.  They were accompanied by an elder, Joe Toki, 

their Maori language teacher and generational mother, Pani Hauraki, and four 

other adults. 

Broadwood brought with them the story of the two taniwha, Niwa and Arai te 

Uru, who are the guardians of the Hokianga harbour.  Many years ago there was 

threat of an attack by Pokopoko, the taniwha from the Ngati Whatua region to the 

south.  Niwa, as a concerned mother, told her children to run and hide.  They 

borrowed through the land, making the many rivers and inlets of the Hokianga as 

they went.  Niwa and Arai te Uru prepared to fight, but Poroporo did not arrive.   

Then Niwa and Arai te Uru called for their children, and searched for them.  But 

they were nowhere to be found. 

A diary entry shows how Maori concepts as well as Maori language were an 

intrinsic part of the students’ reality: 

Then we were welcomed and then there were speeches for about 2 hours and then we had 

some kai....The welcoming was really excellent and there were many people.  We had to do 

our part by mihis and waiata. We had to hariru then we watched the tangata whenua do 

waiata a ringa and haka.  Afterwards we learned that Panguru were arriving and so we all 

had to welcome them because they were now the manuhiri just as we were when we 

arrived at the marae. (A.7.9) 
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Jan and Sunny recognised that “the young people had come with a good 

knowledge of traditional song, dance and haka” (p24).  They looked to them to 

“offer knowledge and skills in Maori matters.”  

While such an expectation offers the students a partnership in teaching as well as 

in learning, it is not without problems.  The role of custodians of tradition was well 

in advance of their years and of the role they would be expected to take in their 

own community.  As it turned out, their awareness of things Maori made them 

suspicious of alien approaches to performance and unwilling to surrender 

traditional costume and facial adornment.  They wanted to tell their Maori story in 

a performance style that matched their previous experience.  “I think ours is a little 

bit stupid compared to some of the others,“ wrote a student in a diary entry.  “I 

don’t like the changes in our play... I didn’t want the green things on.”  Pani and 

Uncle Joe averted the incipient rebellion by their own active participation.  And 

because they were the people the Broadwood students relied on for leadership in 

things Maori, the students felt safe, if not initially satisfied, with the innovative 

form suggested by Sunny and Jan. 

There were negotiations about content and about detail of form.  The green 

costume won the day but it was modified to ensure the girls were not going to 

expose their legs in the dance.  The taniwha moved in an improvised weaving 

dance.  Uncle Joe told the original story in Maori tracing its connection to first 

origins. “So often we consulted with (Pani) and Uncle Joe as to the cultural 

acceptability of our ideas,“ wrote Sunny and Jan in their article.  “We had no 

qualms about asking and no anxiety if it did not work.  We supported one another, 

handed over to one another if tired or flummoxed.”(p25)   

Had the experience ended there, it would have been a story of an adventurous, but 

sometimes awkward, experiment in theatrical cultural blending.  One in which the 

adult participants did most of the negotiating, and the children acquired 

confidence to try out new forms.  Left at that point it might well have fitted the 

model of Creole intercultural theatre that Pavis (1992) describes, or Balme’s (1996) 
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syncretic model.  An experiment that did not cause offence, but that had no sure 

connection with meanings that were important to the participants.   

However, the drama process did not stop at the end of the week at Forum North.  

Jan and Sunny travelled north to the Hokianga to visit the students in their home 

environment, and to continue their development of the drama in that context.  

Each student took them home, and shared something of their particular experience 

of the Hokianga.  “They went on horseback, went on swing bridges, went in 

boats,” recalls Pani.  Now the students really were co-teachers, able to share 

insights with authority. 

The performances in their own school hall and at a neighbouring school were 

occasions of celebration for a piece of theatre that had truly been evolved together.  

“The movements and the dancing were excellent,’ wrote a fellow student (A.7.9) 

who saw the show.  “ I think everyone thought so too as the gym was quiet.”  The 

relationship between the students and their city advisers had also become a 

personal one.  When Jan and Sonny left there was an exchange of presents.  “They 

were quite overcome, and just about cried” wrote a student.  “I think the feeling 

was mutual.”  The cultural exchange had gone beyond a borrowing of form and 

had become an expression of interpersonal as well as intercultural discovery.  

Pani has a memory of the road show that shows how uncomfortably such 

intercultural sharing sat with the schools themselves at that time:  

What happened was the Maori teacher down there wanted to put on a coffee and a cup of 

tea and the Principal wouldn’t allow her and she cried - she was so ashamed that she cried. 

... And I still have a photo of her sitting in the back of a scene, with her handkerchief, 

crying. (1996) 

The moment crystallises a difference between Maori values and the mainstream 

values entrenched in the school.  The Maori teacher was ashamed because she 

could not offer the hospitality that within her cultural terms the occasion 

demanded.  The incident also highlights the gap between the way in which work 

could take place within the context of Pakeaka and what still happened in the ‘real 

world’. 
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Collectivity and the feeling thing 

After they had talked through the issues aroused by the taniwha on the beach, the 

teachers in Arnold Wilson’s pre-Pakeaka workshop (A.4.1) began to consider how 

they could use Maori forms so that they were not just borrowed copies. 

They already knew something about Maori curvilinear forms which go into wave forms, air 

forms and into the land forms.  What worried them was how to bring these different forms 

together to say something about that beautiful bay, the right bay for a canoe to beach itself 

for the first time... The thing they needed to go for was the feeling thing first - the 

underlying meaning of what they wished to portray...  Well, what came out of this was 

simply fantastic…  It was their soul thing.  Part of themselves was in it. 

What is involved in the cross-cultural exploration, apart from research and 

negotiation, Arnold explains, is the degree to which the participants put ”part of 

themselves into it”, the degree to which it is “their soul thing.” 

Art-making and the social group 

Pakeaka consistently positions art-making as a collective and consensual activity.  

Both the mural and drama require not only negotiation of meaning by those within 

the team, but also collaboration in the fulfilment of discrete tasks.   

However, collectivity is different from uniformity.  While there is a common 

purpose, there is scope for individuals to work from their personal strengths.  For 

example, the individual participants in the group from Tikipunga, described 

earlier, came with very different interests and intentions (A.5.4).  Martin E. was keen 

to get at the new theatre’s lighting rig.  Joseph, Nuku and Cedric wanted to do 

things that were Maori.  Darren was nervous because almost everybody else in the 

group was Maori.  Rehi, the Maori language teacher, saw herself as a mother to the 

students; “what the hell did I know about drama?” she reflects as she looks back 

on the experience (1997).  Martin K., the Art teacher, was not too thrilled at the 

prospect of a week pretending to be a Maori; he came for the art and hoped there 

would not be too much history.  Our kaumatua was staunchly ready to support us, 

but not too sure about the part we proposed he should play in the drama.  I was 

bewildered by the range of advice and resources, and wanted to find a drama 
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process that would suit a group of students who had never come to my drama 

classes.  

Martin E not only vanished into the lighting box for all our rehearsals, he also 

managed to get involved in all the other groups’ lighting designs.  Joseph, Nuku 

and Cedric looked lost, and somewhat embarrassed, as I worked on 

improvisations, but were galvanised into action when Huri Callaghan came 

forward with a haka he had written for them.  Martin K, after one day of the 

workshop, argued against any artwork that would take away from the focus of the 

drama, and designed us a simple strong set made of stripped manuka branches, 

which he and the boys built in a couple of hours.  Then, together with Darren, he 

became an enthusiastic learner of the haka.  Rehi saw that her students were  

scared that they might look like fools.  So, she put aside her own doubts about not 

understanding drama and showed them she was prepared to be the first fool, and, 

leading by example, got them involved and willing to take the risk.  I ran around 

trying out all my conventional drama strategies on the first day.  Then just when I 

was beginning to think I was totally out of my depth, I found that by putting aside 

my existing understanding of sustained role as the basis of drama and focusing on 

building rhythmic sound pictures, and layering snippets of monologue, we had a 

form that the group responded to.   

In the first day it seemed as if almost every adviser in the workshop, and there 

were scores of them, came, looked at our shambolic search for a starting point, 

asked us with solemn helpfulness what we were wanting to do, and left.  In the 

next days a different wave of artists came.  They had each been watching our 

work, and came with a suggestion of something that might enhance it.  Huri 

Callaghan brought a haka; Carole Davies a sun design; Hirini Melbourne a racy 

song.  Each of the gifts had some embedded suggestions for our form, but none of 

these artists offered overt advice on what we should do.  Hirini’s song, for 

instance, had a beat that was exuberant and snappy, and by its rhythms more than 

by its words acclaimed a Maui who was adventurous and unconventional.  

Carole’s sun changed our image of the sun to a dynamic movement under cloth.  
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Huri’s haka provided a sequence in itself, and also a movement dialect for all the 

past-time narrative.  In addition, it brought all the men in our group, Maori and 

Pakeha, together, in joint action.  Our kaumatua was called away up north on 

urgent family business, but his departure prompted our students to farewell him 

according to Maori custom and knitted us all into a group that was prepared to 

rely on each other’s strengths in order to get our performance together. 

The performance that eventuated was very much the product of collaboration and 

the search for not only common understanding, but also for a common 

performative language.  Each of us surrendered something we had initially 

thought was all important, and each of us found aspects of form that we had not 

even considered on our arrival.  We did it not so much by explicit discussion, 

because some of our boys were not greatly given to talking, but by trying it out, 

and by picking up on each other’s energy wherever we found it.  Our final 

advisers did the same thing.  They brought offerings that came from their 

empathetic understanding of our emergent direction.  That each of their gifts could 

fit in together is evidence of the sensitivity of their observation.  

Learning about community 

The collaborative approach to art in Pakeaka was a reflection of a wider sense of 

community throughout the whole programme.  A briefing paper to schools talks 

about the intentions of the programme: 

Everyone is a learner...  In particular, this programme uses art as a catalyst to enable Maori 

and Pakeha to learn more of their heritage, to understand the positive values of their society 

such as sharing and caring, manakitanga, love and compassion, aroha,  whanaungatanga, 

family feeling and obligations. (A.7.2) 

Not only did Pakeaka offer participants experience of the community values of 

manakitanga, aroha, and whanaungatanga, that are important to Maori society, it 

offered experience of an approach to learning that embodies these values.  Co-

learning, shared expertise, experiential learning and dialogic learning are some of 

the features of this learning style.  Moreover, it is a learning style that 
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acknowledges the importance of having fun, and of being able to take risks in 

relative safety. 

Co-learning 

Rehi takes part in all stages of the drama-making because she realises her Maori 

students need to see her participation in the somewhat alien activities suggested by  

the Pakeha drama teacher.  Uncle Joe learns the dance with the Broadwood 

students.  Viv Gregory has his face painted as a clown.  Jan Bolwell turns to 

Whangarei Boys  to teach her and the students she is working with how to use the 

taiaha.    

The value of the teacher as co-learner, it seems, is not only as role model affirming 

the value of a new activity; it is also in the admission of vulnerability.  When Jan, 

for example, picks up a taiaha, she is as likely to appear clumsy and risk laughter 

as any of her students.  She gives away her authority and her safety, and lays 

herself open to possible critiques about her use of a male weapon.  With her 

students she becomes the petitioner for knowledge, asking in what circumstances, 

in what ways might she wield this weapon, how she could adapt its action to 

dance movement without offending.  Through her vulnerability she learns 

something new.  Then, from co-learner she becomes co-celebrant as she and her 

students use what they have been learning to create their performance. 

Shared expertise 

Not only are skills shared, with students frequently becoming teachers, but other 

less overt ways of support are also explored.  In 1981 (A.4.7) the boys of the 

Whangarei Youth Centre patrolled the buildings at night.  Both Mollie and I 

independently report, in 1983 (A.6.5 & A.6.6), how we had come to the workshop 

seeing ourselves as having particular expertise to offer, but how we had 

discovered new roles as listeners and facilitators.  Without Hilda Wilson, ‘mother’, 

and Riini Baker organising the kitchen, the live-in, with all its communal learning, 

would have fallen apart.  “Ma te rourou, nau te rourou, from my foodbasket and 

your foodbasket”, is a constantly repeated theme in Arnold’s writing about 

Pakeaka. 
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Experiential learning 

Although demonstration (haka, for example) and exposition (such as Sir James 

Henare’s account of classical waiata) do occur, they do so within a context of a 

total workshop situation that involves open-ended experiential learning.   Each of 

the drama-makings represents a stack of problems regarding story meaning and 

form that has to be solved.  And while there are a variety of resources available for 

their solution, what that solution is and how it is to be negotiated are not 

predetermined.  Moreover, the week as a whole constitutes a process of 

negotiating a workable and satisfying space that accommodates the needs of Maori 

and Pakeha and that utilises aspects of both traditions of art. 

Dialogic learning 

The learning is dialogic.  The answers, and the new questions, emerge from the 

interaction and the debate between participants who come from different 

backgrounds with different goals and different needs.  Just as the group process of 

making in the drama requires that differences of understanding and of intention 

have to be recognised and worked through, so also the wider group process of the 

hui as a whole comes to progressively explore, debate and accommodate 

differences in understanding and vision.  The goal is radical societal change.  There 

are no blueprints.  None of the parties hold more than part of an answer. 

Having fun 

Whangarei Boys (A.6.2) are caught out when someone turns up the speakers as they 

parody the kaumatua and the whole gathering begins an impromptu concert.   

Kaitaia College (A.6.1) grade their social interactions as at least as important as their 

engagement with the work, and apparently not very separate.  When Uncle Joe 

dances with the children, the audience breaks into delighted laughter.  The 

experience of Pakeaka suggests that pleasure is not only motivation for learning, 

but also a way of grounding that learning in the affective domain, perhaps even in 

the body, as well as in the intellectual domain.  Advocacy of freedom to play, and 

the pleasure that goes with it, is touched on in an extensive literature that deals 

with the body as site for desire, and as a way of knowing (Cixous 1991; Foucault 1993; 
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McWilliam 1996, among others), and has parallels to  notions of aesthetic consciousness 

in arts education (McLean 1996).  There are connections, it seems, between pleasure, 

or fun, the grounding of experience in one’s self, or more specifically in one’s body, 

and that extension of awareness and the shaping of new ways of being that we call 

learning.  There seems to be a particularly important connection between pleasure 

and a sense of ownership.  It constitutes an opposite to the alienation that all too 

often happens in the classrooms. 

Making it safe 

The special quality in Pakeaka is that while it provided an intense learning 

experience, it also provided a safe one.  Dramatic activity, by enabling us to try out 

what it is like to be someone else and how it feels, provides an efficient way of 

crystallising certain kinds of information.  Moreover it achieves this in ‘heated’ 

circumstances that draw directly upon the individual’s life and subjective 

experiences (Heathcote in Johnson & O’Neill 1984, p54-5).  It involves emotional as well as 

intellectual response, and so generates qualitatively different kinds of learning 

than does conventional instruction. 

At the same time as it provides potency, drama limits the risk in exploring new 

things.  The taking of role in drama places a frame around what happens within 

that role, and leaves the role-taker more free to explore ideas and actions than is 

usually allowed in real life.  If things go wrong the drama can be stopped, and the 

critique that follows is not of the person, but of the role.  And there is opportunity 

to make successive reshapings of words and actions, to work at it till it is right. 

In the Pakeaka records there are repeated examples of risks taken in exploring 

traditional stories.  Whangarei Boys’ experimentation with comedy in their re-

telling of Reitu and Reipae is one such example.  While for the students themselves 

comedy may have been a way of avoiding other kinds of risk, the decision to go 

with their comedy constitutes a risk-taking for their teachers and resource people.  

The meta-question that is explored in their process is ‘Is it okay to play with this 

material?’  Kaitaia’s play about Tohe is another example.  In their process ‘Is it 

okay to play’ is also explored, as is ‘Do the stories talk about then, or now?’ 
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Within the larger role of the live-in itself, there is evidence of a greater sense of  

permission to ‘get it wrong’ , to misinterpret or transgress cultural proctocol, and 

try again than participants might have felt outside that frame.   A sense of 

permission to try things out was built into Pakeaka.  Arnold reminisces about his 

role (1996): “You were just the facilitator, half the time, because they were trying out 

new ideas themselves.  Don’t say to them: hey! don’t!  You’ve got to find out, 

haven’t you?”  

When the field of work is one filled with as many potential landmines as cross-

cultural exploration, that safety frame was very liberating.  It allowed Maori 

women to try their carving.  It allowed Pakeha students to handle the taiaha.  It 

allowed everyone to ask questions.  Outside of the programme any of these may 

have drawn critical comment. 

In their normal experience of the late 70s and early 80s, many of the participants in 

Pakeaka would not know how to enter a Maori situation, nor would they have 

more than theoretical ideas about how a bicultural situation might function.  The 

dramatic manipulation of role and context in Pakeaka gave them an entry into 

such a situation.  And because it was an event framed by  ‘what if’, it was safe for 

participants to try out the space and their roles within it, in ways that were either 

not as available or as safe in the more aggressive forums of political debate. 

In this context the term safety is not aligned to safety from ideas, or from 

confrontation with emotion.  Rather, it is safety to  explore ideas, to confront 

emotions, to try out risky reconfigurations.  Comparison might be made to Boal’s 

Theatre of the Oppressed (1979, p120-155) which gives its participants a chance to reflect 

about proposed action and its implications.  Heathcote‘s use of dramatic role is 

also concerned with providing ‘safety to.’  It is implicit in her vision of 

empowerment, and in her concept of providing students with ‘the mantle of the 

expert’ (in Johnson and O’Neill 1984, p192-3), so that within the drama they are free to 

challenge and propose, rather than look to the teacher for guidance.  Neither Boal 

nor Heathcote were working across cultures in the way Pakeaka was, but rather 

within their own cultures where they shared a set of ontologies and 
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epistemologies.  The work that took place during Pakeaka offers an opportunity to 

extend the theorisations they developed into a wider context. 

The Pakeaka Taniwha 

In one of the booklets to schools (A.7.2), Arnold Wilson describes the Pakeaka 

project as a taniwha that had been sleeping.  He describes his own role as a 

ngarara, a lizard, that talked and nudged, tried to impress, and did all he could to 

rouse the taniwha. Finally he bit his tail.  The taniwha roared and screamed, and 

“found a way of appreciating the values of the past to apply them to the future for 

the coming generation.“ 

The image of taniwha is one of supernatural power, and in many cases, of 

guardianship of a special resource.  It implies that what Pakeaka was working for 

already existed as a latent spiritual force.  This section has explored aspects of how 

that spiritual dimension was laid down as the framework for communal 

interaction, and manifested itself in the values of aroha, manaakitanga and 

whanaugnatanga:  the loving support, nurturing and collective responsibility that 

provided the underlying ideology for the programme.  The next chapter will relate 

the image to empirical concern for social change. 
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Chapter 2.6 - Sacred Space and Social Coinage 

 

Sacred space 

Arnold Wilson is explicit in placing Maori spiritual values as the basis of the 

programme:  “THE BASE HAS TO BE WAIRUA MAORI,“ he writes (original capitals; 

A.7.2).  Participants repeatedly acknowledge their enriched personal understanding 

of the spirituality inherent in all the encounters of the programme. 

The entire action of the week is shaped by interaction with an encompassing 

spiritual dimension. The powhiri acknowledges connections to the land, to the 

layers of history on that land, and the wider framework of cosmic meanings.  The 

manuhiri arrive as ‘waewae tapu’, charged with potentially dangerous energies.  

The powhiri lifts the tapu.  Karakia  mark moments of the day.  And while the 

marae atea, the outside ground of the marae, is seen as the domain of 

Tumatauenga, god of war, and so the site of confrontation, the inside of the house 

is the domain of Tane whakapiripiri, the place where problematic issues can be 

discussed safely.  In this way, Pakeaka is an invitation to participants to explore, 

with supportive and careful guidance, the sacred space. 

Social coinage 

There is also concern with the world of ‘Realpolitik’.  It is implicit in reflections 

about the difficulty of carrying on the work begun in Pakeaka back in the school 

environment, and explicit in discussions of costs and accountability.  The proto-

drama of the week as a whole is a dramatic reframing of existing social order, a 

rehearsal for change in the social domain. 

Pakeaka is concerned with manipulation of the economic-political-social 

environment, and particularly with education, the system of induction into that 

environment.  The means of manipulating that framework - of operating within it, 

of realising needs and of reshaping its constructs - is often expressed in 

contemporary Western culture in terms of financial resources, and of rising and 
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falling currencies.  This lends itself to ’coinage’ as a metaphor for that social 

potency.  Concern with social coinage, as well as with sacred space, is fundamental 

to Pakeaka. 

Taonga katoa 

This dual focus reflects a Maori framework of beliefs and values that are “rooted 

both in the temporal and the transcendent world” (Marsden 1975, p219).  An approach 

to cultural difference that focuses on only the transcendental or sacred elements 

ignores a culture’s engagement with the existing physical and social structures of 

the world, an engagement that is expressed in terms of sense making, survival, and 

re-formation.  Similarly, a focus on only the temporal or socio-political engagement 

and aspirations of a culture ignores the systems of meaning and value that energise 

the culture. 

The relationship between the two spheres of concern is echoed throughout 

contemporary Maori claims for an equitable share in New Zealand society.  The 

Muriwhenua Land Claim, for instance, squarely places the spiritual and the 

material side by side: 

It is about turangawaewae, tangata-whenuatanga, mana, or, in the words of the Treaty, ‘tino 

rangatiratanga’.  It is about the object of rangatiratanga, the resources of the people: all that has 

enabled them to survive and flourish since medieval times.  It is therefore about the physical and the 

material; but it is equally about the spiritual and the esoteric, or in the words of the Treaty, “taonga 

katoa”. (Norman 1989, p209) 

The second article of the Treaty8 guarantees to Maori their undisputed rights, their 

‘tino rangatiratanga”, to land, homesteads and to all their treasured possessions, 

“taonga katoa”.  Thus, the establishment of kaupapa Maori as the foundation of 

Pakeaka involves a concern with both sacred space and social coinage. 

 

 

                                                 
8 “Ko the Kuini o Ingarani ka whakarite ka whakaea ki nga Rangatira ki nga hapu, ki nga tangata 
katoa o Nu Tirini te tino rangatiratanga o ratou wenua o ratou kainga o ratou taonga katoa.” 
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Pakeaka’s material claims 

At the level of curriculum, a place is claimed for Maori source materials, especially 

narratives of identity, oral sources of knowledge, Maori language, Maori values, 

Maori arts.  In each case there is also a claim for rigour and for excellence. 

At the level of educational human resources, claims are made in terms of teachers, 

students, and community.  Not only is the need for more Maori teachers 

articulated, but so is the need for support systems within the staff that will allow 

them to be effective.  The forging of alliances is central to the playmaking task, and 

a number of participants reflect that enduring  friendships  developed.  In specific 

operational terms, the playmaking task shows a way that Maori and Pakeha 

teachers can look to each other for expertise, to the point of developing co-

teaching, and co-learning, roles. 

By creating an environment where Maori students demonstrated commitment, 

energy and leadership skills, the programme challenges the statistical failure rates 

of Maori students in schools.  What is there in the learning structures of schools 

that is not conducive to Maori success?  What is different in Pakeaka?  What is 

there within teachers’ and administrators’ attitudes and conceptual structures that 

leads to Maori failure?  

The role of kaumatua and community within the programme shows schools what 

a powerful resource is waiting outside their doors, and challenges the schools to 

continue to involve them.  

Further claims are made at the level of educational structure and environment.  

These include the resourcing of projects, such as the children’s books that were 

made during the 1988 Forum North programme (A.8.5), that support teaching of 

things Maori; the creation of a physical environment in which the visual language 

signals a Maori ethos as well as a Pakeha one; the transformation of the social 

environment to provide for interactions that are important to Maori; the provision 

of continuing in-service programmes to facilitate the change. 
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When the Department asks whether “the pupils were able to learn sufficient of the 

true taha Maori” the question apparently ignores the complexity of what learning 

about ‘the Maori side’ might include.  As well as an invitation to enter into a sacred 

space, Pakeaka is a confrontation with what it means in empirical terms for the 

education system to serve the needs of Maori.  Furthermore, as a drama, or proto-

drama, that reconfigures the existing social environment into one that is marae-

based with the interactional codes and structures that characterise a Maori 

environment, Pakeaka challenges the cultural currency of society as a whole. 

1984 - Stormclouds over New Zealand 

The importance of providing an alternative model for mainstream education 

increased rather than decreased over the years that the Pakeaka project operated.  

When Te Mauri Pakeaka began, New Zealand education was becoming aware of 

how deficient it was in terms of providing an appropriate cultural context for 

Maori students, and in terms of the resources it had to implement change.  A 

decade later mainstream education, and society as a whole, were still seen to be 

failing Maori, and Maori protest was becoming more articulate and more 

widespread.  By 1984 the movement of Maori assertion and politicisation had 

gained a visibility that could no longer be swept under the carpet by mainstream 

New Zealand.  A number of examples will illustrate.   

In February a contingent of over three thousand took part in the Hikoi, the 300 

kilometre walk of protest, to Waitangi to address the issue of unhonoured Treaty 

obligations. The initiative and leadership was Maori, but a number of Pakeha 

organisations and individuals joined the walk. 

In January a thousand mothers and educators from Kohanga Reo (language nest), 

a programme of pre-schooling entirely in Maori language, gathered for a 

conference at Turangawaewae marae.  The movement had grown from its  first 
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pilot scheme in 1981 to 188 kohanga that were operating, almost entirely through 

parental commitment.9 

The Kohanga Reo Conference was followed a few months later by the Maori 

Educational Development Conference also at Turangawaewae, which called for the 

dismantling of the scaling system in School certificate that disadvantaged Maori, 

under a threat of mass boycott of the examination.  It also indicted the education 

system as a whole for having failed Maori people. This conference was followed a 

month or so later by a further conference at Waahi Pa hosted by the PPTA (the 

secondary teachers’ union) where these issues were raised for discussion by a 

wider educational community. 

In September of 1984 a national hui, again involving thousands of people, was held 

at Turangawaewae to discuss the Treaty of Waitangi. 

In addition, New Zealand’s political consciousness had been challenged by the 

Springbok tour which had radically divided the country, and by the nuclear-free 

issue. 

A snap election brought Labour into power with a significant majority.  Before the 

end of the first year the Government had called together a Maori Economic  

Summit Conference and had introduced legislation that became The Treaty of 

Waitangi Amendment Act 1985 that extended the jurisdiction of the Waitangi 

Tribunal to hear claims retrospective to 1840.  Walker (1990, p254) sums up the 

significance of the Government’s action: “Whatever the reason, the change cast 

New Zealand firmly into the post-colonial era in which resort to ideology to 

sustain Pakeha dominance is now untenable.” 

These examples do not pretend to give a full coverage of the significant changes 

during the period, nor is this study attempting to scan a social history of education 

or even of Maori or bicultural education.  They are rather included because they 

help to contextualise the Pakeaka programme and to reinforce the fact that it took 

place within a period of change. 

                                                 
9  Walker states that only 34 of the 188 were licensed and qualified for the $18  per child subsidy 
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 Biculturalism - the Koauau and the Balalaika 

Often when we talk about biculturalism, we talk in terms of the accommodations a 

mainstream society might make in order to include another culture.   When I 

interviewed Rehi Rihari recently (1997) about her experience of Pakeaka in 1982 

when she was the Maori language teacher at Tikipunga, she offered a different 

way to see biculturalism:  

I guess for me then, I was brought up biculturally.  I had the best of both worlds.  When I 

was born I was taken from my mother's room and placed in the arms of another woman 

who brought me up until I was ten years old, in a Pakeha setting.  She was a Maori who 

lived in Auckland, you know, frilly petticoats, clean sheets every second day, cup and 

saucer, none of these enamel mugs.  

At the age of ten I was returned to my real parents in the village - a totally Maori village. 

We spoke Maori in the village, whereas speaking it at school was not allowed. 

So I was a very educated young child.  I attended Pakeha pre-school education.  I excelled 

there, and at school.  So I guess I'm a real advocate of biculturalism because while I'm 

Maori I have reaped the benefits of both cultures.  I'm a strong Maori woman in a Pakeha 

world.  It's why I want my kids to retain their strong sense of Maoriness, but to be able to 

walk strongly as well in whatever world they want to. 

At the time of the first Pakeaka hui at Forum North it was a new experience for 

many teachers to find that all New Zealanders did not share the same roots or the 

same visions.  It was a shock to find that in our teaching styles and in our 

classrooms we actively discriminated against those whose learning needs were 

different.  At the same time it was empowering to be able to affirm that being 

Pakeha did not necessarily mean being British, that some of us were Czech, 

Yugoslav, Chinese and that we didn’t have to merge into a common identity.   

The understanding of biculturalism that Rehi articulates is one where an 

individual has a full education in both cultures, within the terms of knowledge 

accredited by each culture, and the opportunity to operate effectively in both 

cultures.  For  individuals, both Maori and Pakeha, to have the opportunity to 

become bicultural in Rehi’s terms, requires that both cultures, in their fullness, are 

                                                                                                                                                     
from the Department of Social Welfare. (1990, p239) 
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accessible within society.  At the time Pakeaka began, it was Maori who, in order 

to survive in mainstream society, had to become bicultural.  Pakeha, and dislocated 

urban Maori youth, had little opportunity to access anything but a monocultural 

mainstream culture. 

The records of Pakeaka show constant evidence of individuals using the 

opportunities of access to the other culture and of them increasing their 

competence for operating within the expectations of that culture.  Kaumatua took 

advantage of the chance to size up the new art forms and consider how they refract 

tradition.  They also trialed new roles for themselves in the mainstream education 

system.  Maori and Pakeha students gained access to new conceptual structures 

and to performance and process skills from both Maori and Pakeha teachers.  

Perhaps for the first time, they realised that teachers might be found outside the 

classroom, and knowledge outside encyclopedias.  Teachers of both cultures began 

by supporting their students, then learned to perform themselves in new ways.   

Re-adjusting the balance 

The profound innovation of Pakeaka is the way it re-positioned the balance of 

Maori and Pakeha cultures.  The marae as agent of defining operations and values 

created a Maori basis that counterbalanced the absence of things Maori in the 

education system and in social structures.  During the week of the workshop the 

power of both cultures was manifested.  Pakeha culture was already articulated in 

school organisation, in the surrounding structures and uses of the Forum North 

building10, in the city a few metres away from the gates of the complex.  Maori 

culture was deliberately brought into the space and was given primacy of focus. 

The Maori basis was not exclusive: the Dargaville balalaikas had a natural place 

within the protocol of arrival, and Craig Pollack, the Pakeha director of Forum 

North, stood within the tangata whenua.  Pakeha participants and Pakeha 

expressions of art are embraced in the proceedings, the balalaika played together 

with the koauau.   
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There was little value, in terms of Pakeaka’s aims, in introducing a blended 

protocol, a blended value system.  Rather than a blending, what was happening 

was an equalisation - in a dramatic ‘what if’ speculation.  An existing cultural 

primacy was transposed into an alternative one.  A learning opportunity was 

created in the way the two worlds confronted each other. 

Alternatives to blending 

As well as a transposition of the cultural basis for society, in Pakeaka we see an 

enactment of how different roles, different agendas can co-exist in the same 

environment, and instead of causing interference or inhibition, they can enhance 

each other.  One example is the number of schools who worked in the same space 

on separate play-making projects.  Another is the way the  Kohanga Reo educators 

in 1986 and the children’s writers in 1988 joined the programme to work on their 

own resources, at once separate in their task and in their grouping from the 

schools, yet sharing all the communal interactions of living together, and joining in 

the final performance.  A bicultural society, the experience suggests, does not 

require the cultures to meld.  They can share  a space and remain separate. That 

they may in time come to resemble each other in various particulars is very 

possible, as they are living cultures, constantly absorbing new challenges into 

existing conceptual structures.   

What is claimed in the Pakeaka proto-drama is ‘mana motuhake’ the right of 

control over one’s own decision making, or to put it another: a distinct voice.  

Clarity of voice, preference for the discrete and different, for the unblended, is 

fundamental to drama in its many forms, from the expectations of characterisation 

for the stage to techniques like ‘two chair’ work in psychodrama.  In as much as 

Pakeaka is an improvisation, in which the action is devised within initial 

constraints, it offers a further image of bicultural society: there is no prior script, 

the participants have to shape it. 

                                                                                                                                                     
10  Half the building is community centre, the other half is City Council offices.  As shown in the 
1982 video, the programme did not shut itself away from the other users of the space. 
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Jean Genet11, whose theatre is built on role play upon role play, both at the level of 

the individual and of the social group, proposes that the ‘other’ provides a mirror, 

sometimes distorting, in which we see ourselves.  In the seeing is a shocking 

confrontation between how we ‘knew’ ourselves to be and what we see reflected 

back.  Without that mirror, he suggests, no matter how much we think we know 

ourselves, we have no way to see ourselves at all. 

A dynamic for liberation 

The dramatic mirror is a powerful transformational tool because it creates a split, 

and the eventual opportunity for healing.  To what extent do Pakeha in our society 

need such a splitting?  To what extent have Maori already experienced it?12 To 

what extent can drama perform the splitting and healing at the same time? 

Friere, more overtly political in his focus than Genet, suggests that in the 

movement of liberation, it is the not the oppressor but the oppressed who have the 

inherent power for change.  The oppressors are stuck:  

It is only the oppressed, who freeing themselves, can free their oppressors.  The latter, as 

an oppressive class, can free neither others nor themselves.  It is, therefore, essential that 

the oppressed wage the struggle to resolve the contradiction in which they are caught. 

(1972, p32-3) 

If we bring the image of the dramatic mirror to Friere’s argument, there follows a 

suggestion that it is this very splitting of one’s personal monovision, forced on the 

oppressed by a distorting social mirror, that is what germinates the potency for 

change.  

When the process moves into a further stage, as when the Pakeha participants of 

Pakeaka have begun their conceptual split, and some of those who, by their 

culture,  are members of the oppressor class begin to understand how they too are 

oppressed by membership, the dynamic gets more interesting. 

 

                                                 
11  The Thief’s Journal (1964) in particular.  The images is also central to many of his plays, 
including The Balcony, The Blacks, The Maids. 
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Monetarist monovision 

The Pakeaka project stopped when the Education Department dismantled itself in 

accordance with the policy outlined in the Hawke Report: Tomorrow’s Schools.  In brief 

the policy involved the devolution of decision-making from a centralised Department 

of Education to schools and tertiary institutes that were to be governed by 

increasingly autonomous Boards of Trustees. 

Not only did the Department of Education close down, but the policy of Forum North, 

like that of many other public institutions, also shifted from a sense of accountability 

for underwriting community projects to a reinterpretation of the complex as a venue 

for hire. 

As the schools and the community who had participated in Forum North were 

moving to a greater awareness of what a Maori world view was like, and what it 

meant to be ‘bicultural’, a new monovision was growing driven by fiscal policy.  The 

shift of bulk funding to individual educational institutions has since made it harder 

for institutions to get together on collaborative, non-income generating projects.   

Moreover, under the influence of the new or renewed monetarism, education for the 

workplace, as opposed to education for the life place, has become the foremost 

concern.   It is not only cross-cultural community involvement programmes that are 

low on the priority list, it is all the arts, or rather all the arts that do not produce overt 

commercial outcomes13. There is little room in the business of schools for engagement 

in festivals or in activities that allow an open-ended, creative, search for meaning.   

Meaning is perhaps what has been decided for us in the new monetarism.  Within its 

terms of reference, meaning is concerned with financial viability.  Questions of who 

we are and how we relate to ourselves, each other and the universe often slide off the 

bottom of the page. 

This is not to say that New Zealand is less bicultural now than it was in 1988.  The 

pressure for change took place on a wide range of fronts, and there are demonstrably 

                                                                                                                                                     
12  The concept of drama as a splitting /healing  mirror is raised in Greenwood (1984)  
13  Chapter 3.3 contains discussion of this issue by Don Selwyn and Stuart Devinie. 
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more learning institutions, from pre-school to tertiary, that have a clear Maori basis, 

and that are run by Maori for Maori.   Similarly  there are more language programmes 

and more bilingual classes within mainstream schools.  There are more Maori business 

interests, and there are more Maori in government.  There are far fewer New 

Zealanders now who do not have some rudimentary understanding of Maori values 

and aspirations.  There are more Maori plays in theatres and more Maori art works in 

galleries, and both Maori and Pakeha go to see them.  The haka is no longer an curious 

add-on to the game of rugby, it is a proud claim of identity by Pakeha as well as 

Maori.  The combined thrust of a number of Maori initiatives, including Pakeaka, was 

successful.  

What is missing is creative opportunity for communities to learn about each other, 

not objectively, but experientially, so that they can walk, safely, in each other’s 

space, try out the other’s view point, confront their own.  What is also missing is 

the opportunity to continue the initially painful but later liberating experience of 

splitting our vision.  A new single, monetarist framework, is restricting what we 

see.  

That this is not unique to New Zealand, but is part of a globally pervasive 

commercialism, makes it more, rather than less, threatening. 

At this stage, it may be useful to look back at the transformation of Forum North 

into a marae space, as it is described in the Pakeaka documents.  With ‘user-pays’ 

as the operative philosophy, the free community use of the Forum North has 

changed. The transformation now becomes problematic.  The acts of giving over 

and claiming that took place when the building was first operating in 1981 

involved active, and voluntary, participation by a large number of administrative 

and community stakeholders.  Is this another transformation, or a usurpation?  

Does it parallel other covert usurpations of perceived communal rights in our 

economo-political system?  These questions are outside the bounds of this study, 

but they do invite further investigation within the wider field of  how complex 

cultural visibility in societies evolves and diminishes. 
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In Broadwood’s play Niwa and Arai te Uru hide their children when threatened by  

Poroporo, the taniwha of Ngati Whatua.  By interesting co-incidence, Auckland, 

the business centre of New Zealand, now sprawls across the territory of Pokopoko.  

Like the hidden children of Niwa and Arai te Uru, the use of art  as a catalyst, the 

possibilities of drama, of role, the involvement of community in creative, 

transformative collaboration, the vision of Pakeaka, are resources in hiding. 

Implications for future work 

Over the ten years of its operation, Pakeaka did not have a static form.  A number of 

premises did remain constant, and could be said to encompass the core of the 

programme. These include: 

the use of art, and in Forum North drama, as a catalyst, 

the location on a marae, 

the establishment of wairua Maori, kaupapa Maori, as basis for the work, 

the involvement of kaumatua and the community in generation teaching, 

the opportunity for a number of concurrent activities in the same space, 

the dissolution of timetable and subject divisions, 

the establishment of a safe environment where all could be co-learners. 

However, each situation and each year brought different participants with differing 

levels of knowledge and with differing concerns.  When individuals came back in 

successive years, they came with new levels of awareness, new challenges.  And each 

year brought a different socio-cultural environment.  The dynamics of each particular 

programme, therefore, were different.  What were surprising new discoveries in the 

late 70s were not longer discoveries in the 80s. In their place there were other 

complexities to be worked out, and different issues that were confronting.  Since then 

times have changed again.  As a result, what Pakeaka offers as a model for further 

work is not an invariable formula. However, the core elements listed above, provide a 

flexible framework. 
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If the programme is to provide a model for other countries, what are the equivalent 

core components ?  Who are tangata whenua, or home people?  What role do they 

assign to the ‘others’?  What kinds of entry do they allow into their space?  Whose is 

the initiative for cultural sharing?  What happens if there really are no available 

elders? 

In terms of further work in New Zealand, what changes that Pakeaka pre-visioned 

have already come about?  What remains to be done?  The answers would no doubt 

vary greatly from region to region, from group to group.  In some cases participants 

might walk onto a marae as wide-eyed in wonder as did the earlier participants in 

Pakeaka.  In other cases strong foundations of knowledge and understanding of the 

two cultures have already been laid.  What work needs to be done now? 

None of the answers are simple or unproblematic.  Like Pakeaka, each programme 

will have to rediscover the ground rules, ones that do, in fact, ground it in both 

empirical and spiritual ‘realities’ that are significant to the participants.  And like 

Pakeaka, it may have to correct an imbalance between enfranchised mainstream 

realities, and the ignored realities of the other culture. 

What this study of Pakeaka does offer for future action is an exploration of why the 

issues that arose as recurring themes were important at that time, and how they fitted 

together.  In that analysis there emerge a number of relationships that may be useful 

in focusing the often diffuse arguments about cultural sharing.  These include the 

relationship between the nature of role, of self, of experiential learning and of culture; 

the relationship between tradition, identity, and borrowing; the relationship between 

drama, learning, risk, and safety. The study also examines the interaction between 

sacred space and social coinage, and proposes a clear distinction between 

biculturalism and blending. 

What else this study offers is the suggestion that the conscious use of drama allows 

us to become aware of and analyse the unconscious roles we continuously play, 

and that creative, interactive and dramatic processes are tools that are ideally 

suited for breaking down cultural ignorance, and facilitating socio-cultural change. 
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3.  Maps and Compasses II  

 

Survey of the conceptual field 
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 Chapter 3.1 - Biculturalism in New Zealand 

 

As the first journey shows, this study occurs at the intersection of a number of 

different academic disciplines.  Consequently, I draw on concepts, 

theorisations, and explications from several fields.  Most significant among 

these are:  

issues relating to biculturalism in New Zealand: particularly to the 

Treaty of Waitangi, Maori sovereignty, and questions of Maori and 

Pakeha identity; 

practices and theories of performance; 

the practices and theories of drama in education and drama as a tool for 

social change; 

postcolonial theory, with its related discussions of deconstruction, 

discourse and questions of meaning. 

In the previous chapter I integrated references to the scholarship in these fields 

into the discussion of the issues to which they are related, and I shall continue 

to do so in the following chapters.  However, not all readers will be equally 

familiar with each of the fields, and so the two sections of this chapter offer a 

survey of key issues and conceptualisations and of the literature, written and 

oral, that is significant in informing my understanding.  The issues I outline 

here are in themselves complex and in many cases have generated extensive 

academic and political debate.  I am not attempting to summarise the extent of 

that debate, far less to re-argue its major tenets.  My intention is to clarify the 

conceptual bases that underpin my study.   

This section addresses biculturalism.  The following one looks at theatre, drama 

and postcolonial theory. 

 

The Treaty of Waitangi 

The Treaty of Waitangi may be regarded as the single document that most 

specifically defines our present identity and nationhood.  Recognition of the 
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obligations of the Treaty is a fundamental principle of the charters of most of 

our public institutions.  In law it is the basis of claims that range from the status 

of Maori language, the right of access to broadcasting to claims on land and 

waterways.  At a social and interpersonal level the Treaty is seen as a basis for 

our bicultural development. 

Its history has been a chequered one.  After its initial importance as a strategy 

in the British colonisation of New Zealand, it lapsed into insignificance for the 

settlers and the colonial government, being superseded in their consciousness, 

or more probably subconsciousness, by the dominant European attitudes 

towards colonisation, namely that of terra nullius, and white superiority (for 

example: Kawharu 1989; Orange 1987; Walker 1990; reports of the Waitangi Tribunal).  In 

1877, in a decision that set precedent for future policy, Chief Justice Prendergast 

declared the Treaty was ‘a legal nullity’ because it had not been incorporated in 

domestic law.  For Maori, on the other hand, it remained an important 

covenant.  During the Conference at Kohimarama in 1860, which drew together 

200 chiefs from the North Island under government auspices, the Treaty was 

specifically called upon by Maori as a protection of Maori people and of Maori 

property.  In succeeding decades, repeated Maori delegations to Parliament in 

New Zealand and to the British Privy Council cited the Treaty as a basis of 

claims for justice.  

In 1975 the Treaty of Waitangi Act brought into existence the Waitangi Tribunal 

to hear grievances against the Crown in terms of the principles of the Treaty.  A 

decade later, further legislation allowed grievances to be considered from any 

point since 1840.  In the late 1980s, following a ruling by the Court of Appeal, 

the concept of Maori and Crown as ‘partners’ began to appear in government 

and other official documents.  

The Treaty is central to contemporary discussions of power, power distribution 

and national identity.  It is, moreover, the specific topic of the second Panguru 

workshop that I describe in the third journey.  I will, therefore, outline its 

history and the key issues a little further.  

The Treaty was preceded by a Declaration of Independence, 1835.  This 

document, endorsed by the British Crown as a strategy for preventing other 
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powers from establishing a power base, acknowledged the independence and 

sovereignty of New Zealand under its hereditary chiefs (Orange 1987; Durie 1998).  

It was this Crown endorsement of indigenous sovereignty that required a legal 

ceding of sovereignty to the Crown before annexation of New Zealand as a 

colony could take place.  That it needed to be a voluntary transfer is attested by 

Lord Normanby’s instructions to Hobson, the Lieutenant-Governor who drew 

up the Treaty (Orange, p31).  

The debate that accompanied the signing and the exact content of the 

agreement signed have been the focus of political and legal attention.  The 

debate that followed the presentation of the Treaty to the chiefs assembled at 

Waitangi ranged from absolute rejection of foreign government to pragmatic 

acceptance that there was a need for some regulatory control over the growing 

number of foreign, and lawless, settlers (Colenso 1890, Orange 1987).  The document 

that was finally signed was a Maori translation of a text that had been drawn 

up in English.  Critical concepts such as sovereignty and possession were 

imprecisely translated as kawanatanga and tino rangatiratanga with resultant 

shifts in meaning that radically alter understandings of what was ceded and 

what was guaranteed (Biggs 1989;  Orange 1987).  It is not only the Maori and 

English texts that contend as foundations for the partnership deal that 

constitutes the constitutional and social basis of New Zealand today, it is also 

the “agreement that actually existed on the ground rather than on paper” 

(Bellich 1996, p203).     

As it was a focus for colonisation so has the Treaty been a focus for protest, and 

recently for conflict resolution (Walker 1989).  The actual signings, with their 

inaccuracies of translation, pressure for hasty conclusion, payment of 

gratuities, collection of junior signatories and absence of the signatures of 

important paramount chiefs, have been indicted as “a historic muddle” (p268).  

The subsequent alienation of land, by confiscation, by contentious sale, and by 

the forced transformation of tribal titles from communal to individual, made 

the guarantees of the Treaty empty, and reinstitution of commemorative 

celebrations, in the middle decades of this century, a mockery.  The Maori 

protest movement, with roots in nineteenth century deputations to parliament 

and to England, gathered momentum in the 70s and 80s, leading to the 
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establishment of the Waitangi Tribunal, albeit with an initially very limited 

mandate.  Protest culminated in the 1984 hikoi to Waitangi that brought 30,000 

protesters, including Pakeha action groups and clergymen, to Waitangi to 

confront the inappropriate celebration.  In September of that year, a national 

hui, or assembly, at Ngaruawahia, the seat of the Kingitanga movement, 

focused intertribal Maori discussion on the Treaty.  By the end of that year, the 

Waitangi Tribunal’s power was extended to consider retrospective grievances 

since 1840. 

The impact of the Waitangi Tribunal has been manifold.  Its proceedings 

invoke “a radical reinterpretation of history” (Sorrenson 1989, p158).  The claims 

that come before it provoke not only scrutiny of wrongful dealings (O’Regan 

1989; Kawharu 1989), but also re-evaluation of what ownership and of what co-

existence in New Zealand mean (Durie 1989).  The data presented to the Tribunal 

asserts the validity and importance of oral traditions related by elders (Norman 

1989).  These oral testimonies assert the tight interconnections between 

narratives, identity and tribal claims to land and sea.1   Of interest to both 

Pakeaka and the workshops in Panguru is a recording (p195), in the 

Muriwhenua Claim, of the story of Tohe, the ancestral traveller “who named 

every point and every inlet on the west coast, both well inland and out at sea.” 

The Tribunal’s Te Reo Report (1986), on the Maori language, is of particular 

interest to this study.  Firstly it affirms the importance of language to cultural 

identity and declares it to be one of the taonga guaranteed by the second article 

of the Treaty, a guarantee that has particular implications for education and for 

media.  Secondly it contains valuable statistical data and commentary on the 

status of Maori in education.  It reports, for example, that whereas two thirds of 

all Pakeha school-leavers leave with three passes in School Certificate or better, 

three quarters of Maori leave school as uncertificated failures.  In evaluating 

the evidence the Tribunal refers to the admission by the Department of 

Education that ‘the record is mixed.’  The Tribunal states quite unequivocally 

                                                 
1  “At hui whenua (land meetings), korero noa iho (everyday conversations), in accounts of 
events that have taken place in the tribe, in pakiwaitara (tales), in waiata (songs), and in formal 
marae exchanges there will be reference to these names and the stories that give them 
meaning.” ( Norman, p195) 
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(p36): “We think the record to date is quite unmixed.  It is a dismal failure and 

no amount of delicate phrasing can mask that fact.” 

My own education in Treaty matters began through the literature and research 

collated and distributed by the activist groups Waitangi Action Committee and 

Project Waitangi.  At a grassroots level they compiled a body of primary source 

documents and of statistical data that allowed the dissemination of much of the 

material that was later to be given academic recognition.  This introduction was 

closely followed by teachings by Rore and Ripeka Manihera, who had come to 

Whangarei from the Bay of Plenty in the urban migration of the fifties and  

become elders in that urban community, and who were my first teachers of 

Maori language.  I also learned from teachings by elders on various marae that 

I visited in my professional role at Northland Polytechnic.  These 

acknowledgments are included here because a review of the literature that did 

not acknowledge the existence and importance of oral traditions and grassroots 

research would be misleading. 

Maori Self -Determination or Sovereignty 

The guarantee of ‘tino rangatiratanga’ in the Treaty of Waitangi and the 

argument that the Treaty has not extinguished the British guarantee of 

sovereignty in the Declaration of Independence are important factors in Maori 

assertions of self-determination.  The assertion, however, is not wholly 

dependent on these documents.  It is based primarily on the concept of 

indigeneity (L. Smith 1999; Walker 1989b, for instance).   

When Maori Sovereignty (Awatere 1984) exploded into mainstream New Zealand 

bookshops, it brought the shock of an unexpected accusation of “white hate” 

towards Maori, the heated threat of radical overthrow of monoculturalism and 

the possibility of Maori divorce from the rest of the nation.  Its confrontational 

tone was very much in keeping with the anger expressed in the protest 

movement of the time, and the shock it generated was indicative of the 

complacency with which mainstream New Zealand regarded race relations. 

Sovereignty remains a focus for discussion both at grassroots level and in the 

literature (Melbourne 1995; Te Whaiti, McCarthy & Durie 1997; Durie 1998; L. Smith 1999, for 
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instance), but the terms tino rangatiratanga, self-determination, autonomy and mana 

motuhake are often preferred in the debate.  Linda Smith, for example, 

discussing indigenous approaches to research, identifies self-determination as a 

key strategic goal.  “Self-determinism in a research agenda,” she writes (p116), 

“becomes something more than a political goal.  It becomes a goal of social 

justice which is expressed through and across a wide range of psychological, 

social, cultural and economic terrains.” 

Separatism is not necessarily regarded as a corollary to self-determination 

(Awatere 1996;  O’Regan quoted in Melbourne 1995).  The number of Maori put into 

Parliament in the 1996 election, across the parties, suggests that, at this time, 

Maori have opted for a strong presence within the system, locating Maori at the 

political centre (Durie 1998).  What is consistently at issue is the right to control 

the resources and the decision-making that affect Maori people.  In these terms 

it is not particularly useful to separate initiatives for structural change from 

those for the application of theoretical constructs to situations that range from 

education, health, the role of women, to genetic engineering, research and 

human development.  The need, for example, to look beyond colonial and 

postcolonial sources to investigate the role of Maori women (Jahnke 1997; L. Smith 

1999) is an assertion that has ideological and structural implications.  Nor is it 

possible to draw a containing line between resources that impact on Maori and 

those that impact on others.  Corporatisation, the sale of state assets, 

preservation of the environment are issues that invoke a Maori response, albeit 

one that Maori see as befitting all New Zealanders (Melbourne 1995; Durie 1998).  

Education in the context of two cultures 

The importance of the understandings of the Treaty of Waitangi and of the 

movement of Maori towards self-determination in regard to education have 

been discussed in some detail in the preceding analysis of Pakeaka.  Within the 

time period that Pakeaka operated, Maori perspectives on education moved 

from a protest at the margins to a protest that impacted nationally across all 

subjects and stages of the curriculum. 

Since then the restructuring of the education system under Tomorrow’s 

Schools, which devolved responsibilities to individual boards of trustees, has 
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allowed private providers to gain accreditation and to qualify for funding 

under an EFTS2  formula. A number of Maori groups took advantage of this, 

particularly in the post-compulsory sector.  At the same time the Boards of 

Trustees of individual state schools were made responsible for the creation of 

their charters and for aspects of their educational direction.  In some cases there 

was community conflict over values.  For example, Broadwood, a rural school 

in the Hokianga, made Maori language part of its core curriculum.  The parents 

of one child protested to the Minister (Greenwood 1992).  Despite the flurry of 

national media coverage, Broadwood continued its policy and now, like a 

number of other schools in the North, offers a full Maori language immersion 

programme to Year 7 alongside its English-medium programme.  The finding 

of appropriate teachers for such schools has led to a number of different 

initiatives around the country, including the setting up of the Outpost at 

Panguru that is the site for the third part of this study. 

Contemporary mainstream educational values are still seen to be in conflict 

with Maori ones, leading to not only the development of kura kaupapa Maori, 

schools that directly address Maori cultural values in their organisation and in 

their teaching, but also the development of Maori conceptualisations of 

learning and teaching (such as G. Smith 1992; Cormack 1997, Tangaere 1997).   

Graham Smith, for instance, argues that the emphasis by New Right 

philosophy on individualism contradicts Maori concepts of collectivism and 

“the values implied in social practices such as utu (reciprocity) manaaki 

(hospitality) tiaki (nurture) hui (cooperative organisation) and aroha 

(respectfulness)“ (p8).  Smith relates kaupapa Maori to international theoretical 

ideas, such as those of Friere, Bourdieu, Gramsci and Giroux (p30), but he also 

emphasises that for Maori people there is another theoretical framework which 

connects kaupapa Maori to the wider structures of Maori society: “for example, 

notions of tino rangatiratanga (autonomy) mana (authority) iwi (tribal support) 

whanaungatanga (group responsibility)  manaakitanga (sharing and support) 

and many others.“ 

                                                 
2   Effective Full-Time Students 
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Although there are only a limited number of specifically designated kaupapa 

Maori schools, the educative principles that characterise kaupapa Maori have 

implications for a much wider range of educational sites, particularly where 

Maori are involved.  They have clear implications for areas such as Panguru 

where both the school and the community are almost entirely Maori and for 

the teacher training programmes that seek to address the need to provide 

appropriate Maori teachers for such communities.  They are, therefore, integral 

to the third part of my study.   

Also relevant is the Ministry of Education’s current ten-point plan for Maori 

education (Durie, p98).  Of these, the following are important to the project in 

Panguru: removing barriers to Maori achievement in schools; increasing the 

number of Maori students in training and further education; increasing 

understanding of Maori educational needs through research; developing the 

Ministry of Education's bicultural perspective; and exploring options for Maori 

education in the future. 

While it is not uncontested, biculturalism has been generally espoused by the 

Ministry of Education.  Accommodation to the cultural background of Maori is 

emphasised in the new curriculum documents (Science 1993, p12, for example).  The 

importance of multiculturalism is also acknowledged; however, it is seen as 

embedded within a overarching biculturalism (Donn and Schick 1995, p71, for 

instance). 

A curriculum document that has only just been released and that is significant 

in terms of this study is the Draft Curriculum for the Arts (1999).  The draft 

curriculum identifies four strands to Arts education (p12): learning the 

languages of the arts, developing ideas in the arts, communicating and 

interpreting meaning in the arts, and understanding the arts in context.  The 

statement of Aim (p10) emphasises the importance of “the unique art forms of 

Maori, the tangata whenua” and of “art forms that combine Maori and non-

Maori approaches”.  The curriculum is expected to become mandatory for 

Years 1-10 in 2002 (p5). 
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Articulations of Identity - Maori 

Because of the traditional oral nature of Maori culture and because of the 

historic, and continuing, profitability of anthropological studies of native 

cultures, some of the earlier published accounts of what it means to be Maori 

were collected by Pakeha, including the writings of Elsdon Best, describing 

traditional lore of Tuhoe, and those of Sir George Grey, collating the stories he 

found during his governorship.  Later a few notable Maori scholars, notably 

Buck and Ngata gained entry into publication ranks.  However, for the most 

part two separate traditions of passing on knowledge continued, a Maori 

tradition that was oral and that took place in whare wananga to selected 

initiates, and openly on marae, and a European tradition that valued not only 

the written but more particularly the published work. 

It is not my purpose here to attempt any itemisation of what constitutes Maori 

identity.  Instead I mean to examine a selection of writings in order to highlight 

some of the ways Maori approach such discussion.  Further amplification of 

what it means to be Maori is offered by Arnold Wilson in his discussion of the 

Pakeaka programme in the preceding chapter and by the artists I interview in 

the chapter that follows.  

A group of writings was collated by Michael King (1975, 1978), who as Pakeha 

had more fluid entry to publication at that time than the Maori scholars who 

were his informants.   

Dewes (1975) responded to King’s repeated requests for an essay on Maori oral 

literature with a work that speaks about not only the oral literary arts but also 

Maori cultural consciousness, and at a number of different levels.  At first 

reading, to a Pakeha academic consciousness, Dewes’s essay seems a 

heterogenous rave.  He does explain and illustrate the oral arts.  At the same 

time he expresses strong opinions on the Maori cultural revolution, the Pakeha 

majority’s power of veto, the nature of Maori religious ideas, the ratio of Maori 

parliamentary representation, government funding for national Maori 

organisations, land issues, developments and lack of developments in 

education, institutional exploitation of the educative facilities of the marae, 

broadcasting, plans for a national Maori theatre, the status and teaching of 
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Maori language, cultural violence, need for systematic publication of archived 

Maori writings.   

We realise eventually that Dewes is demonstrating that for Maori the oral arts 

are not packaged in a category separate from the rest of social, political, and 

economic life, and that traditional songs are not bordered by the past but rather 

bring the past into the concerns of today.  And that although he is writing on 

paper he is recreating with artistry the dynamic flow of oral exchange in which 

the bright sparkle of sung-poetry punctuates and links the heavier debate of 

issues.  And that like the audience on a marae we, the readers, have to do some 

of the work.  Dewes does not spell out his overall intention for us, nor does he 

make explicit all the connects within the material he presents.  Rather, like 

many older, traditionally-raised, Maori he lays the ideas down, juxtaposed, 

leaving room for the other party to enter into the thinking. 

A dynamic approach to knowledge is also claimed by Marsden (1975).  “The 

route to Maoritanga through abstract interpretation is a dead end,” he writes 

(p191).  “The way can only lie through a passionate, subjective approach... the 

so-called objectivity some insist on is simply a form of arid abstraction...  It is 

not the same thing as a taste of reality.“  Marsden explicitly locates himself in 

his description.  He claims in the first place to interpret his culture in terms of 

what the institutions, customs, mores and traditions mean to him, and after that 

to ask “Is this a view held by my Maori people generally?” 

Marsden begins his explanation of Maoritanga, which he defines (p192) as ”the 

corporate view that Maoris hold about ultimate reality and meaning,” with 

words of formal welcome to the marae.  In doing so he places the marae at the 

centre of understanding of a Maori consciousness, as do many other writers 

(Walker 1989 b; Karetu 1975; Rangihau 1975).  The marae features both as the site and 

the symbolic focus of Maori and spiritual life.  Rangihau writes (p221): “My 

education as a Maori was a matter of observation while I grew up in this 

complete community...  I had to move through this as an apprenticeship for 

group living.” He identifies the marae as “the repository of all the historical 

things, of all the traditions, all the mythology and other things that make up the 
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intangibles of Maoriness and which for me are a very important part of being 

Tuhoe.” 

Rangihau talks about being Tuhoe, a tribal grouping from the Bay of Plenty 

area, rather than being Maori because he feels that it is the impact of a Pakeha 

gaze that seeks to subsume all Maori consciousnesses under one convenient set 

of cultural classifications.  Community and its corresponding value of kinship 

are at the core of this perspective.  “Whanaungatanga means drawing strength 

from family grouping, freedom to visit and share to reduce loneliness,” he 

explains (p222).  He talks about the difficulty of young Maori moving to town 

(p223): “They don’t feel welcomed; they feel it’s a cold-as- steel world and one 

which they are not geared to live in because they have come from a community 

where everyone knows what everyone else is doing, where there’s a warmth, 

which is the community embracing them as part of the community.” 

Grace and Ihimaera (1978) address their intentions as writers at a time when 

there were few published Maori voices in prose fiction. “ I think it is important 

for me and other Maori writers to write about us in all our variousness,” writes 

Grace (p81):  “our feelings and aspirations and values; attitudes to life and 

death, affinity for land and land issues, about kinship and social orders and 

status, about the concept of aroha embracing awhina and manaaki; attitudes 

towards learning and work, towards food - its growing and collecting and 

preparation.  And most especially about the spiritual aspects of all these 

things.”  Ihimaera writes (p84) “to make New Zealanders aware of their other, 

Maori heritage.”  So he writes “about the landscapes of the heart, the emotional 

landscapes that make Maori people what they are” (p84). 

Hohepa (1978) turns the analytic microscope from examination of Maori culture 

to that of Pakeha culture.  Working on the premise that “the fault lies perhaps 

with monocultural majority standards and majority ways, he suggests the need 

for research into the cultural ethos of Pakeha groups.  His purpose in this 

reversal of the ethnographic microscope is to challenge Pakeha to do what 

Maori have already been forced by history to do. “Maori individuals in their 

own way have managed to create bilingual and bicultural entities and there is 

no reason to doubt that Pakeha individuals can do likewise,” he states (p111).  
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These writings came at time when Pakeha were beginning to look at Maori as 

the unexpected stranger in their midst and to ask what it was that constituted 

the difference.  They represent a refusal by Maori to commodify their culture at 

the same time as they show willingness to openly share it.  ‘Intangibles’, 

sometimes referred to as ‘feelings’ are a recurring theme, as is the reminder to 

look at the organic and changing spectrum of human activity rather than 

focusing on exotic or categorisable detail.  The other recurring theme is that 

while many of the writers are unwilling to codify their views of the universe 

and ways of behaving into a blanket Maoritanga, preferring instead to 

acknowledge the tribal source of their cultural ethos, they are united in 

asserting that there is such a thing as an identity that is Maori and that is 

substantially different from that of Pakeha. 

However, the most rigorous and detailed articulations of cultural identity took 

place not in print but in action: on marae, in confrontations with local bodies 

and government departments, in hikoi and other activist movements, in 

submissions to the Waitangi Tribunal, in theatre and in visual arts, and in 

programmes like Te Mauri Pakeaka.    

- And Pakeha 

As the ‘unmarked’ item3 in mainstream conceptualisations of culture, most 

writings about New Zealand, be they historical, political or literary, discuss a 

Pakeha identity.  My aim here also is to examine some samples of the literature 

that overtly addresses what it means to claim a Pakeha identity.  

King again brings the issue to the fore.  Being Pakeha (1985) was written after a 

spate of criticism about King’s role in writing Maori history.  The theme that 

emerges throughout the book, sometimes with a defensiveness that speaks of 

recent pain, is that of the discovery of identity through the interaction between 

Maori and Pakeha.  The other theme that clearly emerges, over and above any 

defensiveness, is his awareness of the dual challenge that Pakeha face at this 

                                                 
3   Feminist and other deconstructionist research considers the issue of “cultural markedness”.  
For example, as Davis (1994) among others shows, femaleness is marked, and maleness is 
unmarked and ‘normal’ in our mainstream culture.  The terms mankind and humankind are read 
to be interchangeable.  Womankind, on the other hand, is read as specifically referring to part 
only of the human population. It is the marked sub-class that carries the onus of difference. 
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time - a responsibility to enter fully into the intercultural dialogue (p172) and to 

relinquish the gate-keeper role (p164).  

King’s search for expressions of Pakeha identity continues with Pakeha: The 

Quest for Identity in New Zealand (1991) in which he calls on a score or so 

prominent Pakeha New Zealanders to articulate their sense of identity.  A 

number of themes emerge in their writing.  One is commitment to the land, and 

a sensitivity to its songs, in a way that is filtered by Maori description (King, p22).  

Another is awareness of shared space with Maori (Olssen, p128; Knox, p196).  Some 

reject an insular identity (Max, p85).  Others admit to hurt when Maori identify 

with the land to the exclusion of Pakeha who they call its violators (Head, p25).  

Most value cultural diversity (Hutchinson, p138; Max, p88). Some see a need to 

nurture the difference (Laidlaw, p170; Head, p34).  “If in the process we have a 

measure of separateness, then so be it," writes Laidlaw (p170). 

Honouring the Treaty : An Introduction for Pakeha to the Treaty of Waitangi (1989) is 

the work of Pakeha writers who seek to affirm the importance to Pakeha of the 

Treaty as means of achieving social justice and also to affirm their commitment 

to the on-going struggle to honour its promises.  Yensen, Hague, McCreanor 

and the other writers in this volume speak deliberately “as Pakeha” in order to 

demonstrate engagement in issues that were, and still are, seen as contentious 

by many Pakeha.  In telling the story of Pakeha protest action it provides a 

valuable parallel in the printed literature to the presence of Pakeha in the 1984 

hikoi and other activist initiatives.  It offers also evidence of Pakeha 

participating in the dialogue of listening, evaluating, and reframing, that makes 

possible cultural interaction.  It is paralleled by a large body of uncollated 

writings addressed to newspapers, government ministry, public bodies, and by 

participants in public seminars, in which Pakeha claimed that their cultural 

identity as co-inhabitants with Maori in New Zealand impelled them to take an 

active role in addressing institutional racism and in readjusting the balance of 

cultural power.  Orange’s research into the Treaty of Waitangi (1989) and the 

writings of the Pakeha exponents of law in Kawharu’s book (1989) also imply a 

conceptualisation of identity that sees them as co-workers with Maori in the 

struggle to create “the postcolonial era of the new nation state”, to use the 

words of Walker (1990, p10), “where two people can live as co-equals.”   



 133 

Perhaps the scarceness of the literature that articulates Pakeha cultural identity 

says as much about publication practices, as it says about communally held 

opinions.  Although it is well beyond the scope of this study, investigation of 

how publishers, and artistic directors of theatres, become cultural gate-keepers 

is a topic calling for research. 
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Chapter 3.2 - Theatre and drama 

 

In this study, drama and theatre figure as ways of knowing and coming to 

know the bicultural identity of New Zealand.  In the previous section I 

examined the concept of biculturalism.  In this section I will examine pertinent 

theories, and legacies of practice, of theatre, drama and performance.  Once 

again I will not attempt to summarise either the historical development of ideas 

or all the important issues relating to the scholarship in these fields.  I will limit 

my discussion to an identification of the concepts that inform my analysis of Te 

Mauri Pakeaka and of the history of bicultural theatre and that underpin the 

account of my practice in Panguru.  In the final part of this chapter I will offer 

an aligning of theatre to aspects of postcolonial theory.  

Theatre as a way of knowing 

Way of knowing implies not only a site where representation occurs and where 

meanings are consciously or unconsciously read but also active agency both in 

representation and in reading of meaning.  Accordingly, theatre is not only a 

location, physical and metaphorical, where social understandings are acted out, 

it is also a means for shaping and refining such understandings. 

In itself, knowing does not imply a correlation to truth or even to any degree of 

rigour in examination.  We can all look back and recall things we have known 

that we have later come to recognise as platitudes, evasions or even falsehoods.  

And indeed postmodernism insists that knowledge is inescapably situational 

and contextual (Derrida 1978; Bennett 1990, for instance) and that both the makers and 

receivers of texts are products of the ideologies of their society.  Postcolonial 

theory and the critical pedagogy of decolonisation go further. They also 

recognise the relativity of knowledge, but extend this recognition to a call for 

conscious and politicised deconstruction of the power-based ideologies that 

filter our perception (for example hooks 1994; Spivak 1991).  The knowing that occurs 

in theatre is thus, in the first instance, relative. 

For example, the insight into the cultural identities of New Zealand that is 

represented by the epic theatrical extravaganzas of the late nineteenth century 
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is as blinkered as any other manifestation of the imperialist rhetoric of their 

time.  However, because such epics do reflect the perceptions and attitudes of 

their time, they constitute records of ways of knowing that are significant not 

only to theatre historians but also to those interested in tracing the 

development of bicultural awareness in New Zealand.   

Moreover, such epics did not merely reflect; they also re-presented those 

perceptions and attitudes as inscriptions of what was real.  Thus, they are not 

simply relics of their society’s knowing; they constitute part of the process by 

which that society came to conceptualise itself.  Theatre is more than the mirror 

that Hamlet’s players suggest.  It is rather in the nature of a refractor; it 

interprets the understandings it receives and shapes them into forms that 

influence new, or renewed, understandings (Gilbert 1998; Savona 1995; O’Toole 1992).  

In other words the relationship between theatre and its social context is not 

simply involuntary and passively reflective; it is active and influential, and 

sometimes deliberately so. 

In the next chapter, I trace a history of bicultural themes in New Zealand 

theatre.  For the earlier periods I am largely reliant on written records of large-

scale commercial productions, such as the epics mentioned above.  And from 

the historian’s viewpoint these plays offer valuable insights into the attitudes of 

the period: the images they present are like snapshots of the mainstream 

thinking of the period.  They also provide evidence of their period’s process of 

self-conceptualisation.  As moas and tattooed Maori are made to cavort in front 

of backdrops of geysers and volcanoes, the theatre event serves as an 

affirmation of the adventure and the validity of colonial expansion.  The 

experience of assembling with like-minded people in an elegant hall, wearing 

evening dress, and taking refreshments between the unfolding of scenes where 

the exotic and potentially threatening is made familiar and consumable, played 

an active part in establishing a colonial identity.  Likewise, the movement in 

1984 of artists such as Tuwhare and Te Ohu Whakari into mainstream theatre 

does more than allow us insight into Maori ways of seeing the world, it also 

constitutes a shift in the public visibility of Maori and in the publicly available 

spectrum of the ways New Zealanders, both Maori and Pakeha, see themselves. 
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It is recognition of the potency of theatre that fuels Boal’s indictment (1979) of 

what he calls “Aristotle’s coercive system of tragedy”.  He argues that 

Aristotle’s concept of catharsis serves as “a powerful system of intimidation” 

that aims at “the purgation of all anti-social elements” (p46).  He claims that the 

spectators’ identification with the protagonists in theatre makes them easy prey 

to the indoctrination of values.4   While many (Winston 1998, p64, for example) might 

argue with Boal’s evaluation of the effect of classic tragedy, his assertion of the 

potential for power of theatre is shared by practitioners across the spectrum of 

theatre usages and forms, including those concerned with ritual (Soyinka, 

Schechner), drama therapy (Moreno, Landy), drama in education (Heathcote, Bolton), 

social drama (Turner, Handelman) and commercial scripted performance (Brecht, 

Bharucha). 

It is with this active potency of theatre, in a range of its forms, that my study is 

concerned. 

The  continuum of theatre forms and intentions 

Theorists differ in their choice of a term that will act as an umbrella to 

encompass the range of related processes that I have been calling theatre in the 

preceding paragraphs.  Some prefer the term drama (Bolton  1998; O’Toole 1992), 

some performance  (Schechner 1988; Handelman 1990) some theatre  (Boal 1995; Grotowski 

1995); sometimes a hyphenated doubling drama-theatre is used (Burton 1991), and 

sometimes drama is used to signify an emphasis on participant involvement and 

process in contrast to theatre as a commercial enterprise (O’Neill 1995).  For the 

purposes of exploring the continuum of related activities, the terms can be 

regarded as interchangeable. What follows is a brief identification of a range of 

forms and intentions along that continuum. 

The continuum is variously described.  Schechner (1993, p20), for example, 

identifies “four great spheres of performance - entertainment, healing, 

education and ritualising” and explores how they are “at play with each other”.  

Burton (1991, p7) maps educational drama and theatre in a continuum that is 

                                                 
4   He cites the programme Sesame Street in which children learn letters though sketches based 
on “subjects and themes selected from among the values of a competitive capitalist society” 
(p115).  “That is how they educate us,” he concludes.  “By osmosis!” 
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unified by the adoption of role and the practice of improvisation.  O’Toole 

examines the negotiation of meaning in drama in education and in  

conventional theatre and identifies a number of elements that he sees as critical 

to both, and through the manipulation of which meaning is negotiated.  O’Neill 

(1995) shows how the artistic decisions made by the facilitator and the 

participants in process drama are qualitatively similar to decisions made by 

playwright and director in conventional theatre.  Turner (1988) extends his 

study of ritual to encompass the performativeness of social process and 

proposes a concept of social drama.  Handelman (1990) examines how public 

events, and particularly ceremonies, use performative modes to control 

potential destructive forces.  Grotowski (1995) traces a personal journey of 

exploration from an avant-garde theatre of presentation to a medium in which 

elements of action exist simply as “instruments to work on the body, the heart, 

and the head of the doers”(p122).  

Ritual, social drama and direct theatre 

One of the domains in the continuum that is important to this study is that of 

Ritual.  Western theatre presumes its origins in ritual (Schechner, Barba) and non-

Western theatre is often described in terms of its continuing connection to 

ritual.  Ritual performs a number of functions including the balancing of social 

controls and the alignment of humans in the cosmic order.  Soyinka (1976 p38), 

for instance, defines the difference between European and African drama as a 

result of essentially different world views, particularly the abandonment by 

European dramatic criticism of a “belief in culture as defined within man’s 

knowledge of fundamental relationships between himself and society and 

within the larger context of the observable universe.”  “Ritual theatre,” he 

explains (p41) “establishes the spatial medium not merely as a physical area for 

simulated events but as a manageable contraction of the cosmic envelope 

within which man... fearfully exists.”  A number of Western writers also delve 

into the on-going importance of ritual.  Turner is interested in the moments of 

liminality that are central to ritual which he explains (p25) as a process that 

separates specific members of a group from everyday life and after taking them 

through a limbo that is in some way a threshold between secular and sacred 
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living returns them changed in some way to mundane life.  Schechner 

throughout his writing is concerned with the interplay between ritual and 

dramatic performance.  He postulates a continuum that reaches from efficacy to 

entertainment (1988, p120)  and suggests that ritual occurs when efficacy 

predominates.  Thus ritual is characterised by collective creativity, a 

participating and believing audience and productive links to symbolic time and 

to an absent Other.  Entertainment exists for the here and now and for fun.  The 

audience, watches, appreciates and criticises.  Creativity is individual.  Thus the 

difference between entertainment and ritual is not so much in any of the 

constituent performative elements but rather in the social group’s belief in the 

purpose of the performance and in the ownership of the process.  The 

relationship between ritual and performance is important to this study for a 

number of reasons.  Firstly, it is significant to an analysis of Te Mauri Pakeaka 

as shown in the preceding chapter.  Secondly, it is important to the  articulation 

of a bicultural aesthetic.  If theatre as we know it has its origins in ritual, how 

do the rituals of the marae influence the emergence of dramatic forms that 

draw on Maori as well as Pakeha performative traditions?  The following 

chapters explore some of these connections. 

Turner, Handelman and Schechner extend their examination of ritual to the 

unfolding of public events.  Turner (1988) proposes the notion of social drama to 

show how “social interactions of a conflictive, competitive or agonistic type” 

are “processually structured” (p33-5).5   Handelman (1990, p12) considers a class 

of “public events’ that “mediate persons into collective abstractions, by 

inducing action, knowledge and experience”.6  Schechner (1993) explores the 

connection between public events, ritual and dramatic performance. “In direct 

theatre,” he contends, “large public spaces are transformed into theatre where 

                                                 
5  He defines the first two phases as “breach of regular norm-governed social relations made 
publicly visible by a ritual normally held to be binding” and “crisis, when people take sides or 
rather are in the process of being induced, seduced, cajoled, nudged or threatened to take 
sides.”  The third phase consists of the application of “redressive or remedial procedures” that 
usually involves “a process of stock-taking or plural self-scrutiny”.  The fourth phase consists 
“either of the reintegration of the disturbed social group or the recognition and legitimation of 
the irreparable schism.“ 
6 Handelman is particularly concerned with planned events, such as festivals and processions. 
These, he explains (p15) “are culturally designed forms that select out, concentrate, and 
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collective reflexivity is performed” (p83).  He analyses the struggle in 

Tienanmen Square in terms of ritual and theatre and portrays it as a struggle 

“between two groups of authors (or authorities) each of whom drew on both 

the theatre and ritual.  The students improvised in public, while the officials, as 

always, rehearsed their options behind closed doors.  The students took 

Tienanmen Square, the centre stage and ritual focus of Chinese history.”  

Schechner stresses that he does not use the word theatre metaphorically, and he 

itemises the audience: “the participants themselves, journalists, especially TV 

reporters, the mass spectatorship TV enjoys, and the high-level decision-makers 

watching in their offices or bunkers” (p86).  Handelman (1977, 1990) also explores 

the meaning and structure of public events.  He relates festivals, ceremonies 

and processional occasions to concepts of play, ritual and model-making, and 

his analysis is particularly concerned with the strategy such public events have 

for permitting and containing disrupture to the existing order.  In establishing a 

history of bicultural theatre in the chapter that follows, the concepts of  social 

drama and of direct theatre help to align political events such as the significant 

protest marches of the 70s and 80s with developments in mainstream theatre. 

The performed play  

If naming the continuum is a potential minefield, so is naming the type of 

theatre activity that, after rehearsal, is performed to an audience, usually in a 

specially designated space.  To reserve the name theatre for that activity, as is 

sometimes done, is to imply a privileged position for that form of performative 

art.  Addition of qualifiers, such as mainstream or conventional, serve to a 

point, but unfortunately imply a denial of the subversiveness or experimental 

nature of many works within this domain.  Inventing and marketing  a new 

term is not something to be undertaken on the sidelines of a thesis that is 

centrally concerned with other issues.  So I consciously take refuge in 

compromise.  Whenever the context does not call for distinction to be 

specifically made between the rehearsed performance of a play, scripted or 

otherwise, to an audience from other modes of performative enactment or 

                                                                                                                                               
interrelate themes of existence - lived and imagined - that are more diffused, dissipated, and 
obscured in the everyday.” 
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exploration, I will follow popular usage and use the term theatre.  In 

paragraphs, such as this, where I need to make the distinction, I will call it the 

performed play. 

The performed play is a domain of theatre that is central to this study.  The art 

project in Te Mauri Pakeaka was directed towards the creation of work that 

would be shared with members of the project and with the outside community.  

The theatre examined in the second journey consists predominantly of 

performed plays.  Even in the third journey, which primarily involves a record 

of a pedagogical participant theatre process, there were two public showings 

which can also be considered as performed plays.  Therefore, conceptualisation 

of the performed play as a way of knowing also requires a little further 

examination.  Again the list of  writings I survey is representative of the 

concepts that underpin this study rather than exhaustive of the field. 

As discussed earlier in this chapter, the performed play may be loaded with 

messages about people and society even when its makers are unaware of them.  

An approach to the deconstruction of latent ideologies is provided by feminist 

performance criticism (such as de Laurentis, Dolan, Ashton) which exposes the way 

dominant ideology has been naturalised as non-ideology, and details the way 

the ‘male gaze’ is privileged and the female spectator is trapped between 

alienating alternatives.  Dolan’s description (1991, p13) of the female predicament 

is equally relevant for other subsumed groups:  

If she identifies with the narrative’s objectified passive woman she places herself in a 

masochistic position...  If she identifies with the male hero, she becomes complicit in 

her own indirect objectification. 

However, the performed play also provides a powerful site for ideological 

challenge.  Ibsen (The Enemy of the People), Shaw (Major Barbara), Anouilh (Romeo and 

Jeanette), for example, engage their audiences in a re-examination of political, 

economic, social and familial values.  Brecht (Mother Courage) structures his work 

so that the audience is forced to confront apparent contradictions as it struggles 

to accommodate fragmented action and unheroic protagonists.  Ionesco (The 

Chairs), Beckett (Endgame), Genet (The Balcony) refuse their audiences the comfort 

of cohesive narratives and bombard them with disquieting, often jarring, 

images.  Artaud (1982), Grotowski (1968), Barba (1995) demand their audiences 
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travel with them into explorations beyond words and into the body space of 

direct experience.  So important is this aspect of theatre that Brook (1972) indicts 

productions where the challenge is absent as deadly theatre. 

The search for meaning is not simply an effect of the finished play.  It is part of 

the process of its construction.  Brook, Barba, Grotowski articulate the 

importance of the rehearsal process being a period of ‘toil’ in which each 

previous day’s discoveries are tested, extended, and perhaps surrendered.  Nor 

is rehearsal the end of the discovery process: each night’s performance is a re-

negotiation of significance between the actors and the audience. 

It follows that the knowing that occurs through the performed play, and in fact 

in all theatre, is not purely cognitive.  The play is a multi-sensory experience, 

and it occurs in the present tense.  The engagement that takes place, and the 

knowing that results, occurs at emotional and visceral levels as much as at 

intellectual ones.  Just as Barba, Artaud, Grotowski, Ionesco, Zarrilli and other 

artists have felt the need to move beyond conventional language in exploring 

ways of knowing, so critics appear to wrestle with elusive words in trying to 

express what they receive in such performances.  A fellow actor (Kreczmar, cited 

in Orsinski 1986, p86) writes of Grotowski’s work:  

the eliciting of primal and elementary, beyond-the rational instincts, passions and 

human emotions, conceived in the strict rigour of sound, plasticity and rhythmic 

harmony.   

And Brook describes “the one acid test” he knows in theatre (1992, p152):  

When a performance is over, what remains?... The event scorches onto the memory an 

outline, a taste, a trace, a smell - a picture.  It is the play’s central image that remains, 

its silhouette, and if the elements are highly blended this silhouette will be its meaning, 

this shape will be the essence of what it has to say. 

That words appear to fall short is of course one of the reasons artists turn to 

performance.  What characterises not only the performed play but also all 

activities on the theatre continuum is the search for form as well as for 

meaning.  Or to put it another way, it is through engagement with its aesthetic 

qualities that we fully discover meaning in a work of theatre.  One of the 

central intentions of this study is to explore the notion of a theatre aesthetic that 

arises out of a bicultural understanding of theatre.  Analysis of the work 
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undertaken during Te Mauri Pakeaka in the preceding chapter has begun that 

exploration.  It is continued in the chapter that follows through an examination 

of the historic evolution of bicultural theatre and through discussion with a 

group of artists. 

Even from this brief discussion it is obvious that the term performed play  covers 

a non-homogenous range of works, and that while these works share the 

intention of rehearsed performance to an audience, there is also a great range of 

difference in the ways the works are conceived, developed and presented.  

There is also considerable overlap between this domain on the theatre 

continuum and the others. 

Process Drama 

Process Drama  is a type of experiential theatre that shares a number of the 

characteristics of the performed play, particularly the exploration of meaning 

through a range of processes and the search for form to embody both the 

exploration and the discoveries made.  It differs from the performed play in 

that it is not usually intended for  performance to an audience outside that of 

the participants themselves and in that while the making of a play occurs, the 

play is experienced as an evolving process rather than the process being 

directed towards a final product.   

The distinction of course is not absolute.  Stanislavski (1936) insists on an on-

going process that not only prepares the actor for performance  but that in itself 

constitutes an exploration and discovery of meaning.  Brecht (1964) demands 

that the performance of the play leaves transparent the process of its making.  

Brook (Heilpern 1978) journeyed through Africa in pursuit of an improvisational 

performance mode that would be meaningful across linguistic and cultural 

boundaries.  Grotowski (1968) limited his audiences to a handful of spectators 

so that they would not dilute the work of the actors and director.   

Likewise, O’Neill (1995a) systematically aligns the strategies and intentions she 

works with in process drama to those used by playwrights and directors in the 

theatre concerned with performance.  In the case of process drama, however, 

the functions are shared by the facilitator and the participants, and the 
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participants view the work they produce as they make it evolve, from both 

within and outside the drama.   

Teaching intentions feature strongly in O’Neill’s writings and practice.  Drama 

Structures (O’Neill and Lambert 1982) shows teachers how they can structure 

dramas for use across the curriculum.  Dreamseekers (Manley and O’Neill 1997) 

invites teachers to engage their students in creative explorations of the African 

American situation and the legacy of history.  Words into Worlds (Kao and O’Neill 

1998) offers process drama as a strategy for learning a second language.  Equally 

importantly, learning at more complex levels is invoked by the involvement of 

participants in dramatic structures that engage their emotions as well as their 

intellects and that require interactive decision-making and aesthetic response.  

Nevertheless Bolton (1998, p 231) draws a distinction between process drama and 

drama for learning and suggests that process drama, as described by O’Neill, is 

not explicitly concerned with pedagogy, but rather involves the participants “as 

active agents making theatre”.  I see Bolton’s distinction as valid and valuable 

in as much as it implies that while process drama can be a powerful way of 

addressing curricular concerns, as a enterprise it is no more, and no less, 

inherently pedagogical than its more performance-orientated relations in the 

mainstream theatre.  Process dramas such as Frank Miller (O’Neill 1995a) or The 

Seal Wife (O’Neill inTaylor, 1995) engage participants in a dramatic experience that 

may, like other powerful theatre, lead participants to new and different insights 

into the nature of being human, but it is engagement in the art form that 

primarily constitutes the experience.  Considered as a way of knowing, process 

drama extends the potential offered by the performed play by utilising both 

experience and analysis, the functions of the actor and the spectator, together.   

A distinction perhaps need to be made between the concept of ‘a process 

drama’ and process drama techniques and processual contexts.  The concept of 

process drama techniques is integral to this study.  In the preceding chapter I 

suggested that the Pakeaka workshops could be considered in terms of 

correspondences to process drama.  In the chapter that follows, the artists 

discuss their visions of theatre in terms that invoke consideration of process 

drama as well as of performance plays. And finally in the workshops in 
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Panguru, although I did not eventually find a point of entry into our study of 

the Treaty of Waitangi in a form that led to a specific process drama, drama 

processes dictated the shape of our work. 

Drama as Pedagogy  

As I stated earlier, a primary application of process drama is as a tool for 

learning, a concept that is central to this study. 

The use of drama as deliberate pedagogy has antecedents in the criticisms of 

institutional education articulated by Holt (1964), Postman and Weingarter 

(1971), Friere (1972), Illich (1976).  They showed how existing systems reduced the 

learner to passivity and constituted an agency for homogenising conceptual 

development and for maintaining the status quo.  The previous chapter of this 

study shows how, despite some changes, these criticisms have remained 

relevant through to the present day.  The critique by Smith cited in the last 

paragraphs of the previous section are echoed in different parts of the world by 

hooks (1994), McWilliam (1996), Ogolla (1997), Apple (1996), Singh (1995). 

The work of Heathcote (Wagner 1976; Johnson & O’Neill 1984) offered an alternative 

approach to learning, one that involved the learner as an active agent while at 

the same time it built in ways of challenging the learner.  By her use of role, 

Heathcote enabled students to step outside the confinements of the framework 

in which they usually operate and into a “what if” terrain (Heathcote and Bolton 

1995).  ‘What if’ does not ask students to pretend in an arbitrary and artificial 

way that they are someone else and in a different situation, an activity that 

Heathcote disparagingly calls ‘acting’.  Rather it invites them to bring their 

existing, and emerging, understanding to a new situation and to develop that 

understanding as they “live through” experiences generated by their role in the 

fictional situation.   

In this kind of work teachers enter into role together with their students.  

‘Teacher-in-role’ can serve as a device for drawing students into the drama and 

for challenging the drama into new directions at strategic times.  However, it 

also allows the teacher to be open to making discoveries within the drama and 

to being challenged by students, so that the learning process is no longer 
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simply a transfer of knowledge from an empowered knower to vacant, be they 

eager or alienated, students.  Directions within the drama are generally 

structured in some way (O’Neill and Lambert 1982; Taylor 1998), but outcomes are not 

predetermined.  The flexibility of role and of the drama structure, if facilitated 

with sensitivity to students’ need and with a critical awareness of ideology, 

allows students to learn at their own pace, to process their discoveries in their 

own way, to give attention to issues that they perceive as relevant and ask 

questions and make connections across a wide range of areas that are often 

segmented into separate subjects in the curriculum.   

Use of drama as a medium for learning shares certain features with the 

pedagogical potential of other art modes: it prompts learners to engage not 

only intellectually, but also emotionally, physically and intuitively (Richardson 

1964; Eisner 1991; Janesick 1994, for example), and it privileges creative, new 

formulations of knowing rather than the repetition of received knowledge 

(Burton 1991; Wilhelm & Edmiston 1998).  In addition, because drama is a group 

activity, it engages students in dialogic interaction with each other, and because 

drama evolves through time and space, it allows students to move into 

different frames of action to explore a situation from different perspectives and 

to explore causes and consequences.   

The multifaceted and collaborative approach to pedagogy offered by drama has 

resonances with the issues raised by contemporary Maori educational theorists. 

For instance, Cormack (1997, p165) stresses need for making "the whole class 

work together as a unit, a cohesive whole",  and advocates a model for learning 

that situates whole class activities alongside smaller group activities to build a 

whanau base in the class, and that moves from presentation to reinforcement 

and then to exploration.  Tangaere (1997) advances a theory of human 

development that stresses the importance of whanau, or family, in learning: of 

tuakana/taina relationships (the older, or more able, assisting the younger) and 

of poutama, or staircasing. The image of the poutama relates to Tane’s mythic 

ascent to the heavens to gain knowledge that carries spiritual as well as social 

and material accountabilities (p48).  These resonances have particular 

importance for my conceptualisation of the workshops in Panguru. 
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When drama is used as pedagogy the freedoms offered by dramatic inquiry are 

counterbalanced by structures that shape the educational intentions.  “The 

frame,” writes Heathcote (in Davis 1997, p17), “determines the way into 

knowledge.”  The selection of frame in drama in education parallels the 

playwright’s shaping of scenes.  Both determine not only the time and space 

where the action will unfold, but also the point of view and the focus of the 

unfolding, and the tensions that activate the inquiry.  In educational drama the 

selection of frames constitutes the primary and most powerful site of teacher 

intervention (Neelands 1990; O’Neill & Lambert 1982).  The preceding chapter shows 

how the shaping of powerful frames of inquiry was central to the operation of 

Te Mauri Pakeaka.  Similarly, the chapter describing my workshop in Panguru 

traces my selection of frames through which I seek to influence the students’ 

learning.  In addition, a more oblique consideration of framing and its impact in 

determining ways of knowing is invoked by Don Selwyn’s discussion of 

spirituality in the chapter that immediately follows.  

Theatre of the Oppressed  

Boal’s Theatre of the Oppressed (Boal 1979) evolved out of his search to make 

theatre not only relevant to the masses but also to align it as a tool for 

increasing understanding and for bringing about social change.  Boal’s name 

for his methodology draws explicitly on Friere and his project of education as 

liberatory practice.  In the first instance, Boal regarded Aristotelian poetics of 

theatre as ideologically repressive; his own processes were designed so that 

“the spectator no longer delegates power to the characters either to think or act 

in his place” (p155).   Instead he proposes the notion of a “spect-actor” and a 

process in which audiences become actors both on the stage and in the analysis 

of their social context.  Boal regards theatre as site for participants to actively 

address the situations that oppress them and to strategise for change.  His 

writings (1979, 1992, 1995) trace an expansion of his concern from peasant and 

worker groups in South America to more personal experiences of oppression 

that include the cop in the head (1995) and other manifestations of alienation and 

modern psychological oppression.  They also document a series of processes by 
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which participants can confront what oppresses them, visualise solutions, and 

strategise steps to reach them.   

Apart from the one session where I demonstrate Boal’s process to the students 

at Panguru, I do not follow Boal’s methodology as he describes it.  Rather his 

work is important to this study as an springboard for exploring issues and 

ideas in the body, and for combining this embodiment with systematic analysis.  

Of particular relevance to my study is the range of activities he proposes, 

including still images and their animations, that allow participants to make 

explicit in their bodies problems that they ordinarily approach as emotional or 

ideological abstractions.  I find precedents for departing from the canon of his 

process in the writings of others who have personalised his approach (Schweitzer 

1994; Campbell 1994; Fisher 1994). 

A particular value of Boal’s work for this study is that whereas most of the 

British, American and Australian theorists of Drama in Education identify 

entry into fiction as a key characteristic of the drama process (for example O’Neill 

1995; Bolton 1998; O’Toole 1992), Boal does not use the term.  Rather it is the 

immediate realness of the drama context to the protagonists that makes it an 

appropriate site for exploration7.  My previous experience of working with 

adult Maori participants alerted me to the suspicion with which many of them 

approached drama as irrelevant because it was fictional, an indication perhaps 

of the extent to which they perceived mainstream literature and entertainment 

to be about ‘other people’s stories’ and other people’s ways of seeing.  I 

approached my workshops at Panguru aware that while many Pakeha need to 

split their monocultural focus to accommodate different perspectives, the 

experience of growing up and living in a culturally different mainstream has 

often already created that split for Maori and that what drama needs to offer is 

ways of bridging the split (Greenwood 1984, p46).  

                                                 
7  I am not concerned here with arguing what fiction ‘really means’.  It is acknowledged that 
both fictional and non-fictional accounts are selective models of real life.  The issue here is one 
of preferred focus and consequent terminology. 
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Role, fiction, performance, being and not being 

In later chapters of this study I will return to the question of whether fiction is a 

universally useful way of describing what happens in drama.  At this stage I 

want to bypass that issue and concentrate for a moment on the literature that 

informs my understandings of role. 

Role is an important concept across a number of different disciplines. As 

discussed earlier, it is central to conceptualisations of acting and performance.  

Role theorists, such as Goffman (1974), explore roles and personae as strategies 

we all assume daily.  

Drama therapy also focuses on the taking of role, and particularly on processes 

of recognition and active manipulation of the roles we take.  Landy (1993), for 

example, presents a taxonomy of the roles people play and explains that these 

role types do not exist in a vacuum; that they are interactive and interrelated.  

He shows also that roles have a potential for healing through drama.  

Conceptualisations of role are also fundamental to understandings of ritual.  In 

the ritual of encounter on the marae, for example, participants occupy the roles 

of either tangata whenua, people with ancestral claims to the land, or manuhiri, 

those coming in as visitors, and each role carries clearly defined accountabilities 

(Salmond 1976).  Within these overarching roles, other roles, such as those of 

kaikaranga and taumata, needed to be fulfilled in the unfolding of the ritual.  

Marsden (1975) and Soyinka (1976), speaking from cultures on other sides of the 

world, but both speaking from the position of cultural owner of the rituals they 

discuss, talk about the performance of rituals as an affirmation of the pervading 

presence of a sacred dimension to life.  Turner talks in terms of liminality, of 

ritual as a threshold between secular and sacred living.  Whether the concept is 

that of a threshold between states of being or of an affirmation of the 

interconnection between states of being depends perhaps on how much each 

perceives the sacred as a real element.  However, both approaches to the 

discussion highlight the dual focus implicit in the roles taken in ritual.  

Role and the performance of role is also an increasingly significant element in 

theorisations of how individuals ‘perform themselves’ (Morgan and McWilliam 
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1995; hooks 1994) in terms of their relationship with others and with society, and 

of how cultural engagements “are produced performatively” (Bhabha 1994, p2).   

Significant to a number of these conceptualisations is the way role encompasses 

a state of both being something and not being it at the same time. Landy (1993, 

p12) re-phrases Hamlet’s soliloquy and summarises the human condition as ‘to 

be and not to be’.  “Being, “he writes, “is the part of the person that is in role, 

capable of action.  Not being is the part of the person that is de-roled, inactive, 

observing and reflecting upon the acting part.”  Schechner (1985, p123) describes 

the process of performing as acting “in between identities”.  “Olivier,” he 

explains “is not Hamlet, but also he is not not Hamlet.”    

The concept of role, consequently, features strongly in my study.  It is 

important because I am concerned with theatre as a way of knowing and 

because role is fundamental to understandings of theatre across the continuum.  

It is also important because the taking and playing out of roles is a determinant 

of how we conceive our identity and how we function in ‘real’ life.  Implicit in 

this study is a belief that understanding the roles we consciously take in drama 

empowers us to be more aware of the roles we less consciously assume in life. 

Intercultural theatre 

A further area of theatre practice that has serious implications for this study is 

that labelled as intercultural theatre (Pavis 1992).  Pavis’s term extends the  concept 

of intertexuality to include the contexts and cultures that are embedded in the 

transfer of foreign texts.  The debate that  arises from practices of importing 

performance materials and forms from other cultural sources into Western 

theatre has been discussed earlier in the context of Te Mauri Pakeaka.  I return 

to the issue  briefly here again because of its relevance to the rest of this study.  

Bharucha’s writings (1993, 1996a, 1996b) have not only problematised practices of 

intercultural borrowing and the understanding of both theatre and culture that 

underlie them, they also offer a platform for theorising the complex effects of 

working in intercultural and intracultural domains.  At the base of  Bharucha’s 

critique is an insistence that “bios” cannot be separated from “ethos”(1996b, 

p207): that stories and forms cannot be separated from the meanings they hold 
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for their own people, without doing violence to both the forms and the people.  

At the same time as he attacks neo-colonialism, consumerism, and reduction, 

he affirms the value of cross-cultural explorations which are accompanied by 

personal investment of time and vulnerability.  Both his indictment and his 

own determination to undertake cross-cultural explorations, respectfully and 

with loving regard for the ‘ethos’ of the source cultures, have implications for 

the plays discussed in the following chapter and for the artists’ discussion of 

the meaning of the art.  

Postcolonial theory, discourse and deconstruction   

Postcolonial theory offers a theoretical framework which addresses issues of 

power between cultures, and scrutinises the complexities associated with 

identity. Knowledge and power, Said tells us (1978), are interlinked in the 

West’s approach to the cultures of the East. The ways in which knowledge 

about the East has been collected, classified and represented to the West, and 

through the eyes of the West, back to the East, constitutes a discourse about the 

East as Other, that is manifested not only in vocabulary, imagery, scholarship, 

but also in institutions and colonial action. 

Spivak scrutinises a range of sites, particularly within scholarship (1996a), 

literature (1996b) and pedagogy (1993), in which the metropolitan West 

marginalises and subsumes discourses that speak of difference.  She herself 

rejects totalising discourses (1988, p149) and resists externally imposed identity 

groupings, like Indian or Asian, that are legacies of a history of subject 

constitution by alien forces (1993, p211).   Nevertheless, negotiation with Western 

values is seen as more useful than their total rejection (1990, p56).   She offers the 

concept of “clearing a space” (1996c, p21) in which complex questions can be 

actively considered and reconsidered.  In fact she repeatedly advocates the 

value of keeping a question “alive, not answered too quickly” (for example, 1996d, 

p239).  Repeatedly too she stresses the importance of ‘risk-taking’.  To remain 

silent on difficult issues is “salving your conscience, allowing you not to do any 

homework” (1990, p62-3).  Perhaps her strongest contribution to the field is a 

continuous act of “deconstructing the centre”(1996a, p35), of examining what is 
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happening at the margins of enfranchised knowledge and using what she finds 

there to make us confront our existing certainties.   

Two further concepts from her writings are significant to my study.  The first is 

that of the ‘subaltern’, who exists outside the dialogues legitimised by society, 

and her silence: “It is not necessarily that the subaltern can’t talk, it is that 

existing distributions of power reduce the possibility of anyone listening” (1996e  

p287).  The second is the concept of “enabling violence” (1996c, p19): she considers 

the postcolonial in terms of a ”child of rape”.  “Rape is something about which 

nothing good can be said.  On the other hand, if there is a child, that child 

cannot be ostracised.”  

Bhabha’s influence on my understanding comes not so much from particular 

theories he expounds, but through his fine-scrupled and continuous 

deconstruction of cultural artefacts in order to challenge static understandings.  

He is particularly concerned with the “space between” apparent contradictions 

(1994, p1; p203,for instance), and with the “time-lag”, the temporal break in-between 

existing meanings and their reinscription (1994, p191).  These emergent spaces 

become a place from which “something begins its presencing” (p4-5).  In the  

introduction I have already discussed my ambivalence to his conceptualisation 

of the third space (1990a). 

A limitation of postcolonial theory as a framework for approaches to cultural 

interaction is that it does not encompass a dynamic for change (Ahmad 1992; 

Moore-Gilbert 1997).  Perhaps because it is built predominantly on various forms 

of discourse analysis, it limits itself to deconstructing what is already 

happening.  Moreover, it does so from the outside and does not offer us a 

strategy for exploring what might be.  Although both Spivak and Bhabha place 

their deconstructive tools at the service of texts that stand at the margins of 

enfranchised consciousness, deconstruction cannot in itself generate such texts.  

In itself it cannot break the subaltern silence.   

On the other hand, as discussed earlier, theatre does deal comfortably with ‘the 

what if’.  Because it deals with ‘role’, it confronts us with what we experience in 

our bodies, and  with our emotions as well as our intellects.  Moreover, theatre 

is comfortable with the Other.  The more dramatically equal the Other is, the 
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more powerful the theatre.  My study explores ways that the deconstructive 

strategies of the postcolonial theorists and their analytic insights might be 

brought into the use of drama processes. 
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4. The Second Research Journey  

 

History of a Bicultural Theatre 
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Chapter 4.1 - Theatre in the space between cultures 

 

The stage is split into two areas of focus.  In one sits Chris, a twelve year old 

boy, alone in the library, surrounded by books.  

On the other side of the stage, a group of young people are inside a carved 

meeting house.  As they stand waiting, a elder walks in the door, holding a 

slim, curving staff in front of him.  The staff is made of whalebone and is very 

old.  He walks forward chanting a greeting to the surrounding mountains and 

then to the house itself, linking its historical genealogies to those who have 

gathered there and to the staff he holds in his hand.  When the rituals of 

meeting have finished, he passes the staff around the house.  “We talk about 

the spiritualism of Maoritanga,“ the elder says, as he watches the young people 

run their hands along its sinuous length before passing it on.  “This is part of it.  

It carries the history of this place.  It’s the history that gives you roots - here - 

Maori and Pakeha.” 

As the staff completes its circle of the house, a girl looks across the stage to 

where Chris is sitting in the distant library.  “You want to hold it Chris?” she 

offers. Chris stands up hesitantly, takes half a step towards the group, then 

stops.  He turns away again, undecided.  The lights dim as he stands there, 

frozen. 

The scene is from Broadwood (Greenwood 1992) and I describe it here because it 

crystallises two parallel systems of scholarship and knowledge, each of which 

need to be considered in tracing a history of biculturalism in New Zealand 

theatre.  

Existing literature 

The evolution of a bicultural vision in New Zealand theatre is relatively thinly 

documented in the existing published literature.  What material does exist is 

derived predominantly from a literary approach to theatre, focuses on scripted 

and published plays, and decreases in volume after a brief spurt of writings 

heralding the ‘Maori renaissance’ of the mid- 1980s (McNaughton 1991; Garret 1991a: 

Atkinson 1984; Black 1984 & 1992, for example).  In these works, apart from Garret’s 



 155 

chronology of Maori plays, discussion of bicultural themes is secondary to an 

exploration of a New Zealand, as opposed to British, theatre.  A few histories 

(Thompson 1984; Harcourt 1978) draw on the archival materials of production: 

programmes, critical reviews, photographs of performance.  Consequently they 

record theatre, such as that associated with the Maori Theatre Trust of the 60s, 

which had a significant production history but not one in publication.  Once 

again, however, they do not move outside the sphere of mainstream 

production.  Beatson & Beatson (1994) researched the discussion of the arts in 

the public arena, including aesthetic and political viewpoints.   Their survey is 

less concerned with the content of the art work that with the commentary that 

surrounds it.  They are concerned with training of artists, and marketing and 

consumption as well as with production of art, and they address visual arts, 

broadcasting and film as well as theatre.  They pay close attention to 

expressions of a Maori dimension. 

Black’s successive writings offer glimpses of how both Maori and Pakeha 

writers deal with their intercultural environment, though it is never the sole 

focus.  He reviews new work (1983, for instance), surveys the consciousness of 

history in New Zealand plays (1984), edits the focus issue of Australasian Drama 

Studies on New Zealand theatre (1991) and offers a postcolonial analysis of New 

Zealand theatre (1992).  His writings offer a number of valuable critiques of 

specific writers, deal with Maori characters and with the event of colonisation, 

and of the work of new Maori writers.  In addition he provides insights into the 

evolution of a national theatre consciousness that moved from a reliance on 

imported works through the 50s and 60s and early 70s, with an accompanying 

indifference to the possibilities of anything indigenous, to a proliferation of 

new locally situated writings in the early 80s to a situation in the 90s where 

government monetarist policies fund only theatres that can guarantee sizeable 

audiences for every production. 

A Maori perspective is brought by Potiki (1996, 1991a, 1991b), a writer and an 

actor, who directly addressees the emergence and intention of Maori theatre.  

She draws attention to the way Maori writers use theatre as an extension of 

both the marae, and the activist movement.  Her writing is valuable but brief. 
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Balme, Goldie and Shoemaker write from international positions, looking in at 

New Zealand as part of their exploration of various manifestations of 

postcolonial theatre.  Goldie (1986) conflates the indigene in Australian, 

Canadian and New Zealand culture and addresses “the limited semiotic field” 

in which images of the indigene occur.  His analysis has some validity for the 

theatre of the previous decade, but completely ignores the theatre by Maori 

writers that is a significant factor by the time of his writing.  Shoemaker (1996) 

also looks at the New Zealand material as detail in his wider discussion of 

settler societies.  This allows him to draw attention to parallels in both the need 

for decolonisation and the connection between public events and the entry of 

indigenous writers into the mainstream arena.  However, the panoramic sweep 

makes him unreliable in his reading of local events and movements.  For 

instance he credits the Treaty of Waitangi Act, which he describes as “an 

apparently superficial gesture towards Maori autonomy“, with the ”far-

reaching political and artistic effects” of the Maori cultural renaissance (p251-2), 

whereas attention to the particulars of New Zealand history shows that it was 

just one event, though an important one, in a sustained history of Maori 

assertion.  The example highlights the problem facing intercultural analysts 

who approach a country, however sympathetically, from the outside: their 

momentarily focused viewpoint may have difficulty in distinguishing the 

important from the incidental, and confusing the part for the whole.  To some 

extent Balme is trapped by  the same problem, though he demonstrates his 

willingness to return and re-evaluate.  For example, in 1990 he eulogises 

Maunder’s theatre of the Eighth Day as the epitome of a syncretic intercultural 

theatre (p158-164); in 1996 he facilitates Potiki’s re-analysis of the work as 

cultural plunder (Potiki 1996, p174-5).  Balme’s term syncretic theatre is also perhaps 

a contribution to be regarded with caution.  He uses the terms to describe the 

“creative recombination of elements (of the performance forms of both 

European and indigenous cultures) without slavish adherence to one form or 

another“ (1996, p181).  The danger lies in that a description from the basis of form 

alone ignores the complex meanings that are connected with these forms.  It 

also ignores the way writing from one cultural perspective does not neutrally 
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select elements of both cultures, but rather assimilates elements of the target 

culture into itself.  

Gilbert and Tompkins (1996) offers a postcolonial reading of New Zealand 

theatre within the context of a wider international study.  In their conclusion 

the authors acknowledge that they have merely touched on “the ways in which 

New Zealand’s bicultural society signifies differently that the other, more 

‘multicultural‘ settler societies“ (p295), and suggest that this is one of a number 

of areas that requires further investigation. Their book makes mention of a 

number of New Zealand plays, and their selection is determined by 

engagement with concepts of identity in a post-empire world, rather than 

because of inscription of Maori- Pakeha relations.   

The limitations of the work in terms of a discussion of bicultural Zealand 

theatre are highlighted by the two examples of references Gilbert and 

Tompkins make almost in passing.  The first (p59) is to the performance of the 

haka at the beginning of the All Blacks rugby game as “exemplifying New 

Zealand Pakeha appropriation of Maori customs. “ The statement ignores both 

the importance of rugby to Maori and the inscription of the game in Maori 

terms by the intense and skilled performance of the haka.  It ignores also who 

teaches the All Blacks the haka and how.  And of the critical surveillance by 

Maori of the quality of performance as well as the recurring debates about 

choice of haka.  The second reference is to Maori language: “The Maori people 

who now speak one language distilled from several varieties...” shows 

unawareness of both the original commonalities of the language of different 

tribal groups, and of the importance of dialect difference to contemporary 

Maori.  My argument here is not that they make mistakes, but that these 

mistakes arise from the practice of comparative analyses of postcolonialism: the 

wide canvas does not exact attention to local meanings.    

How this affects their analysis of the drama is illustrated by their discussion of 

Tuwhare’s In the Wilderness Without a Hat.   In the first place they explain 

Tuwhare’s use of Maori language as “one that can signify only ‘history’ to some 

audiences and a superseded one as well” and explain that theatrical articulation 

of the language was assisted by simultaneous translation (p171).  In fact, 
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although Tuwhare’s notes to the published play allow for such a process and he 

offers his own English translation of the Maori portions of the dialogue, such 

translation was not staged in its first production by Don Selwyn or in 

subsequent New Zealand productions.  What I take issue with is not so much 

the detail, but the suggestion, emphasised by the context of their discussion, 

that Tuwhare’s use of Maori language in the play is primarily a deconstructive 

strategy rather than a theatrical embodiment of what is real and actual on 

marae.  Similarly their discussion of the way the carvings come to life again 

appears to reduce the scene to a anti-imperialist technique rather than to a 

theatrical evocation of a fundamental Maori reality.  

My argument is that a study of the effects of the text or the performance, 

without relation to the social and historical local contexts in which the drama is 

created, leads to potential misconstruction of the significance of those effects, 

and reduces the richness of meaning that a socially embedded reading would 

give.  

As can be seen from the above survey of existing literature, even when a 

bicultural theatre is discussed, there is only sporadic exploration of the nature 

or of the implications of a bicultural vision, and while there is a little critical 

analysis of such theatre in terms of international postcolonial theories, there is 

none in terms of a New Zealand conceptualisation of Maori self-determinism 

and its consequent Pakeha response.  Moreover there is no work as yet, apart 

perhaps from Potiki’s brief articles, that seeks, in a systematic way, to align 

what occurs in theatre with what takes place on the broader socio-political 

front, or to give a historical overview of way theatre reflects the country’s 

intercultural developments. 

The oral legacies 

A further valuable source for insights into the nature of theatre is offered by 

dialogues with its practising artists.  Actors, directors, writers, because of their 

involvement with the processes of evolving and shaping theatre, are able to 

talk about the social and cultural factors that motivate their work and about the 

complexities of socio-cultural interaction.  Their involvement in the immediacy 

of making performance allows us to access a wider range of work than that 
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which reaches printed form, and also to consider other aspects of theatre than 

the verbal script.   

However, although there are well known instances of theatre practitioners, 

such as Brook, Grotowski, Barba, Schechner who debate their understandings 

within a written academic forum, the majority work outside academia.  The 

intention of interviewing contemporary New Zealand practitioners, therefore, 

is to add a number of significant additional voices to those already accessible 

through publication, and in doing so to extent the field of what is talked about 

when we consider the bicultural aspects of drama. 

The drama-theatre continuum 

Throughout this study any simple separation between theatre and process 

drama has been rejected.  Rather the focus is on the continuum of activities that 

incorporates both.  One of the rationales that governed my choice of 

participants was to select a range of people from both the apparent ends of the 

continuum.  What emerges from the artists themselves, however, is that they all 

conceptualise their work and their concern across the breadth of that 

continuum, and that while some insist on narrow rather than liberal definitions 

of theatre, in no case are the concepts of fully pre-scripted work or separation 

between audience and participants factors in the limiting definition. 

Choice of interviewees 

The artists whom I have interviewed are Don Selwyn, Stephen Bradshaw, 

Stuart Devenie, Arnold Wilson and Chris Graham. 

Don Selwyn is Maori, currently working mainly as a producer and director in 

commercial television.  Over the past fifty years he has had a continuous 

involvement in various aspects of theatre, involving stage as well as film and 

television, and has worked as an actor, a writer, a director, a developer of new 

scripts and as a teacher of actors, technicians and writers.  He was involved in 

the formation of the Maori Theatre Trust in the 60s and most of the Maori 

initiatives in stage, film and television since then, either as an active participant 

or as an adviser. 
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Stephen Bradshaw is also Maori1, and works currently as a freelance dancer and 

choreographer, and as a tertiary teacher of performance.  He comes in the 

generation after Don and Arnold, both of whom he regards as significant 

teachers.  Stephen was instrumental in forming two of New Zealand’s first 

Maori dance companies: Te Kanikani o te Rangatahi and Taiao.  He calls the 

territory in which he prefers to work ‘dance theatre’, avoiding a demarcation 

between language and movement based performance forms.  He has in 

addition directed and co-directed totally scripted work. 

Stuart Devenie is Pakeha and works predominantly in what might be called 

conventional and commercial theatre, both as an actor and a director.  He also 

performs extensively for television, and has had roles in national and 

international films.  He is one of the generation of first New Zealand trained 

actors and so, like Don, offers an important perspective on the history of 

theatre development.  For a number of years he has been involved in the 

teaching of actors and other theatre practitioners.  In addition he recently 

became part of the professional body that advises the national Qualifications 

Authority on the development of drama standards for the curriculum 

framework. 

Arnold Wilson is Maori and is a visual artist, a sculptor, and an educator.  He 

was the director of Te Mauri Pakeaka that was discussed in the first part of this 

study.  As well as exhibiting his own sculptural work widely in New Zealand 

and overseas, he has been instrumental in the creation of public opportunities 

for others to share their work and in bringing the work of overseas indigenous 

artists to New Zealand.  He also takes an active role as kaumatua to Awataha 

Marae, to the Auckland Art Gallery, and to a number of tertiary Schools of Art 

and Design. 

Chris Graham is Maori and graduated from a North Island Drama School about 

seven years ago.  Since then he has worked in theatre as  an actor, a stage 

manager and a lighting technician.  He gets regularly work in television series, 

and has had roles in film with both New Zealand and off-shore productions.  In 

                                                 
1  In his feedback to these pages, Stephen suggested his tribal identity should also be 
acknowledged.   He is from Ngati Maru. 
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addition he often works with a marae-based theatre-in-education company, 

Nga Moemoea.  He was a qualified teacher before he began his theatre study. 

Each of the informants has been selected because of their extended involvement 

in the bicultural interface of theatre.  In the case of the Maori practitioners, the 

biculturalism is a necessity as well as a choice.  For example, although Don’s 

work is focused principally on the development of a Maori theatre, a high 

degree of involvement with a Pakeha theatre is dictated by both the historical 

evolution of theatrical processes and forms, and the personnel in the wider 

field.  There are more Maori informants than Pakeha.  In part this is because I 

myself am Pakeha, and I take it that through my voice a particular Pakeha 

perspective will emerge throughout the study.  In addition the choice is 

intended to counterbalance the prevalence of Pakeha voices in the published 

literature.  

Selection was also made to reflect a range of generational perspectives, a range 

of experience, and a range of activity in the field.  All, moreover, are teachers as 

well as practitioners.  Arnold Wilson’s voice is included in this selection not 

only because of the Pakeaka project that is discussed earlier in this study in 

terms of its dramatic and proto-dramatic elements, but also because the 

performance forms that appear to emerging within the intersection of the 

cultures do not rigidly conform to traditional Western demarcations between 

the arts.  A more holistic and integrated approach is described by the Maori 

informants. 

My involvement in the territory 

Finally, a very real factor in the choice was that I have worked with each of 

these artists at some time, and that they were therefore willing to be accessible 

for interview and willing to allow me to use their words for my research 

purposes.  The degree of honesty and preparedness to delve into their own 

thinking that I hoped for from each of the informants was something that could 

only be given within a context where there was trust in the interviewer’s 

understanding and interpretation.  Our knowledge of each other and each 

other’s work was therefore a significant factor in the selection process.  
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My role, therefore, as an interviewer is by no means neutral.  Not only have I 

selected informants whose work I know personally, but also, as each of them 

acknowledge within the interviews, I have been an active participant in 

exploring a bicultural theatre.  My role within the interview process parallels 

that of the participant observer role that I take in the case studies. 

Placing the literature alongside the interviews 

The intention in this chapter is to examine the evolution of a perspective within 

New Zealand theatre that can be described as bicultural, as operating within 

the intersecting space where Maori and Pakeha cultures meet.  To recreate the 

history I draw on both the published literature and the artists’ dialogues.  The 

existing literature is strongest in its description of the period from early 

colonisation to the emergence of a visibly non-British theatre in the middle 

decades of this century.  Don Selwyn’s account picks up the history at this 

point, and provides a Maori perspective to balance the previously Pakeha 

analysis.  The other artists offer further historical insights that extend our 

understanding of how theatre in New Zealand first captured snapshots of a 

colonial population trying to come to terms with an indigenous presence and 

then began to change its nature as Maori claimed a voice within it.  As the 

discussion moves into the present day, the apparent linearity of history gives 

way to an exploration of the issues that concern the artists.   

The section that follows reviews the historical development of a strand in New 

Zealand theatre that might, for convenience of description, be called bicultural.  

The term is of course overly simplistic.  In the first plays the perspective is 

uncompromisingly colonial, with Maori elements introduced for their colour.  

The majority  of the plays explored from the last two decades have been written 

by Maori.  In a different context they could be described as Maori rather than 

bicultural theatre.  However, their importance in this study is that they 

demonstrate explorations into the complex artistic and spiritual territory 

between Maori and Pakeha cultures, and that they draw on traditions of Maori 

and of Western performing arts.  That they are mostly written by Maori is 

indicative of the fact that it is Maori who have taken the initiative in making 

meaning in the place where the two cultures overlap.  Pakeha, perhaps because 
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they already inhabit the “power culture” (O’Regan 1989), have been slower in 

exploring that space, but works such as Broadwood indicate that on that side too 

there is a perceived need to do so. 

The section after that offers an examination of the present day situation, of the 

changing face of theatre, and of the issues that remain problematic to Maori 

and to Pakeha. 
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Chapter 4.2 - Mapping the river of time  

 

Roots 

There are two performative traditions within New Zealand.  The tradition 

brought by the colonists to New Zealand included the repository of Western 

classics and traditions of Victorian melodrama and epic extravaganzas.  The 

Maori tradition consisted of a range of performing arts, such as haka and 

waiata that to some extent parallel Western arts of dance and song, and of other 

traditions of enactment and performance that are more alien to Western 

consciousness.  For example, the marae is the site of initial confrontation 

between the home people and the outsider, and the site where that 

confrontation is resolved, where the outsider is transformed into guest. The 

powhiri, whereby this transformation takes place, is a dramatic and a 

performative act.  Similarly whaikorero, speech-making, on the marae is 

dramatic and performative.  And the house itself, with its carvings, paintings 

and weavings, is a living embodiment of the ancestor, and an actualisation of 

not only tribal history, but also the connection with primal beginnings and the 

wider cosmos. 

Each of these traditions continues in its own right, without apparent influence 

from the other.  As well as the huge array of new plays that have been written, 

Shakespeare, Chekhov and Gilbert and Sullivan are often performed as they 

might be anywhere else in the world, although in some productions the faeries 

of Midsummer Night’s Dream may have moko on their faces.  Haka and waiata 

continue in their traditional role on the marae, and regional festivals draw 

hundreds of thousands to participate in performances that are purely Maori, 

though sometimes the costumes may be screen-printed fabric and the haka 

challenge wrongfully confiscated lands.  

Contact manifestations 

While there are records, on the European side, of the first decades of 

colonisation in paintings and in journal entries, drama as an art form generally 

had little place in early pioneer life, and it is only as the colony became 
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established in the last decades of the century that theatre occurred.   However, 

records of this early history have become rich material for later plays.  For 

example, Colenso’s recording of the debate at Waitangi before the signing of 

the Treaty has been used verbatim in enactments of the events, such as that by 

Richard Campion in Wellington in 1986 and by Don Selwyn in 1990, during the 

150th anniversary at Waitangi itself.  Like a lot of other painful material from 

the past, says Don (1996), the Treaty “is very good material for theatre... It’s like 

you recycle history in another way.” 

Maori reaction to the advent of the colonisers and the subsequent events is 

evidenced in records of waiata and haka, and in dramatic narratives on the 

walls of meeting houses. 

An imported touring theatre, with lots of native colour 

In the 1870s, 80s and 90s companies that toured Australia and New Zealand 

used elements of New Zealand landscape, such as geysers, the Pink and White 

Terraces, moas and Maoris, to create local colour in their theatrical 

extravaganzas.  For example, a New Zealand Herald preview of the 1870 Philo 

Maori  or New Zealand As It Is  vaunts that "Real Maoris are to be introduced, 

and go through the war dance, and other such little arrangements that 

aboriginals are liable to."2   And in 1895, Atkinson (1984, p7) tells us, The Land of 

the Maori, a melodrama by George Leitch, toured the country “with great 

success.  It had five acts, nineteen scenes, including the eruption of Mt 

Tarawera, an American villain and a Maori princess for a heroine." 

It is a theatre that McNaughton (1991, p271) describes as "itself an act of 

colonialism."  Maori haka, history, and colour, are as available as the bushland 

to be cultivated for economic advantage.  Representation of Maori as other than 

curio value was not a consideration; nor was accuracy.  Harcourt (1978, p22) cites 

the example of Tapu, 'a Maori comic opera', which in 1903, "told of a modern 

tribe with cannibalistic tendencies preparing to cook and eat a politician who 

had come from Australia with the intention of combining the two countries 

under one government."   

                                                 
2 New Zealand Herald,  6 April, 1870 p5, cited by McNaughton (1991) 
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McNaughton (p280) points out that not all the drama was overtly or crudely 

racist, according to the sensitivities of the time.  Giving The Land of the Moa, 

1895, as an example, he claims that the play’s assumption of audience values 

“do not pivot on the crude racist and patriotic prejudice that informed much 

northern hemisphere melodrama.  The villainous characters are variously 

English, American and Maori, while the heroines are English and Maori." 

Yet while they were not always portrayed negatively, Maori characters, 

language and performance elements were incorporated without regard to their 

intrinsic meaning or significance.  The view point was that of the white 

coloniser, and the occurrence of Maori material was shaped by the needs of a 

‘white text’.  As such, it was a theatre of unconscious and unapologetic white 

suprematism. 

The emergence of an local New Zealand theatre.   

In contrast, for the first half of the twentieth century, Maori are all but invisible 

in dramatic scripts.  The big touring extravaganzas and the professional 

companies were a thing of the past.  The 20s and 30s saw a vigorous growth of 

amateur theatre and the establishment of the British Drama League that 

sponsored one-act play competitions, and the emergence of socialist theatre.  

The Great War had reconnected far flung colonists with their roots.  Leave in 

England had rekindled interest in European literature and theatre.  The entry of 

women into the work force during the war preceded their entry in increasing 

numbers into universities and drama societies.  Accordingly, in the scripts 

presented for the British Drama League, women’s issues took their place beside 

themes of cultural displacement and economic uncertainty (McNaughton, p283). 

Those who had access - or who had the cultural inclination to create access - to 

theatre were of British descent, who looked back to England as the source of 

their history and their culture.  The focus of these writers was on themselves 

and their struggle, their self-determination in this still not comfortable land.  

Such a writer was Alan Mulgan whose 1922 publication, Three Plays of New 

Zealand, is often credited with the beginning of an indigenous drama.  It is, 

however, a drama that characterises such an indigenous place as a 

nowhereland, physically demanding, but identifiable more by its distance from 
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Britain that by its nearness to its own history.  Black (1984, p49) accuses Mulgan 

of having “no sense of the past".  With the hindsight of a generation which has 

been precipitated into awareness of our country as whenua Maori, Black 

castigates Mulgan for the way “the assumption that the inhabitants of the 

country were of British descent is unquestioned in these colourblind sketches of 

New Zealand life” (p32). 

Theatre was, of course, echoing society.  Maori, reduced in numbers and in 

influence, by poverty, sickness and alienation from the land, and reduced also 

in percentage of the  population relative to  the constantly growing immigrants 

to the Dominion, were largely off the map.  While Maori had fought in the War 

as volunteers in significant numbers, when they returned they found 

themselves again outside the mainstream population, not eligible, as Arnold 

Wilson (1996) recalls about his father, for the veterans' pension or the allocation 

of land.  School histories of New Zealand published in this time devote a page 

or less to its Maori origins and signal a complete assimilation with the signing 

of the Treaty of Waitangi. 

As the Depression took its grip on the country, socialist issues were circulated 

in scripts distributed by the Left Book Club and the Workers' Education 

Association, and Wellington's Unity Theatre and the Auckland People's Theatre 

performed the plays of Shaw and their New Zealand offspring.  Here again,  

the emergent working class concern did not include Maori.  The urban shift of 

the 50s had not yet taken place.  Maori - from a European perspective - were 

hidden in their rural enclaves, the troubles were a thing of the past, and ripples 

from prophets like Rua Kenana and Ratana did not reach the mainstream white 

population.   

If ‘Native issues’ did enter colonial consciousness, it was largely in the context 

of assimilation.  Native schools were established as places to educate Maori into 

European culture and skills, and in which Maori language was forbidden in an 

attempt to facilitate that assimilation.  Maori parents and communities 

supported the move, seeing no option to living in the world of the Pakeha - at 

least in matters of economic survival. 
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There are some instances of Maori characters in scripts.  McNaughton (p283) 

cites Violet Targus ‘s The Touchstone, 1933.  Women are gathered in a farmhouse 

kitchen discussing local issues, including a mysterious stealing of sheep.  “The 

mystery is solved with the arrival of an old-pipe-smoking Maori woman who 

in a slow, suspenseful narrative in Maori and Pidgin English reveals the 

culprit.”  The character is significant to the plot, and allows the writer to 

explore some of the rich texture of a Maori English but the gaze is clearly post-

colonial: the woman is ‘Other’, part of the challenging landscape that is 

encountered by colonials cast adrift from their roots in this new land. 

Touring kapa haka, translated classics and an on-going tradition centred on 

the marae  

Meanwhile Maori were working through their own concerns.  While 

assimilation into a Pakeha society was widely accepted as a survival necessity, 

leaders such as Apirana Ngata, Te Puea Herangi, and in later years Pei Te 

Hurinui Jones struggled to help the people retain their Maori identity and 

culture.  Today their stance is often summarised by the frequently quoted 

words that words Ngata wrote in a student’s  book: “Turn your hands to the 

tools of the Pakeha for the well-being of your body.  Turn your heart to the 

treasures of your ancestors as a crown for your head.”3 

The cultural revival that began in the 20s passed largely unnoticed by “the 

colonising Pakeha,” explains Walker (1990, p186), because it began in “rural tribal 

hinterlands” and because “Maori and Pakeha lived discrete lives” and, where 

they occurred, “the points of contact between Maori and Pakeha were 

superficial”.  Walker (p187ff) describes the broad spectrum of Maori causes that 

Ngata was involved in: development of tribal land as a protection from 

alienation, resurgence of the carved meeting house, reclamation of customary 

fishing rights, devolution of power from Pakeha to Maori in the Anglican 

Church, promotion of Maori literature, language recovery, and the birth of the 

touring concert party. 

The touring concert party was the initiative of Te Puea.  In the Waikato which 

had been left poverty stricken after the land confiscations of the previous 
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century, Te Puea instigated a programme of teaching action songs, poi, and 

kapahaka to the  young people as a means towards cultural self-assertion and 

renewed pride.  She then used the concert group she had developed as a fund-

raiser for the building of a meeting house at Ngaruawahia, the former centre of 

the Kingitanga Movement.  In 1927 she asked Ngata’s support for a fund-

raising tour to Ngati Porou.  King (1977, p142) records how 6,000 people from 

various tribes attended the opening of the meeting house and were audience to 

the kapa haka that was performed there. 

An interesting variation to the process of assimilation is created by Pei Te 

Hurinui Jones’ translation in the 40s of the Merchant of Venice into Maori.  

Whereas the emergence of the touring concert party was a totally Maori 

performance initiative, conceived within Maori cultural terms and intended for 

a Maori gaze, Hurinui Jones’ act constitutes an overt enmeshing of the two 

cultural traditions, and a claim by Maori of the right to use and adapt the 

Western traditions of theatre.  According to Don Selwyn who revived the work 

in the 1990 Te Kohanga (Spring) Maori Arts Festival, it was both the character 

of Shylock, the member of an oppressed minority culture, and the oratorical 

cadences of Shakespeare’s poetry that appealed to Pei Te Hurinui Jones.  Don 

remembers as a young boy in 1948 meeting the older man and acknowledges 

he is still “totally inspired by the ability for these people who supposedly 

hadn't come through a Western education system who had this capacity to 

handle the classic English language, and translate it into classic Maori.”  He 

adds: “We’re actually born out of the theatre, the whole marae thing.” (1996) 

It would be impossible to talk about Maori performance initiatives that took 

place in this period without acknowledging the cluster of performance and 

theatrical process that are centred around the marae.  Don describes the marae 

as “a natural organic living theatre” (1996).  “You've got the amphitheatre, 

people sit down and each of the speakers get up and do their performance and 

the argument and the debate.”  

The wharenui, the ancestral house, is the body of the eponymous ancestor.  The 

ridgepole is the spine, the rafters  arms reaching down to encompass the people 

                                                                                                                                               
3  Cited in many places, including Walker 1990, p194. 
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within its walls.  The journey from the far interior wall to the entrance is the 

journey from darkness to light, from the time before and beyond the creation of 

our world through the genealogies of ancestry to the common ancestor who 

stands high above the apex of the entrance.  The physicalisation of 

belongingness is reinforced by the carved poupou, posts, along the walls, each 

representing an ancestor of a family group within the house and by the woven 

tukutuku panels and the kowhaiwhai painted on the rafters. 

Outside the house, on the marae atea, the protocols of arrival and encounter are 

openly dramatic.  Tangata whenua and manuhiri, the home people and those 

arriving, are essentially separate forces alienated by laws of tapu on the ground 

of Tu-matauenga, god of War.  Only when the tapu has been removed and the 

two parties merged may the business of the meeting begin.  That business, too, 

is conducted in manner that is overtly theatrical.   Speaker after speaker takes 

the floor of the house, pacing, moving, gesturing, calling on affirmation from 

the histories represented in the house, arguing, seducing, attacking - until, 

slowly, the thinking within the house begins to converge and consensus is 

reached. 

Just as European theatre and other arts drew on Maori as local colour, 

European personalities and post-contact issues made their appearance in haka 

and waiata, as well as in the visual arts.  A comprehensive discussion  of the 

assimilation of European materials and figures into post-colonial Maori 

performing arts is outside the confines of this study.  What is important to note 

here is that this was not a cultural exchange - these Maori-initiated 

performances did not make contact with European audiences or reach any 

'theatre' spaces, except where they may have been part of representations to 

Parliament and other bodies of governance. 

Pakeha seeking Maori - the guilt and romance of the past 

In the decades following the end of the second world war, as New Zealand 

writers began to address questions of a local rather than British identity and to 

a lesser extent a local past, a number of plays appeared that either had Maori as 

central characters or that explored the ravages of colonial conquest.   The first 

of these is Allen Curnow’s The Axe, written in 1948.  It is described by Black 
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(1984, p36) as “our first historical drama but it approaches its subject matter 

obliquely.” It is a verse drama set on Mangaia of the Cook Islands and concerns 

tribal conflicts in 1824 associated with the introduction of Christianity and 

Western technology, symbolised by the axe.  Curnow sees Mangaia as a 

metaphor for New Zealand, but masks some of the darkness of the history with 

allegorical treatment and the dignity of verse.  Black (p36) considers that 

“Curnow knew the University theatre, which performed his play, would more 

readily accept a scrutiny of the past if it was elevated by art, but 

uncontaminated by fact”. 

A later radio play, Resident of Nowhere, written in 1969, is based on the life of 

Busby, New Zealand’s first British Resident.  Curnow presents Busby as a “man 

of vision” with “desires for a just society in which both Maori and Pakeha 

might share.”  Those dreams are “defeated by white savages: missionaries and 

politicians who stole the Maoris’ land” (Black 1984, p38). 

Sargesson also turns to the period of first contact.  A Time for Sowing, written in 

1955 but not performed till 1961, dramatises the life of the missionary Thomas 

Kendall.  He portrays a man “whose intellectual and emotional world was 

shattered by his contact with the Maoris” (Black 1984, p37) and who bequeaths a 

“legacy of guilt” to the inheritors of the colony.  

Mason’s Pohutukawa Tree, 1957, also explores the destructive potential of 

contact between Maori and Pakeha, both through the lingering effects of 

historic missionary influence and through contemporary commercial 

colonisation.  Together with Hongi and Awatea , Pohutukawa Tree portrays Maori 

as a majestic people, whose history, tradition and community values contrast 

sharply with a money-based immigrant culture.  He draws extensively on 

Maori oratory, ceremony and chant.  Black (1984, p40) accuses him not only of 

being “sentimentally patronising towards his Maoris”, but also of “exploiting 

them more subtly” by relying on the “verbal music” of Maori speech to raise 

his “drably naturalistic” style “to new heights.”  On the other hand Don Selwyn 

(1997) sees Mason as one of a few writers of the time who “tried to get more to 

the essence of the people “ and whose writing shows a commitment to “the 

cross-cultural balance which was very much part of his consciousness.” To an 
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extent, the Pakeha writers who follow Mason in exploration of bicultural 

society receive similarly mixed judgements.  

There were only a handful of plays that placed cultural interaction at centre 

stage in this fashion, but then there was only a little theatre in this time.  It was 

the era before the new professional companies were formed, and apart from the 

touring New Zealand players (who folded in 1960), the University theatres and 

Radio provided the principal venues.  John Thompson (1984, p55) cites the 

example of Skin Deep, a one act play written for a Drama League Festival by 

Nyra Bentley in 1964: “In the sixties a play which was to reveal Pakeha 

attitudes to what was still then known as the ‘colour bar’ could hardly have 

been other than one-act, for only in British Drama Leagues festivals was this 

critical function of drama taken so seriously as to hold an audience before such 

unpalatable truths.” 

There was little opportunity for playwrights not particularly concerned with 

university or literature (McNaughton, p303).  Despite the claims in preceding 

generations by scholars of the calibre of Ngata and Buck, the universities are 

rigorously euro-cultural in their valuation of literature and the arts.  Don recalls 

how “people like myself and George Henare had the opportunity to sort of 

participate, but that had been simply on Western terms... I remember going to 

the Arts Council once to set up Maori theatre and them saying it had no 

tradition like the Greek, so therefore it wasn't considered to fit in.” (1996) 

What is interesting is that Maori characters and a more general Maori presence, 

albeit mainly historical, are not only visible but also overtly problematic in 

these plays.  The years that followed the end of the second world war had 

brought the growth of an awareness of a New Zealand identity separate from 

Britain, and had led artists and intellectuals to turn to grapple with their local 

history.  In addition to this, a significant urban migration had made Maori far 

more visible in the cities.  “The population recovery, the cultural revival, the 

deeds of the Maori Battalion, and prowess on the rugby fields gave the Maori 

confidence to abandon rural poverty in  exchange for a place in the economy of 

the mainstream,“ writes Walker (1990, p198).  He moves on to stress how much 

on the surface any meeting of races was: “The universal culture of capitalism is 
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what integrates Maori into the mainstream of Pakeha society.  These economic 

bonds were supplemented by religious affiliations and a shared passion for the 

national game of rugby.  But outside these transactions, Maori and Pakeha 

lived discrete lives.” 

The theatre being written in these decades is still very much a theatre by 

Pakeha for Pakeha.  Within it, however, are examples of writers who are 

wrestling with the fact of a Maori presence in the land and with the residual 

guilts of colonisation. 

Porgy and Bess and formation of the Maori Theatre Trust 

When individual Maori entered the mainstream arts in this period, they were 

obliged to surrender to assimilation or to be actively bicultural, sustaining their 

cultural identity in one area of their lives while operating within Pakeha terms 

professionally.  Inia Te Wiata, the opera singer and master carver, was one such 

artist.  In 1965 the New Zealand Opera Company staged Porgy and Bess, with 

Inia Te Wiata in a starring role, and substituting local dark skins for American 

ones, rounded up a huge cast of Maori as the supporting cast and chorus.  The 

Maori Theatre Trust emerged from the experience of these people working 

together.  Don Selwyn was one of the cast, and recalls the experience (1997):  

“For a lot of us it gave us a real focus about the impact of theatre.“  The real 

contribution, he says, came from Inia Te Wiata: “We saw the quality of his 

training and what that brought to bear to the production itself - the real 

commitment and professionalism and the skills that were required...  But then 

he talked about the stories that we had to tell...  He was talking about his 

dreams to go back up north and set up a whole theatre and multicultural 

complex, which embraced music and theatre and all that sort of thing.”  So 

fired by the dream, a group came back and set up the Maori Theatre Trust, with 

the help of the NZ Opera Company “who gave us premises up in High Street.” 

(1997) 

Over the next few years the Trust performed a range of works, with Maori 

casts, and Maori subject matter, relying on scripts by Pakeha writers:  He Mana 

Toa by James Ritchie, The Golden Lover By Douglas Stewart, Mason’s Awatea, 

and Earth and Sky by Jenny McLeod.  In many of the plays, it was production 



 174 

values that carried the day, using the power of Maori mythology and of 

traditional Maori performance forms, such as haka and waiata, and enhancing 

these with the lighting and sound technology of the modern stage.  Peter 

Harcourt (p141) sums up The Golden Lover:  “If the play was less than perfect, the 

same cannot be said of the production.” 

The far-reaching value of the work of the Trust was that it made theatre part of 

a Maori artistic consciousness.  It showed Pakeha audiences, and the Pakeha 

purse-holders of the arts, that Maori performance had exciting things to offer.  

Perhaps, however, it was the combination of commercial viability and public 

relations potential that eroded the creativity of the Trust.  “Although the initial 

productions of the Trust reflected a very high-minded and artistically 

ambitious vision,” Balme (p151) records, “by the end of the 1960s it too had 

become, in the words of member Jim Moriarty, a political tool, ‘the unofficial 

diplomatic weapon’.” 

Don Selwyn broke away from the Trust when it turned from innovative theatre 

to an ambassadorial and commercial concert party: “Then Michael Edgeley 

who was a big entrepreneur led to a shift away from the theatre, and it tried to 

make the concert party thing a little bit more theatrical, which was really 

against my plan, because I felt that the concert party had already been well 

catered for” (1997).  He tells how he “got off side with the concert party thing 

and the subsequent tour to Japan Expo... I was really more interested in the 

work of people like Rowley Habib and what he was doing.”  He sums up: 

“Despite what actually happened to the Theatre Trust, it was a catalyst for us to 

continue so that people like Bruce Stewart, Rowley Habib (Rore Hapipi), Jim 

Moriaty, Tungia Baker, and a whole lot of those people could get involved.”    

The work these new makers of theatre got involved in took place outside the 

big theatres and without the technical flourish of the commercial stage. “We 

did a lot of what you are doing at Forum North.  Getting a little production 

together, putting it on in the church hall or putting it on in the community 

centre.  Because in a way it was fringe theatre...  There was a greater demand, 

not only for the Maori perspective, but to be involved in the theatre.” (1997) 
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The Maori Theatre Trust did not in itself change the sightlines4 of New Zealand 

Theatre from ones that were predominantly Pakeha to ones to include Maori 

perspectives.  It did however give a significant number of Maori first hand 

experience of the power of theatre so that when, in the following decades, there 

was an increasing dissatisfaction with the effects of cultural assimilation, 

resource deprivation and a growth of protest, the theatre was seen by many 

Maori as means of addressing the issues, as a way of putting, in Roma Potiki’s 

words (1991a, p10), tino rangatiratanga into action.  

Drama in the public arena 

The Maori Theatre Trust brought a lot of Maori actors and dancers into theatre. 

The decades that followed brought writers, directors, and the group-devised 

work.  Whereas the Trust remained within the mainstream of publicly 

enfranchised theatre, many of the new productions worked outside it.  They 

arose out of the protest movements of the time, and out of the desire to tell 

Maori stories in a Maori way.  

The 70s will perhaps be remembered in New Zealand history as the era of a 

number of performative events that shocked the country out of its comfortable 

complacencies about race relations.   A brief discussion of three of them 

follows. 

In 1975 Whina Cooper, the “dowager of the Maori world” (Walker 1990, p212) led 

a Land March, protesting the continuing alienation of Maori land, from Te 

Hapua in the furthest north, along the whole length of the North Island to 

Parliament Buildings in Wellington.  Thousands of supporters joined the march 

at some stage of its progress.  One of these marchers was Hone Tuwhare, who 

talks about the march in his preamble to a revised version of In the Wilderness 

Without a Hat , seeing in this “honest and true demonstration by lowly and 

humble folk” a counter point to the eroding knowledge in the North of history 

and values (1991, p56). 

In 1977 protesters occupied Bastion Point, Orakei, to prevent a subdivision of a 

block of land in the heart of residential Auckland that had been wrongfully 

                                                 
4   I borrow this term from Helen Gibert (1998) 
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alienated from Ngati Whatua.  The occupation lasted 506 days and was finally 

cleared by bulldozers and 600 policemen.  

For a number of years the Engineering students of Auckland University had 

staged a mock haka as part of the Capping celebrations.  There had been 

repeated requests for the performance to be stopped because of its cultural 

offensiveness.  In 1979 a group of Maori activists raided the Engineering School 

and assaulted the students while they were practising. 

All three of these events were media sensations, resulting in replays and 

echoes, with varying degrees of outrage, conservatism, or sympathy around the 

country.  Bastion Point led to the making of a landmark film by Merita Mita 

who was to continue her work and become an internationally recognised film 

maker.  But perhaps even more significant than the way these events provoked 

media coverage, and provided material for contemporary and future film and 

theatre, is the way, as ’public events’ (Handelman 1990), ‘social dramas’ (Turner 

1988) or ‘direct theatre’ (Schechner 1993), they in themselves constituted 

performance. 

The suggestion is made here that the protest actions of the 70s, (and those of the 

80s, such as the hikoi to Waitangi and the mass gatherings at Waihi and 

Turangawaewae to discuss education) not only provide important background 

information to help us understand what took place in theatre during these 

decades, but also in themselves constituted a particular form of theatrical 

action.  Just as the theatre of the late nineteenth century not only reflects 

colonisation, but also in its casual harvesting of Maori colour for commercial 

profit constitutes an act within that colonisation, so the new Maori theatre of 

the 70s and 80s constitutes a ‘protest’ action against the fixed euro-cultural 

order of its time.  The plays of the period can be usefully read for the drama 

content inside the performance, and as social drama, as direct theatre, in their 

own right, staking claims about performance spaces, language, the nature of 

the interaction between performers and audience, and the possibilities of 

cooperative processes.  

Maranga Mai , 1979, is sometimes heralded as the first of the “new Maori plays” 

(for instance, Balme 1990, p151).  It was explicitly born out of the protest action of the 
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period, and took the form of a collage of song, narrative vignettes, and oratory 

in both English and Maori.  Although a number of the group’s members were 

experienced in Western theatre, it aimed to communicate with an audience that 

had little or no exposure to a Western theatrical tradition and no affinity with 

its conventions.  It drew instead on the traditions of the marae: the flow of 

debate in whaikorero, the punctuation of key moments with song and haka, the 

weaving together of humorous anecdote and serious issue.  It was group-

devised and the choice of performance spaces on marae and in the open air, as 

in the hikoi to Waitangi, meant an absence of not only props and scenery, but 

also of lights and the other conventions that separate audience from actors.  

Whereas Western theatre has evolved with a preference for the creation of a 

fictional framing of its action even when it deals with explicit social issues, the 

traditions of debate and performance on the marae established expectations of 

a different kind of exposition of issues and a different kind of theatricality.  

Walker describes  Maranga Mai as “guerilla theatre” that was “a direct threat to 

Pakeha definitions of reality” (1990, p226). 

Maori claim to centre stage 

Rore Hapipi’s Death of the Land 5,1976, written a little before Maranga Mai, 

followed a more conventional style of narrative, characterisation and scene 

change.  However, it too was performed on marae and community halls 

throughout the country as well as in conventional theatres, and by a co-

operative theatre company.  Balme (1990, p152) quotes Hapipi’s statement that 

“there is no doubt that the emergence of Maori theatre went hand in hand with 

the overall emergence of Maori awareness... A lot of people saw and wanted to 

use the theatre as part of this process.” 

Death of the Land is overtly political in its indictment of the continuing 

alienation of Maori land in the courts.  But it is also complex in its approach to 

the issues, problematising the conflict many contemporary Maori felt between 

conflicting loyalties to two cultural systems, and creating a layering of realities 

as Rongo, a “manifestation of the conscience and consciousness of the Maori 

voices”(p16) comments on the otherwise naturalistic action. 
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Hone Tuwhare’s In the Wilderness Without a Hat was written in 1977, but it had 

to wait till 1985 for a production.  It too is a protest play, a revolutionary act.  In 

the first instance, its line of narrative protests the cultural loss that is happening 

in the North, Tuwhare’s home ground.  In his preamble Tuwhare talks about 

the scarcity of carved meeting houses in the North, and the central conflict in 

the play concerns a clash on a marae, between those who follow traditional 

values and those who have replaced these with allegiance to imported religion, 

over how to deal with a death of a relative.  Although the home people are in 

the process of renovating their marae, they are lost, in the wilderness without a 

hat, because they no longer know who is represented in the carvings of the 

house and therefore have lost their genealogical connection to history and to 

each other. 

The play works at the level of theatricality as well as narrative, and here the 

play actively facilitates the revolution that it addresses.  The play is set on a 

marae, with “the area normally occupied by the curtain (becoming) the ’unseen 

near wall’ of the meeting house” (Tuwhare 1991,p58).  In this way Tuwhare makes 

explicit a relationship between the marae and the western stage, and claims the 

theatre space as an arena for the debate of contentious issues, despite its 

previous unfamiliarity to Maori audiences. 

Similarly, by his use of blocks of untranslated Maori as well as English 

throughout the play, Tuwhare stakes a claim for Maori language as legitimate 

currency not only in the theatre, but also in the wider public arena.  And 

Karepo’s final admission “It’s no good showing off how good you are at 

speaking Maori.  It’s a dry run if you leave your Ngakau Maori to one side” is 

given substance by the way Tuwhare blends the ritual of marae protocol and 

the spiritual impact of the carvings coming to life with the warm earthy 

humour of his dialogue. 

The moment when the carved statues come to life is described by Balme (1991, 

p155) as “one of the memorable coups de theatre in New Zealand drama.” Once 

again Tuwhare uses a performative element to make visible a Maori 

                                                                                                                                               
5   Published in He Ara Hou (1991) edited by Don Selwyn 
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understanding of the real presence of ancestors and the way that they are active 

participants in the unfolding of the present.  

In her introduction to He Reo Hou Roma Potiki (1991 p9-10) draws analogies 

between the Land March and the emergent Maori theatre:  

If we view the Land March as a cultural procession or a kind of travelling play we 

would be able to see it as a form of drama encompassing a number of qualities; it has a 

spiritual base; it is collective in nature; providing the tangata whenua are respected, 

anyone irrespective of race, age, disability or gender can have a part; the structure is 

determined by kawa, though it remains flexible; its energetic naturalism is the 

predominant form though elements of oratory, song, stylised movement, dance and 

monologue intertwine easily within this; the script avoids stereotypes; some of the 

script is set but much of it is improvised; players can swap some roles as ‘the play’ 

demands, and players may take several roles though some are fixed; the accent is on 

team work; there are affirmative roles for both men and women; it contains elements 

found in both Theatre of the Oppressed and the Theatre of Liberation; audience 

participation is encouraged; like all good drama it contains conflict.   

Many of these qualities are found within Maori plays.  And it seems to me no 

coincidence that most of our playwrights are activists of one kind or another. 

What began in the late 70s as a handful of plays taking Maori concerns and 

assertions into the relatively unfamiliar territory of theatre blossomed in the 

following decade into an identifiable and increasingly confident Maori Theatre. 

A view of the world through Maori eyes 

What distinguishes the Maori theatre of this period is not only that it is written 

by Maori, but that is it also written for Maori.  Pakeha were not to be excluded 

from that audience: Maranga Mai, for example, is as eager to challenge Pakeha 

assumptions as it to raise the consciousness of its own people.  What is does 

rather is to take its sightline directly from a space that is Maori and to address 

not only issues that are political but also those that delve “into the arena of the 

human heart” (Potiki 1991b, p61).  

Of the Maori co-operative companies that was formed in the 80s, Te Ohu 

Whakaari was one of the best known by reason of its extensive touring 

programme to schools and marae throughout New Zealand.  Theirs was not a 

style of theatre, however, that has invited publication.  It was co-operatively 
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devised, built on story-telling, and embodied in strong movement.  It was the 

kind of work that was perhaps the more direct inheritor of the original dream 

behind the formation of the Maori Theatre Trust than the spectacular 

production of Green are the Islands that was taken to the Japan Expo. 

Looking at the new Maori theatre from the outside, in fact from within 

established professional theatre, David Carnegie (1985, p11) speculates about the 

changes it might cause in the wider context of New Zealand theatre by its 

impact on the traditional actor-audience relationship:  

If instead of paying a contractual price at the box office and sitting in quiet anonymity 

to judge whatever the actors present before you, you are rather invited to make a koha, 

welcomed in traditional manner as if onto a marae, asked to receive the performance as 

a gift offered with aroha and farewelled after the performance with a song and supper, 

it is bound to alter the mental set, the receptivity with which you accept the 

performance. 

In her discussion of postcolonialist readings of contemporary Australian 

theatre, Helen Gilbert (1998, p24-5) identifies “framing of the stage action” as a 

site for problematising what an audience may take as known territory:  

the imperial/patriarchal gaze, therefore, becomes a site/sightline for postcolonial 

resistance, and if theatrical representation means to undermine its authority, then 

performance must somehow engage with the looking relations it establishes.  

The elements that David Carnegie identifies thus alter the actor-audience 

relationship in a still greater way: they confront the audience’s habituated 

readings of what they see on stage, interrupting their unconscious narratives of 

the way things are, and offer the possibility of new constructions.  So too, the 

use of enactment processes that depart from realistic and sequential storylines 

interrupt the viewer’s ways of seeing, and are powerful tools for a theatre that 

intends to deconstruct how we see our society and the cultures within it. 

The number of Maori making and performing new plays swelled in the 80s.  In 

a 1991 article Roma Potiki gives a list of recent work she has been closely 

associated with: “the dance/drama Whakaoho by the Auckland based group 

Taiao, Te Hokina by Riwia Brown, Broken Arse by Bruce Stewart, No Ordinary 

Sun performed by Tungia Baker, Jim Moriarty and Rena Owen from writings 

by Hone Tuwhare, Daddy’s Girl by Rena Owen and Whatungarongaro written by 
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He Ara Hou Theatre Maori Inc of which I am a member” (1991b, p61).  As can be 

seen the range of work includes author-written plays, collaboratively devised 

plays, dramatisations of short stories and of poetry.  Selwyn Muru, Jim 

Moriarty, Rangimoana Taylor, Witi Ihimaera, Rawiri Paratene, Renee, John 

Broughton are other writers and playmakers of this period that need to be 

recognised. 

Stephen Bradshaw began his performance career at this time.   He describes 

how his dance company initially made an impact simply by the ethnicity of its 

dancers: “Te Kanikani was very multi-racial and very from the street - because 

the marae wasn’t there but the street was, and it was the street that we really 

knew.  So that provided our impetus and although the majority of the 

performers had never performed before, and because the artistic direction was 

right for them, they made a powerful statement by just walking up on stage.  

And people would think ‘my goodness, this is really saying something,’  and 

then we would dance.  And then they would say  ‘oh my goodness - they can 

dance too.” (1998, p5-6)  

“When you actually start to look through the list,” Don Selwyn (1997) 

comments, “then you would be surprised at how much work has been done.“  

But a lack of access to publication means plays did not get re-done.  “I think it's 

a Maori problem,” says Don, “because we go through the process of writing, 

but we consider it also an oral thing, so once you have done that, you think that 

you have done it.  But the next stage is very important in the process.“ 

Although a lot of work was done, it took place outside the established theatre 

venues.  Stuart Devenie (1997) recalls that within the industry “there were a lot 

of Maori actors coming up but they were generally performing in imported 

scripts, or being used as the supporting Maori character.” 

Within this period In the Wilderness Without a Hat was first performed.  Eight 

years had lapsed between the writing of the play and its first appearance on 

stage.  Given its status today as a classic in the evolution of New Zealand 

theatre, it is a little hard to envisage how disturbing its readers might have 
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found it when it was written.  According to Tuwhare6, the coffin on stage 

provided an obstacle for early Maori companies.  Professional theatres would 

have hesitated before taking on a play that required a large cast that was not 

only Maori, but also fluent speakers of the language.  It was Don Selwyn who 

picked up the challenge in 1984, premiering it in Auckland and taking it on 

tour to Whangarei and Wellington.  Not only did Don have the courage, and 

the depth of knowledge, to look to the spirit of tradition rather than to its literal 

practice, but in his training scheme, Tamaki Creative Maori Arts,  and in his 

network of connections with Maori in television and broadcasting, he had 

access to a resource base of actors that allowed him to mount the production 

outside the established theatres, first using the community centre at Freemans 

Bay. 

The 70s had seen the emergence of a Maori presence in television in 

documentaries such as the Tangata Whenua series, and in the appearance of 

actors like Billy T. James and George Henare. The 80s saw the arrival of regular 

timeslots for Maori programmes, such the Maori news, Te Karere, and Koha, 

Marae, Whakahuia.   Don Selwyn’s own series of new Maori dramas developed 

and promoted emergent Maori writers, and provided a platform for actors and 

technicians.  While he believes that “television will never substitute for the real 

theatre”, Don considers that it can go “a long way further than the theatre and 

be able to bring much more global coverage for minority or indigenous 

perspectives” (1996). 

In addition to television, “by 1993, over twenty community radio stations were 

broadcasting along with the networked Te Reo o Aotearoa, giving 80% of the 

population access to material produced by and for Maori” (Beatson & Beatson1994, 

p180).  The airtime did not come easily.  Beatson and Beatson (p181) report an 

exchange on television, in which Ranginui Walker “congratulated the Minister 

for the twenty-two Maori radio stations,” and Derek Fox, the Maori broadcaster 

replied: “In fact we should be congratulating those people who took the 

Government to Court which led to them setting up those stations.” 

                                                 
6   Quoted in Balme (1991, p155) 
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The development of television opportunities led Don Selwyn to expand the 

actor’s training programme, Tamaki Arts, he had already established at 

Waiatarau in Freemans Bay Auckland to include training opportunities for 

members of the production team.  “One of the other things that struck me being 

an actor, and working in front of the camera, was that there weren't many 

Maoris behind the camera,” he recalls, “and that's what drove us to start the 

Film School at Waiatarau.  Now it's not an issue any more because there's so 

many.” (1996) 

As well as Don’s School in Waiatarau, a number of tertiary institutes made a 

commitment to training more Maori actors.  Some, such as Northland 

Polytechnic, and a little later the New Zealand Drama School, also made a 

commitment to exploring an approach to theatre and theatre-making that 

encompassed the initiatives that were taking place in Maori theatre.  In 

Takitimu, on the East Coast, a Maori Performing Arts programme7 developed 

independently, outside the Polytechnic’s conventional drama programme; it 

was accredited to offer a Bachelor of Arts in 1996.   

Theatre practitioners also looked outside the institutions for teaching that 

might extend their practice. The PETA theatre company from the Philippines 

came to New Zealand to work with Maori groups.  Out of their workshop came 

an impetus for further exploration of participatory process dramas, like the 

Theatre of Liberation and the Theatre of the Oppressed, that were slowly 

beginning to make their influence felt in educational and in community 

development practice around the world.  The British drama educator, Dorothy 

Heathcote, had twice visited New Zealand to work with groups of teachers and 

while it sometimes seemed that her work was jealously guarded by the 

initiated from a spillover into the education system, her approach to drama also 

extended the accepted conventions.  

A number of cross-fertilisations took place in this period between the various 

approaches to process drama and the emergent ‘marae theatre.’  Stephen 

Bradshaw, Stuart Devenie, and Chris Graham each comment on aspects of a the 
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new approaches to practice that come from this encounter, and their 

perspectives will be discussed in the following section.   Two specific examples 

of drama that grew out of the widened range of possibilities that came from the 

meeting of process drama and marae theatre form the case studies that are the 

basis for the other parts of my study.  

In the later 80s, the Depot Theatre in Wellington reconstituted itself as the 

Takirua Depot8 with a commitment to the production of Maori work, and it 

provided a venue that workshopped as well as produced many of the many of 

the new plays mentioned above.  

It is significant that in describing the drama that overtly deals with the inter-

relation between the cultures in New Zealand in this period, the term Maori 

Theatre has become the key term.  If the 70s saw massive cracks appear in the 

apparently homogenised racial mix, the 80s brought an inescapable 

confrontation with the concept of difference and with claims for Maori self-

determination.  And it was Maori who made the assertion.  Similarly it was 

Maori who took the initiative in theatre and in other arts in redefining and re-

inscribing what it meant to live in New Zealand in the space between two 

cultures. 

Pakeha voices 

Nevertheless, there were also Pakeha in the 70s and 80s who were concerned 

with the exploration, and who also addressed the changing face of New 

Zealand through the theatre.  Craig Harrison, Greg McGee, Paul Maunder, and 

Mervyn Thompson are four such writers, although each approached the 

exploration differently.  

Craig Harrison’s Tomorrow will be a Lovely Day was written in the 70s.  The story 

is set in a New Zealand that is the process of becoming a police state under the 

control of the super-puppeteer that was then pulling similar strings in Vietnam.  

A group of Maori activists steal the Treaty of Waitangi.  The play forthrightly 

                                                                                                                                               
7  Te Wananga Whare Tapere o Takitimu is affiliated to Takitimu Polytechnic in Hawkes Bay, 
but is a quite separate department, with a separate developmental history from the Drama 
Department there. 
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addresses race relations in New Zealand and stages an assault on complacent 

Pakeha prejudices.  But, says John Thomson (1984, p88) “Harrison has failed to 

find a way of holding an audience’s belief long enough for the jolt to be 

effective.”  Perhaps some of the reason for that failure is that while Harrison 

addresses the unconscious racial prejudice that was held by some New 

Zealanders, he fails to address the more complex issues of assimilationism that 

were beginning to be politically challenged throughout the country at the time.   

A contrast in approach can be seen in Greg McGee’s Tooth and Claw, 1983, 

which also tackles the theme of racial conflict.  In this play, the violence occurs 

in a surreal confrontation between the central character and a monstrous and 

savage Polynesian figure; we see however that the stage has become the 

protagonist’s mind.  As Black (1992, p142) explains, McGee’s targets “those who 

fight to augment their power and privilege under the rhetorical cloak of 

specious morality, and then raise the illusion of imminent racial conflict as an 

excuse for the social breakdown their own conduct has caused.”  McGee has 

clarified his focus and matched it with a theatricality that seems to have evaded 

Harrison. 

Paul Maunder wrote Te Tutakitanga I Te Puna, in 1984, in collaboration with a 

group of Maori and Pakeha actors . It is a story of the missionary Kendall and 

his disintegration as he struggles to evangelise Maori.  Balme describes how  

the piece was “written by Maunder as scenarios in English and then the Maori 

parts were reworked by Maori actors.“  Helen Watson White (1990, p14) points 

out that “while Maunder saw himself as a ‘facilitator, enabling Maori members 

of his group to find expression’ (Balme) - the conception was originally his, as 

was the attempted ‘synthesis’ of the cultural forms.”   Maunder9 acknowledges 

the problem himself: “Artistically, there is the problem of me as a Pakeha 

facilitator, enabling the Maori members of the group to find expression for 

what happened.”  Potiki was a member of the cast and she reflects that “we felt 

plundered for content” and unable to fully participate in the process of 

decision-making (1996, p174-5).  The result, she says, was “an intellectualised 

                                                                                                                                               
8   A further change of emphasis has recently seen it renamed as simply Takirua, a 
predominantly Maori venue. 
9   Quoted in Balme (1991, p159) 
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Pakeha form that used Maori motifs, ritual concepts, politics.”  A second play 

followed, the group dispersed, the Maori actors becoming more involved in 

Maori projects.  The difficulty that Maunder encountered remains a 

problematic issue for any Pakeha wanting to use Maori subject matter and 

Maori performative elements: it is the issue of finding an authentic and 

personally “owned” voice that does not depend upon the manipulation of 

Maori auxiliaries to give it validity. 

Mervyn Thompson was more successful in finding that voice.  His Songs to the 

Judges, written in 1980 “indicts the legal chicanery through which the Maori 

was first alienated from much of his land and then relegated to a condition of 

spiritual apartheid” (Black 1984, p47).  What gives that voice authenticity, and the 

play power, is that Thompson writes from the same passionately proletarian 

and often savagely satiric viewpoint that had fired Songs to Uncle Scrim, and 

that he found a dramatic form in his choral songs that allowed him to dissect an 

inter-racial history without borrowing language or a performance style in 

which he might not be comfortable.  

Television also addressed the contact space between Maori and Pakeha.  As 

well as the Maori programmes mentioned above, there were a number of 

dramas, such as The Governor, that were intended for a general audience, based 

on New Zealand history.  Don (1997) explains that the people who did The 

Governor built on the history  of the Maori Theatre Trust and the actors who 

were around as a result of it “but they still used European writers like 

Aberdeen and Noonan.”  However, the involvement of a number of Maori 

within the broadcasting industry ensured that there was a difference to 

previous writing from a purely Pakeha perspective: “we made sure that there 

was a commitment to actually go and see the people... and to cast from the 

area.” 

And now? 

It is perhaps easier to see patterns in the past that is a decade or so behind us 

than in that which we are still living through.  The above paragraphs suggest a 

vigorous growth of a theatre that is identifiably Maori as well as Anglo-

European and that is taking an assertive stance beside the commercial 
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mainstream theatre, and so is opening out a considerable space in which 

questions of what it means to live in New Zealand, to be a New Zealander, can 

be explored.  They suggest too that a significant process theatre is taking its 

place beside the conventional scripted play and that this offers a useful tool for 

actively deconstructing some of our assumptions about ourselves, and about 

the cultural Other. 

However, even in 1991 Black (1991, p3) writes: “A widespread funding crisis has 

affected all the country’s theatres... Governments that are penny-wise proud of 

their housekeeping, inevitably become culture-foolish as they demand cash 

returns for every dollar of artistic subsidy invested.”  Not only the theatres 

have suffered.  The community-based employment schemes that allowed many 

of the alternative art initiative in the 80s have been scrapped.  Schools and 

tertiary institutions have been forced to become concerned with specifiable, and 

therefore, pre-known and unproblematic, outputs.   

The section that follows is based on the interviews with the artists that I 

described earlier.  They identify some of the currents, tides and weather 

patterns that impact on their contemporary journeys, as well as on their own 

intentions as navigators. 
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Chapter 4.3 - And the estuaries of the present 

 

Hindsight allows the tracing of a relatively linear pattern in a search for 

development of bicultural themes in New Zealand theatre.  We read history 

backwards according to what is seen to be significant today.  The present is a 

more open terrain. 

As I talked to each the five artists I interviewed, our conversations moved, as 

conversations do, freely across a number of topics.  In order to present a 

structured reading of what they say, I have arranged material from each of 

these separate conversations under a number of headings, so creating a kind of 

dialogue between each of their ideas, with my own occasional commentary.  In 

the case of Don Selwyn and Arnold Wilson, I have, moreover, integrated 

material from successive interviews into an apparently unified commentary.  

Since at least part of the intention in each interview was to elicit feedback on 

what I had written previously, I feel that this is not only justifiable, but also 

more useful than breaking the flow of the discussion.  A sense of integrity to 

the artists’ voices has been maintained by returning successive drafts to them 

for editorial comment.  

Six themes emerge from our conversations: 

the importance of spirituality, 

considerations of biculturalism, 

issues of correctness and negotiated meanings, 

the influences of tradition and innovation, 

the influence of marae, 

the relationship between theatre and teaching. 

Together these themes suggest the need for a reconceptualisation of the way in 

which we engage aesthetically (McLean 1996; Callaghan 1995; Kruger 1995) in theatre 

when we are open to the values of Maori and Pakeha cultures.10 

                                                 
10  McLean (1996, p14ff) explains an aesthetic  frame work in  terms of a conservation aesthetic 
(Abbs 1989 ) that focuses on connection with the great work of past generations, and a 
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1.  Work that recognises spirituality 

As the artists talked about their work and their concerns, one of the common 

themes that emerged was a sense that, in order to encompass a Maori 

perspective on reality, there is a need for a different kind of art and writing, a 

different approach to the human condition.  

Don Selwyn reviews the entry of Maori actors and production teams into 

theatre and television.  He explains how they bring a cultural or environmental 

perspective that is not normally written about in the mainstream New Zealand 

theatre. “I think that there are two different spiritual perspectives here,“ he 

says.  “And in some cases the spiritual element means a hang of a lot more to 

Maoris than it does to Western society.”  Even now the community at large, he 

claims, does not understand “where the Maori ethos comes from”. 

Defining what spirituality and ethos mean in this context is not simple.  Over 

the next paragraphs I will draw on a number of comments by the artists that 

serve to flesh out an understanding of what is involved. 

Acknowledgment of the life force 

Don points out that “in Maori plays there can be baddies, but there is always 

that very strong spirituality”.  Everything, he explains, has a mauri, a life force 

that imbues it with something more than a value in materialist terms.  He 

distinguishes this spirituality from one that invokes a God or Io Matua Kore, 

preferring the multiplicity of the sense of god that is represented in Maori 

cultural ways.  

Stephen talks about how he finds the spiritual dimension very important, 

whether it be in his own choreography and performance, or in his 

establishment of a learning climate with a class.  Explicit rituals like karakia are 

an important aspect of this.  But although he personally connects most readily 

with the Maori forms, an opening karakia can for him take any form, “with a 

                                                                                                                                               
grounded aesthetic (Willis 1990) that emphasises the need to tap into a world of feeling, and a 
radical ‘life’  aesthetic (Foucault 1993) that defines a way to live differently so that it becomes 
a work of personal art.   Callaghan explores a woman’s aesthetic that is rooted in woman-
centred epistemology.  Kruger proposes a feminist aesthetic that demands more than the 
accommodation of women’s plays on stage but also the demarginalisation of alternative 
feminist theatre practices. 
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candle being lit, or if it's in Chinese or if it is in English.  It's about affirmation, 

it's invoking those natural forces to come in and support what you are doing.“ 

This sense of spirituality is perhaps one that a Western consciousness 

recognises most readily. 

Holistic approach 

Another example of what is talked about under the umbrella of spirituality is a 

holistic approach to the arts. The Western tendency to see theatre, for example, 

as a discipline discrete from dance, music, art, does not have a correspondence 

in Maori terms.  “One of the aspects of Maori culture,“ explains Don, “is to say, 

well it's part of a whole, and you can't take one out without destroying the 

fabric of others, or you can't put one in unless you embrace the others.”  Such 

an approach has implications not only for the way plays are put together, but 

also, as will be discussed later, for the way performers are trained. 

Language and a quality of voice 

Language, Don  points out, is an important aspect of Maori ethos.   He 

identifies goals for Maori writing in theatre: a need to communicate “within 

ourselves” because people are striving to find “the centre of their cultural ethos 

and tikanga and language” and a desire for a cultural expression towards the 

wider world or mainstream “that needs to understand”.  Writing in Maori 

language is thus an important component of a spirituality in theatre. 

Don points to the Youth Theatre at Forum North and “those sort of summer 

schools that we ran in which we really looked at Maori involvement in the 

plays and people felt comfortable about the colloquialism, the dialogue, the 

rhythms, the attitudes and things like that.”  The fit, the authenticity of the 

language and characters is what is at issue here: the designing of a theatre 

vehicle that accommodates the life rhythms of its participants rather than 

imposing a straightjacket of alien accent and vocabulary.  

Don’s concern with rhythm invites us to look at the registers that are endorsed 

by commercial theatre and television.  Stuart is concerned with the 

commercialisation of voice.  He explains he began his career in the theatre as a 

product of “a profoundly colonial” training situation.  At that time, if you could 
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not  speak with a reasonably non-New Zealand accent, you could not get work.  

The situation altered completely over the years in favour of a Kiwi vernacular.  

However, in recent years “the new colonial” environment of American co- 

productions like Hercules and Xena gives primacy to an American accent.  

Stuart now finds that “all of our young actors can do American accents 

brilliantly.  And, interestingly, they know how to do the American body as 

well.” 

Young Maori actors like Chris who have recently graduated from a Drama 

School often find a steady amount of work in adventure sagas such as Hercules 

and Xena and, in Chris’s case, support roles in overseas movies such as 

Hallmark’s Melbourne-based production of Moby Dick which brought a 

number of Maori actors across the Tasman. “In New Zealand,” Chris observes, 

“we are not worth that much, but on the global scale they pay us like 

professionals.” However, roles that allow Chris to explore the ideology or even 

the speech rhythms that are Maori do not often come his way in the 

mainstream; for those he has to create his own theatre in the T.I.E.11 project Nga 

Moemoea.   

People values 

Arnold alerts us to further layers of meaning.  With the elliptical approach he 

often brings to talking about important concepts, he tells a story from his early 

days as a teacher at Kawakawa, a rural and predominantly Maori school, about 

the importance of whanaungatanga and of spiritual awareness of the person.  

The school morale was low when the new headmaster, Bill Stephenson, came; 

“holes had appeared in the socks, and the shirts, and the trousers.”  He brought 

six big tins of shoe polish to the assembly.  

You see half of them used to come in with their shoes wet because they'd been chasing 

cows and what have you, and you know how hard it is to polish wet shoes.  So he 

would send them down to the boiler room, take their shoes off, and go to class with 

bare feet, and they weren't allowed to go out and play until their shoes were dry... The 

second week they started to work on the socks; boys started to get their socks over to 

the girls to patch up and the sewing mistress was sewing up all sorts of things with 

                                                 
11  Theatre in Education 
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classes... and before the end of the month everybody was going around with fresh 

things... What they used to do was go and do all their farm duties, get changed in the 

cream stands, go along to the bus and come in. 

These were the things, Arnold says, that give a sense of belonging to a whanau: 

feeling for people as they are, offering options that might extend their sense of 

self respect, allowing people to try out new ideas themselves.  His explanation 

is a reminder that validation of difference does not consist only of recognition 

of different cosmologies and protocols.  That it is also something more subtle, 

something that is more of a rhythm of talking, feeling, interacting and living 

than any specific practice.   

Grassroots 

Stephen talks of his personal search for Maori values.  He considers that his 

company has been lucky as performers to make connection with tangata 

whenua all over the country: “Because of the make-up of our company we 

always had a descendant within our group from wherever we were, so we 

were immediately taken on as grandchildren.” 

Chris describes the work of a new Maori writer whom he admires: “She writes 

from the heart,” he says.  “She’s not talking about big political issues.”  In his 

opinion a large degree of her strength comes from the fact that “she does go 

home a lot…  She is down there writing about the grassroots.” 

What the grassroots reveal appears to go deeper than an inventory of customs 

and beliefs.  There is the suggestion, again, of a striving to capture the subtle 

rhythms of daily life.  The spirituality of the experience. 

The new writing that Don hopes to see calls for a ”keen analysis and sensitivity 

that is only going to come with those people who have got a lateral perspective 

about indigenous people and the way in which they behave.”  He compares the 

insight required with that which women have for women characters, and 

considers that “it has to be a very sensitive male who is able to write well about 

women.”  He sums up: “It's a bit like performing really, you've got to totally 

subjugate yourself to the character.” 
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Commitment 

For Stephen the search is for depth, in terms of his own interpretation, and in 

terms of understanding what the material he wants to use means to the people 

it comes from.  He explains that as a Maori he has to go through as much 

process as a Pakeha person would have to go through to gain the support and 

sanction “of the whole group of people who care about their mountain, and 

who care about their land”.  He is quite clear that Maori  culture is not there for 

him to just use, willy nilly:  “I've  actually got to go to those elders, to make 

connection to that tribal group, and gain support, and gain more 

understanding.“ As he says, it is not exclusively his Maoriness that empowers 

him to work in this way, it is also the homework he does, and the sincerity of 

his commitment.  He acknowledges that Pakeha can make similar 

commitments. 

One example of such commitment occurs when later he talks about a haka that 

the students he taught performed to respond to the unveiling of a massive 

sculpture by Selwyn Muru on their campus12.  Following traditional practice, 

their performance was intended to “uplift the mana of the piece.”  There were 

Maori and Pakeha in the group, and they had been together for two years 

learning from Stephen.  Their haka that day, says Stephen, was one of “the 

most significant experiences at Polytech for me:  

I mean they were just amping those guys, they were all of the same mind, Maori and 

Pakeha.  Maybe it's because they are all drama students, and they needed to do that, 

and all the power to them- it's just fantastic that they want to respond in that way. 

The artists talk about amping (or building up energy to a peak point), 

responding, togetherness, respect, commitment, authenticity, empathy, 

empowerment, sensitivity, support and belongingness, holistic approaches, 

rhythms of language and of life, acknowledgment of a life force, and of the 

interconnectedness of all things. The term spirituality seems to encompass a lot 

of things that are sometimes considered as separate by Western consciousness.  

As Don says, there are different spiritual perspectives here.  His call is for 

writing that allows for both of them to be developed, and for the  consistent 

                                                 
12   The haka itself was taught by Chris Graham and  Mariao Hohaia 
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development of writers by the institutions that train for theatre and for 

television.  

2.  Biculturalism, multiculturalism, NZ identity 

Another central theme that emerges is the importance of a bicultural 

understanding of New Zealand.  Like many others, Don considers that if we 

can sort out the particular bicultural nature of our society, “then the 

multiculturalism will take care of itself.”  The major obstacle, as he sees it, to 

that evolution is that the community still has a colonial perspective. 

A meeting ground 

 “Trying to find  the middle ground between the Maori and the Pakeha culture” 

is what Stephen has observed his elders, Don and Arnold, to be doing in their 

work.  A middle ground is different from a melting pot, a compromise or a 

smudging of values.  “The melting pot,” Stephen explains, “negates; it 

homogenises and it can potentially water things down.“  He sees himself also 

trying to find that middle ground.  “I’m  Maori and Pakeha.  I feel like I’m 

representative of ninety per cent of Maori youth who are of both cultures.  We 

have got to try and find that middle ground so that we can be the translators, 

so that we can deconstruct.”  Although he values the middle ground he also 

expresses a desire to “sort of shrink the space” that separated the cultures, to 

make it less vast and distancing. While there is a great deal of potential in the 

space and he perceives that people are willing to pick up on it, he feels that it 

can also become a terrain where young people feel stranded without clear 

access to either culture: “There are a lot of people lost in that middle ground.”  

 Stephen uses a metaphor that is recurrent throughout these interviews. “For 

me it’s been about the joining of dialogue... It’s like the Marae Atea itself.“  At 

the beginning of the marae encounter, there are two clear groups: the tangata 

whenua, who have a recognised claim to the space, and the manuhiri, who are 

outsiders coming into the space, ‘us’ and ‘them’, or in postmodern terms, ‘self’ 

and ‘other’.  The ritual of encounter neutralises the potentially alienating 

polarity.  The ensuing dialogue allows the gradual discovery of common 

ground.  
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Chris articulates a similar understanding of the marae space as a model for the 

way Pakeha and Maori can interact.  He has been talking about his use of a 

‘marae-type theatre’, and sees it as potential common ground.  “It doesn’t 

necessarily have to be just a Maori thing, it's certainly is a protocol that a lot of 

New Zealanders are used to: a person standing up and giving a big rave, and 

then another person standing up and raving back.  So you know over the last 

150 years, or whatever it has been, of colonisation I suppose to an extent 

Pakeha have also been Maori-ised.” 

What is being affirmed here is the importance of both Maori and Pakeha being 

not only being involved in the dialogue, but also being deeply committed to 

listening to the other.  At one point of the interview with Stephen we talked 

about the play Broadwood, which I had written and which he directed.  The play 

is a docu-drama about the national media uproar that eventuated when a 

Pakeha boy was withdrawn from an Area School’s Maori language 

programme.  Stephen says he found it encouraging to see me as a Pakeha, 

picking up on an issue that is so important and writing about it, for stage.  He 

identifies some of the elements of the work that gave it validity in his eyes: that 

“it told the truth about what was going on,” and that at the same time “it left 

enough space so that people could think.”  Moreover, he felt that the 

homework had been done, and was satisfied with my processes of consultation: 

“It asks whose is the language, whose is the voice, and their voices were there 

through those elders, your voice was there, and the voice of the young 

generation was there.” 

Because of the progression of dialogue, the space between the cultures, 

according to Stephen, “changes all the time.”  The potential he sees is for “real 

contact, not just of colonisation or take over or invasion.“ 

A Pakeha role 

Like me, Stuart engages with the issue of biculturalism from a Pakeha 

perspective.  He describes how the beginnings of his awareness of himself as 

Pakeha occurred when he went to England to work in 1977: “I went away a 

New Zealander and I came back a Pakeha.”  He realised it from the way he was 

treated:  his accent located him as lesser than those whose accents carried 
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assumptions of excellence and who were in charge of the work.  He realised 

then that “the England that we thought was home was a mythical place and 

home was here and the characteristic that distinguished here from everywhere 

else was Maori - the Maori names, the Maoriness that the Pakeha has is by 

virtue of propinquity.” 

He offers an example of how his change in personal perspective allowed him a 

different understanding of other people’s perspectives:  

Rawiri (Paratene) was playing someone from a vague homogenised unnamed Pacific Island - just 

before I left for England in 77.  He would say ‘but these are specific places’ and I couldn’t quite 

understand at the beginning of the rehearsal process why he was upset about it.  I think in a way 

he planted a seed  through that process that actually flowered while I was away.... I understood 

then how place can be effaced through colonial processes. 

As he came to realise why “Ra was so upset about this homogenised Polynesian 

person who wasn’t real,” and came to appreciate the importance of difference, 

he also became aware of the cultural space between Maori and Pakeha “as 

being somehow terribly important to the integrity  of both parts”.  At the same 

time he began to realise that “the politics of inclusion are another form of 

colonialism.” 

He then talks about his shift from the metropolitan areas of Christchurch and 

Wellington to Whangarei to teach in the Northland Polytechnic Drama 

programme.  He  found the course ”profoundly more bicultural” than the 

course in Wellington “because it springs from this particular region and also 

because of your (Janinka’s) own perception of the importance of that, and those 

two things combined to make culture a practised daily event rather than a 

sociological construction that needed to be explored in the classroom.”  In this 

situation the exploration and discovery of cultural and cultural difference took 

place in the complex daily interaction between people and, as he puts it “in the 

cauldron of our experience...  Which made it extremely difficult, hard, and 

painful and joyful.” 

Pain as a teacher 

One of the experiences Stuart and I shared in that Drama programme was ‘solo 

show’ writing by the first two graduands, one Pakeha, the other Maori.  It was 

an experience that, at various stages, was indeed “difficult, hard, painful and 
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joyful.” As the teacher-director of the shows, Stuart was closely involved.  Both 

pieces were biographical but he found the process of accessing biography for 

each of them vastly different.  Stuart describes the trip to Ratana Pa with the 

Maori student and contrasts it to reading Jean Batten’s biography with the 

Pakeha student.  Initially the work that involved the trip to Ratana Pa was the 

more difficult.  Stuart identifies the assumption of knowledge as one of the 

difficulties:  “The teachers assumed - perhaps there was a bit of racism - 

because he was Maori he would know more than he did... But then both he and 

his teachers learnt from that experience.”  In retrospect, he concludes that “in 

terms of the integrity of the thing” the personal consultation was a better 

process, even though it involved more anguish: “it was  stronger.” 

He recalls also the painful meeting at the Ratana Church in Whangarei when 

the local community questioned the integrity of the work.  It was the poster and 

its inappropriate iconography that caused the problem at this stage; the people 

had not yet read the play.  Tears flowed: “they were tears of  pain and anguish - 

angry bitter anguish.”  

The play was completed, and performed, and was resoundingly successful.  

The writer-actor gave a powerful performance.  Moreover, the power of the 

theatrical experience was increased, and made more complex, by the nightly 

presence of the writer’s father, a senior member of the Ratana Church, who 

stood to the side of the stage, to tautoko, or support, his son’s work. 

But even after the successful round of graduation performances, the potential 

for pain continued.  A few months later Don Selwyn directed the play in an 

Auckland season.  “From a personal point of view, “ Stuart admits, “I find that 

extremely painful13 because it appeared to me that it only became acceptable 

when I was effaced from the production and without me it would not have 

been in existence at all.”  The hurt came not only from Maori quarters, but also 

from the Pakeha theatre establishment: “there was no acknowledgment in the 

programme in Pakeha theatres in Auckland that I as a Pakeha had anything to 

do with it.” It is interesting that it was not only Maori who had problems with 
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Stuart’s Pakehaness.  The Pakeha gatekeepers of theatre also did not know to 

deal with it. 

“The thing about it is that there is a space between us,” says Stuart, “and it is a 

space of great pain, great danger, or great joy, and we don’t know what it is 

going to be when we enter it... we actually have to confront those things.“ 

Stuart relates his personal experience to the heritage of colonial interaction: 

”the reason for the pain is tradition and our history of pain... and it’s more 

likely that we are  going to experience pain in that space if we enter into it 

honestly, than not.  And if we experience joy, as I have also experienced, then it 

is an unusual and special thing when that happens.  Joy acts like a poultice  and 

it draws out a whole lot of things and that’s what one hopes for.  But it is more 

likely that we are going to experience pain because that’s our history.” 

He further identifies the process of making a play like this, with Maori 

participants and with Maori content as a territory in which the rules are 

unknown: ”when we enter that area, it’s a twilight zone for both of us,  because 

it’s not a marae and it’s not a church and it’s not a theatre - it’s a twilight zone.” 

Comparisons to overseas 

Stuart sees the problematic nature of the theatre in the space of cultural 

intersection as a challenge and a richness.  He contrasts the situation in New 

Zealand to what he found in Australia.  “They are rushing off to cultural 

promiscuity like America  and calling it multiculturalism where you can have 

as many different restaurants serving as many different foods and they think 

that’s multiculturalism.  Well it isn’t.  It’s about experiencing the pain - and 

goodness me the pain of that space must be huge - something that we couldn’t 

possibly even understand.”  He contrasts his recent experience in New Zealand 

theatre with what he found in the Playwrights’ Workshop he attended in 

Canberra.  He recalls how the one Aboriginal writer that attended spent his 

time with the New Zealand contingent.  “And while he was sitting there telling 

us stories and playing his didgeridoo, and teaching us his dances, I thought 

                                                                                                                                               
13   In a fax that followed his reading of this section, Stuart commented on the amount of 
anguish he expresses in this account. He wrote: “fortunately  my practice within the space has a 
reasonable amount of laughter as well as tears”. (see Appendix E) 
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why aren’t the Australians here to learn this.  Well maybe they did know it 

already, but I suspect not.  It was a gift to us, because we have gone through 

that process ourselves.” 

The concept of having something to share with the rest of the world as a result 

of walking through the pain sits comfortably with Stuart: “We have known for 

a long time that we have things to learn from everywhere else in the world, and 

we didn’t think that we have anything to teach at all, but the balance may be 

revising itself.” 

Don also considers that the processes New Zealand is currently going through 

could have something to offer to the rest of the world.   He discusses the 

development of Maori theatre and television compared to what he sees 

happening in Canada and Australia, despite their access to more money.  

“People say maybe it's because we've had some Treaty agreement.  I don't think 

it's that at all.  I think primarily that we were never ever totally cut off and 

depressed.  There was always some sort of consciousness there, not only 

amongst ourselves, but amongst Europeans who believed in fair play.”  And 

now “the theatre, the workplace, a lot of intermarriage, a lot of community 

interaction, and also a greater understanding of the Maori struggle for retention 

of land and rehabilitation of culture and language are providing a real 

awakening in this country to redress some of those aspects that were ridden 

rough shod over in the past.” 

Not that Don is complacent.  There is more potential for Maori stories than is 

being realised on television.  If we claim that the programmes being produced 

are a New Zealand product, he says, then the rest of the world has to realise 

that it is only part of a New Zealand product, that there is a whole range of 

talent and stories that could come out of this country and that are not yet being 

accessed. 

Cultural definition 

Repeatedly, the Maori artists stress that biculturalism as an abstract ‘-ism’ has 

no value unless it was based on a recognition of values, held by the people.  

Arnold, for instance, insists: “You've got to recognise people for what they are. 
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“  He resists classifying people as multi-cultural.  Yet in considering who are 

Maori, and who are Pakeha he acknowledges there is a mixture.  “Now am I 

called a half-breed- or am I called a three quarter breed, or whatever?  When it 

comes down to  it, I've got to call myself Maori.  Because of my upbringing.  

Not because of the amount of Maori that's in me.  It's the upbringing that I 

have.  I've got that choice.” 

Stephen, also, addresses the complexity of establishing identity, and the need 

not to obliterate more problematic questions in an artificial bicultural mix.  

“There is a lot of talk at the moment amongst Maori, about is there such a thing 

as Maori culture? what's new, and what's not, and what's from the church? And 

how that's affected the ceremonies and the rituals that we do today.”  He 

considers that a lot of issues need to be worked through internally among 

Maori “so that we can actually converse across the space between Maori and 

Pakeha.” 

Don points out that the internal issues of maintaining cultural identity are 

complicated by the impact of the outside world, in particular of a growing 

global materialism.  “Now there’s a resurgence to go back and search for the 

language, search for the ethos, the L-O-R-E as opposed to L-A-W, all those sort 

of things  which you're going to continually struggle with when you've got a 

majority culture that then becomes global and you're actually really then 

fighting to survive as a unique cultural identity within a total mass 

environment.“ 

The impact of global monetarism 

The story of colonisation though history is about invasion by outside agencies 

and their obliteration of not only what is traditional to the local people, but also 

of their aspirations.  The new colonialism referred to by Stuart earlier is 

perhaps too invisible an agency to be generally labelled as such, but its effects 

are pervasive.  Don refers to a number of them: the impact on cultural identity 

and on culturally important values, the economy of local development and 

viability of local arts.  
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He talks about how international commercial interests dictate what will be 

produced. “When you get into the world of commercialism there is no regard 

to the ethics..... People are conceding things from a commercial perspective.”  

While he sees New Zealand “crying out for an expression which actually 

identifies its community”, he finds “the commercial elements tend to take over.  

There is not the social responsibility, or the artistic, or cultural responsibility in 

the networks that there used to be.”  An manifestation of global monetarist 

influence is the call for more programmes like The Governor, further sequels to 

Once Were Warriors.  “You end up doing the same thing all the time because 

these are the ones that put the bums on seats.”  But films like Warriors, he 

points out, are not about the culture, they are about a sub-culture.  He affirms 

the need to move on beyond what’s commercially attractive.  He compares the 

current fascination in film with gangs and the attraction for international 

advertising of the moko14, to the exploitation in Australia of Aboriginal dot 

paintings.  “We’re back to the blankets and beads,“ he says.  It’s not only the 

continuous repetition of a single aspect of the culture that constitutes a 

problem: it is the absence of regard for all of those considerations of ethos 

described earlier. 

Moreover, despite the work it offers young actors and technical crew, Don sees 

the intrusion of overseas enterprises as destructive to New Zealand’s artistic 

identity.  “The more we get overseas involvement in this country, the more 

difficult it's going to be for a local product to sustain itself, because nothing's 

going back to the industry.”  The exchange rate and the cheaper production 

costs make it lucrative for American productions like Hercules and Xena to 

come.  Moreover, the costs of professional training has come out of the New 

Zealand tax dollar. They pay their crews “what we can’t afford to pay them,” 

often luring the best skills away from more modest local productions.  “My 

feeling is that, for those big companies coming in here, there ought to be a two 

per cent levy on production costs which goes back into the industry.” 

Theatre is a victim as well as television.  To some extent “theatre is struggling 

throughout the world.  We are into big musicals that cost big money, but 

                                                 
14   facial tattoo 
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theatre as theatre struggles.”  He adds that the struggle will continue to be 

difficult in a small country, “where rugby is more important, anyway, than the 

arts and the creative mind,” and where investment is increasingly from 

overseas sources.  A partial answer is to be found in community initiatives.  

The people are on the ground, Don explains, but the infrastructures are 

missing.  He reports, however, that actors and writers are now coming together 

in Auckland, exploring the setting up of a five year plan. 

3.  Political correctness, reciprocity and sharing 

As well as the blatant forces of ignorance, bigotry, and commercial interest that 

may militate against the emergence of authentic dialogues and understandings 

between Maori and Pakeha, there is one that is perhaps more slippery and 

insidious: a political correctness that glosses over a thinking and risky debate in 

the name of inoffensiveness, that replaces respect with untouchability.  

Telling it like it is 

When Don defines his criteria for sensitivity in writing about Maori, he rejects 

any consideration of political correctness.  “It’s got nothing to do with political 

correctness, because to me that is an analysis that is too ready.  No, I'm talking 

about understanding where these people come from and making a total 

commitment to represent them in the best way possible. ” 

I asked him about his role in films such as Big Brother Little Sister, Come a Hot 

Friday and Once Were Warriors - which had each at some time been criticised for 

their negative portrayal of Maori characters.  “Big Brother, Little Sister,“ he 

replied, “was a bit like Ans Westra doing all these lovely pictures of her 

Washday at the Pa 15- you know, Maoris in their community, washing hanging on 

the line - and then Maori Women's Welfare League jumped up and down and 

said it was a bad reflection on Maoris.  I was appalled when they pulled all 

those journals to bits.”  He argues against the need to be in a state of denial.  He 

turns in the discussion to an even more contentious issue: that of  cannibalism, 

and  explains that the cannibalism of his ancestors sits comfortably with him: 

                                                 
15  Ans Westra is a photographer whose photos of a rural Maori community appeared in School 
Journal, an Education Department reader in the 60s.  They were subsequently criticised for 
negative stereotyping of Maori. 
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“they understood what cannibalism was all about - that it had to do with mana 

and things like that.”  The issue of domestic violence that gives rise to the 

storyline in Big Brother Little Sister  demands a similarly honest approach, he 

believes.  He describes the reaction he received at the time: 

People like Steve O’Regan, Barry Metcalfe, Joe Malcolm were lecturing at Wellington 

Training College, and they were up in arms about it... I was a bad reflection on Maoris.  

And I said well, all right, does it happen to everybody?  No.  Does it happen to some 

families?  Yes.  I said, there's your answer; this is a story about a particular family, you 

know, and this getting very precious about it means we're denying that this sort of thing 

is happening. 

“I'm a great believer in respect and understanding,” he reiterates.  However, he 

adds: “as an actor and as a person involved in theatre I think you've also got to 

start pushing for new directions and you've got to actually walk the tight rope 

and you've got to push the boundaries.  If you don't push the boundaries, 

what's the point, there's no challenge and you're not actually going to help to 

push the awareness or the creativity of other people.” 

The value of vulnerability 

Arnold also rejects the concept of doctrinaire ‘rightness.’  When I came back to 

him with my writing about sacred space16 as I saw it relating to Pakeaka, and 

asked for his feedback, he replied: “Well it’s coming from you, isn’t it?”  And 

then he elaborated:  

You see, my interpretation of that was mine;  yours might be totally different again.  

How does it affect you?  Does it affect you the same way as it affects me?  No way!  

Because it affects you individually, doesn't it?  It's like looking at a work of art.  Heaps 

of people fall over themselves trying to explain it.  But it's their interpretation, it's 

nearing the interpretation by the artist, but it’s not truly what the artist had done.  

Because you can't. 

Stuart picks up a similar theme.  He describes performance as “a relationship 

with an audience”, and argues that respect, vulnerability, and the possibility of 

failure are important aspects of that relationship.  He explains: 

There must be a space for the audience, what I call the meaning space.  You don’t 

communicate meaning as an actor.  You create a space which the audience can use or 

                                                 
16   Paper presented at Aspacae Conference, Melbourne, 1997 
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not as they choose and it’s that process that makes me respect the work that I do and 

the work the audience does on a nightly basis.  I cannot know where it is going, 

because if I do then the audience might just as well not be there.  

As we talk about 17 Million, a forum-type theatre we had workshopped 

together, Stuart insists it is not only overtly process theatre that should involve 

audience and actors in exploration of issues.  “All theatre should have that 

discovery, that process.  Simply because people are sitting in the dark and are 

apparently passive, it doesn’t mean that it shouldn’t be engaging.” 

The artist’s willingness to take risks and to allow audience also to take risks is 

an aspect of the wider concept of reciprocity that all the interviewees saw as an 

important aspect of their approach to their art.  

Collaborative process 

Don explains the importance to him of “the whole idea of whakatupuranga - 

that you grow when someone else grows.  One frond falls and another one 

appears.  The whole idea that if you've got knowledge, it's of no value unless 

you pass it on. Because then you get richer yourself, because you leave a bit of 

room to absorb something that somebody else may want to hand on to you... I 

guess that's what the work in the theatre is for me.” 

In a later interview, he reflects how important the concept of sharing and co-

operative support has been to the development of Maori theatre.  He relates it 

to the team work involved in building a meeting house.  “You know once you 

start something like what they call in Maoridom the tahu, the ridge pole, there 

will be people there to pick it up.  That’s just the way it works.  What is 

important I think is that we provide an opportunity for people to pick it up and 

run with it when they want to.“ 

The notion of explicit support is something Stephen misses in a Pakeha 

approach to theatre, and something he would like to see develop:  “It's quite 

hard at this stage to get Pakeha elders to come in that same supporting role that 

Maori elders assume.  They are bred into it, to that manaaki tangata, and we’ve 

yet to find Pakeha that give us that same sort of sustenance.”  He acknowledges 

there is no shortage of advice, but it is something else that he misses.  He gives 

an example. ”We got challenged by this guy and he said (the work) was 
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Pakeha, in a very derogatory way, you know, and our elder just stood up and 

reminded him of who he was, and who his parents were, and what his parents 

did.  They ran halfway houses and they didn’t shove anybody out.”  When we 

consider the role the father took in the solo show Stuart talked about earlier, it 

is hard to imagine an equivalent concept in a Western theatre. 

Truth seeking, the artists affirm, has to be more than correctness, it involves 

risk-taking and honesty, and moreover it is something that cannot be done 

alone - it is a search that requires consultation and support. 

4.  Tradition, pseudo-tradition and innovation 

“One of the big problems that I’m facing  at the moment,” says Stephen, “is this 

whole conflict between traditional and contemporary.” 

Distinguishing between fossils and living forms 

Stephen explains how he conceptualises the dilemma: “Two hundred, three 

hundred, a thousand years ago, the people who composed waiata, or haka, any 

of those dances or rituals, were contemporary in their time.”  He talks about an 

incident that occurred when he was devising a play about the mountain, 

Manaia, that stands sentinel over the area where he grew up.  “An elder said to 

me: ‘Manaia should be mentioned only in ancient incantations.’  I had to say to 

him ‘I don’t know any incantations and I like the mountain, and how do I 

express that?’ We’ve got to express our love for things, otherwise we’re just 

koretake, we’re just nothing.” 

He also recalls how one of his tutors challenged him to consider “how long 

Maori dancing has been recreated, rather than created,” and to question “how 

long we are going to keep on doing the separation of Rangi and Papa, copying 

that story rather than using that story to say something about today.”  As a 

consequence, he asserts the importance of “making creative dance rather than 

recreated or copy dancing.”  Stephen turns to the recent tradition of kapahaka: 

“It’s called traditional now, but it’s really from the 20s; it was a way of saving 

culture back then.”  The innovation of that time has become stultified, he feels, 

into a neo-tradition.  “I see our kids standing in lines, all doing the same 

motion, same movement.  I think it’s time to move on past that.  Our old people 
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did that occasionally, but usually the thing was to become free from that and go 

with the feeling you had at that time and in that situation.” 

That there are traditional values and that they are valuable, is acknowledged 

implicitly by the effort put into disentangling the fossil from the living thing.  

Arnold, for instance, talks about sacred stories and the way they offer levels of 

meaning that speak “to your whole being.”  He rejects the word myth “because 

myths tell me they weren’t true at all.” 

On the other hand he too is critical of recently sanctified pseudo-traditions.  He 

talks about the cultural festivals:  “You turn on the goggle box on Sunday and 

here they are performing the same old performance.  Why not just turn it off?  

There’s nothing different about it, it's all the same.  They come out in all those 

things that make them all look flat-breasted and there's a shouting match going 

on.  What about the singing?  Where's that melody that used to happen?”   

He gives an contemporary example of how tradition can be insidiously created.  

“There’s a big joke about Sandy Adsett, one of our painters who made quite a 

name for himself, and he does a very geometric type of design.”  The artist was 

presenting a seminar, illustrating it with slides of his student’s work.  “A guy 

jumped up and said, ‘I’ve got a question - would the real Sandy Adsett please 

stand up.’  All his students were doing the same sort of geometric work.  But 

that’s the type of thing,” he finishes, “we don’t want to do.” 

Arnold talks also about those Maori who wanted only ‘traditional’ things at 

Pakeaka, and their reaction to anything different, such as the balalaikas the 

group from Dargaville used to accompany their speakers in the powhiri.   

Those are innovative things that were done by the people for themselves.  So it's okay, 

it's coming from the people, those changes.  But you get people sitting in lofty areas 

saying ‘no, no, that's no good at all, here's the traditional way of things.’  Right?  So 

you take away all these guitars, you take away the clothes that you wear, you get back 

again to the important stuff, you know, kiwi cloaks and all those things.  Take away 

your motorcar that you come in too.  If you want to go traditional.  No problem. 

He distinguishes between a respect for tradition that comes from an awareness 

of the spiritual dimension, and a dogged adherence to established practice, 

particularly if that practice appears to have lost its connection to the spiritual.  
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He explains how the kaumatua group in Forum North, in protection of their 

understanding of the protocols of the marae, was averse to “allowing women to 

have their say.”  The rituals of formal encounter, to which men and women 

bring different and equally powerful polarities, were being generalised to a 

spuriously traditional male ascendancy. “Yet little did they realise,” Arnold 

continues, “that they had a lady doing exactly that at the time - Whina 

Cooper.”  Likewise, he established his workshops so that they were outside the 

area of the tapu that operate in certain situations on the marae and so that 

women as well as men could carve.  He relates how all the men first stood and 

looked at a women who “got stuck into carving”, and how “in the end one of 

the men actually went over to her, showed her how to hold a chisel.  “That’s the 

beginning of it,” he says. 

Similar contestation occurred about the murals, based on local histories, that 

were made in a workshop in the Far North.  “Taitokerau were going through a 

flux period of knowing who they were at this time and how they should act in 

certain situations.“  In particular there was a confusion of traditional Maori 

beliefs and Christian beliefs, which resulted in a moves “to place tapu things” 

onto the work. 

Arnold discusses how, while the trivia of former practice was sometimes 

elevated to tradition, more fundamental tradition had been lost or given away.  

Talking about the beginning of his work in Pakeaka, he recalls: “I was 

absolutely shocked at how religion got into the North and completely went like 

that with your Maori thing.  And pushed it aside.  I couldn't understand why 

people didn't want to speak Maori, didn't want to introduce anything Maori 

into their curriculum, at that particular time.” 

Theatre and tradition 

The theatre has traditions that Stuart considers valuable and does not want 

obliterated in the befuddled political correctness he sees the Qualifications 

Authority imposing on Drama standards.  He acknowledges that the issue is 

complicated by the disappearance of any nationally held value system, 

“beyond vague expectations to go out and make lots of money.”  He is 

prepared to see theatre in practice change of its own accord, as he believes it 
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will: “The real live theatre will go where it’s going because of the abrasion of 

the people working in it, the way they come together.  Whatever will emerge, 

will emerge.” But he resists what he sees as the indoctrinations proposed  by 

NZQA17.  In particular, he rejects the social values, made trite because of their 

specificity, imposed on the subject of Drama by the standards developed by the 

Qualification Authority: “I think theatre has been asked to carry too much 

responsibility, like ‘workers in the cultural sector’.  I work in the arts sector, 

and, if they want me and my colleagues to have responsibility for culture, there 

are some of us that would have a go.  But I don’t think that they would give us 

the power, because the people within the cultural sector with the power don’t 

want us to know that is what they have the power over.” 

Don is also concerned with the traditions of theatre when he encourages me to 

compile this history.  “Unless we know what the history is, unless we actually 

have some tabs on it,” he says, “then we really don’t understand where we are 

today or where we are going in the future.” 

An outsider’s view of cultural difference is often in terms of tradition.  But from 

an inside perspective tradition is often problematic.  The artists consider the 

question of what is really tradition, and what is an externally imposed pseudo-

tradition.  Then, given the concept of culture as a dynamic living force, they 

acknowledge questions about when tradition should be adhered to, and when 

it can be changed.  About how one acts when the traditions are lost, or 

inaccessible.  To what extend traditions should change when external 

circumstances change.   They address the issue of what underlying values 

shape tradition. 

Artist as maker of a new space 

Central to a number of the interviews was an understanding of the role of the 

artist as not only a shaper of new understanding, but as one who makes new 

social realities possible.   

                                                 
17   The project of placing Drama on the NZQA frame work of unit standards has since ground 
to a halt.  The new Arts curriculum  for schools has been drafted in much broader terms of 
reference. 
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“I think the theatre has a responsibility to have a real social commitment to the 

wider community and to itself,” states Don.  He acknowledges, however, that 

the community at large does not believe theatre to be a very positive process. 

Stephen talks about the contribution the artist can make to understanding the 

essence of the middle space: “The politicians and the bureaucrats will chug 

away at the politically correct things, but I think that the arts will take that 

rough step, take the risk of stepping from behind those two lines, find the 

connections, and cut across some of the things like the negative ego.”  With the 

role of the change agent, however, Stephen takes on a responsibility to make it 

possible for people to come with him.  “Although for myself, I want to be a 

little bit radical and live on the edge, I think it's important that we are socially 

part of things, that we are not a fringe thing. “ 

Chris discusses how the students he works with in Nga Moemoea, who are 

mainly non-achievers at school and considered ‘at risk’ accommodate the 

institution of theatre to their own needs and in doing so create a meaningful 

communication space, sometimes the first they’ve had in their schooling.  

“They have kind of colonised theatre and made it their own and that is the real 

beauty of it: really they own it... (We tell them) everybody else is going to 

believe, if you do. And they do.  It’s kind of like giving them this gift, and they 

just reform it and reshape it so that it suits them.” 

Stuart’s understanding of the role the artist can have in redressing the pain of 

history has been discussed earlier.  The necessary risk of pain in negotiating the 

space where cultures meet is mirrored by the risk of pain in making oneself 

vulnerable to an audience as an actor, in the act of “going out night after night 

and doing that thing - going into that meaning space, which is very similar to 

the cultural space that I was talking about.”  A corresponding vulnerability, 

and willingness to risk painful confrontation is demanded, he maintains, from 

his role as a director.  “I didn’t like that imposition of authoritative 

interpretation being placed on me before I had even started exploring, and so 

as a director I realise that I couldn’t do that to actors.  I have to encourage their 

own exploration of things because that’s the process that we go through with 

the audience.” 
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Arnold also talks about the artist’s role as the creator of newness.  He talks 

about his own practice as an exhibiting sculptor and describes an installation of 

power poles he called Sons of Tane.  “The power poles are something that's out 

there, that's common.  Now bring it out of its environment and put it up like 

that and it becomes a work of art... What does a power pole look like, seen on 

its own, just with the one bar across there?  Looks like a cross.  And the place 

where I put those three poles was Te Awamutu, and it was on a rise like that... 

The relationship between the cross and tree - trees and man, man and the trees 

again.”  Juxtaposition of images of Tane, maker of men and of trees, with the 

Christian cross, of the commercial timber product with the living tree, opens up 

an array of questions about acculturation.  

He also talks about the way he used the art process to trigger a change in the 

educational perspectives of the 70s and brought schools, which were openly 

monocultural and authoritarian in their approach to learning, into contact with 

the marae.  It was the time when Maori language was cautiously being 

introduced into schools, but it was amputated from the visual and performing 

arts, and other cultural practices that went with it.  He questioned the 

approach.  “And then it was thrown back at me: ‘why don't you do something 

about it?’  So that started us on the Pae o Hauraki.”  The effects of this opening 

up of schooling into the space of the marae have been discussed earlier.  

5.  Marae as theatre, and marae theatre 

As mentioned earlier the marae, as actual space and as a model for various 

interactions, is a recurring motif in the interviews.  

Overt uses of marae elements 

In the first place, the marae is considered as a form of theatre.  Although the 

proscenium arch is alien to Maori, Don explains, “we feel that the theatrical 

perspective is always with the marae.” 

Stephen also talks about the way his group used to bring in the ritual of the 

marae as a frame for the performance.  “At one point we would always powhiri 

the audience in and at the end of the show we would have this feedback time 

with them.”  He finds, however, that there are limits to the usefulness of the 
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ritual frame: “At the end of the show a lot of Pakeha people would get up and 

congratulate us and pat us on the back, all the things that we weren’t really 

after.  We wanted to open up a real  dialogue about the work and what we 

were on about rather than how beautiful we looked up there.”  As a result he 

has decided not use such an overt approach.  “I want the work itself to do  that.  

If there’s a welcome or an embrace that’s part of the whole, that’s all it needs, it 

doesn’t need us outside it.” 

Although he rejects the notion of the marae as theatre, because he feels it 

stretches the term too widely for usefulness, Stuart thinks it possible that the 

ritual of the marae may well shape “a style of theatre that is going to emerge 

for us.”  Elements that he foresees entering the theatre are a “communising of 

the audience before the experience, so it’s not just a group of strangers” 

through a ritual like the powhiri, and “some way to access to the material after 

the presentation.“ 

He sees the marae also influencing the development of a more participatory, 

less director-driven, approach to theatre work.  He considers that what’s 

evolving in New Zealand is “a mixture of people from throughout the country 

with a whole set of traditions and methods that are all melded together.”  As 

the melding progresses “it will possibly move us more towards that marae - 

that ability to experiment with different traditions.” 

Marae theatre - an emergent form 

The evolutions that Stuart foresees coming to the mainstream theatre are 

already part of a Maori performance mode, marae theatre, that has been 

discussed earlier in the evolution of a Maori theatre.  It is a mode of theatre that 

Chris works with in Nga Moemoea.  He explains that the theatre is “loosely 

based on Augusto Boal and Forum Theatre.  Once the show is over the 

audience does have an opportunity to talk through the issues.  What's 

interesting, though, is that they get that opportunity as part of the tikanga of 

the marae, not as part of Forum Theatre.” 

The concept of marae in this T.I.E. programme goes further than the 

organisation of audience participation.  It is also a model for the inclusiveness 
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and manaakitanga of the process.  Many of the students come as markedly ‘at 

risk.’  “What we ask of the schools,“ Chris explains, “is that they supply us with 

one person who is at risk, and the other an achiever.  And what we get is 

twenty at risk young people.”  Initially the group is fairly volatile.  Chris 

explains how packs are sent out that are supposed to be distributed to the 

students, but some of the students don't even know that they are going to come 

until the day before.  It appears that in terms of schools taking accountability 

for the preparation of their students for programmes that are initiated from 

outside, not much has changed since Arnold’s early experiences with Pakeaka.  

The marae offers a model for opening the floor to contentious issues.  The 

young people involved, says Chris, “are talking about everything from sexual 

abuse to gang warfare, you know all those things not so much talked: 

promiscuity, condoms, sex, menstruation.”  The issues that arise and the 

volatility of the work make it “really fragile work, and so you have got to be 

really really careful.” 

Sometimes because of the predominance of Maori participants the marae is also 

the subject matter of the drama.  Chris describes a scene performed at Te Kao.  

In a previous year the group had not used the marae at Te Kao because there 

had been a confusion about the koha, and the school was upset, and in the end 

the workshop took place in the  gym.  In the scene one of the boys walks onto 

the marae with a girl on his shoulder.  ‘Kia ora bro,’ he says, ‘my wife’s just 

died.’  The economy of the market place begins: ‘Would you like the deluxe 

tangi, or the executive tangi, or would you like the economical one?’  The scene 

introduces mourners who not too subtly check the deceased’s name in mid-

wail.  It becomes clear the process is going to be an exorbitantly expensive one, 

and the bereaved husband picks up his wife and carries her away -’I’m going 

home to Te Kao.’  He hitches to Te Kao, and arrives apologising for his shortage 

of cash.  ‘You’re whanau here,’ the old ladies tell him, ‘you don’t have to worry 

about money.’ 

Chris’s story brings the operation of marae as a model for theatre into a kind of 

full circle.  Not only does the drama deal with a contentious issue, about the 

marae, it deals with it in a manner that such issues are often deal with on the 
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marae, with bluntness and humour, and room left for the other party to 

manoeuvre. 

6.  Theatre training as basis for life skills learning - and as training for 

professional work 

Another issue that is repeatedly raised in the interviews is the subject of theatre 

training.  Two main areas are commented on.  The first is the value of a 

learning process based on drama for a development of the whole person, and 

for the acquisition of communicative skills.  The second was the quality of the 

professional training that the tertiary institutions offer. 

Theatre as a way of learning 

Don considers the effect of the Tamaki Arts programme on students who 

couldn’t read. “They could express themselves, and ended up writing their 

own plays because we put on tape what they said and then transcribed it.  

That's how they learned to read.  All we had to do was to free up their ability to 

express themselves orally.”  The result was not a surprise for Don, who comes 

from an oral tradition: “It was a natural way,  a natural progression to learning 

to read and learning to be able to construct plays.” 

He also talks about the change in self-esteem.  “People who were glue sniffers 

came off the streets and got involved in the theatre and that's made major 

change.  People who spent years in goal at Paremoremo.  Eventually they get 

rid of the King Pin mentality and then start to make real social and artistic 

contribution.  I think that's all within everybody.  But if you haven’t got the 

foresight, and if you haven’t got the people with the skill at managing that sort 

of process, they drop through society like they drop through education. 

Stephen acknowledges that he found his impetus to learning through the 

medium of dance. At school, he recounts, “I just didn’t know how to learn.  But 

when I started dancing, all of a sudden I started learning.  And it wasn’t just 

about the dance steps, it was all about how to learn a concept, how to articulate, 

to speak clearer, and to keep conversation going...  They were all really 

powerful indicators that the education system that I was from  was actually 

inappropriate to a lot of learners.” 



 214 

A major thrust of Arnold’s Pakeaka programme was the provision of holistic 

and whanau-supported strategies for learning that allowed individuals to use 

their own particular strengths and provided the opportunity to contribute to 

the group in a variety of ways. 

Training for theatre 

Conversation also turned to the ethics of present day theatre training.  The shift 

from a fully state-funded to a fee-paying tertiary education system has 

increased the willingness of institutions to provide theatre courses, with no real 

consideration of the employment market. “Now that the student loans are 

around,” Don observes, “there are a lot of schools that are being set up and 

students are paying exorbitant prices.  And I know they're not going to get jobs 

because we're pouring out more students than the need is, and the only people 

who are really benefiting are the providers.” 

Stuart is also critical of the current systems, particularly the drive to turn 

professional programmes into academic degree course.  “Training in theatre is 

failing throughout the country,” he claims, “from Whangarei down to 

Invercargill”.  He feels that while institutions change very rapidly at the 

administration and restructuring level, they change more slowly at the level of 

actual practice, “largely because the people that are doing the teaching are so 

exhausted by what’s happening within the institutions”.  He tells how three 

institutions have asked him to support their B.A. programmes, and he refused 

because he suspects the reason for the move to a degree is not “desire to 

actually increase the students’ knowledge, or ability, or skill to earn a living - 

but because of administrative requirements that go right back to the  

Government funding - and that isn’t a good enough reason for making that 

change.” 

One of the things that attracted him to Northland Polytechnic, he explains, 

“was the fact that it was dealing with people who could never otherwise have 

had an introduction into the sort of things that I represented, that I taught.  

Then the Polytechnic’s administration shifted its focus away from the access 

courses towards clients that could pay.” 
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Don also criticises the shift in training that puts what he considers unjustifiable 

emphasis on academic qualifications.  He tells how he pulled out from his 

advisory role to an Auckland institute when they started to refuse entry on 

account of qualifications.  “That’s not the theatre I want,” he says.  

The shift to user-pays, explains Stuart, makes success the primary focus and 

denies constructive opportunities for failure, “which are particularly important 

in any artistic enterprise, and probably in life.”  Moreover, Don points out, “the 

real creative things cannot be measured immediately.” 

“The battle,” says Stuart, “does come back to whether education is a social 

good or a private benefit.”  The same issue applies to theatre. “I believe theatre 

is also a public good and not a private benefit,” he asserts. 

Number of women 

One of the specific issues that Stephen believes need to be addressed by the 

institutes who teach performance is the small number of Maori women learning 

to dance and to act.  On the one hand he feels it is positive thing that the 

existence of companies like Black Grace shows “that Maori and Polynesian men 

can dance rather than it being a woman’s thing.” On the other hand few Maori 

women are making their way into contemporary dance.  He challenges the 

“New Zealand School of Dance and the Performing Arts schools to initiate 

Maori women into dance.”  Drama, he says, is similar. Although a number of 

women writers have a strong profile in the field of Maori theatre, there are far 

fewer women actors than there are men: “There’s about five Maori women that 

service all the Maori roles throughout the country - maybe an exaggeration, but 

not far off.” 

Artist as teacher 

Stephen talks about how he sees his ethical responsibility as a teacher.  He 

explains first how his teaching allows him to take his role as an artist to explicit 

teaching through performance.  He draws an analogy  between performance 

and the whaikorero on the taumata of the marae.  “My first language,” he 

explains “is performance.”  He also talks about the importance to him of 

handing on the spiritual values that are so important to his own approach to 
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performance to his students: “because I don’t want to train racists, I don’t want 

to train sexists.”  The potential to pass on values as well as skills through an art 

form is “what’s kept me in the business.” 

Don talks about the graduates of the drama programmes, inside and outside 

the tertiary institutes.  “Think of the people who've come out of Forum North 

and out of Northland Polytech,” he says “who've gone into acting and are still 

now here battling away like we used to, with a blanket as a curtain.  Just going 

out and doing the theatre, and making a wonderful contribution to community 

theatre in an environment which is even more difficult now for live theatre in 

Auckland than it ever was.  They're there because they love the craft, they love 

the art form.” 

Emerging themes 

To try to sum up what the artists have said would invalidate the reason why 

their voices have been included.  It is the nuance, the elaborative detail, and the 

existence of not-yet-resolved complexities that makes what they say valuable to 

this study. 

However, a number of motifs emerge.   

Their articulation of cultural interactions is non-doctrinaire; it 

acknowledges both complexity and evolution.  

There is an implicit warning against the codification of tradition - and of 

identity - through the bicultural encounter. 

Because of the history of colonisation, it is Maori who need to take the 

lead voice in redefining what it means to live in New Zealand today.  

However, Pakeha don’t need to be, and can’t afford to be, silent partners. 

The arts are a strategic and viable alternative to didacticism and to 

political rhetoric in exploring issues of identity and direction. 

There is an assertion of spiritual values. 

Homework, inquiry, inclusion, consultation, and risk are encouraged. 

There is an assertion of choice in self-definition. 

The past is real, useful, and redeemable. 
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Twilight zones exist. 

There is a threat from the growing presence of a internationalist 

monetarist philosophy that ignores cultural aspirations in a ‘market 

economy’. 

Most of these motifs are at least potentially consistent with assertions of Maori 

self-determinism (Durie, 1998, for example). 

They are also consistent, at least potentially, with a postcolonial analysis of 

culture and cultural interaction, and with recent postcolonialist approaches to 

performance (for instance, Gilbert, 1998).   

The material in the interviews, however, does constitute an important challenge 

to some aspects of the language of the literature of postcolonial theory and, 

consequently argues a limitation in its style of approach to the subjects of its 

study.  An example will illustrate.  Terms like hybrid, contamination, complicity 

are used regularly in the literature to describe the effects of cultural interaction.  

For instance, Brydon (1998, p136) writes: “For post-colonial writers, the 

crosscultural imagination that I am polemically calling ‘contamination’ for the 

purposes of this article, is not just a literary device but also a cultural project.”  

The thrust of her article is to argue for an analytical literature that searches for a  

“new globalism that simultaneously asserts local independence and global 

interdependencies.  It seeks a way to co-operate without co-option, a way to 

define differences that do not depend on myths of cultural purity or 

authenticity but thrive on an interaction that ‘contaminates’ without 

homogenizing”(p141).  

For a start, I prefer Stephen’s term dialogue to contamination.  Language can 

never be purely denotative and contamination suggests not only soilage, but also 

the passivity of the people involved.  Dialogue suggests conscious and reflective 

agency.  And in similar way I have a problem with the way she appears to 

conflate authenticity with an absence of contradiction and evolution.  Arnold 

and Don make quite different claims for authenticity.  

More important, however, is the suggestion that it is the analytic literature that 

carries the burden of exploring the creative potential of cross-cultural contact.  
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To say that Arnold, Don, Stuart, Stephen and Chris are practising 

postcolonialist deconstruction - Stephen even uses the terminology - bypasses 

the issue.  The issue is that the people themselves, at the grassroots of culture 

and its living, are accommodating, rejecting, exploring contradiction, taking 

risk, arguing and agreeing.  And they are doing all these things without 

necessarily surrendering their authenticity and becoming hybrid. 

Arnold talks about the legitimacy of an innovation, like the balalaikas to 

accompany the speakers from Dargaville during the powhiri, in terms of the 

fact that it comes from the people.   He is affirming that culture and its traditions 

belongs not to the anthropologists but to communities.  The importance to me 

of collecting these interviews is to affirm the importance of the people who are 

intimately involved in the evolution of a bicultural theatre in any discussion of 

its nature.  It is also to position their voices and their perspectives alongside the 

voices of international academic discussion about postcolonialism. 
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5. The Third Research Journey 

 

Panguru 
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Chapter 5.1 - The Class of 1997XRH/2 

 

I began this writing with an account of travelling to Panguru and of the 

powhiri by which I was welcomed onto the marae where I would conduct two 

weeks of drama workshops.  After the powhiri was completed, we sat on the 

floor of the marae and talked about the work we would do.  As we shared some 

of our expectations for the workshop, I sensed I had a brief pocket of time, born 

of courtesy and curiosity, to win the group’s interest and trust in a content area 

that many of them were feeling initially uncomfortable about.  Television, 

memories of former classroom texts such as Shakespeare, uncomfortable and 

unconvinced ‘acting’ were the primary associations drama held for most.   

Drama in education, I found, was a completely new territory.  As we talked 

about role, I illustrated, slipping into role as a tourist asking my way to a 

friend’s address.  MaryAnne picked up my cue and pointed behind me: 

“Look,” she said, “you’ve dropped a paper.”  She scanned the paper which I, 

happy that I could continue in my role, nervously picked up and handed across 

to her, and tilted her head towards a group across the circle to Gloria: “Here, 

these are your whanaunga, aren’t they?” she said.   

Tania wrote in her journal (B.1.2.10) about her feelings before the course began: 

"Apprehension.  Oh no, not drama.  Negative memories of drama classes...  

Why do we have to do this?  No ribbon dancing please."  Others recorded 

similar feelings.  In this they were not very different from a great many other 

students in their second year of primary teacher training.  Many of the students 

I teach at Griffith University, for example, came to Drama Education with a 

comparable degree of suspicion and anxiety.  Like their peers in university or 

teachers’ college classrooms around the world, the Panguru students were 

willing to be seduced by the process of drama: “Within minutes I was brought 

in,” continues Tania, “as was everyone else in the marae... Drama is starting to 

come alive to me.”  Yet in very significant ways this class was different from 

that typically found in a tertiary institute, and I knew I would need to explore 

different ways of working. 
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This section describes the class and its context, and explores the impact of the 

marae on the drama.  The next section examines a number of themes that 

recurred throughout the work: influence of the group, importance of the body, 

drama being about real things, resistance to negativity.  The third examines the 

search for form and the emergence of elements of a bicultural semiotic.  The 

fourth section details selected aspects of work on the Treaty and examine how 

understandings developed through the drama.  The fifth reports the students' 

evaluation of the programme and relates the outcomes they discuss to a 

postcolonial deconstruction of Western conceptualisations of knowledge and 

values. 

The Outpost project 

As I explained in the introductory chapter, the North Hokianga is an isolated 

and remote region.  In a teacher training system, such as that which is the basic 

model in New Zealand and Australia, that situates recruitment, selection, and 

training in large urban institutes, remote regions are seldom seen as desirable 

places of employment.  Moreover, in such a system the teachers that are 

appointed to schools such as Panguru are not necessarily equipped with the 

cultural understandings that would make them effective teachers of children 

who are predominantly Maori and who live in communities that are regulated 

by Maori values.  Chronic shortage of teachers and low levels of student 

academic attainment are the result.  

Yet Panguru found that it had a sizeable group of people who had the language 

skills, the cultural knowledge, the empathy with young people and the 

commitment to education that suggested they might make good teachers.  A 

number of these had already worked within the Kohanga Reo, in schools as 

teacher aides, and even as unqualified and therefore poorly paid relief teachers.  

The majority were women with families, who were unable to leave the district 

to further their education.  Panguru began to lobby both the Government for 

supplementary funding and the Colleges of Education to set up an Outpost 

teacher training scheme.  Christchurch College of Education, with its base 

campus in the middle of the South Island, finally accepted the partnership. 

(McKenzie, B.2.6) 
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A partial decentralisation of teacher training has been fostered by the 

Government in the last five years or so, and it has granted a number of funded 

student places to Polytechnics throughout the country for the training of 

teachers.  Northland Polytechnic, based in Whangarei, has gained such a post-

graduate programme.  Similarly regional campuses of bigger institutes are also 

not uncommon: Auckland College of Education also has a campus in 

Whangarei.  However, Whangarei is a city and it is still a long way from the 

North Hokianga.  What is special about the Outpost at Panguru is the degree of 

local involvement in the establishment of the programme and that the 

programme operates in the heart of a rural Maori community. 

The qualification that is offered through the Outpost programme is one that 

will certificate the students to teach in any primary school in the country.  

However, a number of credits within the programme have been allocated to 

courses, called local specialisations, that are designed to meet the needs of the 

Hokianga Schools.  A Maori language and culture programme was designed to 

follow the dialectal variation and protocol of Hokianga and to be taught by 

local elders.  The drama course I was invited to teach was a further local 

specialisation.  

The teacher trainees 

Tania is one of fifteen students who were beginning their second year when I 

came for the first drama workshop. She and Glenda are the youngest of the 

students.  They are both married, with young families.  Tania lives across the 

harbour at Omapere, and Glenda back along the road at Kohukohu.  Maria, 

who had led me onto the marae, and Gloria are the oldest of the students.  Both 

are from Panguru itself, fluent speakers of Maori and mothers of adult and 

teenage children.  Chrissy, Richalene, Shirley are also from Panguru.  Like the 

two older women they are fluent speakers of Maori, active in their community 

and involved with family.  Jean is from Mitimiti, where the Hokianga harbour 

opens out to the Tasman coast.  She is a fluent speaker of Maori who was 

“brought up with a staunch Maori grandmother and grandfather” (B.2.2.6).  

Rosina, Sheryll, Maraea, MaryAnne and Ronald are all from the south side of 

the harbour and so have to either spend several hours each day travelling or, if 
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their family circumstances allow it, stay overnight on a mattress at the Outpost 

centre.  Ronald is the only male student.  Viv and Lorna had previous degrees 

and so are granted exemptions from a number of their second year courses.  

These exemptions are not finalised until a few weeks after the year has begun, 

so they are both present for the first workshop, but not for the second.  Lorna is 

Filipino.  Viv and Sheryll are Pakeha.    

When the students talked about their reasons for coming onto the  course, they 

repeatedly expressed a sense of commitment to the community and to its 

young people.   “A lot of our Maori children are losing their self-esteem,” said 

Maraea (B.2.2.2).  “We need role models for our children who are growing up," 

said Jean (B.2.2.6); “if they see we are trying to achieve something, they will too.”  

“I truly believe I have something to offer back to our people,” said Maria 

(B.2.2.1).  She added: “There’s a different way of teaching Maori children than 

Pakeha children.”  Sheryll also voiced her awareness that education needs to 

adapt to meet the needs of different groups:  “The straight white middle class 

way of competition doesn’t suit Maori children; it’s more of a group working.“ 

(B.2.2.2).  She too believes that “what we are going through must have some 

kind of rollover effect on the children who know what we are doing, coming off 

the unemployment, spending three years studying at our age.” 

Getting a better life for themselves and their family is also a significant 

motivation.  Financial survival is important. “The farm is just not performing,” 

said Lorna (B.2.2.2).  “I know that the benefits of social welfare are not going to 

be there forever,” said Maraea (B.2.2.2).  Gloria is a qualified nurse but when the 

regional hospital was closed down, she lost her chance to work in her 

profession. “I have given a lot to my husband and five children,” she said 

(B.2.2.2).  “I wanted something for me.” 

Many of the students have found it hard to adjust to the load of study, and to 

juggle the twin demands of college and home.  “It has been fifteen years since I 

had done any serious learning in school so it took a period of time,” said 

Ronald (B.2.2.4).  Richalene described constantly “going home exhausted, 

drained, tired” (B.2.5.4) to a family of school and pre-school aged children.  

Pressures have involved conflicting family and study commitments, the cost of 
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fees, materials and travel, and isolation from support systems.  Consequently 

there had been a high attrition rate during the first year. 

The students had done some drama in their first year as a component of a 

course on Communications, but for many of them it had not been particularly 

successful.  Chrissy wrote (B.1.2.12): “When we had drama last year I found it 

hard to participate in something like this.  I was always afraid someone would 

be looking at me or mocking me.” “I don’t want to act in front of others,” said 

Gloria (B.1.1).  One or two, however, came with a strong enthusiasm for 

performance.  MaryAnne played in a band and she and Rosina came eager to 

extend on performance skills they had already learned. 

All the students expressed a strong degree of interest in making the Treaty of 

Waitangi a theme of our drama exploration.  But many of them acknowledged 

a sense of ignorance about its actual content and history:   “In the first instance 

it was my attitude and my ignorance,” admitted Richalene (B.2.5.4).  “I should be 

really honest and state that I didn’t want to know.”  “It didn’t bother me in the 

past,” said Chrissy (B.2.2.5), “but because I am training to be a teacher I am 

going to have to implement it in my teaching.”  Tania and Grace on the other 

hand came with a relatively activist stance, having been involved in Treaty 

Action projects.  MaryAnne was unsure about the content of the Treaty itself 

but was actively involved in the protest movement against the implementation 

of the MAI  (Multinational Alliance for Investment) agreement.  Sheryll had 

participated in a number of workshop with Project Waitangi.   

The course 

My task was to  run a course that would initiate these students into the uses of 

drama as a cross-cultural tool for learning.  As stated in the outline (B.4.1), the 

purpose was “to introduce students to a teaching methodology that can be 

applied to language and to cultural learning as well as to a broader range of 

curriculum areas.”  Consequently the course was to “draw on methodologies 

developed internationally by Heathcote, O’Neill, Boal and others”.  It was also 

to “draw on a tradition of cross-cultural drama exploration that is particular to 

New Zealand” and that would “be based thematically in Taitokerau.”  The 

particular curriculum area selected for exploration within the course was the 
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Treaty of Waitangi: “historically and as a living challenge”.  The choice was 

made not only because the trainees will be expected to teach the Treaty, but 

also because it impacts so strongly on education and on social issues. 

In addition, the invitation to run the programme was accompanied by a 

suggestion that a drama course might help students deal with the particular 

pressures of the Outpost programme and that it might extend their general 

communicative competence, particularly in terms of their voice development.  

Therefore the course was structured to initially focus on “the students 

themselves as participants in learning process that will help them clarify their 

goals, motivation, and the personal and family pressures they experience, and 

then will allow them to apply the drama processes they took part in to wider 

learning situations” (B.4.1).  A physical and vocal development component was 

also built into the course, and gave rise to a set of warm-up and strengthening 

exercises that explored breath, voice and body. 

Structure of the two week-long workshops 

The first week was planned as a series of short dramas that would allow me to 

introduce a range of concepts and strategies to the students and that would 

allow them develop a foundation of understandings and to build up a 

repertoire of skills.   

In the first three days we explored personal story in a number of ways, through 

enactments of reaction to the training programme, through Boss of the Story, a 

simplified form of playback theatre, and by an examination of issues within the 

local community.  We worked particularly with building, animating and 

reading images, and with taking role.  On the third day, when we explored 

issues in the community, we turned to Boal’s Image Theatre.  The issue selected 

by the students was a problem concerning several of the participants’ access to 

a water supply. 

An important part of each day’s work was a series of games and exercises that 

focused on body awareness, trust, use of breath and a final physical relaxation 

and visualisation.  
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The fourth day was timetabled as a long day with an evening sharing of 

selected work with families and community.  The aim was to apply the 

processes we had explored to a local traditional story.  The story of Tohe was 

selected because Tohe’s journey relates to not only the Hokianga but the entire 

region from Te Hapua to Kaipara and so has connections with most of the 

students.  The story is easily accessed: not only is it part of the oral literature of 

the district, but it is recorded in the written submission of Muriwhenua to the 

Waitangi Tribunal.  Moreover, the journey of Tohe  forms the subject of one of 

the school dramas during Pakeaka and so offers a connection to that work.  

The last day of the first week was used to illustrate further drama strategies 

particularly that of ‘teacher in role’.  We worked with the drama of Mallory 

House, an adaptation of O’Neill’s Haunted House, and with Hokianga Casino, a 

drama that involves participants alternatively taking the roles of local people 

and of members of a multinational consortium.  

The second week centred on an exploration of the Treaty of Waitangi.  Once 

again a sharing was scheduled.  Because Easter came in this week, the sharing 

took place on the Wednesday night.  On the last day we evaluated the 

programme and then worked through videos I had brought of Heathcote’s 

work, of Pakeaka, and of Maranga Mai.  

Relationship of the work to Te Mauri Pakeaka 

Obviously, the project could be no simple repetition of the  Pakeaka experience.  

For one thing, the students in this case were already very familiar with a Maori 

perspective and were very much at home on the marae.  However, many of the 

dynamics showed a continuation from that work.  The marae context to our 

work transformed some of the conventional parameters of theatre, and 

provoked some very deeply felt explorations: such as initial discomfort with 

radical protest, a fear of racial aggression, a bewilderment with history, and a 

recurring re-examination of the role of women.  Our elders, both present and 

absent, subtly defined and redefined the work.  The art forms of  drama were 

very much both the catalyst for continuing questioning and a safe zone where 

that questioning could happen.   What was different from Pakeaka was that for 

none of the participants was this a first time discovery of each other’s culture.  
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But we were nevertheless trying out new cultural roles, and discovering 

different levels of cultural identity.  These explorations will be discussed 

further in the sections of this chapter.  

The powhiri and the marae 

The powhiri that began our workshop also constituted an important reference 

point in our drama.  It offered a example of performative action that is clearly 

Maori and that was familiar to all the participants.  It defined the context, or 

viewing of reality, in which we would work.  It allowed all of us, including me, 

to assert, dramatically, our connections with the region, and to establish a role 

within the workshop itself.  The pages that follow will explore in more detail 

the significance of marae as the site of our work.  

Ritual 

The powhiri is a ritual that enacts a change of realities.  Invoking the 

genealogies of both home people and visitors, the histories of the area, and the 

relationship to the greater cosmic order, the powhiri lifts the charged energies 

associated with Us and Them and allows visitors and home people to work 

collaboratively together.  

On the  second morning we broke our programme to welcome the new Year 

One intake.  Afterwards we explored the links between drama and ritual.  

Some of the elements we considered were role, transformation, the active 

participation of all those present in a function that make them both audience 

and actors, the importance of joint belief in the proceedings, the interweaving 

of fixed structural patterns and personal improvisations, and the invocation of 

a spiritual dimension.  The concepts of role and of spect-actor have been 

discussed earlier in this thesis, as has been the continuum between ritual and 

enactment.  The centrality of transformation to the process of theatre is widely 

discussed in the literature.  Burton (1991) identifies transformation as a base 

element in both educational drama and in the practice of Stanislavski, 

Grotowski, Artaud and Brecht.  Schechner while distinguishing initially  

between transportation and transformation (1985), continues to explore the 

“confrontations between daily life and the unconscious” (1993, p238) that 
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constitute ”the impulse from which art is made.”  Keyssar (1996, p119) argues 

that drama offers the possibility “of presenting and urging the transformation 

of persons and our images of each other... it is becoming not finding oneself 

that is the crux of the drama”.  The importance of the spiritual dimension to a 

bicultural understanding of theatre is asserted strongly by the artists in the 

previous chapter of this study.  It is also an important element in the 

theorisations of Brecht, Grotowski, Artaud. 

In their reflections the students also explored the parallels between the sites of 

enactment.  “I had my own drama to deal with today,” writes Jean (B.1.2.9).  “I 

had to karanga our visitors onto the marae.”  Maraea (B.2.5.8) explores how she 

could explain drama to her future students through a marae visit.  However, 

Maria (B.2.2.1) problematises the relationship: “It’s different.  It doesn’t cut off; it 

lingers there.”  She explains that when she took the role of kaikaranga, she 

found herself open to a number of other voices.  “A lot of it was my tupuna 

whaea, and I think she was right there... it wasn’t a weight... maybe she was 

there to protect me.“ 

Maria’s reflection underlines that, while there are parallels between powhiri 

and drama, it would be simplistic to equate them.  Rather they lie on a 

continuum of efficacy like that described by Schechner (1988, p120).  On the other 

hand, an understanding of New Zealand theatre needs to draw on the 

particular kind of ritual heritage that is constituted by the marae and the 

powhiri, as well as on the more general Western scholarship that explores the 

relationship between ritual and theatre.  

Witness 

The decision to work on a marae rather than in, say, a classroom, was not a 

neutral choice.  The marae was a constant witness to the work we did.  Jean 

describes (B.1.2.9) how during the relaxation sessions she sees her ancestors’ eyes 

looking down at her: “Are these my tupuna checking up on me?”  In the 

discourse that takes place on the marae, the house is often referred to as the 

ancestor, whose backbone spans the ridge and whose ribs descend in the rafters 

and the carvings on the wall to encompass those connected to the house.  It is a 

living presence that links the cosmic order and the ancestors to the people for 
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whom it is a community centre.  As such it is a witness to what takes place 

inside.   

At the pragmatic level, working on the marae also invoked the wider 

community as witness to what we did.  Several times during the week the 

house would be used by various groups in the community and our activity 

would be subject to their scrutiny.  The community, after all, was the force that 

was instrumental in establishing the Outpost programme.  Its presence featured 

strongly in the dramas that evolved.  In both enactments of the Tohe story, 

attention was given to building a picture of the community that Tohe leaves.  In 

the Water Drama (B.1.1) the preferred solution (which involved sharing the water 

and sharing responsibility for water conditions) was seen to come through 

community mediation.  Not only was the community the instrument for the 

solution, it also appeared to validate the solution.  It provided a mirror in 

which to see justice’s reflection. 

An important aspect of witnessing was provided by Wiremu McMath, the 

kaumatua who came to share our work on the Thursday night.  It was very 

important to the students to know whether Wiremu approved of their work  

(B.1.1).  The following morning they asked me again how did he react to their 

treatment of the story of Tohe, how did he respond to the images about 

women’s speaking rights on the marae? 

As the video of the evening (B.1.3) shows, his endorsement went beyond 

benevolent approval.  He did not treat the drama as an activity that is alien to 

the marae.  Rather, he responded to it as to an act of whaikorero, picking up on 

the points that were made and enlarging on them with material of his own that 

he saw as relevant.  He connected the genealogies of those present to various 

elements of the story: “It’s the knowledge of history,” he said, drawing a line 

from the ridgepole of the house down to his forehead, “that gives you the 

mana.”  Then he connected this history to others that relate to marae of the 

region:  “Looking at this house, Te Puna o te Ao Marama, when you look out 

over the sandhills there, the puna is still there...” He connected the histories to 

present political action: “When we sat down on that property at Kaitaia...”  

Recalling my involvement in the writing of Broadwood, he turned to me: “Back 
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to that again, Janinka - don’t go away and not come back...” The fears I held 

about my own role, as a Pakeha, in developing this project were clearly in my 

own head.  The students accepted my usefulness and Wiremu endorsed me as a 

teacher who belongs to that community. 

The role of Wiremu as kaumatua in this project has obvious parallels to the 

situation in Pakeaka.  The elder’s role is not only as a source of knowledge in 

Maori things and as an adviser about how to deal with Maori material without 

trampling on its spiritual resonances, but also as link to the wider community.  

The link is actual and symbolic.  Symbolically, the presence of elders in an 

initiatory educational project, is a reminder that what is being explored does 

not just belong within an education system, that it has implications for the 

culture as a whole.  And in practice, what happens in that educational context 

is carried by the kaumatua and kuia to all the marae and all the hui they will 

participate in: a marae-based broadcasting system.  Thus the very fact of 

working on the marae gives the work potential relevance in Maori terms. 

History 

Wiremu’s linking of histories illustrates the way the marae offers a historical 

context to the work in drama.  Another example is captured by the video 

camera as it records the performances of the Tohe story under a mural on the 

far wall depicting Kupe’s epic arrival in the Hokianga.  The drama becomes 

another layer to the telling of history.  

The marae is the scene where histories, personal, communal, regional, have 

been told often at important community events and during significant 

negotiations.  It is a site where histories are recorded on rafters and on the 

walls.  These oral and visual traditions form a context in which the stories the 

students shape can be received and read.  

Theatrical style 

Working on the marae opens up particular kinds of theatrical style.  Among 

these are the traditional performance modes, such as haka and waiata, and the 

physical movements and gestures associated with them.  Also important are 

oratory and graphic representation.  A theatre process that focuses on the 
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building of images has immediate resonances with the carved, painted and 

woven imagery that is traditional to the marae.  A theatre process that provides 

opportunity for the juxtaposition of images argumentatively or problematically 

aligns itself easily to the debate that takes place on the marae.   

Oratory itself offers a theatrical model.  Watching the video, it is interesting to 

see the physicality and theatricality of Wiremu’s stance and gestures.  As he 

relates, for instance, how Te Oneroa a Tohe (Ninety Mile Beach) is also called 

Te One a Wha because of the measurement of the distance of the tide in arm 

spans, his movements tell the story as well as his words.   

As discussed in the previous chapter, Maranga Mai and a number of other 

contemporary drama initiatives have drawn on these traditions and in their 

explorations of theatre offer a further layer of stylistic history that is invoked by 

drama work on the marae.  Implications of these traditions are discussed 

further in Chapter Six. 

Relationships and Ownership 

Whereas the classroom is connected physically (corridors, PA systems) and 

symbolically (uniform, rules, discourses) to the school as a whole and to the 

established education system, the marae has different connections.  Another 

consequence of working on a marae is that the marae is seen by the students as 

a safe place and one that belongs to them, not to the education system.  It is I, 

the teacher, who am manuhiri in their space.  While I am recognised as the 

holder of knowledge about drama, they hold responsibility for the protocols 

and values by which we work.  This signifies a critical shift from what Green 

and Reid (1995) call the ‘panoptic school’ where the teacher is situated at the 

fulcrum of the network to one where authority is more widely spread. 

The students’ relationship to the space means also that “the context of the 

setting” does not make drama difficult as O’Toole (1992) recognises many 

classrooms do: instead of mediating against the drama, our experience at 

Panguru suggests that the marae context facilitates the drama.  Aspects of how 

this happens are discussed further in the following sections.  
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Yet after exploring the impact of the marae on our work, I need to ask if the 

work would have necessarily been different if we had worked in a classroom 

that was part of the Outpost.  Certainly it would have been more cramped, and 

initially at least the students may have approached the work as something 

belonging to a ‘school system’ that is, at least to an extent, Pakeha and alien.  

However, I suspect that as they are adults operating within their community 

environment, the location of marae is not only in a building and a piece of 

ground but is also within their own bodies, and as trust grew in our work, a 

similar range of influences would have come into play.  The use of the marae 

site made the influences explicit. 

Role of women 

One further effect of working on a marae needs to be tabled before I finish this 

section, and that is the demarcation of roles according to gender.  At the time of 

the drama workshops this issue was the subject of heated debate in the media.   

Traditionally men and women have specific and different roles within the 

rituals associated with the marae.  However, increasing recognition of the 

marae and its protocols within the public business of mainstream New 

Zealand, together with shifts in Maori society itself, have created a 

confrontation of these roles in a number of ways.  One such confrontation was 

publicly dramatised when, a week or so before the first workshop, Helen Clark, 

the leader of the Opposition, rose to speak, with the support of local kaumatua, 

on Waitangi marae during the Waitangi celebrations, and was challenged by 

Titewhai Harawira, a well known Northland activist.  

What took place was no simple assertion of the traditional status quo.  Rather 

the creation of a piece of direct theatre (Schechner 1993) problematised the issue.  

The timing established a context of colonial intervention.  Titewhai Harawira’s 

disruption not only challenged a facile ‘bending’ of protocol to accommodate a 

Governmental official; it also, by virtue of claiming the centre of the stage, 

asserted the right of Maori women to be articulate in the formal functions of the 

marae. 



 233 

The students on the Outpost programme had evolved their own way of dealing 

with the issue.  There was only one man on the course, and, prioritising a 

dictate to support the words of welcome above a dictate to observe gender 

roles, they habitually gave the role of second speaker to one of the older 

women.  This was the situation when I was welcomed, and it established a lead 

which I followed.  It was a procedure they repeated quite comfortably when 

they welcomed Wiremu McMath on the night of the sharing of their work.  

Nevertheless, the public debate was on all their minds.  When we made images 

of power on the first day, several groups depicted some aspect of the debate.  

When we explored problematic issues in the community, women speaking on 

the marae was one of issues tabled.  When we cast images about various 

aspects of the Treaty of Waitangi, the confrontation between Clark and 

Harawira was depicted.  At least as interesting as the way they represented the 

issue within the drama is the way they dealt with it in the process of drama-

making.  I will examine those strategies later in this chapter. 
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Chapter 5.2 - The group, the body, and the real 

 

For the first two days the work went without a hitch.  Images were made of 

students’ experiences of the programme and of the combined pressures of 

study and family.  In one image Jean was face down on the floor, sat on by her 

family, her arms and legs tugged, in an alternating rhythm, by all those who 

made demands on her time (B.1.1).  In another Lorna, immersed in her study, 

repeatedly pushed away her children; “soon,” she’d say.  When she finally 

turned to face them they were leaving.  Viv’s journal (B.1.2.13) records a chant 

her group made: “Dishes in the sink; beds not made; washing on the line; 

assignments due tomorrow.”  Introduction of Boss of the Story yielded a 

narrative in which Gloria went fishing with her sons.  In a further exercise 

Rosina talked to her grandmother.  On Tuesday afternoon I got home before 

my hosts and immediately fell asleep, exhausted.  When I wrote my log later 

that evening, I finished by reflecting: “how good today was, and how staunch 

they were in energy and focus.  I wonder, will they be able to keep it up.”  The 

next day’s log begins “A different day today.”   

The morning began with our customary circle.  The first two said they were 

feeling a little flat, a little bored.  Most of the other comments were positive: I’m 

learning lots of new things; I found it’s exciting; this year drama’s not about 

acting, it’s about us; I came expecting not to like it but it’s been good.  

However, Chrissy added “We talked so much about the negatives and 

pressures of our first year yesterday, it’s made me feel heavy.”  A number of 

people around the group echoed her interpretation.  I asked, since this was the 

case, if we should continue with the proposed discussion of Boal’s Theatre of the 

Oppressed.  Yes, they said. 

The problem they chose to explore in depth was one that had developed in the 

last twenty four hours for Richalene and Shirley when a member of their 

community shut off the road access to their water.  Once again the realness of 

the work appealed.  “This morning I found very interesting,” wrote Glenda 

(1.2.11) “as it brought up ways of using drama to find solutions to problems - 

using the negative to create the positive. However this is a very long process.”  
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Her assessment, both of the satisfying relevance and of the timeframe, was 

widely echoed.  Another issue that had been tabled in our initial brainstorm 

concerned the group’s protocol on the marae.  I felt these questions would be 

best deal with directly rather than in the drama, so we set aside a period for 

discussion later in the afternoon.  

In that session Glenda and Tania raised their concerns about liberties they felt 

were being taken with the marae, such as the kaikaranga having papers in their 

hands, and a number of unspecified other things.  A prolonged discussion of 

the protocols of this marae followed.   But the agenda was not quite clear, and it 

was apparent that some of the group were reading personal criticism into the 

apparently open questions about protocol.  The mutterings continued long after 

the class was finished, and many of the students wrote heatedly in their 

journals.  There were tensions in the group that were only partially being 

talked about.  

That the energy of the group slumped is perhaps typical day three material.  

However, the events illustrate the importance of the group, the significance to 

the students of realness in the drama, the threat of negativity, the value of 

working in the body. 

Using the group 

The importance of the wider community and of the opinion of elders has 

already been discussed.  Students also commented frequently in their journals 

on the strength they gained through the group. “I could feel the group pulling 

together as one,” writes Rosina at the end of the second day (B.1.2.2).  “Some 

were finding it a little too much and those with more strength were 

encouraging them to keep going.”  Maraea recounts (B.2.2.2): “When we did 

Tohe, I felt really comfortable because it was the group as well... They were 

really supportive because ours was a last minute change and when I took the 

role of Tohe having the group beside me all the time made it more a group 

effort.” 
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Teaching each other 

Gloria reported (B.1.2.3) how she would listen to the others’ questions and 

answers when she didn’t understand “because I am learning through my 

peers.”   Moreover, when she found what I was saying too abstract “one of my 

peers will turn it around into a simple way that I understand.“  Her description 

of the process of the group teaching each other echoes a learning model 

advanced by Tangaere (1997) as one that is consistent with a Maori approach to 

human development.  It includes the concepts poutama, staircasing, and 

tuakana/taina, peer teaching: “Learning is a process which involves a period of 

time for the task or activity to be understood... This is represented by the 

plateaus in the poutama.  Once this is accomplished, the learner ascends, like 

Tane, to the next step.  The poutama depicts the importance of the whanau 

assisting one another in the knowledge.” (p48)  The poutama can be compared 

to Western concepts of scaffolding learning such as that advanced by Vygotsky 

(1933).  However, it also relates to a spiritual perspective of learning.  As 

Tangaere explains, “it reminds us of the responsibility we have when imparting 

knowledge.  It is a taonga, a gift to us, through Tane-nui-a-Rangi."  Drama 

process is perceived by the students in Panguru to provide a means of 

collaborative and supportive learning.  Tania (B.1.2.10) wrote: “I am able to 

participate in all the activities because you ensure there is minimal focus on 

individuals... To be given the tools to do this in my classroom will enable me to 

be more confident.”  The journals hold repeated references to insights gained as 

taonga, and to the task of filling their kete matauranga, their basket of knowledge.  

For Richalene sharing her learning  involved her family as well as the group 

(B.1.2.5):  “I have been able to take some of my learning home to share with my 

husband and children and let them find some feedback.” 

Passing over roles 

Two examples of casting decisions provide a further insight into how within 

the group students dealt with issues that were potentially problematic.  The 

first occurs in the story of Tohe.  Ronald’s group had a late glitch with the 

casting of Tohe, the protagonist of the story.  The person who took the role 

initially found herself uncomfortable with the size of the role and wanted to 
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pass it over.  In the discussion that followed Ronald explained why he would 

not take it on. “I was asked and I felt it was not a problem playing the part,” he 

writes in his journal (B.1.2.4), “but it didn’t seem right I play the part of Tohe 

because I was the only male in the group”.  In the discussion that had followed 

the previous days’ images about women’s’ speaking rights, Ronald had 

expressed a gently conservative stance.  However, in a situation where there 

was no protocol issue about female leadership, he was unwilling to take the 

lead.  It was interesting to track how in the following week Ronald would often 

take a cross-gender role and how he avoided leadership in everything except 

the formal role required of him during the powhiri. 

Similarly, during the work on the Treaty, the group Sheryll was in created a 

scene where a Maori chief watches a missionary plough a furrow.  The group 

decided to cast Sheryll as the Maori chief and Maraea as the missionary.  

Reading the casting as an element of the group’s total discourse, it speaks of the 

importance of valuing Sheryll, not only in terms of the group, but also with 

regard to the story.  Yes, the story is about a land grab, but Sheryll, the only 

Pakeha among the students in that week, is not to be constituted as part of the 

colonising action.  She is placed inside, not outside, the Maori framework.  The 

casting decision allows the group to consider, with a degree of objectivity, the 

historical events without compromising their desire for harmony. 

The discussion of protocol 

The importance of the group is further underlined by Wednesday’s discussion 

on protocol.  At a surface level there is evidence of how the group felt, at least 

temporally, fragmented by the perceived personal undercurrents in the 

discussion.  If we look beneath the surface, we see how very dependant this 

group is on each other for sustaining the Maoriness and the spirituality of their 

learning situation.  If they were on-site students in any of New Zealand’s 

Colleges of Education, they would be part of a larger group centred around the 

College’s marae, and guided by kaumatua and kuia who were part of the 

College’s academic staff and who would have taken on the responsibility for 

bridging Maori and Pakeha systems.  Here in Panguru, the kaumatua and kuia 

are very available in the wider community, but the educational input comes in 
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a Pakeha package.  The students have to do the day to day bridging on their 

own.  That not all the issues were openly dealt with on the day does not negate 

the way discussions such as this are evidence both of the value for everyone of 

the protocol, and of the group’s communal relationship to that protocol. 

Laughter 

If the Wednesday discussion serves to define the sense of group by showing it 

under stress, the belly-laughter that resulted from the audience’s participation 

in games after the Thursday performance shows how the group was bound 

together by having fun.  The students were insistent that part of the sharing 

should be a range of exercises they had particularly enjoyed.  The video of the 

evening shows all the students, their children and visitors, the kaumatua, and 

the co-principal of the school overcome by noisy laughter as they duck and 

dive through the knot of linked arms and as they move around the floor on 

their hands and knees, eyes closed, mooing or oinking.  When Wiremu is thrust 

into the role of militant radical, with arms provided by his partner who uses 

them to contradict his words, he enters wholeheartedly into the exercise, to the 

enormous glee of his audience.  For the students, playful involvement of the 

audience was an important component of the evening: “Welcoming them into 

our games and relaxation techniques,’ Rosina writes (B.1.2.2), “brought our 

minds, strength and hearts, together as one.” 

While I handled the camera during the performances, I had not initially 

planned to have it running at any other time.  But I noticed that during the 

games students would go up to the camera from time to time and make sure it 

was on and would focus it onto what was happening.  Until then they had been 

somewhat shy of the camera.  That evening the camera became safe, and 

students seemed to ignore its presence completely in the next week’s work.  

The camera also captured me being thrust into a preposterous role, and it 

records the belly laughter of the students.  This was the first time the students 

had called on me to take part.  Up to then I had demonstrated, but I had not 

taken a turn, nor had they asked me to.  I recorded in my logbook (B.1.1): “At 

this point of the evening I am no longer only the teacher, I am a member of the 

group, and they anticipate with glee being able to laugh at me.“ 
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Reading the video record and the event itself, it is apparent that the physical 

and verbal buffoonery of the second half of the evening is in marked contrast to 

the first part in which the Tohe performances were offered and received.  On 

the other hand, it seems, as during Pakeaka, the shared laughter completes an 

expression of recognition and respect.  The liberating energy of this laughter 

would appear to come not only from a temporary iconoclastic license (Winston 

1998; Handelman 1977), but also from a trust in the value of the social order it 

appears to be upturning.  

Drama is about real things 

Most of the students approached the first week with the expectation that drama 

had little relationship to the real world they experience. “I see drama as a form 

of television” ( Glenda B.1.2.11); “I came into drama expecting it to be about play 

acting”  (Viv B.1.2.13).  In all the journals there was some recording of pleasure 

that drama could deal with real things.  Gloria was captivated by Boss of the 

Story.  “I love this kind of drama,” she wrote in her journal (B.1.2.3); “I was given 

the opportunity to facilitate my own mini-dialogues and look in and view 

certain parts - the strongest part shown was the behaviour of my sons.”  In 

another part of the work Rosina found herself moved to tears as she co-directed 

an exchange with her members of family (B.1.2.2):  “The story belonged to me 

and I was speaking to those closest to me in my family...  I found myself crying 

because I felt a deep burning inside me wanting to come out.”  Richalene was 

one of those “who arrived with this problem (the water) personally”,  and she 

felt a “sense of achievement and fulfilment” at working the problem through. 

“After doing the Water Problem session,” she states (B.1.2.5), “I was feeling 

pretty good.” 

Sense of truth 

The first criteria of realness or truth seemed to be in the subject matter.  The 

drama in the first few days is felt to be real because it dealt with the students’ 

personal issues relating to their experience as students and with issues that are 

important within their community: access to water, speaking rights on the 
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marae.  The story of Tohe too, for the Maori participants at least, was a real 

story.  It was part of the actuality of their relationship with the land.  

Later in the week a further valuation of realness came into play.  Lorna at first 

found the work with Tohe less satisfying than the earlier work. For her, it was 

not real.  “It’s about traditional stories that no longer matter,” she told me 

(B.1.1).  But after her group came to terms with casting, and each member 

committed to their role, Lorna’s valuation changed.  “Let’s say the story is not 

true,” she explained in a later interview (Item 2.2.2).  “But when Maraea did it, I 

could feel it’s actually becoming real...  It’s real because the person I am 

interacting with is responding to my call and that becomes real.” 

Truthfulness was now seen as something that is created in the drama, a product 

of the authenticity of each actor’s relationship with their material.  Similarly 

Richalene writes: “I began to realise that drama in a sense did not require me to 

be the most experienced, innovative, creative person that I thought you had to 

be, but that it only required you to articulate your own special relationship to 

the world and the images you created and displayed.” (B. 2.5.4) 

The body and the real  

As Lorna noted, for her the realness in Tohe came when Maraea responded to 

her call.  Her insight situates realness in the body.  This situating is, of course, a 

base premise of theatre, and is explored by writers including Stanislavski, 

Artaud, Grotowski and Boal.  Boal, for instance, writes (1979 p125-6): “We can 

begin by stating that the first word of the theatrical vocabulary is the body.... 

Man (and presumably he is not consciously excluding woman) must know his 

own body in order to cease to be an object and become a subject.”  A further 

body of investigative writing focuses on the body as the basic human 

equipment for knowing.  David Wright (1997), for example, relates the 

constructivist approach to knowledge to an exploration of how ‘knowing’ is 

sited in the body.  

It is this potential in knowing through the body that all of us in the first week 

became more aware of, and that I tried to tap further in the next workshop.  

Although the students accepted the importance of the Treaty, both in a general 
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sense and for them as teachers, would that be enough to engage them in an 

investigation of its complexities?  Would the ‘realness’ of the topic be inherent 

or would we have to find the realness though the use of the body?   

Body, breath, voice 

In the first week I introduced a number of exercises and a relaxation and 

visualisation process as a way of claiming the body and the breath.  This 

element of the work evoked favourable, and surprised, comments at the end of 

the first day (B.1.2): “I enjoyed the relaxation session”; “my body  and mind felt 

so relaxed”; “I have never known relation of body and mind until Janinka 

showed me a very simple exercise”; “our two most important tools/gifts, our 

bodies our breath: this is not a new concept to me but the exercise used will 

make it easier for me to introduce it to the tamariki”.  Wiremu, after the 

performance, also acknowledged how much he enjoyed the breathing exercise 

(B.1.4): “the settling of the body... getting your whole system settled... before 

waking up into an action so full of light...” 

Although teachers do use elements of these activities, they are more often 

regarded as part of actor training and of warm up for performance than they 

are seen as part of drama in education.  Constraints of time and the regulatory 

environment of classrooms are part of the reason for this.  I would probably not 

have built a programme around them had it not been suggested in the initial 

teleconference that these students needed to develop their vocal range for more 

effective classroom management.  However, as we got into the work, I could 

see that as students became more comfortable with their bodies, they ventured 

more confidently into further aspects of the work.  Which is what Brook, Barba, 

Grotowski and other theatre practitioners write about their practice.   

Study and the real 

The New Zealand curriculum framework for Maori education, Te Whariki (1993) 

emphasises the four dimensions of Maori personality : tinana (physical 

development); hinengaro (intellectual/cognitive development); whatumanawa 

(the development which portrays the emotions); and wairua (spiritual 

development).  Working through the body in drama and using it to access and 
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make visible feelings and concepts offers a way of addressing those dimensions 

in classroom learning. 

For the students, the approach to learning through the body, through contexts 

that they themselves created out of their shared and local experience, provided 

an important addition to their largely extramural study. The goal of the 

Panguru Outpost programme is to enable the students to attain an nationally 

valid qualification and thus it offers its basic programme extramurally.  In 

itself, this is not structured to meet the students’ particular learning needs.  

Christchurch is a long way away, and distance study places a heavy emphasis 

on reading.  “Too much words,“ said Gloria (B. 2.2.2), “too much reading, heaps 

of reading.”  Maria articulated how she found it easier to learn about the Treaty 

by working in the body: 

I know if I have to do it in writing, it would just go round and round and I would have 

thrown it away in the end and be geared for a failure, and that's my honest feeling.  But 

today, to be allowed to express how I felt and to be put into the boots of the people 

who were part of that time, I think was wonderful. 

As well as recognition of realness within the drama work, there is evidence 

throughout the students’ journals that the process was seen as real, as 

something thing they can use with the children they teach. The physicality of 

process excited the students as something they could use to make sense of 

words, and to utilise the experiences and the speech of their own locality. 

One of the interesting spin-offs of working ‘in the body’ was the ease with 

which the students remembered the scenes they made and were able to play 

them back again some days later, sometimes with no rehearsal (B.2.1).  Even 

more impressive was the way they could step in and act out someone else’s role 

when they had only seen it once.  For example, in the second week, Sheryll had 

to take one of her children to the orthodontist and so couldn’t stay for the final 

evening sharing of the work.  Rather than leave out the scenes that had 

involved her, others took on her roles.  Adaptations were sometimes 

introduced - Gloria, for example, played the part described earlier of the chief 

who admired the plough entirely in Maori (B.2.3) - but the intention and flow of 

the originals was sustained.  The ease with which this learning took place is 

consistent with theorisations of the importance of multiple embodiment in 
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learning (Bruner 1965, for instance) and of the way learning occurs in bursts of peak 

experience (Czikszentimihaly 1975). 

Safety and the real 

How positively the real was perceived, it appears from the students’ reactions, 

was influenced to a large extent by the degree of safety that accompanied the 

encounter.  Lorna, for example, records her experience with social issue dramas 

as very real, and the afternoon’s discussion about marae protocol as worrying.  

“Today I enjoyed the drama about access to water and speaking rights.  The 

problems are real... The afternoon was hard though.  We talk about the protocol 

on the marae.  The discussion stemmed from two persons not happy for certain 

people to do the karanga.” (B.1.2.1) 

Why was one seen as positive and real, the other as a source of tension?  To 

what extent did the framing of drama make the difference?  In the Water Drama, 

the structure of Boal’s process demanded that the participants actively 

manipulate the various possible outcomes and the intermediate steps that 

might lead to them.  In the discussion of protocol, a lot of things remained 

unsaid or half-said because  people could not find the strategies.  Students 

commented in their journals that they had held a lot back: “I should of been 

stronger in my answers”; “I still withhold my innermost feelings”. 

Similarly the degree to which contentious attitudes were accepted differed 

considerably between the two situations.  “I learned that when we are in any 

form of drama,” writes Rosina (B.1.2.2) in connection to the Water Drama, “no 

one is wrong: all words, answers, questions should be accepted...  I cannot 

change the way someone else feels or chooses to express themselves.” A 

paragraph later, talking about the protocol discussion, she writes: “I could feel 

(people) were being stood on by some who had other intentions in mind.”   

Retrospectively I can see that moving the protocol discussion out of the drama 

frame made it harder rather than easier for the group to deal with.  At the time 

I had been afraid that leaving it in the drama frame might seem to belittle the 

issues, and that, because I would be facilitating the drama, I might be seen to be 

manipulating the discussion.  As it was, the discussion was inhibited, and the 
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group’s sense of cohesion was temporally splintered.  The result alerted me to 

what might happen in the next workshop when we would approach the Treaty 

of Waitangi, a topic that is potentially even more divisive and more deeply felt 

than our discussion on protocol. 

The concept of fiction 

I deliberately began the drama at Panguru in frames that were very close to the 

students’ immediate and collective experience, using strategies of image-

making that had close links to the visual images and debate that are common 

practice on the marae.  It was only when the group gained confidence in the 

process and in their own power to manipulate the process that we moved into 

exploring first local history and then, on the final day of the first week, 

‘fictional’ stories.  In the first instance, I offered both Mallory House and 

Hokianga Casino as illustrations of how process drama could be used to meet the 

demands of the language curriculum.  However, it soon became clear that the 

students enjoyed involvement in the drama, exploiting both the opportunity to 

play offered by roles such as that of the multinational investors in the Casino 

drama, and the opportunity to make meaning, such as discovering the 

desecration of a burial ground as the original cause of the haunting of Mallory 

House.  Nevertheless, I think they would not have entered into the drama so 

willingly if I had begun the week with this work. 

I suggested earlier (Chapter 3.2) that the orthodox definition of drama in terms of 

a fictional frame, as suggested by Bolton (1998) and O’Neill (1995a) among others, 

might create unnecessary obstacles.  The feedback from the students at Panguru 

was that they valued what they began to see as the realness of drama: the way it 

could be used to explore their own situations and emotional reactions and the 

way it could speak to their understandings of the world.  It was only when 

drama was clearly seen to be inclusive of their lived experiences, that they were 

prepared to find ways of relating those experiences to stories that were, to 

begin with, outside the way they defined their experience. 

When writers such as Bolton and O’Neill foreground the use of a fictional 

framework in their definition, it is clearly not fantasy they are talking about, 

but the fundamental act of stepping into a role and a time or place that is not 
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that of the actual moment.  The search for truthfulness is an integral component 

of their work.  Moreover it could be argued that all representational processes , 

be they in drama, art or even history, fictionalise experience.  Perhaps the word 

fiction itself is unnecessarily limiting.  That the Western emphasis on mimesis 

and persona is not usefully transported to the performance of other cultures is 

argued by various theorists, explicitly, for example, by Zarilli (1990, p146) and 

suggested by others including Bharucha (1993), Schechner (1990), Soyinka (1976).  

Western theatre itself frequently problematises the distinction between truth 

and fiction.  Genet's The Balcony,  for instance, layers ever more complex 

illusions and pretences until we question whether reality has any non-

subjective meaning.  Ionesco’s bizarre images, such as the transformations that 

overtake the townspeople in Rhinoceros, are clearly posed not as fictions but as 

metaphors.  Anouilh's Antigone, though it unfolds a narrative, removes the 

distance of fictionality by the Chorus’s summary of the outcomes before the 

play begins which overtly mediates our viewing of the action. 

I argued earlier in this chapter that a drama framework potentially extends the 

freedom felt by participants to explore issues.  I would be reluctant to equate 

that framework with a fictional framework.  Whether or not fiction is seen to 

offer access to personal exploration depends to a considerable extent upon the 

cultural capital (Bernstein 1971; Bourdieu 1993) that a society holds, and that in turns 

depend to an extent on the perceived match between the world described in 

fiction and the world of lived experience.  If it is the experience of a society, be 

it colonised or minority, that its stories are bypassed not only within the 

education system but also within the entertainment systems of the mainstream, 

that the stories in books and in the media are ‘other people’s’ stories (Grace 1978; 

Ihimaera 1978), the construct of fiction may initially have very little appeal.  

The role of negativity 

As I mentioned earlier, a concern about negativity was a significant factor in the 

middle of the first week.  Chrissy, for instance, wrote at the end of the second 

day: “I felt with this session it was really draining.  Maybe the day was spent 

on doing negatives throughout the day.” (Item 1.2.12)  In my reflective notes after 

the field work (B.3.1) I revisit what it was that felt negative: 
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Is this us stalling when we come to a hurdle?   Did we stop because the images (of 

tiredness, family pressures, etc) were being confronting?  Did tiredness come from 

avoiding the confrontation? 

Why do I as leader/facilitator allow a pulling back?  For I take a slightly different 

direction on Wednesday instead of pushing through from Tuesday’s images.  Is it 

because I am not yet confident of my leadership?  Because trust hasn’t yet developed in 

the group as a whole?... Is it a circular process - moving on and coming back may be 

more effective?  I think now that I will have to go back and deal overtly with the issue 

of ‘negativity’ and its still unacknowledged usefulness. 

The desire to avoid negativity is by no means uncommon, not only for students 

but also for many teachers, both in drama education and in other approaches to 

cross-cultural exploration.  It is important, I believe, to examine the degree to 

which the allure of the positive is genuinely useful. 

Confrontation with the negative is at the core of theatre.  Dramatic tension 

comes from the immediacy of problem, from the tangible threat of failure.  And 

surely the block is very important to the art process generally.  It is when we 

push through the block that we make discoveries.  Nor is the cut and thrust of 

debate on the marae afraid to deal with the negative, to risk opposition.  While 

consensus is the goal, it will only be reached after contestation.   

I knew that if we were to approach the work on the Treaty with a reluctance to 

deal with negatives, we would only skim its surfaces.  I would have to find 

ways to confront and work through negativities. 
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Chapter 5.3 -Tohe and an evolving bicultural semiotic framework 

 

On the Thursday of the first week, we worked on a play-making exercise, in 

which we explored the story of Tohe with the intention of performing our work 

in the evening to an audience of family and community.  The class was divided 

into two groups, each with the brief to tell the story in any way they chose.  I 

suggested that each group would share some initial images or scenes before we 

broke for morning tea, and then I stepped back.  As it turned out, I had very 

few occasions to step back in, except to orchestrate showings of work in 

progress.  When the work was finished all the students felt they had 

accomplished something significant. “Feeling choice!” wrote Richalene (B.1.2.5); 

“I have let my inner voice out, my fears, my knowledge, my thirst for more 

knowledge.” “It really felt as though I was going on this journey in search of 

Tohe’s daughter,” wrote Chrissy (B.1.2.12); “It was played really well, by each 

student, with such emotion...  I really accomplished something really awesome, 

and that accomplishment was confidence.” 

This section examines the form the students found for their narratives and the 

sign systems that this involved.  It also examines the meanings given to the 

story through these elements of form.   

The story of Tohe is recorded in the Muriwhenua fishing claim (Norman 1989):  

Tohe summoned his tribe to him to say his last farewells before heading south in 

search of his missing daughter Raninikura.  Fearing that he might be slain his tribe 

begged him not to go.  He replied ’Ina mate ahau kapohia taku wairua‘: (If I die you 

must catch my spirit as it will surely pass this way on its journey to Te Rerenga 

Wairua).  In his travels along the sea coast with his servant Ariki, Tohe named every 

point and inlet on the west coast, both well inland and out at sea... 

Chrissy’s group gradually moved their work towards the door and out into the 

porch area.  I caught snatches of dialogue. They were talking about Tohe’s 

dilemma in having to choose between the safety of his traditional home and his 

need to follow his daughter, and came back to one of the previous day’s 

images: “It’s sort of like how Tania did that closed door thing.  He wasn’t able 

to pass on his knowledge.”  Several members of that group had the day before 
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expressed a degree of annoyance with Tania and her concerns about the 

protocol.  Today, however, they were prepared to pick up her original image. 

Gloria’s group found it harder to start.  Lorna flopped down on the floor, 

saying “I can’t do this.”  “There’s your image,” I suggested; “that’s one of the 

women telling Tohe not to leave.”  A little later I saw that this group did in fact 

begin with two women, bent to the ground, keening: “Kaua e haere...” The 

scene was played out with Maori dialogue: the women try to hold Tohe back, 

he calls to Ariki to accompany him, they set out.   

The work that evolved during the day drew on elements of form we had 

explored together over the last three days and on a repertoire of Maori 

language, gesture, imagery and performative style. 

Language 

The use of Maori language was a feature of both groups’ finished work.  

Gloria’s group used Maori throughout, weaving a stylised dialogue into a 

sequence of dance and movement images.  Chrissy’s group used a blend of 

both languages, much as they might be used in present day Panguru.  In both 

cases, the use of Maori held a symbolic as well as a functionalistic currency 

(Ashton and Savona 1991, p146-7).  Although both groups included native speakers 

of Maori, both group included members who were not Maori, Lorna in one 

group and Sheryll in the other, and who had to be 'given' their lines.  Moreover, 

the preceding drama work had been in English, as was all the language of 

planning and shaping the enactment.  Using Maori language thus placed the 

performed texts within a framework of traditional and culturally significant 

material.  Breaking out of Maori and into a colloquial mixture of Maori and 

English, as happened in Chrissy's group, extended the significance of the 

narrative to the contemporary situation.  In Chrissy's group, dialogue in Maori 

was chosen to create formal moments, such as the marriage ceremony - even 

though the marriage portrayed was a contemporary one - and moments of 

supernatural significance, such as the arrival of a bird signifying Tohe's death.  

Maori language was also used to allow the women watching the marriage 

ceremony make the kind of appreciative comments about the groom's physical 

appearance that the group felt were unacceptable in English.  So while on the 
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one hand, the use of Maori language led to a ritualistic stylisation of the 

dialogue, it also in Chrissy's group allowed an increased naturalism. 

Body language and gesture 

In addition to language, actions that are part of common Maori experience 

made up the body of both performance texts.  For example, greetings and 

partings were marked by hongi, a traditional gesture of salutation in which 

breath is shared as noses are gently pressed together.  In Gloria’s group this 

was a solemn and slow exchange between Tohe and his community, giving 

way to grief-filled keening.  In Chrissy’s group the hongi was between Tohe 

and his daughter’s new husband and the solemn act changed midway into a 

head-butt.   

When Tohe dies, in Gloria’s group, the group circles around him, pausing at his 

head, in an abstracted image of the last respects paid at a tangi or funeral 

ceremony.  The rhythmic chanting of the canoe paddlers that carry away Tohe’s 

spirit echoes the chants used throughout the Hokianga in the current 

resurgence of the waka traditions.  

Performative modes 

In addition, the students called on a basic repertoire of Maori performative 

elements to carry forward the action.  In Chrissy’s group, the play begins with 

the invocation of a melody played on a koauau; the passage of time is signalled 

by a chanted phrase, although the phrase itself is in English; as Tohe dies 

Richalene lifts her arm and calls the first words of a karanga.  In Gloria's group, 

Tohe and Ariki's travelling is portrayed by the high elaborate steps used in 

wielding the taiaha and in other martial arts. 

Like the use of language, these choices of enactive modes anchor the work in a 

tradition that is wholly Maori, while the way these elements are combined with 

modern dance movement and naturalistic dialogue, and the play-making 

process itself, relate the work to Western traditions of theatre. 
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Reading the images 

Some of the created images are relatively easy to read by any audience, such as 

the old women checking out the groom’s physical assets as he arrives for the 

marriage, and the swing of the party song after the ceremony.  These scenes, 

however, will have much greater resonance for an audience which is familiar 

with their cultural context. 

Other images contain a symbolism that is hard to read by an audience which is 

unfamiliar with the culture.   In Chrissy’s group, Jean in the form of a bird 

hovers over the fallen Tohe, and then moves on slow powerful wings across to 

where the daughter is laughing and playing cards with a group of friends.  She 

bends low over them.  Even if the image can be read as bird, it is also important 

to understand the references both to the bird as a carrier of the news of death 

and as a reference to Jean’s own tribal ties with Ngati Manu in order to respond 

to the fullness of the image. 

Some sequences require an understanding not only of the actual language but 

also familiarity with place names and their histories.  Gloria’s group depicts 

Tohe’s journey through a sequence that begins with a chanting of the words 

“here kino” as the group adapts a physical exercise of the previous day to 

suggest a breaking apart of woven strands.  Herekino, a coastal village to the 

north of Panguru, is named after the nets Tohe criticised for their faulty 

workmanship.  A moment later, the swirling movement becomes the wild 

water of a river.  As Tohe calls “haere mai, nga kanae”, the movement changes 

to the plunging fluidity of swimming mullet.  Waikanae is where Tohe was 

taken across the turbulent river by mullet who answered his summons. 

Similarly, as Tohe leaves his village he walks though a forest of trees.  The 

setting is created by the swaying of arms and by the well-known song: “E tu 

kahikatea...”  The  subject of the song is trees and so the song signifies the 

location.  However, the theme of the song is that of solidarity: the kahikatea is a 

tree that despite swallow roots withstands storms by growing in tight clusters 

with others of its kind.  The chorus line affirms co-operation and support: 

“Awhi mai, awhi atu, tatau tatau e”.  Tohe is moving away from his support 

group, going into territory where his values and his mana will be at risk.  As 
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the trees are transformed in movement to progressively bigger and bigger 

houses and Tohe, surrounded by a forest of buildings, loses his travelling 

companion, the words of the song take on an ironic significance. 

A story about contemporary Maori and tradition 

Both groups found resonances in the story with contemporary threats to Maori 

cultural identity.  In Gloria’s group as he moves further and further from home 

and the trees of the forest turn to enclosing houses, Tohe is alone and 

bewildered, and he dies.  The modern world of cities threatens Maori 

community and identity.  

Chrissy’s group set their work in a context that incorporates both modern and 

traditional elements, very like Panguru itself, with its marae, and its pub.  

When Tohe’s daughter leaves she moves not only to a different place but also 

into a pleasure-seeking world of drinking parties and card games.  To follow 

her into that world, Tohe turns his back on the traditions that give him 

strength.   

In the first group’s work, at Tohe’s death the traditional framework of Maori 

spirituality reaffirms its over-reaching presence.  The community joins together 

and mourns his death in the traditional way and Tohe’s spirit makes its final 

journey to Te Rerenga Wairua.  In the second group’s the spiritual world, in the 

icon form of Jean’s bird, also manifests itself at Tohe’s death, but his daughter 

and her companions are disorientated and confused by the news.  

When I interview her at the beginning of the second workshop, Rosina without 

prompting related her group's work on the story of Tohe to a loss of Maori 

identity in modern times, and to her role as a teacher.  “ I found with what our 

group had done, it was sort of like the loss of Maoridom along the way....I’m 

trying to give (the children) identity by them really finding out who really they 

are, what it is to be Maori, why it is so important to be who they are, and the 

resource where they can find access for that.” (B 2.2.2) 

Finding theatre signs to talk about the Treaty 

Enactment of the Tohe story was the first evidence of the students using 

specifically Maori elements in the drama.  By the time we were working on the 
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Treaty the students were shaping performances (B.2.3) that confidently drew on 

a range of Maori language, movement and conceptual imagery and juxtaposed 

these with image-making strategies they had learned from me. 

Examining Contact 

For example, Shirley, Richalene and Ronald offered two images of the 

plundering of natural resources as their representation of the time of first 

contact with Europeans.  In the first Shirley stands up against the pou 

tokomanawa, the pole holding up the ridge of the house.  As Ron and 

Richalene advance with axes, we see that the pole represents a kauri tree.  Ron 

eyes the tree and nods.  Richalene raises the axe to strike.  Shirley moves 

around the tree to intercept the axe blow.  Whichever way Richalene moves, 

Shirley is between the axe and the tree.  Shirley steps forward, her tongue darts 

out, her eyes bulge in a pukana, her hand lifts to wiri.  The pukana and the wiri 

clearly lend themselves to being read within a cultural code (Elam 1982) that is 

Maori.  Less obviously, the identification of the kauri tree with the pou 

tokomanawa asserts the importance of the forest as the realm of Tane and so 

shifts the felling of the kauri trees from a simply material plunder to one that 

has spiritual reverberations. 

In the second image Shirley is a whale, rolling and frolicking in the sea.  Ronald 

sees the whale from afar and approaches with a harpoon.  Richalene, a few 

yards away, cross-legged, sings a well known Kohanga Reo song: “Tohora nui, 

tohora roa.....”  The song not only signals that Shirley is a whale, it also signs, 

by its pre-school association, the playful innocence of the whale, and so 

strengthens the indictment of the whalers. 

And the Treaty 

Later in the week, MaryAnne, Richalene and Maria devised a sequence of 

images to represent how they saw the Treaty. The first is at the time of the 

signing.  The dialogue is in Maori.  MaryAnne sits on the floor as if in trance: 

she sees darkness and trouble ahead.  Richalene is eager to grasp the 

opportunity.  Maria simply wants harmony.  MaryAnne swings up her hand 

rejecting any possibility of harmony eventuating.  The scene freezes. 
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Then MaryAnne slightly shifts her weight, still sitting on the floor: she is a 

child, her uplifted hand now asking to be held.  Maria picks up a stick to 

become a kuia.  To the side Richalene is on the phone, as a reporter, eager:  

“Yeah, yeah, yeah- g’day mate- put me onto the editor please- yeah-yeah- yeah- 

you better get a team up here- Te Ha- Te Ha- pu- a- okay mate”.  She massacres 

the Maori place name.  As Maria walks down, MaryAnne lifts her hand to have 

it taken by the kuia.  She begins singing softly, a protest song from the time of 

the Land March. And the image freezes in the familiar picture of Whina Cooper 

and her grandchild starting out on the Land March from Te Hapua. 

Richalene, again a reporter, moves the action forward: “Front page! Restitution 

at Orakei!”  MaryAnne is holding a walking stick - an old kaumatua.  

Richalene, solemn, her stance now suggesting officialdom, walks towards her, 

solemnly: “By the Power vested in me, I hereby..”  Maria lifts a flag high in the 

air, triumphant, and, in Maori, acclaims the final success of the occupation.  

MaryAnne turns to her and lifts both arms in triumph. 

In the final image MaryAnne is at a desk, papers spread in front of her; 

Richalene and Maria are in front.  Richalene begins a patere that invokes the 

words of the Treaty: ”Ko te tuatahi, ko nga Rangatira o te wakaminenga me 

nga Rangatira katoa hoki-”.  Maria joins in her a resounding “Hi!”  MaryAnne, 

moving forward now to be the audience, claps vigorously.  We are seeing the 

Treaty giving rise to a performance item at the Taitokerau Festival, which was 

taking place on the other side of the harbour at this very time. 

Once again the use of Maori language is a multivalent sign. It communicates 

content, it points to a context, and it determines the point of view.  The 

introduction of a Pakeha reporter to frame the two moments of protest history 

reinforces the Maori perspective within the frames.  

At the beginning of the work on the Treaty many of the students had expressed 

uneasiness about protest action.  Whatever reservations this group might have 

initially felt, they are not evident in these scenes.  The accusation of sensation-

seeking has been transferred to the Pakeha media, whose ignorance of the 

issues is suggested by their mutilation of place names.  In contrast the two 

protest actions, the Land March and the occupation of Orakei, are endowed 
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with epic status by the use of passionate song and the evocation of 

photographic moments that have over the years become national icons. 

The final scene on the one hand reduces the preceding epic events to 

domesticity.  Events that shaped the nation are reconstituted as a school 

performance item that elicits clapping rather than heated debate.  Richalene 

had talked earlier (B.2.1) about her children learning this particular patere for 

the Festival, and expressed concern that they were rote learning words which 

they did not understand and of which they did not know the context.  On the 

other hand, that the Festival, a celebration of Maori performance arts, exists 

and that it draws students out of their normal school programme, is an 

assertion of the clause in the Treaty that guarantees to Maori undisturbed 

possession of all their treasures: ‘o ratou taonga katoa’, and a practical claim 

against the clause that guarantees Maori ‘same rights and privileges as British 

subjects’, in this case the right to determine what constitutes worthwhile 

knowledge.  The ambivalence of judgement suggested in this final image 

responds to the ambivalent attitude members of the group still held at this 

point towards the Treaty as an institutionalised force.  Maria, for instance, feels 

there are “still many questions left unanswered” (B.2.4).  As she sees it “the 

Treaty is a fact... It cannot be altered, but I truly believe we can make it better.” 

Latent understandings - drawing on the preconscious 

Whether or not the group consciously intended all aspects of the ambiguity is 

not primarily important.  Like other art, drama operates at the level of 

unconscious as well as conscious shaping.  Once the image is formed, however, 

it acquires a realness beyond the intentions of its makers, and offers readings at 

any or all of its acquired levels.  The audience, including of course the makers 

as spect-actors, read the signs offered and produce meaning (Pavis 1985).  A 

further sequence of images representing first contact will illustrate. 

Grace, Chrissy and Tania build up layers of sound and movement to show the 

Earth, Papatuanuku, being pulled apart in the search for gain.  Grace lies on the 

floor, her arms spread: we see Papatuanuku, open and available to her 

children, but is there also an echo of the crucifix in her form?  Just as on the far 

wall the rosary hangs below the mural depicting the arrival of Kupe.  Chrissy 
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squats at one side, Tania at the other.  Chrissy runs her hands caressingly along 

Papatuanuku’s length: Nurture,  she murmurs.  And Tania, in the same tone: 

Beautiful.  Trees.  Timber.  Water.  Money.  She plucks at Papatuanuku’s side.  

Then Tania holds a bible in her hands: Our Father, she intones.  Chrissy pulls a 

bottle from a box, pulls off the top and drinks: Beautiful, she sighs.  She lights a 

cigarette and smokes.  Tania continues: Our Father... My Father... Chrissy 

throws the match down on Papatuanuku, trashing her.  Then Chrissy and Tania 

each take an arm of Papatuanuku, pulling her this way and that:  My land.  My 

land.  Big flash restaurant.  Church on the hill.  Congregation.  Lots of money.  

Crazy.   Papatuanuku sits up.  I’m ruined, she says, reducing the scene to an 

unplanned bathos. 

On the surface the scene reads as a simple, and perhaps predictable, nostalgia 

for a life style of harmony with nature, destroyed by the rapaciousness of 

colonisation.  But the Church that still actively holds the allegiance of the actors 

is the Church they show greedily portioning off the land in its early 

evangelisation.  And the mannerisms of the smokers and drinkers are not those 

of aliens, but of the contemporary inhabitants of Panguru.  The scene thus 

makes a far more complex comment on its surface theme of lost innocence.  

Regardless of the original intention, once the image is made the conscious 

intention of its makers gives way to audience response.  The physicality of the 

image shifts the mode of communication from that of abstraction to something 

that has a temporary tangibility, and can be accessed by all those who view it 

(Ashton & Savona 1991; Elam 1980). 

Ways in which the group as makers and audience participated in this encoding 

and decoding of images to discover meaning are dealt with in the next section 

which recounts in some detail how we explored the Treaty of Waitangi.  
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Chapter 5.4 - Retrieving the Treaty 

 

In his hand Ronald holds a piece of paper.  Maraea and Grace watch critically over his 

shoulder.   Ronald screws up the paper and throws it away.   

He sits staring ahead. ‘One hundred and fifty years,’ he intones.  Then he picks up the 

paper again, smoothes it out and reads it slowly, his face showing surprise.  Maraea and 

Grace come and read it over his shoulder. 

This image sums up not only the Panguru students’ discoveries about the 

history of the Treaty of Waitangi, but also the way their own attitudes towards 

it changed during the week.  In this section I will draw in some detail on my 

logbook and on the video record of parts of the workshop to build a narrative 

of the way the work evolved, and of how understandings changed.  In doing 

so, I will focus on both the images that were produced and on the discussions 

that took place.  

Finding a place to start 

In the six weeks between workshops, I imaginatively explored a number of 

entries into the drama.  In looking back at the range of process dramas I had 

used in the past to introduce the Treaty to different groups, including nursing 

students, and teaching staff of various institutes, I was aware that one of my 

main purposes had been to raise awareness in participants who were mainly 

Pakeha of a history that was outside their mainstream consciousness.  The 

students I would be working with in Panguru would be starting out with a 

different consciousness, and with different blinkers.  I was not sure if my 

previous strategies would be relevant to these learners.  I decided that the best I 

could do with my previous structures was to take them in my mental files, and 

take the risk of discovering with the students both our point of entry and the 

subsequent directions of the work.  In this I followed the example of other 

practitioners of classroom drama.  Taylor (1998), for instance, describes his 

journey of finding a point of entry and subsequent structures for his teaching of 

seventh graders, and reflects that, while activities need to woven into a 

carefully planned pattern, that pattern cannot be predetermined but needs to 

unfold according to the backgrounds and temperaments of the group.   
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I came to the second workshop knowing that the students were deeply 

committed to the maintenance of goodwill and harmony among themselves, 

but that there were existing and largely unacknowledged tensions.  These had 

come to the fore in the discussion about protocol and in subsequent remarks 

about how individuals aligned themselves in terms of activist issues.  I knew 

also that while the students were strong in their understanding of Maori value 

systems, they were far less confident in their knowledge of specific historical 

detail.  To a large extent they had been comfortable in remaining within the 

confines of what was safe.  However, they were receptive to new discoveries, 

challenges and questions.  This was clear not only from the way they had taken 

on the drama process, but also, I noted in my journal, in the way they had been 

prepared in earlier exercises to re-encounter their own bodies and the flow of 

their breath.  They were willing to take risks, and were supportive of each other 

as learners.  

I was aware that I was myself a learner.  True, I had studied the Treaty 

extensively, both as an academic pursuit and as a pragmatic consideration in 

my professional practice, but I had never before initiated inquiry into the 

Treaty on a marae with a group that was predominantly Maori.  I had no 

foreknowledge of what might eventuate. 

We had settled on the Treaty as our topic for this week before we had parted 

and I had left some readings.  When we met again at the beginning of the 

second week, it was with a sense of comfortable familiarity.  We began with a 

discussion of intent: what did we want to get from our work with the Treaty.  

Better understanding, some said, but the statements were vague and perhaps a 

little cautious.  When I asked for reactions to the readings, I was met by blank 

stares. The material that I left for distribution had vanished, although some 

vaguely recalled I had left something to be photocopied.  But there had been a 

number of intervening assignments, and deadlines.  We had, therefore, to find 

other ways to access information, and possibly without written resources.  The 

beginning proved to be a little more open-ended than I had anticipated. 

As we got to our feet to warm-up, I hastily replanned.  Our first priority, I felt, 

was to build a body of shared awarenesses.  I asked the students, in groups of 
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three, to make images of 'Waitangi’.  My aim was to access existing perceptions 

of any of the materials or issues surrounding the Treaty, so that we could later 

seek connections.    

A gallery of images. 

The first series of images were shaped fairly readily: several versions of an 

agreement over a Treaty; Titewhai Harawira challenging Helen Clark; and 

Richalene singing the first line of a patere about the Treaty - then breaking her 

chant to ask 'why?'.  Over the next days we were to learn more about the 

importance to her of this image, and perhaps if I had been more sensitive to the 

emotional overtones of what was being offered, I might have used this image as 

a way into our work.  But the pressure of trying to find a right way in made me 

nervous, and I let this opportunity slip.  Instead I asked for more images, 

wanting to build up a collective gallery of snapshots of Waitangi.   

Now a range of protest pictures joined the exhibition: the confrontation 

between the hikoi and the police on the bridge to Waitangi; the flagpole - or is it 

a tree ? - being chopped down; someone spitting on a flag; Whina Cooper and 

the Land march of the 70’s; Bastion Point at Orakei; someone throwing eggs at 

the Queen.  Also a number of more abstract pictures: a grab for land; a 

screwing up and throwing away of the Treaty; the human melting pot.  And 

images of the waka celebrations,  of the kapahaka competitions, of Maori 

business people entering the Pakeha world. 

“If these are our images, how might we connect them into a short film?” I 

asked.  I was hoping to learn more about the meanings each group gave their 

images.  I suggested that each group use all four of their images, incorporating 

dialogue or other elements, within a framework that made a unified statement.  

The groups started happily on the task; in the previous week they had 

developed enough strategies for this to seem achievable. 

Some images flowed together easily: Sheryll and Gloria found it easy to connect 

the signing of the Treaty and the land grab.  But they found it hard to make the 

transition to the Queen image.  And they were not sure how the melting pot 

fitted in.  Finding a movement connection seemed to be the smaller part of the 
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challenge; finding the logic was the bigger problem.  We talked about the 

meaning of the connection for them, but they were unsure.  They knew the 

throwing of the eggs was a gesture of protest, but they were not clear about 

their own reaction to the incident, and did not know how it fitted in 

historically. 

Grace, Ronald and Maraea, who had generated the image of the Maori 

businessmen as well as that of the Treaty being screwed up and thrown away, 

experimented with Tamati Waka Nene’s advice to walk the walk of the Pakeha 

and played with humorous physicalisations, but Grace, in particular, was 

diffident about making light of the ancestor’s words.  Her diffidence was 

increased by her unsureness of the context in which the words were said, so all 

possible contexts need to be treated with equal caution. 

We broke for lunch with a feeling of incompleteness. 

Initially I felt I had forced the work into a dead end, but as we talked during 

lunch I began to think that the task had been useful in highlighting gaps in the 

participants’ knowledge.  They had strong historical images, but did not know 

how to place them in relation to each other. 

So after lunch we came back into the house and talked about what we knew 

and did not know about the Treaty.  This first session, it seemed, had raised 

questions.  Why was it signed?   What led up to it?  What’s in it?  What does it 

mean?  There was a lot of confusion about who said what, and when. 

Some of the students came with more knowledge than others.  Sheryll had 

done some study with Project Waitangi.  MaryAnne knew that there was a 

previous Declaration of Independence and that it had some bearing on the 

Treaty.  Most of the students admitted to confusion between descriptions of the 

Treaty as a fraud, and the claims of ‘tino rangatiratanga’ that they knew were 

somehow connected to the Treaty. 

As we went around the group, person after person admitted to ignorance.  

Each also stated a desire to learn more - a desire muted to some degree by a 

fear of negative reactions or divisiveness being roused.  There appeared to be a 

widespread discomfort with ‘radicalism’.  
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As I listened, it seemed to me that a process drama at this stage, involving the 

students in a fictional frame, might flounder between the twin rocks of 

ignorance and goodwill.  Moreover, I could not immediately think of a way of 

accessing the information we need without some written resources.  At this 

point, it seemed that our way in had after all brought us to a dead end.  As we 

drew up a written list of our goals for studying the Treaty, I realised that it 

would have to be my job to fill in the background information - and to do it 

'without being negative'! 

Accessing further information - the background 

I then set out to build up layers of the historical background by piecing 

together information elicited from the students.  I asked for images of key 

moments in ‘contact’: such as  Maori before European contact, first encounters 

with whalers, with missionaries.   

There were images that revealed a lot about what was important attitudinally 

to their shapers.  MaryAnne, for instance, sitting back on her heels reached up 

for someone’s hand and said tenderly ’ma’- white.  She explained that she was 

showing how some great- great grandmother in her line must have looked up 

at the face of the white stranger.  She revealed how important her dual ancestry 

is to her, and how important it is to her that her Maori and Pakeha ancestors 

came together in love.  We fast realised, however, we had a limited range of 

available images.  “I don’t know” came up again and again.  So we sat down 

and talked.  Or rather I talked.  And the students took notes.   

Later that evening when I interviewed a group of the students, Maraea talked 

about traditional forms of teaching (B.2.2.2):  "In Ngapuhi, I suppose, that we 

learn through our Reo.  That's the oral way of learning instead of in books."  

Certainly the students had seemed to listen with different expectations than I 

might have encountered with Pakeha or with Australian students.  When I 

asked at one stage whether we needed to set up a whiteboard, they had felt it 

was not necessary.  They were comfortable listening without visual 

reinforcement.  When I thought about it I realised that although I had not 

planned it this way, we were following a local dramatic tradition.  The marae is 

the arena for talk and the retelling of histories.  Our experience in the previous 
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workshop that already suggested strong resonances between the tradition of 

whaikorero and the exposition of issues through performance.   

The next day's questions 

When we met again in the morning, the students came with a range of 

questions and reflections, and MaryAnne had found a copy of the Declaration 

of Independence and brought it in.  Why didn’t we learn this at school? a 

number of people asked.  Should not the Treaty be part of education?  Isn’t the 

history we talked about important to all New Zealanders?  Ron asked what we 

- as individuals - should do about the Treaty and wondered about its future.  

Others also felt that, as teachers, "we need to know."  Richalene said that it 

worried her that children at school learn a patere about the Treaty without 

knowing what is involved.  It also worried her that her son comes home from 

school and says “the Pakeha took all our land”.  It was becoming increasingly 

evident that racial tolerance was very important to this community and a 

polarisation into bad Pakeha/noble Maori would not be welcome.  A number 

of students distanced themselves from ‘the radicals’, who they felt were using 

the Treaty as a weapon against Pakeha.  And Rosina said that till now she had 

not cared either way about the Treaty - she just wanted to live a good life. 

Ron returned to the issue he was working through: “Like in our scene 

yesterday, Maori go to University and learn about the Treaty and then it 

backfires on them - they become radicalised.” 

Most of the students felt they were drowning in information.  The discussion 

broke up as Gloria arrived, late, bringing the missing papers. 

In some ways the reaction shown by these students at this initial stage matches 

that reaction shown by most of the other groups I have worked with on the 

Treaty.  There was a certain reluctance to revisit the wrongs of history, and a 

fairly widely held desire to sustain harmonious relations across a possible 

cultural divide.  There was at the same time a sincere curiosity about how that 

history did unfold, and surprise that these important events were not taught to 

them earlier.  
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With this group, however, there was also a sense that the history is somewhat 

precious - that it can not be treated lightly.  Whereas a typical group of, say, 

Pakeha Nursing students might freely criticise any of the participants in the 

history, the Panguru students seemed always very wary of taking 

inappropriate liberties with the words and actions of their ancestors, and with 

the legacies created by their decisions.  It was Taitokerau Maori who were 

signatories to the Treaty at Waitangi , and in a very real sense most of the 

Maori students in this group trace their whakapapa to those involved in the 

decision.  Sheryll, who is Pakeha, has attended workshops on Treaty Action 

and came knowing the history more than some of the others, but initially she 

was very reluctant to contribute information.  This was not so much because 

she was afraid to offend the group, it seemed, but because she recognised the 

special claims the others might make on the historical participants, and did not 

want to get in the way of these.  As the week went on and the Maori students 

offered freer comment, so did Sheryll. 

Making the facts come alive 

When we begin work again, I moved into role as director of the regional 

museum.  I welcomed them as a group of actors that we had hired to design 

and perform in an exhibition about the Treaty.  We had funding now, I told 

them, for the first stage, the lead up to the creation of this document.  I asked 

them to suggest significant scenes from the pre-Treaty period.  Students slipped 

easily into their roles; they had learnt how this works in our previous week 

together. 

I have described three of their offerings in the preceding section: the whale 

hunt, the missionary with the plough, and despoliation of the land.  I will now 

examine the fourth. 

MaryAnne, Maria and Jean focused on the formulation of the Declaration of 

Independence.  In their scene Busby the British Resident was receiving reports 

of settlements, including those by a French group, that by-passed his agency.  

Their scene was more reliant on dialogue that the other three as they tried to 

come to terms with the significance of the 1835 document that asserted the 
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sovereignty of the Maori chiefs of New Zealand and held the British Crown as 

guarantor of that independence.  

They showed Busby as a conscientious man surrounded by paper work and as 

one who is concerned with the rights of the indigenous people: when the first 

messenger arrives with plans for a settlement in a bay in the Hokianga, Busby 

immediately asks what negotiations have been held with the people who own 

the land, and, on learning that the action is unilateral, unequivocally states:  “I 

don’t agree with your method of acquiring the land.“  As a further report, this 

time of foreign intrusion, arrives at his desk, he struggles to establish a 

protective strategy:  “This is the first time I’ve actually heard about this Akaroa 

Bay thing, being colonised by French people...  From the top of my head, I’ll 

just have to...  try and contact all the chiefs so that we can actually have a 

meeting... I think we’re going to have to set up a Declaration of Independence 

for New Zealand....” 

The Busby they created may have thought a little faster on his feet than his 

historical counterpart, but his motivation matched the interpretation historians 

give to the event. (Orange 1987; Kawharu 1989)  Only in small part was this a 

product of my teaching on the previous day.  MaryAnne had brought in a copy 

of the Declaration of Independence and was very interested in this document 

that pre-dated the Treaty and appeared to offer a blueprint for quite a different 

kind of development history.  The tenets outlined in the Declaration seemed 

also to coincide with principles that underlay her personal commitment to the 

protest action against the MAI agreement.  In the drama that followed she 

chose several opportunities to continue with the role of Busby and to pursue 

her advocacy of what had been agreed to by the British Crown in its ratification 

of the Declaration. 

Although historically accurate in its broad brushstrokes, the scene drew for its 

detail on the contemporary consciousness of its actors.  Akaroa, in the South 

Island, was not founded until some decades later, but it still retains its French 

flavour.  On the other hand, the Hokianga, where the historic French threat of 

annexation took place, has few remaining traces of French influence apart from 
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the legacy of Catholicism.  Similarly the dialogue had resonances to present-

day claims for appropriate consultation in decision- making:  

MaryAnne as Busby:  There’s a French colony going up at Akaroa Bay,  It’s my idea to get 

a tribal declaration of independence.  Mr Waata - 

Jean as Waata: I hope us Maori people are going to be involved in this decision-making. 

Jean’s interjection seemed to be prompted by contemporary demands for 

consultation in areas such as resource management, as much as by her 

adherence to history. 

Cultural lenses on history 

After these scenes have been shared I asked what was missing that needed to 

be included so that we might give a true picture of events leading up to the 

Treaty.  What about Hone Heke and the ones who disagreed, Grace asked.  

And the actual arrival of Hobson and the Treaty document.  And the New 

Zealand Company. 

We shifted the scene to Britain to focus on the complexity of pressures building 

up for Lord Normanby, Secretary of the Home Office who sent Hobson to New 

Zealand with a long and detailed brief.  An empty chair was designated to 

represent Normanby and students worked in pairs to represent various interest 

groups: missionaries, the British Treasury, the New Zealand Company, London 

socialites who met Hongi Hika at Court, the abstracted voice of the 

overcrowded city of London, and Busby.  They were to become the voices in 

Lord Normanby’s head.  Each pair was given a few moments to prepare their 

case, and, if they wanted it, a little side-coaching.   

Sheryll and Maraea were missionaries who, as they told Normanby, had “just 

arrived from the Wesleyan mission in New Zealand” where “the numbers of 

settlers has increased, bringing with them alcohol, muskets, disease.” They 

demanded his intervention.  “We’ve done our bit,” they declared, “in spreading 

the Word of the Lord, but at the moment it’s all just disastrous.” 

MaryAnne as Busby rushed in after them: “Lord Normanby, I’m Mr Busby 

from your Wellington office.  You can’t do what I think you’re going to do.  

You have got a Declaration of Independence which was signed by 34 Chiefs.  

You guarantee their sovereignty.”  There was no Wellington Office, of course, 
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at this time, and Busby was located in the Bay of Islands, but one again the 

anachronisms underline the students’ active analysis of contemporary politics. 

More anachronisms were introduced by Shirley and Grace who represented the 

British Treasury:  “Where are we going to get the money?  We’ve just finished 

replacing six boats from the French Revolution...”  During preparation Shirley 

repeatedly confused the American Revolution with the French Revolution and 

was attached to including boats in the cost, regardless of which war.  “Lord 

Busby,” she insisted in a re-run of the scene: “the French, the Americans, 

Waterloo, Napoleon - they all did it - and it cost us.”  I suspect it was not just 

that facts got muddled.  The whole Normanby sequence represented a very 

conscious and very careful attempt by the students to see history from the other 

side’s perspective.  They grasped quite easily the concept that the American 

Revolution had proved expensive to Britain and that those costs might act as a 

deterrent for further colonisation.  But the naming of the revolution was 

incidental and foreign detail, as unimportant to their awareness of the 

unfolding of history as, say, the differentiation between Hongi Hika and Hone 

Heke might be to an Australian.  What mattered was that Britain’s previous 

expansionist drive had proved costly.  And, taking a wider reading of 

imperialism (L. Smith 1999, for example), they were perhaps not so far wrong in 

conflating the imperial expansion of the Napoleonic Wars against the weaker 

powers of Europe with the European drive for colonies.   

Two further excerpts demonstrate the ways students approached the cultural 

inversions involved in taking a British role.  Ron and Tania assumed toffy-

nosed mannerisms and accents and capitalised on the satiric opportunities of 

their recollection of Hongi Hika: 

Ron:  ... you know, old chap - we all met him - 

Tania:  Yes.  He wasn’t a savage.  

Ron:    No- not primitive at all. 

Tania:  But - you know - different... He had a brain. 

Ron:     Almost like one of us. 

With people like Hongi Hika in it, they reason, “it’s not an empty space over 

there.“  They approach the role with an ironic distance and use it for an 

advocacy of the viewpoint they themselves, outside role, hold. 
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Jean and Maria found it hard to conceive of a New Zealand Company, located 

in Britain, consisting of British entrepreneurs: 

Jean: My name is Mr Dunn and this is my partner Mr Leefe.  We’re directors of the New 

Zealand Company, based in England, and we need a permit to purchase a hundred 

thousand acres in Wellington. 

The tape recording shows the heavy inflection on ‘based in England’.  This was 

something Jean wanted to get right for herself, rather than to impart to Lord 

Normanby.  She seemed to find it hard to conceptualise a past for her country 

that was located outside it, as is reinforced by her choice of names Leefe and 

Dunn, that are old names in the history of Hokianga settlement.  Maria, in turn, 

related the Company plan to present-day work placement schemes: 

We will also be buying machines to take over there and take about 500 people that are 

unemployed over there and offer them work on the farm. 

What is interesting, to my mind, in the various approaches to taking a historic 

and foreign role, is the way subjectivity and objectivity are intertwined in a 

variety of combinations, ranging from the apparently unconscious slippage that 

we see with Maria and Jean to the deliberate satiric manipulation we see with 

Ron and Tania.  Not unlike, perhaps, the practice of professional historians. 

Meeting text - the debate on the day 

In the afternoon we read extracts from Colenso's journal in which he recorded 

the debate preceding the signing.  As a way into deconstructing the text, I 

asked everyone to choose a participant and to highlights 15-20 words from the 

text that they saw as the key to what their participant said on the day.  Then 

pairs worked together, alternatively taking role as the chosen character and as a 

neutral counsellor in order to discuss what is being said and why.  Finally each 

pair joined another pair and together they shaped their utterances into a scene 

that shows a moment on the day when the Treaty was signed.  This was 

students’ first real encounter with text.  They worked hard at it, shifting the 

order of speeches, experimenting with posture, pauses, silences, proxemics, 

direction of gaze. 

Maria chose the role of Hobson, and wrestled with the formality of his 

language.  In the later discussion she commented that while the others could 
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speak their minds, Hobson was given a script that he had to follow - “it’s his 

job.”  She contrasted his tone with that of Tareha in her segment of the re-

enactment:  

Maria (as Hobson):  For Her Majesty the Queen of England to prevent and restrain her 

subjects out of her domain it is imperative that this Treaty be signed. 

Maraea (as Tareha):  What! Thou, a foreigner, up, and I, the great Ngapuhi chief, down!  

Never!  Go back! 

She thus offered us another way of seeing the Treaty - as a meeting place for 

public and personal passions, one that resonated with many of the student's 

own mixed attitudes. 

While the roles of Hobson and Colenso could be approached with 

dispassionate historical curiosity, that was not the case with the northern chiefs.  

These were the people who had committed Maori to a an irrevocable course of 

action.  The students sifted their words carefully to understand their 

motivation.   The frames that often separate theatre from ‘real life’ were not 

operant in this work.  Working within the wharenui, within the embrace of the 

genealogies that connect the house to history and of the traditions of 

whaikorero that linger on the walls, this stage of the work seemed to involve 

the students in a form of dialogue with their ancestors.  Jean, in particular, 

pursued the question of ‘why’ - why did they sign?- through the remainder of 

the work.  When I interviewed her later in the week, she expressed her mixed 

feelings and her desire to understand the actions of her tupuna: 

It must of been a frightening  experience for them too - not knowing.  They would say: Yes 

I am signing to do this - but in my heart I’m thinking perhaps there would have been fear - 

not knowing what they were doing really.  I look at it today like we can read the treaty and 

I don't understand it, and I think about those people then: how could they ever have 

understood it?  They were signing you know this dispossession sort of thing, probably of 

their culture as well as land.  I always feel that there must have been this sort of fear - like 

‘what have we done?’ - after they signed it.  

Cross-cultural translation- the  articles of the Treaty 

Next we turned to the words of the Treaty itself.  Tania read the English 

original; Jean the Maori translation, and on paper were the words of an English 
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literal translation of the Maori for those who needed it.  There was some 

agitated discussion about differences, especially in the Second Article:   

MaryAnne:  In the English it says - lands, estates, forests and fisheries and other properties, 

and here in the Maori it says their lands, their villages and all their possessions.  It’s a 

big difference. 

Tania: In the literal translation it tells them they have full chieftainship - in the second one 

here it doesn’t tell them that at all. 

Ron:  In the first one it says they’re giving all the rights to the crown - whereas in the 

second one, the Maori, it says the Maori have all the rights. 

Maria picks up the term ‘pre-emption’.  “I don’t know what that means in 

English, let alone in Maori,” she says.  Ron asks ”do you think in the Maori 

version they conveniently left out certain words?”  We discuss the complexities 

of cross-cultural translation and the choice of words used in language that 

intends to persuade.   

For many this examination of the articles of the Treaty and of the two language 

versions was their first encounter with this material.  Till now the Treaty had 

held a largely iconic value, and they were initially shocked, dismayed, or 

bewildered.  For me also, there was a new level of realisation of the cultural 

colonisation that was involved in the formulation and signing of the Treaty.  I 

was already aware of the key areas of difficulty between the two versions and 

how these differences had been accommodated by the Waitangi Tribunal as 

well as articulated by the activists.  But seeing these students grappling first 

with the legalistic concerns of the English version and then with obvious 

differences in the translation gave me a new understanding of the 

accommodation the chiefs must have made in 1840, and the way they must 

have relied on instinct, and also of the sense of bewildered betrayal 

contemporary Maori feel when first they grapple with the text. 

Intense processing of understandings 

We began the next morning, as had become our pattern, with discussion of 

where we were at.  The shock that came with the previous afternoon’s 

confrontation with the text was still a predominant emotion.  There was also a 

sense of frustration, of being out-manoeuvred by the slippery intricacies of 

legal words.  In addition there were comments about how effective drama was 
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for this learning - ‘I’ve learned a lot,’ was echoed around the group.  Most felt 

bogged down with words, and keen to work physically again.  I asked them to 

re-group and to make two images: one that connected with their negative 

feelings, and one that connected with positive expectation.  

This part of the work took a long time.  Discussion in each group was extensive 

and intense.  By now students were so intensely committed to the work that I 

could walk around with the video, even joining in discussions with one eye 

looking through the camera, and they would ignore it.  I captured Rosina, 

Maria and Richalene outside the house, talking:  

Rosina:  I don’t want to put blame on anybody... I still don’t want to forget what my people 

did go through to get where I am today - 

Richalene:  But you don’t want to become one-sided, eh? 

Rosina:  Yeah I don’t want to be so that it’s just me and my people - I want to be able to 

live in both worlds - 

Maria:  ... if we can grab (her arms spread out, illustrating)  both people.... 

A few moments later Rosina was standing back to back with Richalene, arms 

interlocked: 

Rosina:  if you had your moko on there, she'll represent your Maori side and I'll represent 

your Pakeha side and -.. 

Richalene:  And we send our love to te ao hurihuri. (she twirls their linked bodies)  This is 

te ao hurihuri. 

Inside Shirley, Grace, Gloria and Chrissy were working through the concept of 

‘pre-emption’.  Further along, Jean was sitting with Sheryll and Grace and 

trying to sort out how the those who signed came ‘to give over the 

Governorship’- were they forced?  Sheryll came back to the wording of the text. 

“They weren’t giving up their land, they were giving up the Governorship,” 

she said.  But Jean dismissed the quibble: “Yeah - which is really their rights to 

the land.” 

Ron and MaryAnne had come late but now they too were trying to identify 

their dominant reaction: 

Ron:  One’ll be of frustration - not quite understanding what we want, how we’re going to 

go about doing those things... would there be anger in there? 

MaryAnne:  Yeah I think that would - why - why - 

Ron:  Anger and frustration sort of together 
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Janinka:  About what? 

Ron:  About things not being (and his hands talk first) put in place.... things are coming 

back slowly to address some of the issues associated with Maori, but it’s not happening 

quick enough - or it seems like there is helluva struggle - 

Janinka:  So whatever is on that piece of paper doesn’t feel like it’s held weight - 

Ron:  No - it’s right there - it’s good that it’s there - it’s - (hands again talk) just the right 

balance, I suppose.... and I hardly think it’s going to happen for a long time. 

Embodying understandings 

Eventually, the images are performed for the camera.  The negative images are 

shown first. 

Gloria, Maraea, Shirley and Chrissy, having sorted through their 

understanding of terms in the text, reduced their scene to a crisp image of the 

Governor reading out the Third Article of the Treaty, that guarantees all Maori 

people the same rights as the people of England, with two kaumatua, one in the 

past, one today, questioning the value of the pledge.  In the background the 

Queen, sitting prettily, repeats a weakly benign “But I promise.” 

In selecting the focus for their negative feelings, the group put aside mention of 

any of the specific clauses, such as that of pre-emption, that had demanded 

their careful earlier examination.  Beneath the apparent simplicity of their final 

image, lie layers of question and challenge that reflect the scope of the 

dissection of text and ideas that had taken place.  For instance, although they 

did not allude to it explicitly, there are echoes of Chrissy’s earlier image of eggs 

being thrown at the Queen: a reason has been found for the protest action.  

Jean, Sheryll and Grace also offered a crisp image.  Jean and Shirley sit on their 

bench, like contemporary kaumatua on the taumata, listening and nodding as 

the Hobson figure reads out the clause that will “give up to the Queen of 

England forever all the governorship of the land.”  While their scene passes less 

explicit judgement on the event than the previous one, the passivity of the 

elders crystallises the issue that has been preoccupying Jean.  That no 

evaluative comment is passed on the elders’ consent was indicative, perhaps, of 

Jean’s still unresolved attitude to the issue.  When she returned to the question 

in a later piece of work, in a new group, she again articulated her confusion and 



 271 

dismay - this time more strongly.  It was interesting that the two others in the 

group surrendered the focus to Jean’s issue, as MaryAnne, her partner in the 

later work, would also do.  Their choice highlights what was emerging as a 

feature of the work of the whole group: that individuals were becoming less 

and less concerned with arguing their own viewpoint, and more in striving to 

understand each others, and in finding understandings that they could share.  

Because Jean was struggling not only to understand but also to articulate her 

not-yet-understanding of a particular aspect of the Treaty, those working with 

her give their energy to embodying her question.   

Ron and MaryAnne grounded the frustration and anger they discussed in a 

dispute over land.  MaryAnne gathers flax for her unfinished kete.  Ron 

hammers fence posts:   

Ron:  I can do that.  The Crown holds all exclusive rights. 

MaryAnne:  No- no you’ve got it wrong.  The Queen said we had exclusive rights of our 

land. 

Their scene offered a example of the ‘things not in place’ that they were 

discussing earlier.  Maori and Pakeha are operating from different 

understanding of the Treaty, as well as from different ways of viewing the land.   

They had not had time yet, it seemed, to fully work through the feelings of 

frustration they had expressed earlier, and begin the define the point of ‘right 

balance’ that Ron had seen as lacking.  Did they offer this scene perhaps as a 

stopgap that allowed them to not yet commit to explorations they had not 

finished?   

Maria, Rosina and Richalene extended the image I caught earlier with the 

video.  It begins with Rosina high on a chair and Maria on the floor.   Although 

Rosina’s arm is stretched out to Maria, her head is turned away.  Together their 

arms form a straight but broken line, suggesting the front view of a meeting 

house, with its carved centrepole and side.  Richalene is caught between them, 

struggling to connect with one, then the other.  Single words accompany each 

effort: Suppression.  Frustration.  Anger.  Then Richalene stands in the middle, 

her hands above her head, trembling with rage.  The image dissolves and shifts.  

Maria and Rosina are back to back, they walk apart as Richalene sings:  

“Whakatupuranga nui... i tenei ao - te ao hurihuri...”  In selecting their image, 
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this group had homed in on the personal feelings they explored earlier: not 

wanting “to forget what my people did go through, not wanting to blame, 

wanting to be able to live in both worlds".  They had found an embodiment of 

those feelings, not only in the figure of Richalene, the new generation, who was 

struggling to connect with the two worlds, but also in the image of the 

fractured meeting house, their wider community that also is struggling with 

conflicting pressures, and so fails to adequately shelter its young. 

The wariness of ‘negativity’ that had been expressed in the first week did not 

seem to be an issue at this stage of the work.  There was clearly a reluctance to 

blame and to polarise, but no apparent holding back from confronting negative 

feelings or opinions.   

Next came the positive images.  Perhaps it was not surprising that all the 

groups considered education as a field where the Treaty either has or could 

have a significant positive impact.  Two groups focused on the resurgence of 

the Maori language.  In one image, Jean is counting in Maori:  Glenda silences 

her and insists on the English.  Jean picks up a screwed up piece of paper - the 

Treaty - and takes it to Sheryll who, smoothing it out asserts “under the articles 

of the Treaty, the claim must be recognised.”  The second image has a similar 

beginning.  Shirley and Maraea, as children are playing traditional stick games 

and speaking Maori; they are punished.  Then the scene dissolves into the logo 

of the Kohanga Reo, the Maori language pre-school movement.  The scenes 

references two landmarks in New Zealand education: the initiation, and 

funding, of the Kohanga Reo movement in the 1980s and the Waitangi 

Tribunal’s judgements regarding the use of Maori language, which asserted, 

among other things, that Maori children had a right to be taught their own 

language within the state education system.  

Another group pre-figured their own graduation and entry into the teaching 

profession:  Ron, as a student, sits with his head bowed over a desk of papers;  

MaryAnne, the lecturer intones legalese “in by-law section 20...”  Ron receives 

his diploma.  Then he is the teacher while MaryAnne sits at the desk; ”the value 

of the Treaty...“ he says.   The role reversals were dictated by having only two 

in their group, but they add an extra layer to our reading of the scene.  The 
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Maori graduate is not going to be a replica of the training system, he will be 

able to teach a new awareness to his teachers.    

The fourth image is more abstract.  Maria is on a chair, her arms spread wide.  

At her feet sit Rosina and Richalene, who sing “E tu, e tu, e tu, Tane Mahuta...”  

One of the audience whispers “new ones are coming through.”  Clearly this 

group of viewers had no difficulty in reading the symbol: Tane Mahuta, the 

giant kauri, shelters the young saplings.  There is no need to spell out that this 

is a Maori teacher with young Maori students. 

Each of these four images had to some extent bounced off the previous negative 

image the group had created.  The alienating legalism of Ron’s student 

experience had a clear precedent in the conflicting approaches to land 

ownership in their first scene.  The passivity of the kaumatua in Jean, Sheryll 

and Grace’s first image was transposed in their second into the marginalisation 

of the language and into the crumpled paper.  So too the limp promises of 

Chrissy’s Queen led to the banishment of the language from schools, and the 

protests of the kaumatua led to the formation of the Kohanga movement.  Tane 

Mahuta flowed with poetic logic out of the multiple resonances of the broken 

meeting house and the troubled young generation.   

As I discussed earlier, the theatrical images draw on the pre-conscious, the 

liminally perceived or understood, and put these out in front for both the 

makers and other viewers to read. As students worked, rejecting particular 

features, experimenting with others, they demonstrated a scrupulousness of 

expression that they may well have not attained if they were reliant only on 

verbal explanation.   It is doubtful, for example, if Rosina, Richalene and Maria 

could have articulated all the resonances in their earlier image of the young 

person’s frustration, and it is possible the shaping of the marae front was a 

felicitous accident.  All I could be sure of in watching them work was that they 

systematically discarded elements that didn’t satisfy them, and incrementally 

fine-tuned those that did.  Perhaps it was only when they performed their work 

and showed to the others that they really perceived, through the interaction of 

maker and audience, what it was that they were making. 
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Jumping the queue 

The discussion that arose after viewing the images was as lengthy as the 

process of making them.  A number of students steadily worked through their 

particular conceptual issues. I will summarise briefly, highlighting a number of 

individual journeys and following one in more detail.  MaryAnne pursued her 

interest in issues of sovereignty that had started with her discovery of the 

Declaration of Independence and that she proceeded to relate to the protest 

march against the MAI agreement that was to take place from Te Hapua, her 

home town, the following week.  Jean continued to ask "why did our ancestors 

sign away their mana? What did they get instead?"  Richalene returned 

repeatedly to her belief in the need to embody love in the Treaty discourse.  

Maria worked through her distaste for militant activism and compromised by 

rejecting the label of radicalism while coming to applaud the action:  “That’s 

why I don’t like them being labelled radicals,” she said, “because they’ve 

armed themselves with knowledge of the Treaty...  To me they are truthful 

people." 

Ronald revisited the question he had raised the day before, and that had 

surfaced in his group’s image of the graduate: 

Why are the Government doing that?  These people are going to come back at them, 

come back with the knowledge... People like Moana Jackson, Ken Mair - they all 

become radical and that’s the university thing encouraging them to be... The thing 

that’s confusing me is that the Government are encouraging the Treaty - surely they 

realise they are going to use the knowledge to bring the Government down? 

Others picked up his question.  MaryAnne saw it as an equal rights issue, 

giving equal access to education; Sheryll saw it as public attitudinal change: 

“People now are questioning more rather than just accepting.”   

But Ronald was not satisfied: 

The more you study it the more it affects you wanting that change.   

A number of voices asserted that it was an important part of our history and 

that “it should be in the curriculum documents”.  Some one replied that it 

already was in the Social Studies curriculum, that what was needed “is to find 

better ways to teach it.”   
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Ronald now crystallised what he saw to be the contradiction:  “My question is 

why is the Government encouraging its own downfall in a way?” 

The discussion moved on to related topics: the role of a Maori viewpoint in 

teaching, which some one articulated as bringing the “content of the Treaty into 

the curriculum”, and the need to find ways to get children to enjoy the rest of 

schooling the way they enjoyed the kapahaka. 

Then Ronald returned to his evolving theme:   

I’m thinking, where I’m wrong is that I see the Government up there - that the 

Government should be the people making the changes - but it’s not the Government - 

it’s the people who are making the changes. 

A little while later Sheryll picked up his point:  

When I hear these radicals on TV doing their thing - would the Treaty have been 

acknowledged as quickly as it has without these vocal minorities out there stirring?... 

So next time I won’t just go ‘I’m sick of this’- I might just have a listen and go ‘I don’t 

agree with your methods but there’s something to what you’re saying’... 

Ronald built on her comment and articulated what he now understood to be 

the process of change: 

In a way it’s like jumping the line - if you wait, you stay at the back - if you do it 

outrageously, you’ll get  to the front. 

The work went on further.  Once again we examined what students felt had 

been left out in our representations so far, and what issues remained.  More 

images were made.  We returned to the images that had been made on the first 

day and fitted them into sequences that were meaningful to each group as a 

result of what they had learned.  And finally we sat down and decided what to 

show to our audience when they came to share our work.  However, what I 

have described so far is enough to show how understandings were developing 

through the work.   
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Chapter 5.5 - Narrating Taitokerau 

 

One way of summing up what happened in Panguru is to say that the 

workshop was an exercise in narrating Taitokerau.  First there was the shaping 

of personal stories, including the making of images of what it felt like to be a 

student, the water dispute, the issues of women’s speaking rights, and the 

somewhat tense discussion about protocol.  Then came the retelling of a 

traditional story of the area, involving explorations of its contemporary 

resonances and a search for performance elements that felt right to the group.  

Finally there was an examination of the Treaty of Waitangi and what it meant 

about race and cultural relations.  The three strands: personal, legendary and 

political, constitute a partial inscription of how the world operates from the 

subject positions of the students at the Polo Outpost in Panguru, Taitokerau. 

This section first turns to the final evaluations of the programme and examines 

what the students and I articulated as significant outcomes.  Then it considers 

the significance of those outcomes in terms of a deconstruction of mainstream 

conceptualisations of knowledge and values. 

Evaluating the Programme 

On the final day we evaluated the programme.  We discussed how that should 

happen.  In writing?  Orally?  Everyone felt strongly that it should be oral and 

open to the whole the group.  Whereas issues of confidentiality and anonymity 

might have been paramount to a group of Pakeha or Australian students, they 

were not a concern here.  Again following the practice of the marae, the 

important issue was to lay down statements before the whole group so that 

they could inform the total discussion.  In acknowledgment, however, of the 

requirements of the course outline, and of my study, they were happy that I 

should tape the session.   

To illustrate the kind of feedback offered, Maria’s statement is quoted in detail:  

What was bad was that I went into this drama course with a lot of frustration, ignorance, 

anger - and it was to do with the Treaty.  The Treaty had been a tapu to me - it’s like a 

something that’s never been discussed - something I never bothered to discuss.  I felt at the 

time it’s no use in me jumping up and down.  That’s the bad - the negative side.  The good 
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side is that I’ve had a helluva good week.  I’m learning.  I’ve now scraped the top.  What 

little information I have learned, that I will treasure, and it’s made me hungry for more.  

Because it’s my heritage.  And so next year when I have my Diploma I know I can go to my 

students and talk about the Treaty in a way they can understand.  That’s the good thing 

about it. 

It stirred a lot of emotions in me.  It leaves lots of questions I have to answer.  Even though 

I slotted my feet into my tupuna’s shoes and also the tupuna on the English side, it still 

leaves questions unanswered.  The Treaty is a fact and we can go on and on about it until 

the day we die.  It cannot be altered, but I truly believe we can help make it better.  We 

can’t change it, we can’t throw it away.  And at the end of this course I’m so exhausted - 

it’s been so exhausting - but not only mentally but also physically.  It’s taken a lot out of 

me, until about half an hour ago I just wanted to go home. 

Physically, emotionally and mentally demanding 

Others confirmed that the course was draining.  “Especially with travel over 

the harbour,“ added Ronald.  Like the others on the south side of the Hokianga, 

Ronald could anticipate about an hour and a half of travel before he got home 

to full-time parenthood. 

The exhaustion of the participants cannot be surprising to anyone who is 

familiar with the demands of process drama and with the intensity of mental 

and emotional scrutiny that it requires.   As Richalene acknowledged there 

were times when she got “sick of it”, of “going home exhausted, drained, 

tired.... but you know you carry on and my attitude changed - because I was 

enjoying what I was doing.” 

Ignorance, avoidance, mixed emotions 

Maria identified not only her initial paucity of knowledge about the Treaty, but 

also some of the reasons for it.  She had set it aside as a “tapu” thing, out of the 

range of discussion.   Yet it had triggered strong and uncomfortable feelings: “a 

lot of frustration, ignorance, anger”.  Others acknowledged the same lack of 

knowledge:  “Like the rest of us,” said Richalene, “I was ignorant - I hate that 

word ignorant - but I suppose that’s what I was - especially this week.”  Gloria 

also acknowledged that she “was afraid of this topic, very much afraid.”  “The 

Treaty’s been here all the time, “ she continued, “but I’ve kept pushing it 

aside.” 
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Like Maria, many of the students acknowledged that the work with the Treaty 

activated the complex emotions that they had previously kept at bay by not 

dealing with the issues.  Jean commented on the flood of “mixed emotions, 

mixed feelings.”  “Yes,” she said, “I feel at times that our people signed this 

document and afterwards felt dispossessed - perhaps they lost something.”  

However the inquiry was “definitely one which I want to share... I want to 

share it with whoever is here - Pakeha and Maori - because that’s the way it has 

to be.” 

Accepting the heritage, beginning the learning 

There was widespread echo of Maria’s statement that the programme has made 

her “hungry for more”, because “it’s my heritage.”  Gloria stated:  “I can say 

now today that it is a subject I could fall in love with.”  Richalene, who had 

previously voiced her fears that her children were rote learning songs about the 

Treaty without understanding the content, now felt she can “go home and have 

a little yarn to my kids about how they feel about it.”  Maraea was “hungry to 

do more research and get into it” because she saw that “it’s good for all New 

Zealanders to be aware of and understand the meaning.”  Glenda, who was one 

of the group who had entered the workshop with prior knowledge of the 

Treaty, also felt it had “sort of just started me.”  Over Easter she planned to go 

to the annual gathering of the Ringatu Church and to attend a further 

workshop on the Treaty.  She also intended to go to Wellington and see the 

exhibits at the newly opened Te Papa Museum.  “Previously I’d never have 

gone to these places and thought about this.” 

That their initial learning “leaves a lot of questions unanswered” was also 

endorsed by others.  “I’ve got a lot to learn,“ said Chrissy.  And Jean: “I think 

perhaps I haven’t gone far enough to find out more about what I should know 

about.”  

Go to my students and talk about the Treaty  

In various ways all of the students expressed the feeling that the learning curve 

was both important for them personally, and important in that it equipped 

them for their role as teachers.  “I’ll just keep at it," said Gloria, “and by the 
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time I qualify, I’ll know a lot more of the knowledge and be able to take it into 

the classroom.”   

Many of them considered that what they have learned about drama will help 

them teach about the Treaty.  Ronald, for instance, felt that “drama is going to 

be quite useful later on in how you’re going to get your message across to your 

children...  It’s a good way for dealing with important issues like that one we’ve 

had this week.”  MaryAnne was confident that the group will be going out as a 

group of well prepared teachers: “with all the skills we’ve got across the 

curriculum going in and doing this.”  Richalene was less sure about her 

readiness to teach the Treaty: “I don’t know if I could - maybe I could.” 

You can go anywhere in drama, with the group 

Maria referred briefly to the experience of slotting into her tupuna’s shoes.  

Jean explained how such an experience implicated her in a relationship with 

those ancestors: “participating in all the drama stuff you do get the feeling that 

I’m actually there and I want to express all the feeling my tupuna couldn’t 

express.”  For Glenda: “The drama was amazing.  It ‘s a way of going into 

different dimensions.  You can go anywhere you want in drama.”   Rosina 

contrasted the learning through drama to learning through books: “as a learner 

myself, I’ve seen that in role-play imagery, I could pick it up a lot quicker than 

if someone was to read it.”  Also Maraea: “that’s a better way of learning for 

me, instead of reading it.”  For Chrissy participating in the drama was in itself a 

challenge that she felt she had successfully met:  “I can express myself in 

images.  I wanted to do it.”  MaryAnne commented on the growth of 

confidence she saw across the group:  “This time we did singing... we did 

dance.  I mean we were all very confident in what we were doing out there - 

and when you look back to when we first started - we’ve achieved heaps and 

bounds.”  She observed also how the increase in skills and confidence was 

evenly spread across the group: “when we’re out there we’re pretty much on 

the same par in what we’re doing.” 

The power of the group was talked about also by Gloria, who had been very 

uncomfortable with the idea of participating in drama when we started. “I 

learned by the groups that I was in,” she said.  “The group’s participation - the 
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whole group participating well in each image that we did.  That’s how I learned 

- basically by the input of each person I was in a group with.” 

Having fun, seriously 

As well as commenting on the pressure, lot of the students stated they enjoyed 

themselves during the week.  Ron explained: “It was a rush towards the end, 

knowing we wanted to do the drama but also we had other things to keep on 

top of.  But never mind - it was very enjoyable and I enjoyed everything we 

did.  We were able to have a laugh and it was fun... You felt really good when 

you were able to laugh.”  Gloria, having stated how much she “enjoyed all the 

activities,” continued: “there were some negative things, but I managed to 

work my way around it - and make it positive for myself... I try another 

approach to it.” 

Teacher and students in partnership 

When it was my turn to speak I acknowledged how much the work had 

evolved between all of us during the workshop and paid tribute to the 

students' honesty and courage.  I also acknowledged how nervous I had been 

about teaching the Treaty: “a Czech Pakeha coming into a Maori space.”  I also 

shared my consciousness that in leading the work I had no right to either 

“artificially radicalise them” or “artificially placate them.” I continued: 

But what I realised as I started to work, was that I didn’t have to be very scared because it 

mattered to all of you as much as it mattered to me.  We were all there.  It was a trust rock - 

we were there making sure that we held each other.  It wasn’t me who had to do it. 

Deconstructing the Centre 

Epistemology and power 

In its 1840 context the Treaty was concerned with the maintenance and transfer 

of power or rangatiratanga.  The British Crown, having given parliamentary 

endorsement to the sovereignty of the Maori chiefs in 1836, needed those chiefs 

to cede that power to the Crown so that Britain could retain sovereignty over a 

group of its subjects prepared to deal independently to establish a colony.  The 

Maori chiefs, seeing the erosive effects of foreign dealers and overstayers, 
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negotiated the surrender of certain aspects of their authority in order to 

guarantee the fundamental substance of their possessions, rights and decision-

making.  In its contemporary context the Treaty is turned to as the legal and 

iconic regulator of the issues of power in the partnership between Maori and 

Pakeha. 

As well as all the day to day questions and discoveries made during our 

Panguru workshop on the Treaty, the work invites an examination of the issues 

of knowledge and power. 

Postcolonial Theory, as developed by Said and successively redefined by 

Spivak and Bhabha, confronts the degree to which the dominant power systems 

define knowledge.  Said argues that all Western systems of cultural description 

are deeply contaminated with what he describes as “the politics, the 

considerations, the positions, the strategies of power” (1985, p15). He further 

argues that “ideas, cultures and histories cannot be seriously studied without 

their force, or more precisely their configurations of power, also being studied” 

(1978, p5).  Spivak extends the examination of power and knowledge to more 

general concern with how the power-holding Centre not only systematically 

asserts the universality of its own values, but also “welcomes selective 

inhabitants of the margins in order better to exclude the margin” (1996a, p35).   

She argues that the work of the deconstructivist critic is to show “how the 

Centre itself is marginal” and to “narrate a displacement”.  At the same time 

she rejects the idea that there is an uncontaminated space to which the 

postcolonial critic has access.  She talks repeatedly of negotiation with, rather 

than simple rejection of, Western cultural theoretical practices. (1990, p56, for 

instance).  Bhabha sees the postcolonial space as “now ‘supplementary’ to the 

metropolitan centre.” (1990, p318)   The city is the site of a “menacing, agonistic 

boundary of cultural difference that never quite adds up, always less than one 

nation and double.”  And in that phantasmagoric space “the truest eye,” 

Bhabha claims (1993, p66), “may now belong to the migrant’s double vision.” 

Feminist ontologies also challenge the vested power in accepted knowledge 

systems.  Stanley and Wise, for example, explicitly treat knowledge “as 

situated, indexical and competing knowledgeS, as versions, as small slices of 
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reality confronting each other in an epistemological frame that systematically 

adjudicates between them.” (1993, p8)  The concern of feminist researchers is to 

foreground various ‘knowledgeS’ that are normally ignored or denied by the 

enfranchised and patriarchal knowledge system.  In doing so they not only 

remind us of the relativity of what we ‘know’, but they also incrementally 

transform our understanding of what we know. 

Because of its reliance on two languages, and the codes of signification and 

value that are embedded in them, the Treaty from its beginning has involved a 

struggle between divergent and conflicting epistemological frames.  The history 

of the Treaty’s potency is also a history of the shifts, sometimes gradual 

sometimes radical, between and within these ways of knowing.  

Writing Aotearoa 

As the participants in the Panguru workshop grappled with understanding the 

Treaty - textually, historically, ideologically and attitudinally - and embodying 

their understandings in images that could be shared, they were writing their 

own inscription of New Zealand history.  They were acquiring power as well as 

knowledge.   

To some extent they were aware of this.  All the students at some stage 

articulated a strong commitment to acquiring understanding of the Treaty in 

order to be more effective in the classroom and as parents to their own 

children.  Many of them also saw understanding of the Treaty as a tool for 

social effectiveness.  Early in the workshop Ronald identified knowledge of the 

Treaty as a means to challenge the status quo and as the workshop progressed 

he reconceptualised activism, ‘jumping to the front of the queue’, as an effective 

process for transforming mainstream consciousness.  Sheryll focused what a 

number of the others were saying when she asked: “would the Treaty have 

been acknowledged as quickly as it has without these vocal radicals out there 

stirring?”  The two factors identified by the participants in creating change in 

mainstream consciousness are knowledge and the willingness to make that 

knowledge manifest, in words and action. 
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A third factor was implicit in the combination of the cautions the students 

voiced about giving way to blame and divisiveness and of the way their 

successive image-making created meaning in ways that were true to them 

rather than passively receiving and adopting the meaning created by others.  

The understandings that they privileged were ones that grew out of their life 

experience in Panguru and that were congruent with the value systems and 

aspirations of that experience.  This was obvious in their interpretation of 

events in Britain prior to the initiation of the Treaty; it was also more subtly 

evident throughout the work, particularly in the issues they chose to 

foreground and in the hopes they offered for the future.  To borrow Spivak’s 

terminology, they were speaking from the margin of Panguru, rather than 

echoing the dictums of the Centre.  And in describing what happened in 

Panguru I have been concerned with reflecting the particular character of their 

insights and their inscription of history and society rather than in finding 

universals that might again subsume their particular findings into those of the 

established Centre.  

Alternative paradigms 

One of the characteristics of this inscription is the value placed on feelings and 

interpersonal relationships. The participants repeatedly invoked their strong 

sense of accountability to their families, their community, their tupuna.  As 

cited previously, Jean explained how she shifted the value of the new 

knowledge she was acquiring through her tupuna’s eyes.  Maria saw her 

acquisition of knowledge as something that allowed her to be more tolerant in 

her relationships.  During the first week, and at other times in the year, she had 

been irritated by two other members of the group and what she saw as their 

uninformed espousal of a radical stance.  “I needed to be healed inside,” she 

explained in her interview (Item 2.2.1), “... because I am not being very patient 

when it comes to nga tikanga with both of them - they frustrate me with it...  

Then the Treaty started something else off with me...  I mean I know I came 

away from there feeling really good because I have got a deeper 

understanding.” 
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Another feature of their inscription is that it draws on a number of conceptual 

constructs that are outside the enfranchised conceptual framework of Western 

consciousness.  Among these are the binary relation of tangata whenua and 

manuhiri that relate to the relationship between home people and visitor, and 

the obligations of whanaungatanga and aroha, family relationship and love.  In 

itself the assertion of alternative indigenous paradigms is an act of 

decolonisation.  As Said, Spivak and Bhabha as well as others concerned with 

the postcolonial condition have shown, an important constituent of the 

dominant culture’s power base is the exaltation of its theoretical constructs to a 

position of universality.  The assertion of alternative value systems is a denial 

of the dominant culture’s patent on knowledge. 

For the students the potential positioning of their epistemological frame at the 

margin was simply not an issue.  It is only my writing of their work that poses 

the conceptual confrontation.  Nevertheless the existence of that frame is an 

implicit challenge to what mainstream society views as knowledge and this 

study seeks to make that challenge explicit.  In doing so, it resonates with 

ideological explorations such as Spivak’s discovery of the importance of “a 

witnessing love” when talking of Devi, and her adoption of Klein’s concept of 

“mother debt” (1996, p9), and such as Bharucha turning to concepts outside the 

Western theoretical canon when, in talking of Krishnattam, he writes (1993, p188): 

“I have found at last a ‘theatre’ that answers my deepest questions of love.”  It 

also follows precedents established by Maori scholars such as Rangihau who 

invokes a Maori ontology and cosmology to explain not only Maori cultural 

consciousness but also contemporary Maori social and political determinism. 

Performing deconstruction 

A further feature of this inscription is that it uses drama as strategy of 

deconstruction.  Although deconstruction is associated predominantly with 

processes of discourse analysis, it is also a tool used by theatre, from Brecht’s 

strategies for resistant viewing to the image-making and analytic strategies of 

process drama.  The power of process drama as the means of deconstruction is 

that it makes physical, and therefore accessible, the emergent feelings and 

perceptions of the participants.  In seeking a Maori term for this kind of drama, 
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it seemed important to look beyond concepts of entertainment - whakangahau.  

The term we finally selected was ‘te mahi whakatinana nga whakaaro’- the 

physicalisation of thought or feeling. 

In the workshop at Panguru the selection and juxtaposition of images allowed 

the participants to deconstruct their received and emergent understandings of 

the Treaty.  Moreover the simultaneous offering of a number of independently 

produced images served the function, to borrow Spivak’s terminology (1991, 

p239), of “keeping the question alive” of “not answering it too quickly.”  The 

kind of society envisaged when we take on the challenge of writing the 

nationhood of Aotearoa is not pre-given.  It too has to be constructed 

discursively.  With energy, but not “too quickly.” 

Journeying between worlds 

While the drama project in Panguru elicited a response by the participants in 

terms that were particular to Panguru, what took place in the workshop 

happened as a result of an interaction between students from that region and a 

teacher who despite my ties with the Hokianga came from outside.  

Consequently, my adventures in negotiating meaning, as well as those of the 

students, form an important part of the project.  So does what happens between 

us. The importance of the between space has been already been discussed.  

What is relevant here is that as well as inscribing a Panguru-based history of 

the Treaty in New Zealand, the workshop allowed an intercultural inscription, 

the product of my journey into the world of Panguru and the students’ journey 

into what they had previously seen as the Pakeha world of drama.   If we use 

the name Aotearoa to signify a potential postcolonial New Zealand, our 

journeys through each other’s world constitute a part in the ‘writing of 

Aotearoa’. 

The concept of the migrant, as Bhabha uses it to describe the colonised subject 

who has moved to the colonising metropolis, has a limited relevance to New 

Zealand.  In New Zealand it is the former colonisers and the subsequent waves 

of European, and more recently African, Arab and Asian refugees, who are the 

migrants.  The growing acceptance of the word Pakeha to denote the 

immigrants into New Zealand is indicative of a growing, though still contested, 
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awareness that we are all immigrants into a space that we acknowledge has a 

Maori history.  Potentially, the configurations of identity and power are 

different from those described by Bhabha.  The double vision he ascribes to the 

migrant, however, has a relevance to all those, whether they be Maori or 

Pakeha who by choice or necessity journey into each other’s worlds.  Often 

those journeys are characterised by what Bhabha calls split, or estrangements to 

oneself.  A contribution of this project to the writing of Aotearoa is that while it 

involves moments of confrontation, mainly intrapersonal, it represents journeys 

that were fulfilling and made in supportive company. 
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Conclusion - Reflection on discoveries 

 

Answering the question 

This study began with a broad question that asked how theatre can be used to 

interpret the territory and opportunity that emerge and develop when two 

cultures meet and intermesh.  I borrowed from Bhabha the term ‘the third space’ to 

describe the complex and emergent space that evolves from this bicultural 

encounter.   

I soon found that both the nature of theatre and the nature of the bicultural space 

demanded further investigation, particularly in terms of each other.   While 

different applications of theatre process might at times serve as a scalpel or as a 

microscope to examine the texture of society, understandings of theatre itself 

change within the context of bicultural interactions and dialogues.  In as much as it 

is a tool for the scrutiny of society, it is also a tool shaped by the society within 

which it works.  

So too I found that the making of an art work potentially changes, at least for those 

who participate, experience of society and even the world.  The insights shared by 

the student teachers in Panguru show how their understandings of society 

changed through the process of making, viewing  and unpacking images of 

successive understandings.  Within the context of the workshop we shared, the 

bicultural space we were in the end was subtly different from the one we had 

begun our work in.  Similarly, although it challenged society when it was written, 

Hone Tuwhare’s play now constitutes an ingredient in the way many New 

Zealanders construct their understanding.  Its performance has also changed the 

aesthetic boundaries of New Zealand theatre. 

The interdependence of theatre and its context became an important finding in this 

study.  The exploration of this interdependence involved the development of a 

methodology and a conceptual framework that moved outside the confines of 

what might be in a narrow sense be considered drama scholarship into fields of 
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sociology and postcolonial theory.  In this way the study offers a new and original 

contribution to knowledge by consolidating concepts that Bhabha and Bharucha 

had already theorised and by situating these concepts within the specific grounded 

context of a particular country, New Zealand, and through a number of practice-

based projects.  It also offers a practical amplification to Spivak’s assertion that 

some questions should not be answered too quickly, in that it asserts that a fine-

scrupled report of lived experiences is a useful answer to a complex question.   

In addition to this broad conceptual contribution, this study offers the platform of 

a first writing about theatre within the bicultural context of New Zealand. 

Although the first two of the projects I track, the evolution of a bicultural 

dimension within mainstream theatre and the strategic use of art as a catalyst for 

multi-directional learning within Te Mauri Pakeaka, are historically significant, 

they have not previously been documented in depth.  This study, therefore, offers 

a seminal history of New Zealand bicultural theatre and a first reconstruction of 

the Pakeaka programme.   

The third project reports the teaching of a pre-service drama course to teacher 

trainees in Panguru, a remote Maori community.  The value of this project is that it 

offers a example, through reflective practice, of how findings from investigation of 

the previous two projects may be used as the basis for current practical work in 

education.  The project is particularly significant in light of the new 1999 New 

Zealand Draft Arts Curriculum.  This document calls for a study of the arts in 

terms of their languages, the development of ideas, the communication and 

interpretion of meaning, and the understanding of context.  Because the Panguru 

project is local and particular, it offers a grounded illustration of the form this 

curriculum may take in practice. 

Within the metaphor sustained throughout the study, investigation of each of these 

projects constitutes a journey of discovery into the third space.  Together the three 

journeys offer significant insights into the nature of what in New Zealand is often 

loosely called biculturalism and they invite re-evaluation of our notions of theatre.  
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Together they also suggest that theatre not only allows us to interpret the society 

we live in, but also to change it. 

Review of the journeys 

Study of Te Mauri Pakeaka showed how it was a response to the monoculturalism 

of its day, in education and in society generally.  It came from the proposition by 

Arnold Wilson, its director, that schools could do more than talk about cultural 

difference: that they could experience it through living in a space that was defined 

by Maori values.  He evolved a process of using the group making of arts works as 

a catalyst for the negotiations and the inquiry that are required in a meaningful 

crossing of cultural boundaries.   

An examination of the theatre involved in this project showed that it took place in 

a number of forms.  The most obvious was the shaping of stage performances that 

addressed traditional stories and that incorporated elements of both Maori and 

Western performative styles.  Also evident is the strategic framing and 

problematising of issues in an experiential process that parallels the strategies used 

by practitioners of process drama.  As well, participants were introduced to the 

performativeness and the transformational role of ritual.  Finally, as a proto-

drama, the whole of the Pakeaka workshop posed experientially the process drama 

proposition ‘what if’: what if New Zealand society was to be predicated on Maori 

values the way this week is?  how might it be different?  how would we each fit in?   

The issues explored through these dramas and the learnings that evolved were 

complex and have been chronicled and analysed in the account of the project in 

chapter 2.  The dual considerations of spirituality and of social potency merit 

summary here because they are important to both social interaction and the 

making of theatre.  The programme asserted an awareness of spirituality that 

related big questions of cosmology to the daily details of communal living.  It 

asserted the practical application of aroha (love), manaakitanga (support and 

nurturing), whanaungatanga (kinship and responsibility).  It called for an 

acknowledgment of wairua, of the lived awareness of the life force within the 

cosmos and within each other.   At the same time the programme problematised 
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the existing monoculturalism within society and initiated transfers of political and 

social power by involving Maori elders, artists, communities into the enterprises of 

art and education.  An implication of the programme was that there were no fixed 

answers to the questions of cultural appropriateness, of ownership, appropriation 

and borrowing; rather they needed to be negotiated within these dual 

considerations. 

Study of the development of a bicultural theatre related the emergence of such a 

theatre to the socio-political history of New Zealand.  It showed how theatre 

offered successive ways of ‘knowing’ what it meant to be a New Zealander and 

what it meant to live in a society that experienced the interaction of Maori and 

immigrant cultures.  The history also showed how the entry of Maori writers into 

the theatrical arena provided different configurations of knowing, and different 

forms of expression on stage.  Not all the shifts related to what was inside the 

plays, such as subject matter, incorporation of ritual or use of language.  New 

possibilities also arose with respect to the outward role of theatre and its 

relationships with audience.  Most notable among these is the influence of the 

marae on the stage, both in terms of the location of performances and in the way 

issues are debated.   

My discussions with the artists expanded some of the issues that arose from study 

of  accessible scripts and theatrical records.  In particular the artists offered insights 

into their understandings of spirituality, of the roles of tradition and change, of 

culture and identity, of what makes for good theatre.  In as much as a 

consideration of aesthetics involves consideration of both received traditions of 

excellence and understandings of life values, the insights provided by these artists 

offer the opportunity to frame notions of a bicultural aesthetic. 

The reflective account of my practice in the Panguru project explored the cultural 

resonances of working in drama with mature age Maori participants who were 

knowledgeable about their culture.  It also examined the ways that a marae context 

impacted on the teaching and learning that occurred.  It suggested that there is a 

range of drama processes that have a strong resonance with the practices of the 
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marae and that work through drama might grow in effectiveness by drawing of 

those traditions as well as on the traditions of Western scholarship. 

In particular the account reported how the process of making, refining and reading 

images assisted in liberating the expression of ideas and attitudes and in 

challenging further critical thinking.  It also reported how, in the study of the  

Treaty of Waitangi, the physicalisation involved in image-making made it easier 

for participants to access information, to deconstruct it and to explore their own 

developing meanings.  

In its analysis of the images offered in the drama, this section of the study offered 

an examination of the semiotics and the intentions that occurred in an application 

of theatre that drew on Maori as well as Western sources.  It suggested that such 

semiotics derive not only from the signages offered by Maori uses of language and 

movement, but also from the body of knowledge and symbolic interconnections 

that come with a Maori and with a bicultural world view.  

The specific context of the discoveries made is as important as what was found. 

There are, however, a number of issues that emerge from the collective impact of 

the three journeys that merit further discussion.  One of these is an examination of 

the nature of the theatre that is developing in response to influences from both 

Maori and Pakeha cultures.  Another is the nature of the third space itself that is 

revealed through these theatre projects.  A third issue involves the evolution, 

through this research, of my subjective consciousness as a Pakeha participant in the 

bicultural dialogue.  Each of these issues has implications for both the New 

Zealand situation and, I believe, for other societies around the world.  

Theatre 

Together the three journeys propose a conceptualisation of theatre that addresses 

living in the intersection of Maori and Pakeha cultures.  Such a theatre relates to 

whaikorero and to other imagery of the marae as well as to Western traditions of 

enactment, both on the commercial stage and within the practice of drama as 

pedagogy.  It traces its history not only from work on the mainstream stage, such 
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as that by Tuwhare, Te Ohu Whakari and the Maori Theatre Trust, but also from 

the example of the 'direct theatre' of the protest movement, such as the Land 

March and the hikoi to Waitangi, and from the educational initiatives such as Te 

Mauri Pakeaka and Tamaki Arts.  It does not fit comfortably into a framework that 

is defined by simplistic notions of fictionality, but rather plays with the 

possibilities offered by role, physicalisation, imagery and debate.  It invokes, 

moreover, reference to values and to meanings that are not always considered as 

central to Western theatre, such as a concern for the spiritual dimension and for 

communal understandings.  It is often the product of collaboration.  As a result of 

these factors, this theatre involves us in an aesthetic engagement that requires not 

only the reading of both Maori and Western performance signs, but also an 

appreciation of what is meaningful to both cultures. 

This has implications for the ways we evaluate new theatre and make decisions 

about what is 'good' theatre and what is not.  Just as new theatre forms are 

emerging to express, and to shape, the changing cultural face of New Zealand, so 

new approaches to criticism are called for.  Parallels are suggested by the 

development of feminist criticism (Dolan 1993, 1991; Ashton 1995, for instance) to address 

the particularities of feminist performance.  While my study offers a rudimentary 

foundation for such critical approaches, further research is called for.  

Perhaps even more importantly, the bicultural conceptualisation of theatre 

suggested here has implications for the way we use drama pedagogically in 

schools, other training programmes, and in the community.  It suggests that while 

process drama is indeed a powerful teaching instrument, as is widely attested in 

the international scholarship, educators in New Zealand need to look beyond 

standard international exemplars to utilise strategies that derive from bicultural 

modes of performance and to learn to read the accompanying sign-systems.  

Particularly in the light of the new Arts curriculum, this too is an area that calls for 

further investigation.  

I believe that such a bicultural conceptualisation of theatre and of drama process 

has implications that extend beyond the New Zealand context.  Other countries too 
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face the challenge of different cultures that contest the inscription of national 

identity.  Knowledge of the aesthetic, social, historical and spiritual factors that 

impact on the evolution of a bicultural theatre in one country, as opposed to 

identification of elements of outward form, may contribute to similar 

investigations in others.  Accordingly, I believe this study contributes to 

investigations of intercultural theatre alongside the existing theorisations of Pavis, 

Bharucha and Schechner.  

In addition, the three projects investigated in this study construe theatre not only 

as an art form but also as a social agency that is proactive and forceful.  Plays such 

as Tuwhare’s In the Wilderness do more than challenge the form and imagery of 

mainstream theatre; they also present views of self, society and the meaning of life 

that speak from a Maori consciousness and that challenge mainstream ideology.  

By being on stage they allow Maori and Pakeha to see these representations, and to 

react.   

Protest theatre such as Maranga Mai constitutes still more overt challenge in that it 

focuses a sense of grievance and of mission and in that it mobilises activism.  Such 

theatre parallels the ‘direct theatre’ of the Land March, the hikoi to Waitangi, the 

occupation of Orakei and the disruption performed by Titewhai Harawira during 

Helen Clark’s speech.  Like these examples of direct theatre which offer 

performative images of the issues they seek to problematise, protest theatre 

inscribes change and, in doing so, begins it.   What I have described in an earlier 

chapter as the proto-theatre of Te Mauri Pakeaka also offers a performative 

exploration of change: participants are enabled to investigate, within the safety 

frame of ‘what if’, the roles they might take if society encompassed Maori values as 

much as it does Pakeha ones and to conceptualise how such a society might 

operate. 

Analysis of the pedagogical activity of Pakeaka and Panguru shows how art-

making in drama is used as a catalyst for the exploration of ideas, values and 

relationships.  Moreover, data from the workshops at Panguru indicates that the 
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physical embodiment of ideas in drama process allows latent awarenesses to be 

collectively scrutinised, and provokes on-going inquiry.   

The data from the study as a whole underlines a clear continuum of engaged 

theatrical action that encompasses the performative aspects of Maori protocol and 

ritual, Western traditions of theatre and process drama and the work of a growing 

number of artists who consciously explore the interfaces. This study stops short of 

pursuing the concept of theatrical potency any further than the parameters of the 

areas explored.  Within these limits, however, the findings amplify understandings 

advanced by Schechner (1993) of efficacy as an element of performance. 

Biculturalism - the emergent space 

Taken as a unit the three journeys advance an understanding of biculturalism as 

something that is fluid and developing.  The term is used by various participants 

in the study both as a statement of  the actual pressures that confront New Zealand 

as a result of its dual cultural heritage, and as an idealisation of the goal it needs to 

strive towards if those heritages are to be fully honoured.  

Throughout this study I have conceptualised biculturalism as an emergent space - 

in the sense that space alludes to both terrain and opportunity.  Each of the 

journeys studied reflects a different aspect of the evolution of that bicultural space. 

At the time when Pakeaka began, the term had hardly entered New Zealand 

vocabulary.  The goal of Pakeaka was to offer a practical alternative to the 

assimilationist practice of schooling.  As the study shows, the strategy of bringing 

participants to the marae foregrounded Maori ways of regarding art, history, 

communal relationship, generational interaction and the enterprise of education.  

The site provided a safe space for Maori elders to examine their relationship and 

that of Maori tradition to the education system, and it confronted Pakeha teachers 

with a different encompassing reality.  It offered a dynamic model of how 

education might operate in a society that took cognisance of Maori values as well 

as Western ones.  By  the time Pakeaka was terminated, biculturalism had become 

a buzz-word among Pakeha liberals and was being critiqued by Maori activists as 
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a mask for neo-colonialism.  The role played by Pakeaka in this changed socio-

political environment was to allow participants the safety of exploring the more 

demanding aspects of bicultural consciousness and practice.  It allowed Pakeha to 

discover a biculturalism in practice that went well beyond the reinscription of 

existing ideologies under a new label and that exacted a recognition of Maori 

systems and values.  What those values are has been detailed earlier in the study. 

The understanding of biculturalism offered by Pakeaka is categorically not one of 

cultural blending.  Rather it presents a model in which both cultures are efficacious 

in defining social organisation and its value systems.  As well as claiming the ‘tino 

rangatiratanga’ guaranteed by the Treaty for Maori, it also demonstrated a way for 

Pakeha, of multicultural origins, to be active participants in the bicultural 

enterprise.  

A developing understanding of biculturalism is also evident in the history of 

theatre traced in this study.  On the theatrical stage, the development is 

represented by a shift in perspective from one that views both cultures from the 

exclusive point of view of Pakeha to one where, in a significant number of plays, 

Maori define the point of view. The impact of this shift is that expression is given 

in the mainstream of cultural definition to a Maori way of describing the world.  

Although, as shown earlier, most of this new theatre is written by Maori, it can 

readily be called bicultural not only because it draws on two cultural performative 

traditions, but more importantly because it brings a strong Maori presence into a 

territory that had previously been uniformly Pakeha.  The biculturalism modelled 

by the new theatre is thus one that consists of the representation of relatively 

distinct cultures and that by the strength of its representation offers the possibility 

of cross-cultural dialogue.  It has been beyond the confines of this study to examine 

why few Pakeha engage in that dialogue within the context of mainstream theatre.  

Perhaps it is an indication that Pakeha as a group are less aware than Maori of the 

need to find their role in the bicultural exchange.  Perhaps it is the result of other 

factors, such as the decisions made by theatrical gatekeepers. who are mainly 
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Pakeha, about what voices to allow.  Further investigation is called for not only in 

terms of research but also in terms of professional practice.   

The workshops in Panguru offer a further consideration of biculturalism.  As 

described earlier, the context is one where it is Maori that is the unmarked item - 

the norm.  It is Pakeha values and practice that are categorised for difference.  The 

biculturalism practised in Panguru involves the acceptance of both Maori and 

Pakeha values and traditions within an overriding Maori framework.  The example 

invites a re-examination of the issue of cultural binaries, and in particular the 

labelling as Maori of only those elements of value or practice that are different 

from Pakeha.  As the data shows, the work that took place in Panguru was not that 

of a cut and paste cultural hybridrity, but rather work that grew out of the inner 

integrative process that was both thoroughly Maori and thoroughly Pakeha, with 

both operating within a bicultural space.  The evidence of Panguru bears out what 

was articulated by the artists interviewed throughout the study: that innovation 

and change are integral parts of cultural identity and that the accommodations that 

are made as a result of a cross-cultural encounter are not of necessity interruptions 

to tradition.  Moreover, all these portions of this study evidence that many of the 

participants can and do act within the parameters of their own cultures in one 

context and within the parameters of what they understand to be bicultural in 

another.  The implication is that in New Zealand, at this time at least, the 

emergence of the third, bicultural, space has not “displaced the histories that 

constitute it” (Bhabha 1990a p211) but rather that this third space is coming about 

through the active construction of systems and situations where both Maori and 

Pakeha can meet what they consider important needs.  

Analysis of the Pakeaka project revealed the importance of dual considerations 

that I labelled as sacred space and social coinage: the call for recognition of the 

spiritual dimensions of a Maori world view and the practical reconfiguration of 

New Zealand education systems and society to thoroughly reflect Maori values 

and to include Maori people.  A comparable dual goal was also articulated by the 

artists interviewed in the second chapter of this study and was seen to motivate 
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participants in the Panguru workshops.  Accordingly, it is seen that biculturalism 

imposes both pragmatic and spiritual demands: it calls not only for the honouring 

of Maori perspectives but also for the implementation of systems in which those 

perspectives hold social, political and economic currency. 

The implications for education suggested by the understandings of biculturalism 

that emerge from this study are to some extent already extensively mapped by 

Maori researchers and educators (G. Smith 1990; Cormack 1997; Tangaere 1997, for example) 

and underlie the policy documents for Maori education that have been formulated 

as a result of Maori advocacy (Nga Haeata Matauranga1998, for instance).  However, 

implementation of such policy within state schools is often limited by teaching 

methods that focus on book work and on mechanical attainment of unit standards.  

What this study adds to the existing body of research and policy is evidence of the 

way drama process can be an effective instrument in contributing to a teaching 

style that is consistent with that advocated in the research. 

However, this study also suggests that biculturalism has implications for the 

education of Pakeha, and these are less extensively mapped by existing research, 

advocacy and formulated policy.  There is provision within the state sector for all 

students, Maori and Pakeha, to be taught about Maori culture, but there is little or 

no provision for teaching about biculturalism and the roles it invites.  The findings 

of this study show that learning programmes such as Pakeaka can be set up to 

allow Pakeha to discover their active role in the enterprise of biculturalism, and the 

relative absence of Pakeha exploration of the implications of biculturalism in the 

theatre and in the published literature suggests that they are needed.  The 

knowledge base required to run such programmes is a significant factor: this study 

suggests that naivete is no longer admissible. 

The theorisation within this study of biculturalism as an emergent space has 

implication for the way the issue of biculturalism might be approached in schools 

and for the way Treaty awareness, which is a compulsory component of most 

public service pre-service and in-service training, can be conducted.  It suggests the 

need for a dynamic experiential process that offers  in-role exploration and 
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controlled risk, that elicits on-going inquiry and deconstruction and that invites 

students to inscribe biculturalism within their own experience. 

Although this study focuses firmly on the emergence of bicultural understandings, 

it also implies that such a focus is not incompatible with multiculturalism and that 

in New Zealand biculturalism provides the systemic over-arching framework for a 

meaningful multiculturalism.  Such a suggestion is by no means new, but it also is 

one that has been the subject of little research.  There is a place, I feel, for further 

investigations, especially in terms of accounts of reflective practice.  

My role as a Pakeha participant in the bicultural dialogue 

Before ending this study I need to comment on how my consciousness of the role I 

take as a Pakeha and as a researcher evolved during the research. 

In the first place I found that the focus of my study shifted subtly as I wrote in 

Australia, particularly as a result of the need to spell out aspects of Maori cultural 

perspectives to people for whom these were entirely new.  There was in the end 

much more talking about Maori and Maori perspectives than I had at first 

envisaged.  I began to wonder if this was part of what it meant to be Pakeha.  It 

involved more than just living in New Zealand vis a vis Maori.  It also involved the 

development of certain new ways of processing experience as a result of that 

shared living space.  It was these new ways of seeing that had to be explained to 

others, such as Australians, who speak a very similar language and who share a 

remote cultural history, but from whom we are significantly different.  I realised as 

my study progressed that while some of what I was describing was particularly a 

Maori perspective, some of it was also what I and many New Zealanders would 

now claim as our own cultural perspective.  Because of its difference to global 

Western culture, this perspective needs explaining and overseas that explanation is 

often preferred in terms that frame it as Maori.  In other words a New Zealand 

bicultural perspective holds little currency overseas.  The experience made me 

realise the extent to which being Pakeha involved a shift in consciousness as the 

result of progressive accommodations to Maori ways of seeing.  It also made me 
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realise the extent to which my sense of identity was involved in such a cultural 

definition. 

What emerges as a sub-text in this study is thus a statement of identity, a claim of 

belonging.  This is not other peoples’ culture and cultural interfaces I am talking 

about.  It is my own.  I have a personal and communal investment in the way the 

space between cultures in New Zealand develops.  I realise that, while it is 

emerging, biculturalism is not a place where we can arrive.  Rather it is a process of 

dialogue and discovery, a drama for which there is no script and that has to be 

improvised.  Involvement in this research project is a means whereby I share in 

that improvisation. 

As I progressed in my study I realised how much of the initiative towards an 

articulation and discovery of what it means to be bicultural has come from Maori.  

While both Te Mauri Pakeaka and the Maori Theatre Trust grew through support 

by proactive Pakeha it was nevertheless Maori who led the processes.  It is mainly  

Maori playwrights who are exploring the interface between cultures.  For reasons 

discussed earlier1, this is probably an inevitable ingredient in the process of 

decolonisation.  Moreover, a degree of biculturalism is something which Maori, by 

force of colonisation, have been forced to enter, whereas Pakeha are just tiptoeing 

into it now.  Nevertheless, a dialogue cannot take place without interactive 

feedback and this study is in part a response to those initiatives.  

By my involvement in this research I am resisting the continuance of Pakeha being 

the unmarked but normative item in New Zealand society - so unmarked that it is 

difficult to find a generally acceptable name for this subset of New Zealandness.  I 

am concerned with taking part in articulating a concept of Pakehaness2 that 

expresses an engagement with and a commitment to the issues of biculturalism. 

                                                 
1   Chapter 2.6 and Chapter 3.1 
2   Such a concern has global resonances.  Giroux (1997a, p91), for example, writes “I am 
concerned with what it means educationally for those of us who engage in antiracist pedagogy and 
politics to suggest to students that ‘whiteness' can only be understood in terms of the common 
experience of white domination and racism". 
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Like the act of theatre itself, such an articulation involves vulnerability and risk.  I 

find myself echoing the statement, cited earlier, by Marsden (1975) about being 

Maori.  I can only say that this is what it means subjectively to me to be Pakeha.  

Others must comment on whether or not it means similar things to them.  

The map is not the territory, the saying goes.  While this study has sought to  

record three separate journeys into the bicultural space and so provide maps of the 

path each journey took, it does not pretend to cover the territory.  Rather by being 

an entry in a field where there is very little writing, this study overtly invites 

further studies of the bicultural space that will confirm, extend, or challenge these 

mappings. 
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Glossary 
 
ao hurihuri  the changing world, the modern world 
 
ao marama  world of day, world of light 
 
aroha  love 
 
awhi  embrace 
 
haka  a traditional performance art 
 
hikoi  walk; also the name given to the protest marches to Waitangi 
 
hongi  a pressing together of noses, a sharing of breath, an act of interpersonal 
recognition performed in greeting, and sometimes at parting. 
 
hui  gatherings, functions on the marae 
 
ihi power 
 
kaikaranga  one who gives the karanga 
 
kaikorero  one who speaks for the people 
 
kaitiaki  one who leads in the visitors 
 
kaiwhakahaere  organiser; M.C. 
 
kapa haka  Maori performing arts, group-based 
 
karakia  incantations; prayers 
 
karanga  cry, call; refers particularly to the women’s call of welcome on the marae, 
and the response. 
 
katoa  all  
 
kaumatua  elder 
 
kaua e haere  don’t go 
 
kaupapa Maori  a Maori agenda, a Maori way of operating 
 
kawa cermonial protocol 
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kete  basket, woven from flax 
 
koha  gift, contribution; an offering placed on the marae as a return for hospitality  
(in some places, it has become regarded as a fixed fee) 
 
kohanga reo  language nests - the pre-school programme operating in Maori 
language and in accordance with Maori cultural values. 
 
korero  speech  
 
koretake  worth nothing, useless 
 
koro  elder, grandfather 
 
kuia  female elder; grandmother 
 
kura kaupapa Maori  used in a contemporary context to denote the Maori basis, in 
terms of governance, protocols and values, of educational institutes or 
programmes 
 
mana  a personal spiritual quality that is evidenced in self esteem, dignity, a 
particular sense of authority and potency. 
 
mana motuhake  an expression of Maori sovereignty 
 
manaakitanga  sense of nurturing, hospitality, care for the other. 
 
manu bird 
 
manuhiri guests 
 
Maoritanga the body of knowledge that relates to things Maori 
 
marae  dedicated communal ground, usually with a meeting house that is the 
focus of the spiritual and practical activities of the tangata whenua. 
 
marae atea  the outside ground of a marae 
 
mihi greet 
 
moko  facial tattoo 
 
Ngapuhi Maori tribal group, from the North  
 
Ngapuhitanga the body of knowledge that relates to Ngapuhi 
 
nui  big 
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patere  a form of song, often makes a challenge 
 
poi  a traditional performance art 
 
poutama  staircasing; from a weaving pattern that narrates a stairway into the 
heavens 
 
pou tokomanawa  central pillar of a meeting house 
 
powhiri  the ritual of challenge and welcome by the home people of a visiting 
group 
 
pukana  very animated facial expression 
 
puna  spring of water  
 
reo  language 
 
roa  long 
 
ropu  group 
 
taha Maori  the Maori side, a term used particularly in the 80s to denote the study 
of things Maori within the education system 
 
tahu, tahuhu  ridgepole 
 
taiaha  traditional long-handled weapon 
 
Taitokerau  the North 
 
take  discussion, contentious issue 
 
Tane Mahuta  god of forest, also the name given to the ancient kauri tree in 
Waipoua National Park. 
 
Tane whakapiripiri the aspect of Tane that binds his human descendants together 
 
tangata whenua  the indigenous people of the land - may be used in a wide sense, 
or in reference to specific groups and their relationship to a given area. 
 
tangata-whenuatanga  the status of being tangata whenua 
 
tangi  crying; also refers to the farewell ceremonies to a person who has died 
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taniwha  powerful spirits, in some cases as in Niwa and Arai te Uru odf the 
Hokianga, guardian spirits of a particular place. 
 
tipuranga  generation 
 
taina  the younger sister/ brother in a relationship 
 
taonga  treasure, something of real value  
 
tapu  set aside, sacred 
 
tauiwi foreigner 
 
taumata  in Ngapuhi, the row of seats front of the marae where the local kaumatua 
sit. 
 
tautoko support 
  
tino rangatiratanga  phrase from the Treaty of Waitangi referring to the absolute 
authority of the Maori chiefs.  it is a term widely used in contemporary discussion 
referring to Maori control over Maori issues, and to the status of Maori within the 
land. 
 
tohora  whale 
 
tu  stand, stand up 
 
tukutuku  a form of weaving that is particularly used on the wall; panel work 
 
tuakana  the older sister/brother in a relationship 
 
Tuhoe  Maori tribal group, from Bay of Plenty Area 
 
Tuhoetanga  the body of knowledge that relates to Tuhoe 
 
Tumatauenga  god of war 
 
tupuna  ancestor 
 
turangawaewae  home ground, a place to stand 
 
urupa  burial ground 
 
waiata  song 
 
wairua  spirit; also spiritual awareness 
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waka  canoe 
 
waewae  feet, legs 
 
waewae tapu first time visitors to a place 
 
wero  challenge 
 
whaea  mother 
 
whakama  shyness, reticence 
 
whakapapa ancestry, lines of descent 
 
whakatupuranga  generation 
 
whaikeroro  the act, and the art, of speech making, involving a range of ritual 
invocation, dramatic interaction, debate, storytelling. 
 
whanau  family, extended family 
 
whanaunga  relations 
 
whanaungatanga  kinship; responsibilities associated with family care and 
belonging 
 
whare  house, used particularly to refer to the meeting house, the whare nui, on 
the marae. 
 
whare kai  dining room - on the marae 
 
whare wananga  a house of learning, also used in a contemporary context to 
denote a tertiary institute based on kaupapa Maori 
 
wiri  a gesture of the hand 
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Appendix A: List of source materials for data for Te Mauri 
Pakeaka 

 
1. Origins 
A.1.1 Departmental report- 1979  (undated, unsigned) 
includes aims, history of project, list of actual workshops, personnel, structures, 
Budget, report on plan to start a South Auckland community theatre. 
 
A.1.2  Letter to Arnold Wilson from Alan Smith, Director of Maori and 
Pacific Island Education, 15 April, 1980,  
re funding 
 
A.1.3 Minutes of CCCIP In-Service Committee meeting, 29 September, 
(1980?) DSISS office 
(Garfield Johnson, Jocelyn Tarrant, Sunny Amey, et al at this meeting. Ray Scott 
chair) 
Comments on recent hui and coming events 
Comments on participation by Departmental advisers. 
 
A.1.4 Report from Arnold, 1980, Programme for 1980-81 
comment on marae involvement, empowerment of students, especially girls, 
liberation of teachers, improvement of art work, boost to Taha Maori and 
language; need to bolster  Maori language teacher, etc 
stresses need for team of motivators. 
report on community and other projects. 
 
A.1.5 List of participants ( and themes) in early Pakeaka hui 
Waitangi, April 1979; Wairaka, July 1979: Waitangi, March 1980; Maori Mission 
July 1980; Maraeroa October, 1980; Tira Hou, March 1980; Te Puke Otara, April 
1981; Waititi, July 1981 
 
A.1.6  Report by Arnold , 1981  
philosophy, policy, structure, motivators, back-up, expectations 
 
A.1.7 Extracts from Johnson Report (Committee on Health and Social 
Education)  
with hand comments made by Arnold 
 
A.1.8 Letter from Peter Boag, 1991  
 
A.1.9 Introducing the Cross Cultural Community Arts Programme- Jocelyn 
Tarrant - draft copy, 1992 
with hand comments by Arnold 
 
A.1.10  I te Timatanga - the Beginning - Garfield Johnson- draft copy. March 
1992 
 
A. 1.11  Te Pai o Hauraki - Comments from students & staff (compiled by 
Garfield Johnson) 
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A.1.12 Interview with Arnold, December 1996 
 
A.1.13 1975-1980 Report by Arnold 
includes list of all activities, workshops, planned projects etc. 
 
 
2 Early Hui 
A.2.1 Report on Seminar- Maori Art and craft- Paeroa College 1977 - Arnold 
preparation for a bigger project later in the year on a local marae 
 
A. 2.2 Report on Workshop -Paeroa - Arnold 
vision stated,  
listing of  what the workshop produced. 
recommendations 
 
A.2.3 Arnold's plan for 3-day block arts course at a Central North Island High 
School, September 1978 
includes mission statement, aim, objectives,  methods, mural, day plan; 
based at school, not marae, not live-in 
 
A.2.4  Feedback on Three day block arts course at a Central North Island 
High 
evaluation report by H.O.D,  
 
A.2.5 A parent’s evaluative comments on the workshop 
(attached by the HOD) 
 
A.2.6 Two students’ comments on the workshop 
(attached by the HOD) 
 
A.2.7 Newspaper report on the workshop 
with H.O.D’s comments attached, 
 
A.2.8  Epsom Girls Grammar /Rosmini College Workshop reports 
 
A.2.8 Report on CCCIP 1980 by Jocelyn Tarrant, member of initial team 
 
A.2.7 Participants comments on 1979-1981 workshops. compiled by Jocelyn 
Tarrant  
 
A.2.8 Resource Booklet by Jocelyn Tarrant, 1983 
story telling as a motivation for language learning and as an opportunity for 
developing cultural competence and cross-cultural understanding 
 
3. Pakeaka documents from other sites than Forum North 
A.3.1  Arnold’s handwritten notes, undated 
approximately 40 pages.  
explaining philosophy, arguing the need for a team and an endorsed strategy; 
explaining how biculturalism needs to precede and then include 
multiculturalism; 
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rough notes perhaps for a presentation, a policy document? 
 
A.3.2 collection of photocopied press clippings 
collated by Garfield Johnson, who passed on a photocopy to me. 
 
A.3.3 paper by Garfield Johnson, undated 
Paper about Pakeaka presented at a teacher’s in-service, sent to me by Garfield. 
Discusses the rationale behind setting up the programme at Te Pae o Hauraki. 
 
 
4. First Forum North Hui, 1981; 3 days 
A. 4.1 Parua Bay teachers' preparation workshop-comment by Arnold, written 
sometime later 
the workshop for art teachers that preceded the 1981 hui 
comment on care and foresight which should accompany cross-cultural 
approaches 
 
A.4.2 1981 Kamo report 
list of contributors, helpers, participants. 
responses/reports/evaluations from students; some poetry about Lake Ora 
(Kamo's theme) and some illustrations, some writing in Maori. 
 
A.4.3  1981 Whangarei Boys High report 
copy of Principal's speech at presentation of finished mural. 
poetry, stories, pictures on Ngati Parawhau (Boys High theme) photographic 
record, no evaluations or diaries. 
 
A.4.4 Whangarei Girls High Report 
some poems, reports, retelling of Manaia story, Manaia poem/song in 4 
languages, some drawings, interview with an elder, comment (unsigned, 
formatting suggests teacher- perhaps the team of teachers who went?) 
 
A.4.5  1981 Bream Bay Report 
retelling of  Battle of Waipapa Pa, and description of Skull Creek today;, 
photos, poems, pictures, some comments on carving 
 
A.4.6 Tikipunga Report 
account of naming of Tikipunga (eel baskets); various teachers’ and students’ 
accounts, assorted poems and legends; comic strip; photos 
 
A.4.7 1981 Whangarei Youth Centre 
summarising comment from Druis Barrett, Acting Director; account of the 
Legend of Paranui Valley  
 
A.4.8  Retrospective comment by Janinka Greenwood 
 
 
5. 1982 Forum North- the first of the 5 day hui 
A.5.1  Minutes of planning meeting 17.2.82, and memo to schools 
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Record of expected artists in residence (possible because of completion and 
opening of complex); of expected kaumatua and resource people in 
Maoritanga.  Taha Maori to be the focus.  School plans.  5 days.  Structure fixed 
only by meal times.  Thursday evening performance  
 
A.5.2  Report on 1982 (1-5 March)  hui - Arnold Wilson 
I te timatanga- beginning; 'experiment' of the 1982 FN hui: putake- rationale; 
whakaratarata- meeting; whakataetae- performances. 
 
A.5.3  1982 Kamo High School report 
Account of Reitu and Reipae 
Account of The Wild Swan- mid-European fairy tale; report of dance workshop 
and devised dance; reports on batik, weaving, photography and filming; some 
photos of rehearsal, performance. 
 
A.5.4 1982 Tikipunga Report 
Report compiled through group discussion, a few months after the event. 
Reflection on the pressures created by participation;  reminiscence of initial 
motivations, reflection of the physical experience, some remembered comments 
by resource people;  account of trying to find right form; a few poems about 
transitoriness of drama 
 
A.5.5 Taped interview with Rehi Rihari- 3.1.97 
Talk about Pakeaka, biculturalism, her vision for Tikipunga 
 
A.5.6  Video of 1992 Forum North hui  made by Whangarei Community Arts 
Council 
 
 
6. 1983 Forum North 
A.6.1 Kaitaia College Report 
Legend of Tohe.  Poems, drawings, student reports on specific proceedings.  
Diary.  Photos.  Evaluations and recollections 
 
A.6.2  Whangarei Boys High School Report 
Responsive comments by students, accounts of the performance, poems about 
Reitu and Reipae in modern idiom 
 
A.6.3  Arnold's letter of thanks 
Acknowledges role of kaumatua and kuia in opening up space for young 
people to be involved and to learn; comments about the two cultures crossing 
to allow development of a "third face" for NZ.   
2 pages are in Maori, 2 pages in English- parallel but not exactly matching 
 
A.6.4  Arnold's Report 
Summary of aims; valuation of contribution of kaumatua; attainment of 
environment of caring and sharing; regret that depth of language not reflected; 
reiteration of plan for team. 
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A.6.5  Mollie Neville's Report, (teacher of English seconded to Dept of 
Education) 
Comments on differences of F/N to her previous experiences of CCCIP; 
evaluation  of effectiveness in terms of history and culture, production, 
kaumatua, student behaviour, her personal role. 
 
A.6.6 Janinka's Report 
A reflective report: comments on emergent understandings of how children 
learn in schools, role of theatre and the arts, relevance and impact of 
biculturalism 
 
A.6.7 Account of Hongi Hika drama in J.G’s Puriri Tree research paper. 1984 
Uses Hongi Hika drama as material in shaping a concept of cultural density in 
the problem analysis of drama in a cross-cultural field 
 
 
7. 1986 Forum North Hui 
A.7.1 a number of letters to schools, including minutes of planning meeting 
minutes and other documents, sent to schools in mid-October 1985 
 
A.7.2. Briefing booklet to schools 
Objectives of the 6 day programme, Comment on the importance of ihi.  
Philosophy of art as a catalyst.  Instructions for booklet.  Detailing of 
responsibilities. 
 
A.7.3 Further minutes of planning meetings at Forum North 
 
A.7.4  Letter from Director of Forum North 
Confirms postponement of hui till August because of Arnold has been chosen 
to represent QEII at the opening of Te Maori in Chicago. 
 
A.7.5 Some notes for using drama sent to teachers 
locally prepared 
 
A.7.6 Press release and press clipping. August 1986 
 
A.7.7 Invitation and programme. 
 
A.7.8 Report by Early Childhood participants 
Workers in Kohanga Reo and other early childhood groups, together with local 
resource people in Maori language. 
Brings evidence of Arnold’s plan of bringing together those in education from 
early childhood to tertiary in a whanau working environment. 
 
 
A.7.9 Broadwood Area School Report 
Map of Hokianga on front; accounts of legend of Niwa & Arai te Uru- & the 
naming of Hokianga; diary of the week through various student sources; Uncle 
Joe; photos including Uncle Joe, Jan and Sunny 
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A.7.10 Taped interview with Pani Hauraki, 1996 
 
A.7.11 Sunny Amey and Jan Bolwell’s account of their work with Broadwood 
in the NADIE Journal, 1987 
Discusses context, setting up and process of process of work.  Also discusses 
Pani Hauraki’s and Uncle Joe’s input. 
 
A. 7.12 A script of Whangaroa’s play 
 
A.7.13 Report  on Pakeaka activities for 1986 by Arnold Wilson and Elizabeth 
Ellis 

 

A.7.14 J.G’s report to Forum North Trust 

 

A.7.15 Arnold’s letter announcing the cancellation of the return Performance 
at Forum North 

 

A.7.16  Video of 1986 hui made for Whangarei Community Arts Council 

 
A.7.17 Photos from Northern Advocate. 1986 
Full two-page spread 
 
 
8.1988 Forum North Hui 
A.8.1 A form letter to schools 
Explains what will happen and what is expected of them in preparation 
 
A.8.2 A copy of the earlier briefing booklet to schools (A.7.2), with ‘7-13 1988 
Forum North’ written on it 
 
A.8.3 A form letter warning that the hui may need to be postponed 
 
A.8.4 J.G.’s report to the Department of Education, 1988 
 
A.8.5 A number of illustrated Maori language story books intended for 
beginning readers 
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Appendix B: List of source materials for data for Panguru 
workshops 
 
B.1.1 My Journal, February 
 
B.1.2  Students’ Journals 
 B.1.2.1   Lorna 
 B.1.2.2   Rosina 
 B.1.2.3   Gloria 
 B.1.2.4   Ronald 
 B.1.2.5   Richalene 
 B.1.2.6   Shirley 
 B.1.2.7   Sheryll 
 B.1.2.8   MaryAnne 
 B.1.2.9   Jean 
 B.1.2.10 Tania 
 B.1.2.11 Glenda 
 B.1.2.12 Chrissy 
 B.1.2.13 Viv 
 B.1.2.14 Maria 
 B.1.2.15 Maraea 
 
B.1.3  Video transcript from February workshop 
 
B.1.4  Interview Wiremu McMath, February 
 
B.2.1  My Journal, April 
 
B. 2.2 Interviews with Students 
 B.2.2.1   Maria 
 B.2.2.2   Lorna, Gloria, Maraea, Sheryll, Rosina 
 B.2.2.3   Grace (with Maria) 
 B.2.2.4   Ronald and MaryAnne 
 B.2.2.5   Chrissy (with Maria) 
 B.2.2.6   Jean 
 
B.2.3  Video transcript from April workshop 
 
B.2.4  Evaluations 
 
B.2.5  Student essays, April 
 
B.2.6  Interview with John McKenzie, April 
 
B.3.  Analytic memos 
 B.3.1   14 March 1998 
 B.3.2   21 March 1998 
 B.2.318 May 1998 
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B.4.1 Proposal for Hokianga Project 
 
B.4.2 Notes about setting up the project, some faxes 
 
B.4.3  Journal from Preliminary workshop at Broadwood Area School, 11-12 
February 
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Appendix C: List of interviews, and follow-up dialogues 
 
Arnold Wilson   
12 December 1996 - long (4 sides of tape), unstructured interview in which 
Arnold talks about how he became involved in the Pakeaka, how it operated, 
and what he thinks about art, education and a number of other topics.  In the 
course of the interview Arnold also talks about his early teaching, about his 
current projects and about a number of his art works. 
 
31 August 1997 - interview, recording Arnold’s comments on the material I 
have sent him so far. This included transcripts of the original interview, the 
completed sections of my analytic log of Pakeaka, and a paper I had written 
about sacred space.  He highlights various elements in the material that he feels 
invite further emphasis. 
 
23 January 1998 - meeting at Awataha marae with Arnold, Garfield Johnson 
and Linda Low.  Most of the meeting is unrecorded, but, following Arnold’s 
suggestion, I turned on the tape to record his comments about his involvement 
of kaumatua in the programme and his negotiations with Northern protocol.  
 
2 February 1998 -telephone  interview with Arnold (I took written notes) 
following up some of the points that had been made at the previous meeting  
  
12 July 1998 - Letter from Arnold, expressing approval of my draft account of 
Pakeaka (Dec 1997) 
 
24 June 1999 - Letter from Arnold, expressing approval of final version of my 
account of Pakeaka.  (Overlapped my visit to Auckland.) 
 
3 July 1999 - meeting with Arnold in which we talk about his reaction to my 
final version.  
 
Garfield Johnson  
23 January 1998 - meeting at Awataha marae with Arnold, Garfield Johnson 
and Linda Low.  Most of the meeting is unrecorded.  Garfield has not yet read 
all the material I have prepared, but Arnold has told him about my project.   
Garfield takes the papers away to read. 
 
April 1998 Letter from Garfield, endorsing what I have written, and making a 
number of additional observations. 
 
Don Selywn 
19 December 1996 long (2 sides of tape) unstructured interview in which Don 
talks about his views and his role in the emergence of a bicultural theatre. 
 
23 January 1997 follow-up interview to record Don’s account of the Maori 
Theatre Trust and subsequent developments that we had only touched on  in 
the previous interview 
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28 June 1999  interview recording Don’s feedback on the use I make of the 
material from the previous interviews.  He adds some more recent 
observations.    
 
 
Stuart Devenie 
mid-January 1997 long (4 sides of tape) unstructured interview in which Stuart 
talks about a number of topics including his entry into theatre, changes in the 
shape of New Zealand theatre, his experiences in the bicultural space, and his 
views on theatre and on education. 
 
4 December 1999 phone call and fax stating his approval of how I have 
reported his comments.  
 
Stephen Bradshaw 
28 January 1997 long (2 sides of tape) unstructured interview in which Stephen 
talks about his experiences in the development of Maori and bicultural theatre, 
and about his views on culture, tradition, theatre, and education 
 
13 November 1999 phone conversation (30 mins) with Stephen, in which he 
dictated minor edits to the way I have reported his comments.  
 
Chris Graham 
4 February 1998 long (3 sides of tape) unstructured interview in which Chris 
talks bout his experiences in theatre and his view on New Zealand’s future.  He 
talks in some detail about his work with Nga Moemoea. 
 
30 June 1999 phone conversation with Chris.  I tell him in general terms about 
the way I have used the material from the interview, and suggest he might like 
to read what I have written and suggest edits.  He states he is happy to trust my 
judgement and interpretation, and that he does not particularly want to read 
what I have written until some time after the thesis has been examined. 
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Appendix D: Copy of the Course Outline presented to Christ 
church College of Education  for Panguru workshops 
 
 
 
1. Title: Learning through Drama-a cross-cultural exploration  
 
2. Code 
 
3. Category: Local Specialism Course 
 
4. Length  5 units (in 2 consecutive blocks of 2.5 units) 
 
5. Description: 
This course focuses on developing skills of working with “in-role” and other 
process drama techniques as tools for facilitating learning across the 
curriculum.  The course aims to introduce students to a teaching methodology 
that can be applied to language and to cultural learning as well as to a broader 
range of curriculum areas.   
The course draws on methodologies developed internationally based on 
worked developed by Heathcote, O’Neill, Boal, etc.  It also draws on a tradition 
of cross-cultural drama exploration that is particular to New Zealand and will 
be based thematically in Taitokerau. 
It is intended that the course will initially focus on the students themselves as 
participants in a learning process that will help them clarify their goals, 
motivation, and the personal and family pressures they experience; and then 
will allow them to apply the drama processes they took part in to wider 
learning situations. 
 
6. Rationale: 
Drama as a medium for learning is a powerful pedagogical tool in the primary 
class room because it personalises learning and because it allows the 
exploration of complex issues at a level that is appropriate for each student  and 
through the safety of role.  
Students in the programme are training for teaching not only in the Hokianga, 
to which they have a particular commitment, but also for anywhere in New 
Zealand, and for teaching across the broad curriculum as well as for 
specialisation in bilingual and immersion programmes.  Ability to uses drama 
processes, and incidentally to extend their own communicative competence, 
vocally and physically, will increase their range of teaching methodologies. 
At the personal level, students in the Hokianga experience particular pressure 
from whanau and community, both pressure to succeed, and also risk of 
alienation from family as their education progresses.  It is intended that this 
course will allow exploration of their pressures and facilitate resolution and 
integration.  
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7. Pre-or Co requisites   Nil  
 
8. Learning Outcomes: 
By the conclusion of this course the students will be able to: 
 
8.1   demonstrate understanding of how Drama processes can be 
manipulated by the teacher to create a stimulus for personalised learning in a 
variety of curriculum areas 
 
8.2 demonstrate understanding of the uses of drama as a tool for cross-
cultural learning 
 
8.3 articulate a theoretical frame work for both of the above 
 
8.4 reflect on their  experience as participants in one or more process dramas 
 
8.5 utilise an increased flexibility in voice and body language  
 
8.6 utilise  their developing critical awareness of their own situation as 
learners within the context of their own aspirations and limitations,  of their 
whanau, the community, and the education system in order to “own” their 
present learning .  
 
 
9. Content: 
9.1 Participation in process dramas: 
 a)  “Who am I ? What am I doing?”  - exploration of Boal process for 

problem identification, analysis, resolution 
 b)  “Te Tiriti o Waitangi”  - exploration of  the Treaty historically and a 

living challenge through process drama, using a collage of techniques 
based on O’Neill, Heathcote, and others. 

  
 
9.2 Development of theoretical framework: 
 a)  of drama in education 
 b) of drama as a tool for cross-cultural exploration 
 
9.3 Physical development: 
 Getting to know our breath, voice and body- set of warm-up and 

strengthening exercises 
 
9.4 Reflective practice: 
 Keeping a journal that reflects on the experiences of participation and 

that records questions and emergent learning  
 
10. Requirements: 
10.1 Attend, prepare for and participate actively and with focus in all 
workshops and scheduled sessions 
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10.2 Keep a reflective journal 
 
10.3  Research the Treaty of Waitangi 
 
10.4 Complete a written assignment at the end of the course 
 
11. Assessment Criteria: 
11.1 for in class participation, assessment will be in terms of  
 focus 
 team work 
 willingness to experiment and take risk 
 making meaning 
 
11.2 for the reflective journal, assessment will be in terms of  
 recording experience 
 shaping questions, insights 
 integration of ideas 
 
11.3 for Treaty research, assessment will be in terms of 
 information about content of treaty and about history of signing, 

including debate on the days 
 awareness of sources and their authority 
 
11.4  for the written academic assignment, assessment will be in terms of 
 demonstrated understanding of purpose and processes 
 organisation of material 
 evaluative discussion of experience 
 
12. Course Evaluation: 
a) student evaluation-  the drama process demands on-going feedback from 
students and  group reflection on development; journals will likewise elicit 
student evaluation.  In addition  time will be set aside for discussion, both at 
the group and individual level, for comment on the course’s effectiveness in 
achieving the stated outcomes. 
b) tutor evaluation- on-going evaluation - and adaptation- will come as a result 
of the group reflection during the drama process.  In addition, The tutor will 
keep a personal reflective journal which will be the basis of a summative 
evaluation. 
c) peer evaluation - if possible, it would be desirable to have another person 
observe some of the work and participate in some of the evaluative discussions 
in order to formulate their own evaluative comment. 
 
13: Required or recommended Reading: 
A booklet of readings needs to be compiled.  The cost of photocopying etc 
would be about $5 per person. 
A list of recommended follow-up reading will be further detailed. 
 
14: Course Costs: 
 
15: Staffing:    Janinka Greenwood 
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16: Resource Implications 
 
17: Subject Advisory Committee 
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Appendix E: Attachments of some letters of feedback  from 
participants and copy of consent form 
 
1.  sample consent form 
 
2.  Letter from Garfield Johnson,  commenting on my account of Pakeaka 
 
3. fax from Stuart Devenie, commenting on my account of history of 
bicultural theatre and on my use of what he said in the interview 
 
4. e-mail from Richalene, commenting on my account of the Panguru 
workshops. 
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