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ALBA FERRÁNDIZ GAUDENS 
	Reactivation and Reconnection at the 
Chamorro Latte Ceremony at the Bishop  
Museum 
 
 
Abstract  
On June 15, 2024, during the 13th Festival of Pacific Arts and Culture (FestPAC), 
the Bishop Museum held a ceremony honoring the latte—ancient Chamorro meg-
alithic stone house pillars—that the museum stewards. Unlawfully removed from 
the Mariana Islands in the 1920s, these latte, along with over 10,000 artifacts, had 
been recently relocated to the Bishop Museum’s central courtyard by Hawaiian 
Chamorro diaspora members. The 2024 ceremony, attended by members of the 
Chamorro diaspora from the US and FestPAC delegates from Guåhan (Guam) and 
the Commonwealth of the Northern Mariana Islands, was the culmination of the 
reconditioning, relocation, and re-display of the ancestral latte, which took months 
of work. This paper, presented at the 2024 Pacific Arts Association-Europe confer-
ence in Berlin, focuses on the emotional connections that the latte ceremony elic-
ited among three groups present: between Chamorros who attended, between 
Chamorros and the latte, and between Chamorros and their ancestors. Using in-
terviews and photographs taken during the ceremony, the author emphasizes the 
importance of emotional responses in the processes of healing and of cultural re-
vitalization in museum settings. More specifically, she argues that the latte were 
imbued with life again through chant, touch, and offerings, as the ceremony’s 
Chamorro attendants connected with one another and reconnected with their 
saina (ancestors).  
  
Keywords: Chamorro, Mariana Islands, Festival of Pacific Arts and Culture, affect, 
museum collections, latte, repatriation 
 
 
On June 15, 2024, the final day of the 13th Festival of Pacific Arts and Culture 
(FestPAC),1 the Bernice Pauahi Bishop Museum in Honolulu, Hawaiʻi, hosted mem-
bers of the Chamorro diaspora in the United States,2 members of the Micronesian 
diaspora in Honolulu, and FestPAC delegates from Guåhan (Guam) and the North-
ern Mariana Islands (NMI).3 The occasion was to honor the latte—megalithic stone 
structures erected by ancient Chamorros in the Mariana Islands—currently stew-
arded by the Bishop Museum (see Fig. 3) in a special ceremony. The latte, some 
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of which have been at the Bishop Museum for approximately 100 years, were re-
moved from their ancestral homelands by amateur archaeologist Hans Hornbostel 
between the 1920s and the 1950s. The Latte Stone Ceremony that took place that 
day inaugurated the 2024 Celebrate Micronesia Festival, an annual event hosted 
by the Bishop Museum featuring Micronesian music, dance, art, food, and story-
telling.4 Aligned with both this festival and FestPAC, the Latte Stone Ceremony 
drew hundreds of Chamorros, many of whom would not otherwise have been in 
Honolulu. 
 Early that morning, people gathered in the museum’s courtyard and sur-
rounded the latte in a circle (see Fig. 4). Speeches—predominantly in Chamorro—
were followed by chants and offerings for the saina (ancestors).5 Overall, it was a 
deeply emotional ceremony in which members of the Chamorro community—
those residing in the Marianas as well as those living abroad—had the opportunity 
to physically reconnect with the saina embodied in the latte and shed tears for 
their displacement.  

This paper looks at the emotional and multisensorial engagements the 
Latte Stone Ceremony elicited between three groups: Chamorros and the latte, 
Chamorros themselves, and Chamorros and their saina. I argue that museums can 
be places for the reactivation of Indigenous cultural belongings and suggest that 
events like the Latte Stone Ceremony can facilitate healing, reconnection, and 
feelings of pride for Indigenous communities by transforming ancestral objects 
into living agents of relationships and creating a communal space of emotional 
and cultural affirmation. To examine how the 2024 Latte Stone Ceremony revital-
ized these relationships, I focus on four affective responses enacted during the 
ceremony: voice, offerings, touch, and emotions. I analyze my personal recollec-
tions of the ceremony, along with reflections of Chamorro participants recorded 
by Guam Museum curator and cultural practitioner Dr. Michael Lujan Bevacqua.6  
 
 
Latte Stones: The Pillars of Chamorro Culture 
 
To appreciate the events of the Bishop Museum’s Latte Stone Ceremony, it is es-
sential to understand the significance and function of latte. In their original con-
form, latte were made of haligi (megalithic stone pillars) topped with tasa (cap-
stones), as seen in Figure 1. They date back to the Latte Period (ca. 900 BCE–1700 
CE), a major prehistoric era in the Mariana Islands, and were used to support 
homes and other built structures.7 A typical latte was between four and seven feet 
tall, although smaller and larger ones—measuring up to fifteen feet—exist across 
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the archipelago. They are often found in rows arranged parallel to natural features 
such as the sea, cliffs, or rivers.8 Latte likely served residential, communal, funer-
ary, and ceremonial functions, as indicated by ancestral remains and artifacts—
including pottery sherds, åcho atupat’ (slingstones), higam (shell adzes), and lu-
song (stone mortars)—that have been discovered in their vicinity.9  
 
 

 
Figure 1. Latte at Senator Angel Leon Guerrero Santos Latte Stone Memorial Park in Hagåtña, 
Guåhan. These latte were likely erected during the latte period (ca. 900 BCE–1700 CE) and are 
about 2 feet tall. Photograph courtesy of the author 
 
 
 The construction and organization of structures made using latte was 
deeply connected to a broader set of cultural, social, and ritual practices, docu-
mented in early European voyage and missionary accounts.10 The period of latte 
production came to an abrupt end around the same time as the conclusion of the 
Spanish–Chamorro Wars (ca. 1700 CE) and the establishment of Spanish colonial 
rule in the Marianas. During this period, the Spanish forcefully relocated Chamor-
ros from the entire Marianas archipelago to the islands of Guåhan and Luta, in a 
process known as the Reducción. Many Chamorros lost their lives during the wars 
and from infectious diseases introduced by the Spanish. Following this period of 
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tumult, the Indigenous inhabitants of the Mariana Islands experienced extensive 
religious, linguistic, and cultural assimilation, which fundamentally reshaped daily 
lives and identity.11 As a result of generations of social disruption and population 
loss, knowledge about the ancient meanings of latte and the skills required for 
their construction were largely lost.12  
 Latte sites are considered sacred spaces where saina dwell. In a commu-
nity-edited monograph about the latte, Chamorro storyteller Malia Ramirez points 
to how these pillars—upon which ancient dwellings were built—are sacred be-
cause they contain the spirits of those who once lived on these sites.13 As previ-
ously noted, ancestral burial sites are frequently discovered in the vicinity of lat-
tes, reinforcing the notion that the latte serve as physical representations of the 
saina. This belief has been perpetuated through Chamorro oral histories and 
passed down through generations, preserving cultural connections to the past. 
One such example is the following story: 
 

The remaining lone standing latte at Guma’ Taga’ [commonly 
known as House of Taga in the island of Tinian], for example, is said 
to house the spirit and bones of the daughter of Taga’ [a Chamorro 
maga’låhi or chief]. Legend states that as long as that latte is stand-
ing at Taga, the CHamoru culture lives on.14 

 
 According to Chamorro oral histories, Maga’låhi Taga was a giant 
Chamorro chief who, dissatisfied with his father’s ruling style, challenged him to a 
fight. He lost the fight and was exiled to the island of Luta (Rota), north of Guåhan. 
Legend says that during his time in Luta, he carved some of the largest latte known 
to humankind, which he later transported to Tinian. The stones were assembled 
to form Guma’ Taga, the House of Taga, the latte site with the tallest stones found 
in all of the Marianas.15  
 Latte have always held a significant place in the lives of Chamorro people. 
Chamorro oral histories reveal that, despite shifting attitudes toward the rever-
ence of latte sites, they remain important cultural monuments, and that 
knowledge about them has continuously been transmitted intergenerationally.16 
In recent years, there has been a renewed appreciation for the latte as enduring 
symbols of Chamorro culture and resilience. Latte forms have been incorporated 
into the architecture of communal buildings and landmark signs (Fig. 2), and one 
appears on the flag of the Commonwealth of the Northern Mariana Islands. The 
Latte of Freedom is an eighty-foot, modern representation of a latte at the Gov-
ernor’s Complex in Adelup. Latte forms are also included in popular culture, such 
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as street art, commercial product packaging, souvenirs, and other memorabilia. 
Some people tattoo their bodies with images of lattes, emphasizing their strong 
significance for the Chamorro community as well as a deep bodily connection. Joe 
Quinata, director of the Guam Preservation Trust, and Dr. Kelly Marsh Taitano, 
head of the Guam Cultural Repository, remind us that, for some people, the latte 
are “a means for knowing the way forward by looking to, or at least remembering 
and honoring, the past.” Quinata and Marsh Taitano also note that latte are con-
sidered the “pillars” of Chamorro culture—a common metaphor used to refer to 
their strong stone foundation: “After all, latte have survived over hundreds of 
years through dry seasons, wet seasons, typhoons, and super typhoons.”17 
 
 

 
Figure 2. Two examples of how the latte form appears in contemporary settings across the Mariana 
Islands. Left: latte-inspired huts at Chamorro Village, the weekly night market in Guåhan. Right: a 
Saipan landmark sign where a latte form is used in place of the letter “i.” Photographs courtesy of 
the author 
 
 
The Role of Hans and Gertrude Hornbostel in Moving Latte to the Bishop  
Museum 
 
The question of how a specific set of large, heavy latte arrived in Honolulu, Ha-
waiʻi, can be traced back to Hans Hornbostel and his wife, Gertrude Constenoble. 
Hornbostel was a US Marine who first arrived in Guåhan in the early 1900s. In 
1922, he resigned from the Marine Corps, and the Bishop Museum hired him as 
an amateur archaeologist to systematically collect ancient artifacts and ancestral 
remains in the Mariana Islands, particularly in the Northern Mariana Islands 
(NMI).18 It is believed that his collecting activities, which granted him access to the 
Japanese-occupied northern islands, were a cover for his role as a spy, monitoring 
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Japanese activities in the NMI for the US military.19 His wife, also known as “Trudis 
Alemån” in Guåhan, was a Swiss woman who had settled on the island as a child 
when her parents moved there, and was a known figure in the community. Her 
fluency in the Chamorro language played a crucial role in her compiling one of the 
most extensive collections of Chamorro legends and oral histories of that period.20  
 Hornbostel conducted several archaeological excavations at latte and 
other burial sites in the islands of Guåhan, Tinian, Luta, and Saipan.21 He gathered 
six latte—three tasa and three haligi—between the 1920s and the 1950s. The 
manner in which Hornbostel removed and transported the latte—some of them 
weighing over 5,000 pounds—to the Bishop Museum remains uncertain. He also 
collected over 10,000 ancient Chamorro artifacts—including slingstones, pottery 
samples, stone and shell tools, and body adornments—and unearthed and re-
moved 300 ancestral remains.22 All of these were sent to the Bishop Museum, 
where they stayed until the museum de-accessioned the ancestral remains and 
repatriated them to the Marianas in 2000.23  
 It is unlikely Hans Hornbostel gained permission from the Chamorro peo-
ple to conduct his excavations and acquire artifacts and remains, as the disturb-
ance of latte sites is considered deeply disrespectful in Chamorro culture.24 Be-
yond this, there is documentation that he often used dubious collecting methods, 
including manipulating or persuading locals into sourcing the artifacts for him us-
ing gifts such as movie tickets for Chamorro children.25 Additionally, it is likely he 
leveraged Gertrude’s network in the Chamorro community to gather information 
on ancestral site locations. All in all, the Hornbostels’ methods reflect a pattern of 
ethically questionable practices that disregarded Chamorro cultural values and 
the sacredness of latte sites. 
 
 
Latte Stone Relocation Project 
 
Hosting the Latte Stone Ceremony in June 2024 required months of collaboration 
between Bishop Museum staff, representatives of the Historic and Cultural Preser-
vation Offices of the Mariana Islands, and members of the Chamorro diaspora in 
Hawaiʻi. For the past thirty years, the latte have not been displayed due to con-
struction and maintenance done by the museum.26 When displayed in the past, 
the latte were placed at the back of the museum, neglected and not easily acces-
sible. Few visitors were aware of their presence, meaning that few people en-
gaged with them.27 Although several groups associated with the Chamorro com-
munity had been making requests for their return to the Mariana Islands since the 
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1990s, it was only following a recent effort—led by Guam Museum curator Dr. 
Michael Lujan Bevacqua and Guam Cultural Repository Lab manager Nicole Delisle 
Dueñas—that the latte were relocated to the central courtyard of the Bishop Mu-
seum. This followed a series of online public consultations, coordinated by Bevac-
qua, that brought together Chamorros living in the islands and those in the dias-
pora to explore their feelings about the relocation of the latte, as well as the pos-
sibility of their return home. Bevacqua and Santos invited several diasporic 
Chamorro museum professionals to contribute their perspectives.28 
 Overall, the goal of the Latte Relocation Project was twofold: it aimed to 
present the latte to the Chamorro and wider Pacific community during FestPAC, 
and have the ceremony initiate discussions about the latte’s return to the Maria-
nas. Cultural festivals are very important for Chamorros, particularly for those who 
live abroad,29 and FestPAC is particularly significant, as it gathers thousands of 
people from all over the Pacific, including hundreds of delegates and some politi-
cal representatives from both Guåhan and the Northern Marianas. The fact that 
the thirteenth FestPAC was held in Honolulu, Hawaiʻi, enabled the convergence of 
not only Hawaiʻi but also Chamorros from the Mariana Islands and other parts of 
the United States.  
 Elyssa Santos, a history graduate student at the University of Hawaiʻi at 
Mānoa and member of the Hafa Adai Club,30 led the Latte Relocation Project and 
served as one of the organizers of the Latte Stone Ceremony, alongside Dr. Faye 
Untalan and Dr. Mary Therese Perez Hattori. In an interview conducted by Dr. 
Bevacqua, Santos recounts how she, accompanied by a group of volunteers—most 
of them Chamorro from Hawaiʻi—helped to clean and then move the latte during 
their spring break in March 2024. Santos mentions that during the cleaning pro-
cess, volunteers experienced feelings of reconnection with the stones and the 
saina, particularly when their family members asked about the project and shared 
stories about previous interactions with other latte.31 However, she also mentions 
that while cleaning the latte, the volunteers felt pain and loss for the stones’ cur-
rent state, which they shared with one another. Santos reflects on how the pro-
cess of relocating the latte, marked by long days and the need for great care to 
avoid damaging the stones, was an experience filled with anxiety. Such feelings of 
distress, anxiety, and apprehension are common among Indigenous communities 
in museum contexts, as these spaces often symbolize loss, colonial violence, and 
pain.32  
 Not only were the people cleaning the latte feeling pain, but they said the 
latte themselves were experiencing similar feelings.33  Sandra Dudley argues that 
artifacts relegated to storage are “actively inhibited in the prospect of self-
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articulation, restricted to particular kinds of encounter and reduced to the func-
tion of a sign in a narrative that is not one’s own.”34 She adds that this feeling, 
when experienced by museum objects, is a form of oppression. Santos’s recollec-
tion of the latte cleaning process reflects this perspective: she recalls how artificial 
it felt to clean the latte at the Bishop Museum: “It’s kind of an odd process. Back 
home they would be in the jungle, in their natural environments. The idea of clean-
ing them, of sterilizing them, is a bit bizarre and comical,” she says.35 She also ref-
erences the removal of dirt as the removal of the ‘āina (land in Hawaiian), which 
has become embedded in the structure of the latte themselves by binding pieces 
of stone together during their time in Hawaiʻi.36 In this way, the double process of 
removal—from their original lands first and then, through cleaning, from the ‘āina 
that once held them together—bears witness to the shared pain of exile felt by 
both the latte and those who clean them. 
 
 

 
Figure 3. The laXe aYer their relocaZon to the Gallery Lawns at the Bishop Museum, Honolulu, 
Hawaiʻi, June 12, 2024. Photograph courtesy of the author 
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 In their new location on the Bishop Museum’s Gallery Lawns, they have 
become more accessible to Chamorros and museum visitors alike. Seven latte 
components (capstones and pillars) were arranged to form a circle, with the larg-
est tasa (from the island of Luta) in the middle (Fig. 3). Museum curators and mem-
bers of the Chamorro community, however, view this as a temporary placement 
for the latte, with the hope that they will soon be repatriated to the Mariana Is-
lands. Currently, discussions are taking place between cultural institutions in the 
Marianas, the governments of Guåhan and the NMI, and the Bishop Museum re-
garding the return of the latte and portions of the Hornbostel collection to the 
islands.37 This process, which has been in development for several years, is com-
plex. Because of Guåhan’s and the NMI’s political status as a territory and a com-
monwealth of the US, respectively, they do not fall under Native American Graves 
Protection and Repatriation Act (NAGPRA) legislation. This US federal law, first en-
acted in 1990, requires museums and federal agencies to inventory Indigenous 
ancestral remains, as well as funerary, sacred, and other cultural objects, and con-
sult with affiliated tribes to return them when requested. However, the circum-
stances of the Mariana Islands necessitated negotiating an agreement between 
the Bishop Museum and Chamorro institutions outside the scope of NAGPRA, 
treating this case as an international repatriation. The whole process has thus de-
manded significant compromise and effort from both parties.  
 The efforts to repatriate the Hornbostel collection at the Bishop Museum 
are part of a broader conversation about the return of Chamorro ancestral re-
mains and cultural artifacts to the Marianas from other parts of the world. In No-
vember 2023, the remains of an ancient Chamorro woman, and other ancestral 
remains dating from about 100 years ago, were returned to Guåhan from the Uni-
versity of California–Riverside (UCR).38 The remains, which had been excavated in 
the 1980s by archaeologists from the University of Guam, had been stored at a 
UCR laboratory for forty years. In October 2024, UCR repatriated Chamorro and 
Carolinian ancestral remains from Saipan and Tinian back to the NMI.39 A repatri-
ation ceremony was held on November 16, 2024, in Riverside, where members of 
the Chamorro diaspora in California wished their ancestors a good journey back 
home.40  
 There have also been recent efforts to return ancestral remains collected 
during the German administration of the NMI (1899–1914). In August 2025, 
Guåhan dance group Inetnon Gefpå’go and NMI cultural practitioner Auntie 
Frances M. Sablan were invited by Chamorro scholars Andrew Gumataotao and 
Samantha Barnett to take part in a series of conversations and visits to some of 
Germany’s museums. This project was a collaborative effort to engage with 
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Chamorro cultural heritage items held abroad through fostering dialogue around 
the interpretation, care, and potential repatriation of artifacts, human remains, 
and animal specimens in order to center the conversations around Chamorro per-
spectives and knowledge.41 In this regard, the Latte Stone Ceremony is part of on-
going broader efforts to return Chamorro ancestors and cultural belongings back 
to the Marianas. 
 
 
Voice and Movement 

The Latte Stone Ceremony held on June 15, 2024, on the Gallery Lawns of the 
Bishop Museum began with an oli aloha, a Hawaiian welcoming chant, as a sym-
bolic invitation to the Chamorro community to share in the space. The oli aloha 
also embodied other deep emotional connections: the continued collaboration 
between the institution and the Chamorro community toward repatriating 
Chamorro artifacts and caring for them until their eventual return, and the soli-
darity between Hawaiians and Chamorros, whose lands have experienced—and 
continue to experience—parallel forms of US colonial occupation. 
 After the oli aloha, Dr. Faye Untalan, Donald Mendiola, and Frances Sablan, 
important cultural advocates in the Mariana Islands, spoke in Chamorro, reaffirm-
ing that this gathering was mostly intended as a space for the community. They 
expressed their gratitude for people’s presence in the ceremony, and their honor-
ing the saina. Additionally, Donald Mendiola, who is a Chamorro suruhånu (healer) 
and respected manåmko (elder) from Saipan, performed a blessing. In Chamorro 
culture, blessings are often done by elders before meals or at the beginning of 
important religious and cultural events. In September 2025, for example, the NMI 
Indigenous Affairs Office organized the “I Man Mabisita I Mañainai-ta Siha” com-
munity visit to ancestral burial sites in Saipan, held as part of Cultural Heritage 
Month in the NMI. In each of the stops, Mendiola chanted for the saina:  
 

What I did when I was chanting was, I used the very deep Chamorro 
that was spoken by the taotaomo’na [ancestral spirits]; that’s just 
calling them, letting them know, informing them that we are here 
to remember them through their life on earth. And we’re express-
ing our appreciation for them, for all that they’ve done to teach us 
about the culture, our way of life, how to live peacefully and to con-
tinue on with the interdependence part of the very high value sys-
tem that ancient Chamorros have, and [that we have] even now, 
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because the highest value we place in our culture is inafa’maolek,42 
which includes respect.43  

 
In a similar way, during the Latte Stone Ceremony, Mendiola’s blessing assured 
the saina that they would be treated respectfully. Echoing Untalan’s and Sablan’s 
speeches, Mendiola’s blessing shared feelings of unity and respect for those in the 
gathering.  
 The hosts of the event then invited everyone to sing a lålai (Chamorro 
chant): the Latte Stone Ceremony Chant, composed by Elyssa Santos and Brant 
Songsong, a Chamorro language professor at University of Hawaiʻi at Mānoa orig-
inally from Luta. Handouts with the lyrics were distributed to each attendee, ena-
bling them to actively participate in the chanting. Sung in Chamorro, the chant was 
dedicated to the saina embodied in the latte. It spoke of the continued protection 
that has been granted to them since they were removed from their homeland. It 
also conveyed the mutual love and light rekindled through the reconnection be-
tween saina and descendants. Additionally, it expressed the lattes’ pain of sepa-
ration from their place and community of origin. And most importantly, it spoke 
of their eventual return home and the collaborative efforts undertaken to achieve 
this goal. All of these emotions were shared and expressed by those who chanted 
the following at the Latte Stone Ceremony:  
 

Hagas ha’ ham manmacho’cho’, We have always been working, 
I gumogogue hamyo.   those who protect you. 
Hihot yan chågo’,   Near and far, 
minasa’pet hugua na tåno’.  the work of two lands. 
 
In na’gåsgas in fa’maolek  We cleaned, we fixed 
in fa’gåsi (a)yuhi amko’.  we washed away the baggage. 
Hagas mansahnge i hemhom  They were separated for a long time 
på’go bula puti’on.   the darkness now has many stars. 
 
Mañaina-ta guse’   Ancestors, go on, 
ina i chalan-måmi.   light our path 
I che’cho’ inadahi   They care work, 
guinaiya in faninåmte.  love will heal us. 
 
Mamachom påpa’ i atdao,  The Sun sets, 
ti ta li’e’ finatton puengi,  we don’t see night come, 
ya ti u mappot ini na cho’cho’, and this work is not difficult, 
sa’ manhihita ha’ guini  because we’re here together. 
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 According to Master of Chamorro Chant Leonard Iriarte,44 lålai date to an-
cient times and can be considered the most respected form of Chamorro artistic 
expression. Lålai has been embraced by the Chamorro as a contemporary tradition 
and is now an integral component of official cultural welcoming ceremonies and 
other cultural events in the Mariana Islands. Iriarte has spearheaded the revival of 
Chamorro chanting, begun in the 1990s, as part of wider ongoing efforts to revi-
talize the Chamorro language and culture.45 Today, the I Fanlalai’an Oral History 
Project, also led by Iriarte, includes dozens of chanters who engage in the learning 
of fino’håya (the version of the Chamorro language without Spanish borrowings) 
and deepen their understanding of their heritage through historical lessons.46 
Some members of the Guåhan chanting delegation at FestPac have reflected on 
the content of the lålai they chanted during the festival, which were inspired by 
oral histories of Chamorro life in pre-colonial times. For example, in an interview 
for the Guam Pacific Daily News, Tamara Cruz asserted that “chant is a way to 
record history.”47 Lålai, in this way, serves as a means of preserving and transmit-
ting knowledge and aids in the recollection of past events.48 
 Drawing from this tradition, the composers of the Latte Stone Ceremony 
Chant researched a specific form of lålai, the Kåntan Chamorrita,49 examining its 
melodies, rhythms, and improvisational elements to embed these features into 
the chant. Santos, in turn, incorporated stylistic inflections rooted in the way she 
was taught to sing the Kåntan Chamorrita, and contributed her own words and 
ideas for the lyrics, while Brant Songsong provided the translation into the 
Chamorro language.50 
 I suggest that, in this vein, chanting for the latte served as a means of re-
connecting the saina with their descendants, reminding Chamorro attendees 
where they came from by re-enlivening cultural traditions transmitted across gen-
erations. Although the latte have long been treated as “lifeless” museum artifacts, 
Indigenous affective practices such as lålai help restore both their agency and the 
relational ties disrupted by institutional preservation.  
 Once speeches and singing had concluded, ceremony attendees were in-
vited to approach the latte and pay their respects in whatever manner they found 
most meaningful. As the community moved around the circle of stones, some peo-
ple spoke to them. Their voices reverberated against the surfaces of the latte, 
breathing life back into them. Others were at a loss for words, but the absence of 
words can convey as much meaning as a lengthy speech.  
 As participants engaged with the latte, the performance delegates from 
Guåhan sang a selection of lålai dedicated to the latte and the saina, accompanied 
by dancing. As with many Pacific peoples, chanting and dancing are deeply 
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interconnected in Chamorro culture; lålai are often accompanied by embodied 
movements, including “slapping, stomping and swaying in place.”51 This associa-
tion between voice and embodied practice is also deeply tied to the presence of 
the saina.  
 Accordingly, during the Latte Stone Ceremony, Guåhan performers—led 
by Master of Chamorro Dance Eileen Meno—showcased traditional Chamorro 
lålai and dances. Some involved the performers moving their arms toward the sky 
(Fig. 4), which suggests a connection and reverence toward the saina, metaphori-
cally residing far away from the land. Another variation featured powerful steps 
and defensive arm movements, embodying the strength, unity, and resilience of 
the Chamorro people across centuries of colonization. Speaking about the chants 
and dances they performed during FestPAC, Meno stated that “they are about 
moving forward and remembering who the Chamorro people were through the 
elders and honoring them.”52 
 
 

 
Figure 4. Delegates from Guåhan performing during the LaXe Stone Ceremony, June 15, 2024, 
Bishop Museum, Honolulu, Hawaiʻi. Photograph courtesy of the author 
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 Some of the performers from the Northern Mariana Islands delegation and 
the Kutturan CHamoru dance group from Long Beach, California, joined the 
Guåhan delegates from the opposite side of the circle, creating a soundscape that 
surrounded the latte. Reminiscing about this moment, Dr. Riley Taitingfong com-
mented that she “felt something in the air through the chant.”53 In this way, the 
environment was affectively mapped through a strong, powerful sense of unity 
among the attendees at the ceremony, expressed through voice and movement.54 
This created an atmosphere of renewed engagement with the latte, where lålai 
and the emotional responses it evoked can be understood as a means of ancestral 
reconnection, or in the words of Marzia Varutti, as “affective encounters.”55  
 Following Sarah Ahmed’s argument that emotion is a collective experience 
shaped through contact with others, and that objects elicit rather than contain 
emotions, I argue that the latte acted as focal points for the emotions of those 
who took part in the ceremony.56 These emotions in turn enacted an affective re-
sponse, a desire for a better future, and the reactivation of the community. In 
Hawaiian culture, pule (prayers), and mele (song) are used during repatriation cer-
emonies to reconnect people with their ancestors and help them to ask for for-
giveness, understanding, and guidance throughout the process of return.57 
Chamorros shared this feeling during the Latte Stone Ceremony, encapsulated 
well by Dr. Michael Lujan Bevacqua: “We sang that day, with the hope that some-
day soon, these parts of our ancestors’ lives, the treasures of our people today, 
will find their way home to us again.”58  
 
 
Offerings 
 
Offerings are used by Indigenous communities all over the world to pay their re-
spect to the ancestors.59 In the Federated States of Micronesia, for example, of-
ferings in the form of material goods must be made to trees and other spiritual 
deities before any oceangoing voyage sets out.60 During the first set of chants in 
the Latte Stone Ceremony, a group of children approached the stones to leave 
offerings of leaves, flowers, seashells, woven objects, coconut shells, coconut oil, 
and fruit. Following this, representatives from the islands and the diaspora ad-
vanced toward the latte to leave their own offerings. The opportunity to partici-
pate in the practice of offering was then extended to all attendees, and soon a 
procession of Chamorros was interacting with their long-lost saina.  
 Chamorros have a longstanding tradition of offering tributes to the taota-
omo’na, who, according to Dr. Bevacqua, are “the people of before,” the 
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“ancestral spirits that inhabited the earth along with the living.”61 These spirits, 
which are different from the saina, are believed to protect and assist the island’s 
inhabitants, and to cause harm if disrespected. Ancient Chamorros would often 
offer food, drink, and sometimes artifacts to ancestral skulls that they kept in bas-
kets in the rafters of their homes.62 In 1683, Jesuit missionary Francisco Garcia 
reported that before ancient Chamorros engaged in important activities such as 
warfare, travel, planting, harvesting, and fishing, they made offerings to these an-
cestral skulls.63 This was a way to thank the taotaomo’na for their role in keeping 
one’s family safe, prosperous, and strong.64  
 
 

 
Figure 5. Latte at Mochong Village in the island of Luta (Rota), NMI. These latte date back to ca. 
1000 BCE and are around 2 feet tall. Photograph courtesy of the author 
  
 
 Accounts such as this demonstrate deep cultural continuity through cere-
monial practice in the Mariana Islands. Today, Chamorros often leave offerings on 
the latte, as can be seen in many latte sites all over the Mariana Islands. While 
conducting fieldwork in the Marianas in January 2024, I visited Mochong Village 
on the island of Luta (NMI), one of the best-preserved latte sites in the islands and 
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a place of pilgrimage for many Chamorros (Fig. 5). It comprises fifty individual latte 
and, in contrast to other renowned latte sites, many of the stones are still stand-
ing. One of the first things I appreciated upon arriving was that most of the latte 
had some offerings on top of them (Fig. 6). Often, such offerings come in the form 
of ancient artifacts that people have found around the village, such as pieces of 
pottery, shell implements, and slingstones.65 By being repurposed as offerings, ob-
jects found at latte sites in the islands—including some that once shaped the 
forms of tasa and haligi—are transformed into enduring tributes to their makers. 
 
 

 
Figure 6. Offerings of ancient pottery and higam (adzes) left on one of the latte at Mochong Village 
on the island of Luta (Rota), NMI. Photograph courtesy of the author 
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Figure 7. Offerings leY on one of the laXe at the Bishop Museum, Honolulu, Hawaiʻi, June 15, 2024. 
Photograph courtesy of the author 
 
  
 While some of the offerings presented to the latte at the ceremony in Hon-
olulu included leaves, flowers, and fruits, many of them came in the form of woven 
objects made by community members (Fig. 7). Tinifok CHamoru (the art of weav-
ing), as it is referred to in the Mariana Islands, plays a crucial role in shaping con-
temporary expressions of Chamorro culture. The practice of weaving, much like 
the practice of offering, is transmitted intergenerationally, and as such it embod-
ies the cultural essence of the Chamorro community, as well as its ability to thrive 
despite many waves of colonization, both historically and in contemporary expres-
sions.66 While its everyday utility has recently given way to different, more exper-
imental artistic expressions, weaving as a practice still holds a vital place in 
Chamorro material culture. Chamorro weaver James Bamba, in fact, says that “the 
inspiration [for weaving in his case] comes from them [the saina] and flows within 
our spirits, coursing through our thoughts, and executed through our voices, 
hands, and bodies.”67 In this way, woven objects such as kottot and guagua’ (bas-
kets) or katupat (rice pouches) embody both personal and community relation-
ships.  
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 Coconut oil produced in the Mariana Islands and transported especially for 
the ceremony was also a recurrent offering to the latte, and was poured over their 
surfaces. This symbolic act is similar to the practice of covering one’s body in the 
same substance, which is often associated with Indigenous notions of health and 
beauty.68 Additionally, to the Chamorros living in the diaspora, coconut oil, as a 
commodity that can be purchased and transported outside of the Marianas, rep-
resents an embodied, spiritual, and sacred bond to their homeland. It is a product 
that informs their identity-building as Chamorros and Pacific Islanders. Chamorro 
scholar Nathaniel Lennon Rigler Siguenza writes: 
 

Coconut oil is a product that reflects us. It’s a product that has, for 
as long as Pacific peoples have existed, cared for us, and we in turn 
have cared for it. In the places where coconuts cannot grow, it is 
remembered through language and myth. We remember our an-
cestors—including our plant ancestors—as we carry them with us 
on our skin, in our scent, and quite literally, in our heart.69 

 
The affective significance of niyok (coconut)—one of the most important native 
plants in the Marianas, one that holds a place as kin, a reliable source of food, and 
a material used in cultural production70—and its derived products are vehicles for 
ancestral reconnection. Considerable thought and effort were invested in creating 
and transporting offerings to the latte, acknowledging the latte as embodiments 
of the saina and therefore active participants in the ceremony. In this way, the 
latte gradually awakened through the sensory connections fostered by the ritual 
offerings the community made and gifted to them. 
 
 
Touch 
 
Another primary method of reconnecting with the saina during the ceremony in-
volved direct physical contact with the stones. For a long time, touching objects 
held by museums has been forbidden, influenced by Western rational objectivity 
and the belief that museum artifacts are lifeless objects, a perspective that over-
looks their cultural vitality, sacred significance, and how they activate relation-
ships between people.71 Moreover, the ritual characteristics of the museum rein-
force this distance, as its quasi-sacred atmosphere encourages visitors to only en-
gage with objects visually and reverently rather than physically.72 Recently, how-
ever, scholars and museum practitioners have been advocating for the positive 
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qualities of embodied sensory and cognitive engagements with objects in museum 
settings and increasingly encourage physical contact between people and ob-
jects.73 Indigenous communities have long emphasized the necessity of physically 
engaging with their cultural objects to maintain their vitality or to reactivate their 
significance.74 Touch, in particular, can act as a powerful tool that prompts an 
emotional response both in the individual engaging in the act and in the object 
being touched. 
 For the Chamorro people, touch serves as a means of establishing connec-
tion with the saina. It is common to hear stories of saina “touching” individuals as 
a way of welcoming them to the islands. This ancestral touch often manifests 
physically as fingerprint, fingernail, or teeth-like bruises on people’s bodies.75 In a 
similar way, touch, as it was used during the Latte Stone Ceremony, was a two-
way emotional force that reconnected the Chamorro with the latte. Just as the 
saina touch people, the lifeforce of those who touched the latte during the cere-
mony was transferred to the stones. Metaphorically, the lifeforce of Chamorros 
touching the latte can be understood as a fluid-like essence that permeates their 
skin and into the stone’s surface, symbolizing a deep, spiritual connection. As 
Chamorro poet Arielle Taitano Lowe said after the ceremony, “Our ancestors are 
still very much tied to these very precious, embodied, cultural latte.”76 In this way, 
when they were touched, the latte were imbued with new forms of life while, sim-
ultaneously, the participants themselves were “touched,” not only by the saina 
who created the latte, but also by the generations who lived in their presence and 
cared for the spaces around them.77 
 In addition, the materiality of the stones as an index of the tåno’ (land) 
may have inspired those at the ceremony to touch the latte. Just as ancient 
Chamorros relied on the land and sea in their daily lives, the use of stone to build 
the latte may have embodied a deep connection between spirit and nature.78 
Touching the latte in the present can thus be considered a way of fostering a re-
newed connection with the tåno’. In addition, the enduring quality of stone ties 
the latte to the passage of time, allowing them to function as markers of an an-
cient society whose presence symbolizes the resilience of the Chamorro people in 
the face of a long—and still ongoing—colonial history.79 
 During the ceremony, individuals from different generations interacted 
with the latte in different ways, reflecting different cultural attitudes toward the 
reverence for the saina embodied in the latte and presenting an interesting con-
trast. Older generations were often taught to avoid interacting with the latte, as 
touching them was believed to provoke the taotaomo’na (ancestral spirits).80 Dr. 
Michael Lujan Bevacqua recounts how, throughout the ceremony, many elders 
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sought reassurance from him regarding the appropriateness of touching the 
latte.81 In contrast, younger generations found it easier to physically engage with 
the latte, experiencing fewer cultural prohibitions and a renewed sense of recon-
nection through physical contact (Fig. 8). The response of Chamorro youth to ear-
lier cultural protocols should not be interpreted as a sign of disrespect; instead, it 
may be attributed to their growing involvement in disciplines such as archaeology, 
historic preservation, and museum studies, where direct engagement with the 
latte is often necessary.82 This training positions them to become future leaders in 
preserving and transmitting the cultural significance of the latte, as well as safe-
guarding their broader ancestral and historical heritage. 
 
 

 
Figure 8. Members of the Chamorro community touch the latte during the Latte Stone Ceremony, 
Bishop Museum, Honolulu, Hawaiʻi, June 15, 2024. Photograph courtesy of the author 
 
  
 Despite generational differences in cultural protocols, both elders and 
young Chamorros physically interacted with the latte. These interactions recon-
nected I manåmko yan i manhoben (the elderly and the young) with the latte and 
also fostered an intergenerational reconnection as people of all ages jointly 
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engaged in the touching of the stones. Concern for the well-being of the ancestral 
latte is shared across generations of Chamorros. In this sense, touch functioned as 
a bridge, uniting past and present cultural protocols and generations through 
shared cultural experience. 
 
 
Feelings 
 
When asked what they thought of the ceremony, most attendants responded that 
they found it deeply emotional. “Emotion” is defined by Sarah Ahmed as arising 
from the recognition of the “sensations” enacted through an “affect” that be-
comes “emotion” in cultural processes.83 However, for a long time, emotion and 
practice have been treated as separate domains, largely because Western scien-
tific traditions have linked “emotion” as an analytic category to an individualized 
emotional subjectivity.84 To counter this classification, Catherine A. Lutz argues 
that emotions are culturally constructed, shaped by social practices, beliefs, and 
norms. She states that, while studies on emotion in the West typically portray 
them as arising from “an internal world of sensations and thoughts,” they can also 
be understood in relation to the “environmental crucible”—in other words, the 
external conditions—in which they emerge.85 Focusing on the experience of the 
Ifaluk people of Yap State, Federated States of Micronesia, Lutz argues that emo-
tions and the feelings that arise from them are interconnected with Ifaluk cosmol-
ogy, value systems, social interactions, historical changes, and everyday life occur-
rences.  
 Similarly, in the Mariana Islands, Chamorro cultural practices demonstrate 
how material objects and communal rituals can evoke complex emotional re-
sponses that are both historically grounded and socially shared. During the Latte 
Stone Ceremony, the shared knowledge of the unlawful removal and subsequent 
neglect of the stones evoked negative emotional responses, as often happens 
when Indigenous peoples encounter their cultural belongings in museum set-
tings.86 Hugs were exchanged and hands placed on shoulders, symbolizing a 
shared sense of support and solidarity in the face of profound sorrow. The atmos-
phere was charged with intense emotion, as people openly expressed their grief 
through tears and their frustration through anger and serious facial expressions. 
Some people were overwhelmed by their emotions; others needed time to pro-
cess the deeply emotional experience.87 Guåhan slinger Roman dela Cruz men-
tioned that it was “easy to get offended that the artifacts and latte stones are so 
far away from home.”88 This feeling was shared among many community 
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members, as well as Chamorros living in the diaspora. However, dela Cruz claimed 
that it was even worse that the latte “had never been activated.” The latte at the 
Bishop Museum, in this sense, act as evidence of the widespread desecration of 
funerary and culturally significant sites in the Marianas, and the ongoing cultural 
trauma and deactivation it perpetuates.  
 Despite the difficult feelings that the ceremony elicited, many of the at-
tendants also emphasized feelings of hope and reconnection. Talking about the 
repatriation of ancestral human remains, Fforde et al. suggest that the experience 
is in itself “transformative and inherently powerful.”89 In a similar fashion, during 
the Latte Stone Ceremony, individuals experienced a profound sense of respect 
for their saina. NMI delegation member Erlinda Naputi described feeling at peace 
after reconnecting with the latte.90  
 Furthermore, the ceremony served as a powerful reminder of the histori-
cal and cultural continuity that links past and present generations, fostering a 
shared sense of community reconnection. Taitano Lowe, who lives in the diaspora, 
talked about how hopeful she felt after the ceremony: “Healing is happening in 
knowing that the latte are here in community and with the ancestors . . . that 
they’re well taken-care of.”91 Sarah Untalan, a Chamorro woman who works as an 
administrative assistant at the Bishop Museum, also noted how happy she was 
that so many Chamorros had reunited for the event.92 Tomas Perez of the 
Chamorro diaspora in Seattle shared similar feelings: “The biggest thing [I felt] is 
reconnection.”93 In this context, feelings of hope and anger were not opposing 
forces, but rather intertwined and coexisting. 
 Feelings of unity, respect, and longing for the return of the ancestral latte 
to their home were also common among the Chamorro attendants. Several at-
tendees mentioned that the ultimate goal of the Relocation Project was to repat-
riate the ancestral latte in the near future. In Placental Politics, Christine Taitano 
DeLisle notes that there is a deep connection between Chamorros and the tåno’ 
(land), where the land becomes a visceral, multisensory presence, communicating 
with Chamorros in ways that both literally and figuratively ground them in the soil 
and bind them to the land.94 Latte sites, in this respect, serve as tangible manifes-
tations of the deep connection that Chamorros have to their tåno’. In the words 
of Marsh Taitano and Liston, “Latte are a significant symbol and treasured birth-
right to contemporary CHamoru, signifying heritage, identity, and nationalism, 
and maintaining a community rooted in the land and culture.”95 
 Latte sites are also intimately connected to the physical, spiritual, and cul-
tural well-being of the land. Chamorro suruhana (healer) Mamma Chai says the 
following about her visits to latte sites: “There are times I feel a very deep, deep 
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piniti (hurt) of our ancestors. I believe they hurt when they see such destruction 
and lack of respect for our land and our environment.”96 As expressed by Mamma 
Chai, the desacralization and removal of materials from latte sites—including the 
stones themselves—play a significant role in the harm inflicted upon the saina and 
taotaomo’na who inhabit these sacred spaces. While the Latte Stone Ceremony 
was a significant first step in the rekindling of mutual relationships between the 
latte and the Chamorro community, the return of the latte from the Bishop Mu-
seum back to the islands will entail their physical, emotional, and spiritual recon-
nection with the tåno’, as well as with the taotao tåno’ (people of the land). The 
agency of the latte expressed in these concepts will in turn contribute to the heal-
ing of the land, the preservation of the cultural landscape of the Mariana Islands, 
and the reconnection of Chamorros who reside in different, often extremely dis-
tanced, geographical areas. 
 
 
Reactivation and Reconnection 
 
The latte at the Bishop Museum were reactivated through a series of “affective 
encounters”—the kinds of encounters that take place in the museum in which 
something affects something or someone else.97 As descendants engaged with the 
latte, their presence infused new life into these ancestral structures. In a way, 
there was an almost ontological transformation in the stones—from inanimate 
objects stored at the back of the museum to animated agents, reawakened 
through the relationships imbued in them by the descendants of those who carved 
them, as well as in the community which was reactivated through the presence of 
and contact with the latte. These transformations were fueled by touch, offerings, 
words, movements, and emotions shared during the ceremony. Thus, the Latte 
Stone Ceremony reveals how such affective responses can transform museum 
spaces from sites of violence and pain into spaces of healing and reconnection for 
Indigenous communities. Attending seriously to these emotional and sensory 
dimensions opens new possibilities for museums stewarding Indigenous cultural 
belongings—not as passive custodians, but as active participants in facilitating 
spaces for relationship building, care, and cultural affirmation.  
  Affective encounters were not limited to interactions between the latte 
and individuals; they also occurred among members of the community. The cere-
mony served as a significant moment to be proud of being Chamorro, offering an 
opportunity to embrace and affirm the Chamorro heritage and language within a 
communal space. For Chamorros participating in the Latte Stone Ceremony, the 
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presence of the latte evoked a profound connection to the saina, or ancestors. It 
represented a deeply significant and sacred moment for all those involved. The 
Bishop Museum became a space where the Chamorro community had the oppor-
tunity to reconnect with their saina, as well as with each other. It became a rela-
tional space, where dynamic and deeply emotional engagements between people 
and cultural artifacts took place.  
 Furthermore, the latte brought Chamorros together, fostering a sense of 
reconnection among individuals regardless of their place of origin—whether from 
Guåhan, the Northern Mariana Islands, or the diaspora. The Latte Stone Cere-
mony, in this way, embodied the spirit of inafa’maolek, a complex and important 
cultural metaphor for the Chamorro that emphasizes the cultural values of com-
munity cooperation, solidarity, and respect.98 The gathering of Chamorros for the 
ceremony holds particular significance because it transcends historical, political, 
cultural, and linguistic separations, often imposed by external colonial forces; the 
event not only fostered a shared sense of cultural reconnection but also reaf-
firmed the latte as a unifying symbol that bridges diverse Chamorro experiences 
and identities. This feeling is encapsulated by a phrase that was often repeated 
during the ceremony: “Un taotao, un Marianas—One people, one Marianas.” 
 
 
Coda 
 
This article was originally written shortly after the Latte Stone Ceremony took 
place in 2024, and exciting developments on the future of the latte housed at the 
Bishop Museum have taken place since. In August 2025, the Bishop Museum an-
nounced the ethical return of the latte, alongside the 10,000 artifacts collected by 
Hans Hornbostel, to the Mariana Islands. The announcement was made after the 
Bishop Museum’s Board of Directors unanimously voted to deaccession the 
pieces. This return is among the largest of its kind in terms of the number of items 
involved.  
 A small ceremony in Honolulu on August 9, 2025, marked the beginning of 
this process. Attendees included Lieutenant Governor of Guam Josh Tenorio, De-
partment of CHamoru Affairs President Melvin Won Pat-Borja, and Nicole Delisle 
Dueñas of the Guam Cultural Repository. Representing the CNMI were Chief of 
Staff to the Governor Henry Hofschneider, Senator Celina Babauta, NMI Museum 
Director Leonard Leon, and staff from the CNMI State Historic Preservation Office. 
Representing Hawaiʻi were Governor Josh Green and First Lady Jaime Ushiroda, as 
well as key representatives of the Bishop Museum. Some members of the 
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Chamorro diaspora in Hawaiʻi also attended. In their speeches, these dignitaries 
emphasized the importance of this moment and framed it in terms of reconcilia-
tion, healing, and continued collaboration, friendship, and commitment between 
the Mariana Islands and Hawaiʻi. Following these remarks, attendees were invited 
to place offerings upon the latte, to wish them a good trip or say goodbye to them. 
Bishop Museum staff then started to crate and prepare the collection for 
transport.  
 Soon after the ceremony, the first set of objects traveled back to Guåhan. 
From September 6 to 12, 2025, the Guam Museum held the exhibition Iyo-ta Gi 
Tano’-ta Ta’lo (Ours in Our Land Again) to welcome the artifacts home and recon-
nect them with the community. On October 24th, the people of Guåhan held a 
rematriation ceremony in front of the Guam Museum to honor the return of sev-
eral latte from Honolulu, which will remain on display in Skinner Plaza until a more 
permanent home is found. Over two hundred people gathered to chant, leave of-
ferings, and touch the latte, welcoming both the stones and the spirits of the saina 
back to the island. This ceremony, much like the Latte Stone Ceremony, was a 
deeply emotional occasion, marked by feelings of healing and resilience. In paral-
lel, one of the latte from the NMI—the one displayed in the center of the circle of 
latte in the central courtyard of the Bishop Museum—has also returned to Saipan. 
A public ceremony to welcome it home is scheduled to take place within the next 
few months. While some latte and artifacts have made their way back to the 
Marianas, roughly 6,000 more are still awaiting return. 
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Notes  
 
1 Every four years, members of different Pacific communities gather in the world’s 
largest celebration of Pacific Islanders and their culture: the Festival of Pacific Arts 
and Culture (FestPAC). Originally set to take place in 2020 and postponed due to 
the COVID-19 global pandemic, the thirteenth edition of the festival took place in 
Hawaiʻi, June 6–16, 2024. FestPAC 2024 also served as a celebration of the 50th 
anniversary of the first festival. This circumstance allowed its organisers to con-
ceive the biggest event seen to date, with over 100 official delegatations, five main 
venues, nine additional venues for performances, and eight simultaneous the-
matic programs. Under the theme “Hoʻoulu Lāhui/Regenerating Oceania,” the fes-
tival organizers wanted to “honor traditions that FestPAC has perpetuated for the 
last fifty years, with an eye toward the future.” “Ho’oulu Lāhui/Regenerating Oce-
ania: 13th Festival of Pacifc Arts & Culture,” Gravitas Pacifica LLC, accessed January 
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California Is the Eastern Pacific: Toward a  
Collective Oceanic Realignment  
 
 
Abstract  
This article is a reprint of a curatorial essay written for the catalogue of 
Transformative Currents: Art and Action in the Pacific Ocean, a multi-venue 
exhibition presented as part of Art & Science Collide, Getty’s most recent PST ART 
initiative (2024–25). Transformative Currents featured work by twenty-one artists 
and collaborative teams from across the Pacific region at three venues in Southern 
California: Oceanside Museum of Art, Orange County Museum of Art (now UC 
Irvine Langson Orange County Museum of Art), and Crystal Cove Conservancy. The 
essay details how the show, while rooted in Southern California, attempted to 
suture the ways in which the Pacific has been divided by colonial and imperialist 
powers and, thus, is regularly presented in large-scale exhibitions. It argues that 
the work in Transformative Currents both disembarked from Southern California 
and seemingly always recalled it, the artists navigating the Pacific searching for 
points of solidarity, not places for subjugation. 
 
Keywords: Getty PST ART, Pacific art, contemporary art, environmental art, 
exhibitions, curatorial practice 
 
 
Transformative Currents: Art and Action in the Pacific Ocean was a multi-venue 
exhibition presented in 2024–25 as part of Art & Science Collide, Getty’s most 
recent PST ART initiative. Curated by Cassandra Coblentz, with assistant curators 
Ziying Duan and myself, Transformative Currents featured work by twenty-one 
artists and collaborative teams at three venues in Southern California: Oceanside 
Museum of Art, Orange County Museum of Art (now UC Irvine Langson Orange 
County Museum of Art), and Crystal Cove Conservancy.i   
 The work of these artists from across the Pacific—encompassing the 
coastal Americas, Oceania, Australia, and South/East Asia—examined oceanic 
concerns including deep-sea mining, military weapons testing, plastic pollution, 
nuclear waste, coral restoration, climate data collection, kelp ecosystems, sea-
level rise, border infrastructures, factory fishing, sand dredging, coastal erosion, 
saltwater intrusion, Indigenous relationalities, and the challenges of international 
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stewardship, among others. The catalogue, published by X Artists’ Books and 
designed by Polymode Studio, features curatorial and contributed essays, 
individual project profiles for each participating artist, and documentation of the 
international “Sea Change” symposium held at Orange County Museum of Art in 
2022.ii It beautifully archives the nearly five-year project. Conscious decisions 
around the catalogue’s use of algae paper inserts and vegetable-based ink also 
contributed to the exhibition’s participation in PST ART’s Climate Impact 
Program.iii 
 The following is a reprint of my curatorial essay in the catalogue, which 
details how the show, while rooted in Southern California, attempts to suture the 
ways in which the Pacific has been divided by colonial and imperialist powers and, 
thus, is regularly presented in large-scale exhibitions. From the onset, 
Transformative Currents repeatedly challenged me to reconcile my research on 
contemporary art in Oceania with the project’s place-specificity of Southern 
California. Inspired by the reverberations between Indigenous oceanic practices 
in Southern California and Oceania, this text is the result of that curatorial 
wayfinding process. 
 
 
Introduction  

 
In the hit song “Californication” from their 1999 album of the same name, the Red 
Hot Chili Peppers describe, somewhat resentfully, the state of California as the 
“edge of the world and all of Western civilization.” An influential assertion from a 
stereotypically “Californian” band if there ever were one, this conventional 
geographical parlance reassures listeners that California is, indeed, something 
associated with a “West.” Contrary to any perceived “western-ness,” the seafaring 
practices of Indigenous peoples in Southern California have led Craig Torres and 
Cindi Alvitre, both Tongva and members of the Ti’at Society, to refer to Southern 
California’s offshore islands, now called the Channel Islands, as the “furthest east 
of Polynesia” and the “most eastern point of [the] Pacific landscape,” 
respectively.1 Such a shift in orientation, marked by a compass placement 
centered in the Pacific Ocean rather than on the North American continent, would 
lead us to classify California not as the West Coast but as the Eastern Pacific, in 
turn encouraging a considerable realignment in perspective (Fig. 1). 
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Figure 1. Google Earth view of the Pacific from Southern California’s coastline.  

 
  
 These two understandings of California—the edge of Western civilization 
and Polynesia’s easternmost limits—each suggest certain ideological inclinations 
toward the Pacific Ocean. The former recalls the Pacific as merely the successful 
termination point of Manifest Destiny, the “civilizing” project of the United States 
that realized its continental completion in the state-sanctioned genocide of 
California’s Indigenous peoples.2 Evoking death, destruction, and a newfound 
rampart, this militarized approach has lent itself to a fraught relationship with a 
fortified coastline that must not only be continually defended from outside 
enemies but can also function as a strategic base for further oceanic conquest. 
The latter, based on the scientific knowledge of Indigenous boatbuilding, brings to 
mind ecological ingenuity, pan-oceanic kinship, and cultural exchange.3 Averse to 
a racist hierarchical worldview between “civilized” and “uncivilized,” Torres’s and 
Alvitre’s sentiments foster respect for similarities and differences, mediated 
through a shared obligation to the oceanic environment. 
 As an exhibition anchored in Southern California with its sights set toward 
the greater Pacific, Transformative Currents: Art and Action in the Pacific Ocean 
strives to hold these two orientations in tension. The exhibition takes seriously the 
notion of Southern California as an oceanic entity, putting into conversation artists 
whose work either derives from socio-ecological concerns close to these shores or 
emerges from elsewhere in the Pacific but elicits particular relevance to local 
communities. Guided by aspirations to further recalibrate Southern California to 
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the Pacific, the curatorial process for Transformative Currents has prompted many 
difficult questions requiring deep deliberation: what does reimagining an “oceanic 
gaze” from this vantage look like, beyond the generally romanticized impressionist 
seascapes of the plein air art “colonies” that arose in beachside communities 
during the early twentieth century? How might a critical oceanic examination 
effectively expose Southern California’s historical and ongoing complicity in 
colonialism, imperialism, and militarism, while also offering potential routes 
through which more harmonious ways of engaging the ocean can be coordinated? 
Taking Torres’s and Alvitre’s pronouncements as its theoretical starting point, this 
essay will articulate the fruitful connections made visible by Transformative 
Currents’ innovative inclusion of Southern California within existing scholarly and 
artistic discourses concerning the Pacific. Although not possible to 
comprehensively represent the entire Pacific in its rich diversity, I contend that 
the place-based projects included in the exhibition elicit parallel analyses, 
motioning toward a collective oceanic realignment. 
 
 
Navigating Pacific Geo-Terminologies 
 
The very capaciousness of the Pacific is precisely what makes arriving at 
terminology adequate for an oceanic spatial understanding so difficult. Focusing 
on a single ocean is itself already an arbitrary task of selective exclusivity, 
especially if one takes into consideration geological time. Hundreds of millions of 
years ago, before massive plate tectonic subduction and corresponding uplift 
shaped the distinctive coastline to what we recognize today, the area that is now 
Southern California was completely submerged, the evidence of which can be 
found in marine fossils still dotting the landscape.4 Even if one limits their outlook 
to the more immediate past, present, and near future, the boundaries between 
individual oceans (and within oceans as well, such as the racialized identities 
imposed through the colonial partition of the Pacific into Polynesia, Micronesia, 
and Melanesia)5 are largely human-produced cartographic demarcations 
influenced by geopolitical motivations. What is more, if one follows how complex 
coastal ecosystems interact with the ocean—from estuaries, wetlands, and the 
inland waterways that replenish them—the ocean/land distinction becomes 
increasingly blurred, constituting less of a binary division than a spectrum of 
entanglements. For Pacific Islanders, the ocean also inhabits bodily realms. “We 
sweat and cry salt water,” Banaban, I-Kiribati, and Black diasporic scholar and poet 
Teresia Teaiwa once reflected, “so we know that the ocean is really in our blood.”6 
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 Akin to these dilemmas of generally defining oceanic space, others have 
also problematized how the Pacific has been framed, emphasizing how the terms 
privileged often correlate to underlying rationale.7 Epeli Hauʻofa, a Tongan and 
Fijian anthropologist and founder of the Oceania Centre for Arts and Culture, 
repeatedly unsettled prominent continental perceptions of the Pacific. In his essay 
“Our Sea of Islands,” Hauʻofa famously posits “there is a world of difference 
between viewing the Pacific as ‘islands in a far sea’ and as ‘a sea of islands,’” 
stressing how cultures and peoples are not separated by the ocean but, rather, 
interconnected through mobilities facilitated by its expansive waters.8 This 
critique is further contextualized in his later essay “The Ocean in Us,” in which 
Hauʻofa dissects terms such as “South Seas” and “South Pacific,” among other 
representations, as troublesome for the ways they reduce the region to peripheral 
status, a mere backdrop for paradisiacal leisure and military campaigns. Hauʻofa 
also challenges the label “Pacific Rim” by likening it to a doughnut in which 
decision-making power is reserved only for countries in the ring of continents 
(North and South America, Australia, and Asia) that border the ocean, while 
Oceania—his preferred unifying identity for the region—is relegated to a helpless 
void of nothingness, a hole in the metaphorical doughnut. 
 The meanings imbued through the charged terms outlined by Hauʻofa 
mirror the critique opening this essay between considering California as the West 
Coast or as the Eastern Pacific. Much like how each suggests an orientation to the 
ocean largely incompatible with the other, the dominant geo-terminologies of the 
Pacific reveal how it has long been imagined by colonial regimes, providing 
rhetorical cover for exploitative resource extraction, poisonous legacies of 
radioactive fallout, and environmental destruction.9 “When viewed through island 
rather than continental eyes,” Kanaka Maoli scholar and Hawaiian sovereignty 
activist Haunani-Kay Trask explains, “Pacific peoples live in the largest danger zone 
in the world.”10 While some of the more explicitly nefarious uses of language have 
receded as formal colonialism has slowly given way (in some places) to 
neocolonialism, exclusionary framing continues. Take, for instance, Asia-Pacific 
Economic Cooperation (APEC), the enterprise of capitalist trade liberalization 
founded in 1989, spearheaded by US imperialist interests, and including barely 
any Pacific Island member states (depending on how one classifies New Zealand 
and Papua New Guinea). As Pacific studies scholar and artist Katerina Teaiwa has 
noted, APEC’s logo seems to visualize the Pacific as a space devoid of anything but 
water.11 More specifically, the Pacific is rendered empty in the logo precisely due 
to APEC’s wordmark—and its economic influence—spanning the entire ocean, 
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paradoxically proving in this very representation the deceitful nature of the 
erasure inherent within “Pacific Rim” framings.12 
 Antithetical to terminologies that derive from competition and promote 
division, the names for the ocean in Indigenous Pacific cultures allude to cohesion 
and interconnection. In ʻōlelo Hawaiʻi (Hawaiian), Moananuiākea refers to the 
Pacific as the “vast/great ocean.” Te Moana-nui-a-Kiwa, the name for the Pacific 
in te reo Māori (the Māori language), locates the ocean as the home of the god 
Kiwa. To acknowledge the centrality of the ocean for Pasifika peoples without 
privileging any single understanding at the expense of others, Sāmoan, Persian, 
and Cantonese artist and curator Léuli Eshrāghi commonly uses the general 
translation of “Great Ocean.”13 Rather than continually being subsumed into 
continental struggles for power, these terms imply an alternative worldview 
emanating from the Pacific, what Hauʻofa willed in his declaration that “Oceania 
is expanding.”14 Hauʻofa offered an embracing vision of Oceania, one that already 
resonates with the seafaring Indigenous peoples of Southern California: “As far as 
I am concerned, anyone who has lived in our region and is committed to Oceania 
is an Oceanian. This view opens up the possibility of expanding Oceania 
progressively to cover larger areas and more peoples […].”15 
 Sometimes reinforcing and sometimes resisting these disparate framings, 
several recent exhibitions have addressed related themes in/about the Pacific. 
The rapidly growing number of contemporary art biennials/triennials in the 
cosmopolitan hubs of “Asia-Pacific” (itself another framing in danger of equating 
all of Oceania with Australia and further subordinating any representations of the 
Pacific to the more economically advantageous Asia) have engaged these 
questions with varying criticality, either by directing attention toward Oceania or 
by mapping links between Oceania and Australia, Asia, and, to a lesser extent, 
North America. These include the Asia Pacific Triennial hosted by the Queensland 
Art Gallery/Gallery of Modern Art (QAGOMA), begun in 1993; the Honolulu 
Biennial (now Hawaiʻi Triennial), established in 2017; TarraWarra Biennial 2023: 
ua usiusi faʻavaʻasavili; and recent editions of the Biennale of Sydney.16 Other 
exhibitions have touched on affinities across the Indigenous Pacific, concerns of 
climate change in the ocean, or both, including Paradise Now? Contemporary Art 
from the Pacific, at Asia Society (2004); ‘Ae Kai: A Culture Lab on Convergence, 
organized by the Smithsonian Asian Pacific American Center (2017); The Oceanic, 
at Nanyang Technological University (NTU) Centre for Contemporary Art 
Singapore (2017); Transits and Returns, at Vancouver Art Gallery (2019); 
Inundation: Art and Climate Change in the Pacific, at the University of Hawaiʻi at 
Mānoa Art Gallery (2020); SALTWATER / Interconnectivity, at Tautai Pacific Arts 
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Trust (2020); Te Au: Liquid Constituencies, at Govett-Brewster Art Gallery (2022); 
and the ongoing research initiatives and exhibitions organized through Blue 
Assembly at the University of Queensland Art Museum and by TBA21–Academy, 
among many others about ecology and/in oceans more generally.17 
 In California, the short-lived California-Pacific Triennial, held at the Orange 
County Museum of Art in 2013 and 2017, became the first major exhibition in the 
“Western” hemisphere to situate California alongside other places of the Pacific 
Rim, highlighting California’s interrelation with Latin America and Asia. Dan 
Cameron’s curatorial essay for the 2013 edition, though, spoke of the ocean only 
in superficial terms, as a surface for transpacific encounters between continents.18 

Even the decorative line drawing of the Pacific that spread across the front and 
back covers of the 2013 catalog did not include any islands from Micronesia or 
Polynesia, except for the northern tip of Te Ika-a-Māui, the North Island of 
Aotearoa New Zealand. True to what its name implied, neither California-Pacific 
Triennial went so far as to consider issues in or include artists from Oceania, in no 
small part because—when the ocean itself is not of immediate focus—the region 
can, as Hauʻofa warned, too easily “disappear into the black hole of a gigantic pan-
Pacific doughnut.”19 
 
 
Southern California Connections 
 
Transformative Currents is indebted to the breadth of these scholarly and 
curatorial efforts examining the Pacific. The exhibition contributes to these 
evolving conversations by centering Southern California in its study of the ocean 
and situating that locational grounding toward the Pacific in as expansive and 
inclusive terms as possible. Following Torres’s provocation that associates 
Southern California with Polynesia, the work in Transformative Currents generates 
newfound connections for places like Southern California that are geographically 
located in the “Pacific Rim” but also find crucial similarities in Oceania. Put 
differently, cognizant of both the doughnut and the hole, but without 
unproductively diminishing their differences, Transformative Currents makes a 
concentrated effort to suture the two together. This method of recovery also 
informs Transformative Currents’ use of Pacific in its subtitle. While sensitive to 
the colonial origins of the word to describe the body of water and its extrapolation 
onto Pasifika peoples as weak and passive, perhaps the use of Pacific in this 
context can work to reclaim its literal meaning of “peaceful” into an ethic of 
relationality, of treating the ocean and its billions of inhabitants—human and 



Katzeman │ California Is the Eastern Pacific 

 
 

 
42 

more-than-human alike—with peace. Despite its turbulent historical usage, and in 
the spirit of challenging existing notions of the ocean, it might be worth 
resuscitating the term to give it new life.20 
 To meaningfully make such generative associations without effacing 
culturally specific meanings and approaches, it was imperative to include artists 
whose work interrogates place-based issues—not to further divide the Pacific into 
increasingly smaller, separate pieces, but to raise questions in one location which 
might find their answers in another. As opposed to projects speaking to oceanic 
environments with little locational grounding, an approach likely to reproduce 
problematic assumptions in its sweeping generalization, it is precisely this place-
specificity that allows productive dialogue to transpire across the Pacific. As such, 
there are a roughly equal number of projects in Transformative Currents rooted in 
issues in Southern California that speak to the Pacific as a whole as there are 
projects from elsewhere that speak to concerns in Southern California, including 
military bombing, nuclear waste, oil drilling, deep-sea mining, navigation 
technologies, fiber-optic cables, rising sea levels, and ocean conservation. 
 For example, L. Frank and Jane Chang Mi’s 

múyuki hísh pó’ putíi’un 
(she will dream many things)21   

encourages us to consider the much-studied histories of military weapons testing 
in the Pacific through Southern California’s offshore islands. Frank and Mi’s 
installation links Indigenous dispossession of Minar, or San Nicolas, to the current 
US military occupation of the island, which was originally proposed as one possible 
testing site for the first atomic bomb and has since been repeatedly used as a 
bombing range, not unlike many other islands and atolls throughout the Pacific, 
including Kaho‘olawe and Bikini. Also focusing on Southern California coastal 
waters, Beatriz Jaramillo’s Connect 27,000 Dots references the 2020 discovery of 
barrels dumped between the shores of Los Angeles and Pimu, or Santa Catalina 
Island. The discovery of the barrels has since resulted in corresponding detection 
of DDT pollution and low-level radioactive waste, alerting the public to the long 
history of the improper disposal of toxic pollution in nearby oceanic waters.22 
Ohan Breiding and Shoghig Halajian’s Souvenir follows the migratory path of 
ocean debris caused by the 2011 Tōhoku earthquake and tsunami in Japan, which 
led to the major accident at the Fukushima Daiichi Nuclear Power Plant. These 
three projects, installed in Oceanside just over twenty miles from the now-being-
decommissioned San Onofre Nuclear Generating Station, embed Southern 
California within a larger understanding of “transnational nuclear imperialisms,” 
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among the many Pacific places dealing with legacies of nuclear radiation and 
nuclear reactors threatened by the tectonic activity of the Pacific plate.23 
 As one might expect in an exhibition on the ocean and climate change, the 
topic of sea-level rise is pervasive. Charles Lim, Irwan Ahmett and Tita Salina, and 
Angela Tiatia address aspects of sea-level rise in Singapore, Indonesia, and Tuvalu, 
respectively, while local effects are charted through Fran Siegel’s multimedia 
drawing installation of four wetlands in Southern California between Los Angeles 
and the US-Mexico border.24 On the other side of the border at Playas de Tijuana, 
Ana Andrade examines the delicacy of oceanic life, which is similarly contemplated 
in Isabel Beavers’s multimedia installation on deep-sea mining, a related topic in 
Alex Monteith and Maree Sheehan’s and Sean Connelly’s projects, too. Connelly’s 
Gut Technics traces the history of scientific data collection throughout the Pacific, 
creatively using the Argo float program—developed at Scripps Institute of 
Oceanography in La Jolla, California—as an emblematic case study. Tiare Ribeaux 
and Qianqian Ye’s collaborative project Kai-Hai also makes visible transpacific 
infrastructures of communication. Named after the Asia-America Gateway 
submarine cable system, Ribeaux and Ye’s A.A.G. goddexx figure is composed of 
the fiber-optic cables that stretch across the ocean floor and physically connect 
North America from San Luis Obispo, California, to Southeast Asia through Hawaiʻi 
and Guam.25 
 Continuing to traverse Southern California’s coast, Marcos Lutyens’s 
project about offshore drilling rigs near Santa Barbara gestures toward the origins 
of the contemporary environmental movement in the US, which was initiated in 
part in response to the 1969 Santa Barbara oil spill, leading to the inaugural Earth 
Day in 1970. Similar activist efforts continue today in community projects like 
those of Jake Atienza and Martha Atienza’s work on Bantayan Island in the 
Philippines, where they have helped declare Adlaw sa Mga Mananagat, or 
Fisherfolks Day, and designate Mambacayao Daku, an islet of Bantayan, as a 
Marine Protected Area. As in Bantayan, however, the tension between desires for 
sustainable oceanic stewardship and commercial profit repeatedly comes to the 
fore in Southern California. This is especially the case for those seeking Indigenous 
sovereignty, as advocated by Charles Sepulveda and Angela Mooney D’Arcy in an 
essay (republished in the catalog) responding to a 2021 oil spill off the coast of 
Huntington Beach and further evident through the prolonged difficulties of 
establishing the Chumash Heritage National Marine Sanctuary off California’s 
central coast.26 Sepulveda and D’Arcy share that the Tongva and Acjachemen 
word for ocean is moomat, commemorated in the first ti’at (sewn-plank canoe) 
built by the Tongva in over a century, which has helped restore Indigenous oceanic 
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traditions in Southern California. Moomat Ahiko—“breath of the ocean,” as the 
ti’at is named—reasserts the importance of language in shaping our perception of 
the Pacific. 
 These are but some of the ways the work in Transformative Currents both 
disembarks from Southern California and seemingly always recalls it, the artists 
navigating the Pacific searching for points of solidarity, not places for subjugation. 
For viewers local to Southern California, Transformative Currents is an appeal to 
likewise rethink our reciprocal relations with geographies of the Pacific more 
holistically, up and down the coasts of the Americas, across and throughout 
Oceania, and all the way to South/East Asia. For viewers from elsewhere in the 
Pacific, the exhibition is an invitation to generate conversations needed for new 
collectives of global action, in which an alignment from/toward Southern 
California as outlined here might provide useful guidance. For all who care for the 
ocean, Transformative Currents is an offering to the Pacific, in its expansive 
entirety. 
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Notes  
 
i The artists exhibiting at Oceanside Museum of Art were Irwan Ahmett and Tita 
Salina, Ana Andrade, Jake Atienza and Martha Atienza/DAKOgamay in 
collaboration with GOODLand, Isabel Beavers, Ohan Breiding and Shoghig 
Halajian, Sean Connelly, Megan Cope, L. Frank and Jane Chang Mi, Beatriz 
Jaramillo, Charles Lim, Marcos Lutyens, Alex Monteith and Maree Sheehan, 
Enrique Ramírez, Tiare Ribeaux and Qianqian Ye, Genevieve Robertson, Paul 
Rosero Contreras, Fran Siegel, Angela Tiatia, and Cecilia Vicuña. Liz Larner 
exhibited at Orange County Museum of Art, and Maja Godlewska and Marek Ranis 
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Abstract  
This personal essay takes shape around short descriptions and images of recent 
community arts and cultural events of Hawaiʻi. Reflections by the authors bring 
additional layers of meaning to the text. Through the interweaving of these differ-
ent elements, the essay proposes family stories of Native art, culture, education, 
and healing in Hawaiʻi as antidotes to art-historical canons, especially those rein-
forced by settler colonial museums and Westernized higher education systems in 
the Hawaiian Islands. 
 
Keywords: Hawaiʻi, contemporary art, community engagement, grassroots organ-
izing, Hawaiian sovereignty, intergenerational healing 
 
 
Hawaiʻi community art events led by Hawaiian women, queer folks, and their allies 
represent ongoing group processes committed to cultivating long-term structural 
and systemic change. Recent grassroots, do-it-yourself endeavors can be traced 
back to the late 1960s and early 1970s, a particularly transformative moment for 
the Hawaiian Islands characterized by an archipelago-wide cultural and political 
reawakening. Energized by the possibilities of ea (sovereignty, life, breath, free-
dom) “we”—all those working toward more abundant futures for Hawaiʻi beyond 
the tourism industry and United States military occupation—have been creating, 
educating, organizing, protesting, and protecting for over half a century.2 As a Ha-
waiian artist, curator, and writer with an interest in local and global histories of 
art, I am acutely aware of how much work has been done by past generations of 
creative practitioners to ensure that future generations—both active across the 
islands and abroad—do not have to endure the same struggles or make the same 
sacrifices again. 

This personal essay touches on some of these longstanding efforts, in par-
ticular those involving my family, friends, mentors, and frequent collaborators. 
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The four authors of this paper are related: Maile, my mother; and my aunties, 
Manulani and Meleanna. I recorded three informal discussions, one with each co-
author, between March and April of 2024. These discussions provide a foundation 
for this co-written text, which takes shape around excerpts from edited transcripts 
of our conversations.  

Our connections—daughters, sisters, mother and son, aunties and 
nephew—are vital aspects of our individual and collective processes. Beyond so-
called “conflicts of interest,” statements of relationality like this offer us an oppor-
tunity to acknowledge relations to their fullest potential. Where the four of us live, 
work, and care in Hawaiʻi nei, relationships are a lifeforce, not a liability. Educator 
and philosopher Manulani Aluli Meyer speaks of working with family and the need 
to change an entrenched and somewhat misguided perspective that views family 
collaboration as problematic: 
 

NEPOTISM ROCKS! Let’s make a bumper sticker! I tell people all the 
time: “I want to hire my sister. She’s three times better and twice 
as cheap.” And they usually respond, “You can’t do that, it’s a 
conflict of interest.” So, whenever I can, I try to help organizations 
and institutions change their conflict of interest disclosures to 
statements of relationality. We can’t let the inauthentic voice be 
raised up as authentic. We need to challenge Westernized notions 
of integrity and insist on Hawaiian practices. I’d take a deep rela-
tionship over a community of strangers any day.3 

 
  In this essay, memories of the authors from childhood and adulthood are 
interspersed among a series of scenes describing different scales and configura-
tions of arts organizing and activism in Hawaiʻi. Through a loose weaving of our 
family experiences and stories with brief accounts of arts and cultural events of 
the 2010s and early 2020s, a mesh of kinship, community, and place emerges. As 
Hawaiian and local creative communities of Hawaiʻi continue to navigate interna-
tional art worlds, we would do well to share our family stories of art, culture, ed-
ucation, and healing, not just as antidotes to the “art-historical canon” but 
because they remind us where we come from, who we are, and what we might 
be, especially if we embody aloha ʻāina—love for lands, waters, and skies. 

Accompanying the main text is a selection of captioned images document-
ing opening activations, exhibitions, installations, artworks, public programs, 
workshops, and cultural field service trips. These captioned images serve as a sup-
plemental record and provide additional information that helps to visualize and 
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contextualize the varied efforts being considered. At times the link between text 
and image is direct, and at other times less so. 

 
 

 
Figure 1. Participants in the opening ceremony of Ke Ao Lama: Enlightened World, prior to en-
tering Nā Akua Ākea, The Vast and Numerous Deities, one of five interconnected exhibitions pre-
sented at the 13th Festival of Pacific Arts and Culture (FestPAC), Capitol Modern, Honolulu, Kona, 
Oʻahu, June 7, 2024. Photograph courtesy of DKB [Drew Kahuʻāina Broderick] 

 
 
Hoʻoulu Lāhui: Regenerating Oceania, the 13th Festival of Pacific Arts and 

Culture (FestPAC), was convened on the island of Oʻahu, Hawaiʻi, June 6–16, 2024 
(Figs. 1–2).4 It has been over fifty years since the South Pacific Commission orga-
nized the inaugural festival in Suva, Fiji, and a century and a half since David 
Kalākaua, elected king of Ke Aupuni Hawaiʻi (Hawaiian Kingdom), shared his famed 
motto with the world: “E Hoʻoulu Lāhui,” which translates as “to grow or nurture 
a nation or people” (specifically, of course, the Hawaiian nation and its people).5 
In 1874, after nearly 100 years of loss—including mass death due to introduced 
diseases, the forced removal of cultural practices by Protestant missionaries, and 
land dispossession for American businesses—the Hawaiian population had col-
lapsed. From an estimated one million in the late eighteenth century, it fell to less 
than 50,000 by the late nineteenth century.6 King Kalākaua, like the South Pacific 
Commission, understood that if “we”—Hawaiians and Indigenous peoples of the 
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Pacific, more broadly—are to survive and maintain some semblance of independ-
ence in the face of colonization and ongoing occupation, it is absolutely necessary 
to grow our national consciousness by invigorating our people and advancing our 
cultural practices. FestPAC—a transoceanic exchange that takes place every four 
years in a different Pacific Island nation—was created in response to this need for 
a collective consciousness. It brings together thousands of delegates and visitors 
from different countries and territories across Oceania for a memorable, if brief, 
celebration.  

 
 

 
Figure 2. Installation view of ʻAi ā manō, 2024, curated by Drew Kahuʻāina Broderick, Kapulani 
Landgraf, and Kaili Chun, in Ke Ao Lama, Enlightened World, Capitol Modern, Hawaiʻi State Foun-
dation on Culture and the Arts, Honolulu, Kona, Oʻahu. Artwork from left to right: Scott Fitzel, 
Evolution—7’0 Lei O Mano, 2016; Kapulani Landgraf, Māmakakaua, 2021; ʻĪmaikalani Kalāhele, 
Divided, 2018; and Sean Kekamakupaʻaikapono Kaʻonohiokalani Lee Loy Browne, Kalamakū (Guid-
ing Light), 2004. Art in Public Places Collection, Hawai’i State Foundation on Culture and the Arts. 
Photograph courtesy of DKB 

 
 

 It is mid-July 2024 now, and many are still reflecting on the significance of 
the 13th FestPAC. Drawing on our experiences at the festival, we know we must 
continue efforts to rekindle and repair our relationships with one another as part 
of a larger effort to perpetuate diverse and creative cultural practices. The event 
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reminded us of the ways in which Indigenous internationalism and solidarity influ-
ence the health and wellbeing of Moananuiākea (the Pacific), and how the caring 
social bonds of our immediate families (both chosen and given) sustain genera-
tions and communities. 

Artist and filmmaker Meleanna Aluli Meyer reflects on creativity born of 
community and healing:  
 

When I started on this journey as a creative, nearly fifty years ago, 
there was so little appreciation of and support for Hawaiians, let 
alone us Hawaiian contemporary artists. It was a sorrowful time. At 
a certain point, I just got tired of holding protest signs at marches 
and rallies. So instead, I began painting community murals to work 
through generational trauma and help envision abundant futures 
for Hawaiʻi. Understanding what it is to heal is a lifelong process 
and that’s how I found my way to the creative work I’m doing to-
day. Art, education, and cultural practice activated through com-
munity become tools for our own healing.7 

 
 

  
Figure 3. Left to right: Keliiolalo-Kimiko “Lalo” Ishiki-Kalāhele (back), Calvin Hoe, and Loretta Ritte 
pictured inside Tūtū’s Hale, at Hōʻeu Mana: Reawakening Ancestral Stories, hosted by Hoʻoulu 
ʻĀina, organized by Puʻuhonua Society as part of Lā Hoʻihoʻi Ea 2024 at Thomas Square, Honolulu, 
Kona, Oʻahu. Photograph courtesy of Kaʻōhua Lucas 
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 As I write this paper, my sister Emma, mother Maile, and aunties Meleanna 
and Manulani—along with an extended support network of members of the 
nonprofit arts and culture organization Puʻuhonua Society—are preparing to take 
part in activations commemorating Lā Hoʻihoʻi Ea (Sovereignty Restoration Day).8 
In 1843, King Kamehameha ʻEkolu, Kauikeaouli, established July 31 as a national 
holiday to mark the end of temporary occupation by rogue agents of the British 
Crown and the return of sovereign control by Admiral Richard Darton Thomas, 
who traveled to Hawaiʻi on behalf of Queen Victoria to correct the “unwarranted 
transgression against the Hawaiian Kingdom.”9 On that day, the British flag was 
ceremoniously lowered and the Hae Hawaiʻi (Hawaiian flag) triumphantly raised 
to symbolize the restoration of the Hawaiian Kingdom encapsulated by the motto 
“Ua mau ke ea o ka ʻāina i ka pono” (“The life of the land is perpetuated in right-
eousness”).10 Today, Lā Hoʻihoʻi Ea is annually observed at Thomas Square Park in 
Honolulu. 

To celebrate Lā Hoʻihoʻi Ea in 2024, Puʻuhonua Society collaboratively or-
ganized Hōʻeu Mana: Reawakening Ancestral Stories, a two-day community art 
gathering focused on ea, a Hawaiian concept encompassing sovereignty, life, 
breath, and freedom. Through Hōʻeu Mana, photographers, sculptors, weavers, 
poets, musicians, dancers, farmers, chefs, filmmakers, activists, archivists, histori-
ans, and storytellers—both Hawaiian and non-Hawaiians—held ground at Thomas 
Square Park to practice their freedoms. In the astute words of Hawaiian patriot 
Dr. Kekuni Blaisdell, participants “recognize[d] what the British did and what the 
United States government has not done as of yet.”11  
 Lā Hoʻihoʻi Ea is an event where families gather, and relationships are 
strengthened (Fig. 3). Community advocate and entrepreneur Maile Meyer attests 
to the importance of nurturing arts and culture through family and relationships:  
 

My mother, Emma Aluli Meyer, believed that children should be 
exposed to every possible kind of art form at a very early age. She 
did everything she could to foster an environment of unfettered 
access to creativity in all its expressions. Singing, dancing, life draw-
ing, ceramics, cooking, weaving, lei making—you name it, we did it. 
This kind of upbringing liberated me and my siblings and a lot of the 
neighborhood kids from believing that there was only one way to 
do or be in the world. Even though she lost her mother at an early 
age and was raised by Catholic nuns, my mother was always an in-
dependent, creative thinker [who valued] community presence 
and participation.12 
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 Carrying on the conscious work of previous generations, in the early 2010s 
I began organizing, curating, designing, advocating for, and writing about the con-
temporary art of Hawaiʻi. At the time, there were few engaged in this work who 
were in my position: a Hawaiian artist who was born and raised, as well as living 
and working, on Oʻahu. This multifaceted engagement was an important tactic to 
advance my own creative practice, as well as those of my family, friends, mentors, 
and our overlapping communities. By honing our skills, demonstrating our capac-
ity, and affirming our presence, we could eventually force mainstream museums 
and educational institutions with exclusionary practices and environments—such 
as the Honolulu Museum of Art; Department of Art and Art History, University of 
Hawaiʻi at Mānoa; and Hawaiʻi State Foundation on Culture and the Arts—to 
acknowledge our significant contributions to the art ecosystem of Hawaiʻi. If they 
weren’t going to support us, then we needed to support ourselves—or as my fam-
ily often says, “If there is work to be done, don’t wait for someone else to do it!” 

Aunty Manu emphasizes the roles that unity, family, difference, and 
conflict play in diverse artistic endeavors: 
 

Unity differentiates, we are the same but different. If you are not 
mentored by difference, you are going to inevitably want to colo-
nize it. I’ve learned to appreciate and honor our differences. We’ve 
got to go where the conflict is greatest because, as Paulo Freire 
says, “Conflict is the midwife of consciousness.” And that’s what 
family is to me—perceived conflict. Even in conflict, we must re-
main committed to recognizing the efficacy of and the need for the 
vibrational energy of loving and what loving can do for this planet. 
As artists heal and get to the next level, their ideas will inspire our 
evolution, not deconstruct it over and over again.13 
 

 These principles guide our creative work. Exhibitions, essays, publications, 
films, screenings, lectures, workshops, panel discussions, community gatherings—
no matter what the collaboration, the teachings of my mother Maile, Aunty Manu, 
and Aunty Mele permeate it all. Through the actions of these Hawaiian leaders 
and others like them, I have come to know our family’s stories of art, culture, ed-
ucation and healing. And through these intersecting stories, I am continuously ar-
riving at a larger context for contemporary art and community in Hawaiʻi—a 
context that weaves together different places, peoples, practices, and perspec-
tives, all grounded in lived experience and guided by the multigenerational and 
grassroots efforts of many. By knowing and sharing these stories, I uplift those 
who embody Hawaiian values of ea, aloha ʻāina, and ʻauamo kuleana; participate 



Broderick et al. │ Native Art, Culture, Education and Healing in Hawaiʻi 

 
 

 55 

in larger networks of solidarity; and believe in the power of creativity to accelerate 
processes of positive change in communities and institutions. 
 During my early teens, I would hang out after school at Native Books, an 
independent bookstore, art gallery, and community venue dedicated to Hawaiʻi 
and the Pacific.14 My mother established Native Books in 1990, after a stint as the 
marketing director at Bishop Museum Press during the late 1980s. She recalls the 
community-based origins of Native Books: 

 
[In the late 1980s,] my sister Manu invited me to the Native Hawai-
ian Leadership Development Conference she organized with David 
Kekaulike Sing of Nā Pua Noʻeau through the University of Hawaiʻi 
at Hilo. My second child, Emma, was an infant so I brought her 
along with me and a kupuna [community elder] offered to hold her. 
As I spoke to educators and took book orders, I watched Emma be 
loved and cared for, passed from person to person around the 
room until she returned to me. For the first couple of years, before 
we opened the bookstore in Pālama, we sold books only through 
community events. I’d set up tables at craft fairs, swap meets, 
farmers markets, concerts, and conferences, six to eight times a 
week. Back then, I was constantly asked why I sold books “since 
Hawaiians couldn’t read”! That’s when I started [informing] anyone 
who asked me that question that the Hawaiian Kingdom had one 
of the highest literacy rates in the world.15 
 
A populist at heart, my mother established Native Books in the hopes of 

reclaiming agency and supporting knowledge exchange for and by the people—
not to make a profit and certainly not, in social media jargon, for the “likes.” In 
1993, she co-founded ʻAi Pōhaku Press with her lifelong friend, book designer Bar-
bara Pope (Fig. 4). A few years later in 1996, she opened Nā Mea Hawaiʻi, a re-
source center and retail environment focused on the circulation of cultural 
materials and products. True to form, throughout the 1990s, she would frequently 
distribute, for free or at cost, photocopies of the Kūʻē Anti-Annexation Petitions 
(1897) and Indices of Awards made by the Board of Commissioners to Quiet Land 
Titles in the Hawaiian Islands (1929). I didn’t know it then, but Native Books, ʻAi 
Pōhaku Press, and Nā Mea Hawaiʻi’s eccentric scenes—enlivened by Hawaiian art-
ists, designers, poets, musicians, educators, and community activists such as 
Nakeʻu Awai, ʻĪmaikalani Kalāhele, and Calvin Hoe—would have a tremendous 
influence on me in the decades to follow.  
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Figure 4. ̒ Ai Pōhaku Press (Maile Meyer and Barbara Pope) with KEANAHALA, Reading Room, 2022. 
In Hawaiʻi Triennial 2022: Pacific Century – E Hoʻomau no Moananuiākea, curated by Melissa Chiu, 
Miwako Tezuka, and Drew Kahuʻāina Broderick. Hawaiʻi State Art Museum (now Capitol Modern), 
Honolulu, Kona, Oʻahu. Courtesy of Hawaiʻi Contemporary. Photograph courtesy of Christopher 
Rohrer 
 
 
 At an event held at Native Books amid the excitement and exhaustion of 
the 13th FestPAC, artist and writer Dan Taulapapa McMullin of Sāmoa i Sasaʻe 
(Eastern Samoa), who now lives in the Mahhicannituck (Hudson River Valley, New 
York State), celebrated the second edition of their artist book The Healer’s Wound: 
A Queer Theirstory of Polynesia (Fig. 5). During the event, I found myself thinking 
about a story Dan told a few years earlier at a poetry reading organized in parallel 
with the Hawaiʻi Triennial 2022: Pacific Century—E Hoʻomau no Moananuiākea. 
The story was about a young man who was playing an ipu (gourd) as part of a kani 
ka pila (impromptu jam session), with Uncle ʻĪmai and Uncle Cal, at a gathering 
Dan attended decades earlier when Native Books was still located in Pālama. As 
Dan recalled: “I still remember how he held that gourd. How he played it, how 
beautiful it was . . . How I wished I was that gourd and he was playing me.” 
 Listening intently from the back of the room, with a big grin on my face, I 
was reminded of how influential puʻuhonua (places and people of refuge, peace, 
and safety) like Native Books can be for those who don’t conform to the norms of 
a heteropatriarchal, settler colonial capitalist society. For thirty-five years, Native 
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Figure 5. Dan Taulapapa McMullin (center) at a poetry reading and book launch for The Healer’s 
Wound: A Queer Theirstory of Polynesia (second edition), Native Books, Nuʻuanu, Kona, Oʻahu, 
June 8, 2024. Artwork (background): Solomon Robert Nui Enos, Papa Heʻe Nalu i ka Wā Akua, 
Surfing in the Time of the Gods, 2022, in Heʻe Nalu: The Art and Legacy of Hawaiian Surfing, 2024, 
curated by Carolyn Melenani Kualiʻi and Ian Kualiʻi. Photograph courtesy of DKB 
 
 
Books has offered space to gather, share, and perpetuate culture, not just for Ha-
waiians and Hawaiʻi locals but for anyone who is called to the venue from near 
and distant shores. According to my mother, spaces such as these are beacons of 
hope: 
 

After decades of community initiatives, we are now beginning to 
experience the full potential of what we’ve been planting together 
and sustaining through long-term relationships with one another. 
When I think of pilina—the importance of community and connec-
tion—I imagine a gathering in darkness, old Hawaiian-style with ku-
kui torches. As lights are lit, filling the gaps of darkness, enough 
illumination brings awareness of those already waiting. With 
shared presence and purpose, many things are possible. The work 
never happens alone even when we think we are out there on our 
own. We do it for our descendants, for all those future ancestors, 
so that they will know less heaviness and more joy!16 
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 During summers in my-preteens, I would visit Aunty Manu on Moku o 
Keawe, the Big Island of Hawaiʻi. At the time, she was an associate professor in 
the Education Department at the University of Hawaiʻi at Hilo, living and working, 
occasionally off-grid, at the intersections of Indigenous epistemologies, cultural 
and environmental stewardship, food sovereignty, transformational education, 
and community healing. Aunty Manu often took me with her to visit muliwai, 
places where stream mouths embrace ocean tides, where fresh and saltwater 
mix—Pāpaʻikou, Onomea, Kahaliʻi, Awawaloa and so on, along the Hilo Palikū 
shoreline of the island of Hawaiʻi. Here, surrounded by elemental forces, she 
would sit, sometimes for hours upon hours, listening, observing, gathering, mak-
ing. Moving in stillness, she would shape waterworn basalt into ʻulu maika (disks) 
and pōpō pōhaku (spheres). Back then, I was too young to appreciate the 
knowledge that was being transmitted—from place to person, and from aunty to 
nephew. It wasn’t until my early twenties, when I was living abroad, that I would 
come to fully acknowledge these moments of water and stone. 
 Aunty Manu has reflected on the significance of process and presence: 
 

Repeating something enough so that you’re not analyzing it, so that 
you get out of your thinking mind, is to experience it fully. When I 
shape pōpō pōhaku, spheres, one hand is consistent, steady, and 
moving in one direction while the other hand is chaotic, random, 
and moving without order. You need both—randomness and con-
sistency—so there is a constant and a variable and you have to trust 
in the process. Sustained repetition combined with sustained crea-
tivity has led me to the inevitability of self-awareness, self-devel-
opment, and self-knowledge.17 

 
 Over the years, Aunty Manu’s steadiness has created numerous environ-
ments for individuals, groups, and communities to ʻauamo kuleana, to practice 
excellence and transform ourselves collectively in the process. As the current 
Konohiki (facilitator) for Kūlana o Kapolei, a Hawaiian Place of Learning at the Uni-
versity of Hawaiʻi, West Oʻahu, Aunty Manu continues to work toward more just 
and sustainable futures for Hawaiʻi, and through Hawaiʻi, for the world—“Ea Ha-
waiʻi, Ea Honua.” Together with Indrajit Kumara Samarasingha Gunasekara, an In-
digenous farmer from southern Sri Lanka, she leads NiU NOW!, a community 
cultural agroforestry movement that deconstructs capitalism and encourages a 
sharing economy. More specifically, NiU NOW! emerged to affirm the significance 
of niu (coconut) and uluniu (coconut groves) in ecological systems (Figs. 6–7). At 
the center of the movement is the re-establishment of a loving relationship with 
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niu and the ancient practices surrounding this “tree of life.” Founded in backyards, 
in the hearts of its practitioners, and through the cultural practices of their com-
munities, NiU NOW! is not large-scale uluniu for economic gain, but rather uluniu 
for a healthy society and everyone’s wellbeing. 
 
 

 
Figure 6. Jesika Hernandez (left) learning to weave launiu (coconut leaves) with Indrajit Gun-
asekara, as part of hands-on activities with NiUNOW!, Hōʻeu Mana: Reawakening Ancestral Sto-
ries, 2024, organized by Puʻuhonua Society as part of Lā Hoʻihoʻi Ea 2024 at Thomas Square, 
Honolulu, Kona, Oʻahu. Photograph courtesy of Kaʻōhua Lucas 
  
 

Aunty Manu discusses the centrality of ʻāina (land, that which feeds) to ea 
(sovereignty, life, breath, freedom): 
 

You can summarize Hawaiian epistemology in one idea and that’s 
aloha ʻāina—love of land. And we love the land because of ʻāina 
aloha, because we know that the land loves us. Our geography 
shapes our knowing. People who know what that means have 
spent time in place and have loving relationships with their sur-
roundings. Hahai nō ka ua i ka ululāʻau. Plant a forest and the rains 
will come. Share purpose with others and transform the world. My 
purpose is to learn how to love better, to embody aloha in all its 
fullness. That’s it. What is the purpose you want to share with oth-
ers?18 
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Figure 7. Uluniu (coconut grove) work with NiUNOW! community, Makahiki, 2023, Kūkaniloko, 
Wahiawā, Oʻahu. Photograph courtesy of Kaʻōhua Lucas 
 
 
 As a teenager, I would assist Aunty Mele in art workshops and mural pro-
jects across Oʻahu. At Ke Kula ʻo Samuel M. Kamakau, a Hawaiian public charter 
school in Koʻolaupoko, Aunty Mele helped young people to establish relationships 
with art, informed by their cultural identities and experiences. There is no easy 
way to address personal pain and intergenerational trauma but expressing oneself 
creatively in a safe and supportive learning environment can be a powerful begin-
ning to a lifelong journey of healing. Since 1992, Aunty Mele’s “classrooms” have 
taken many forms—a steel-framed, blue tarp tent; a wooden park bench on the 
beach; a pothole-ridden parking lot; a correctional facility; a family’s backyard; a 
public library; and the white walls of a state-funded museum. No matter where 
the learning happens, it is never about the art or the final product; rather, it is 
always about connecting with people and sharing a culturally rooted creative pro-
cess along the way, as Aunty Mele explains: 
 

As a young, widowed mother of two boys, I was carried, like a high 
tide, to this place of going, “DAMN! There’s just so much trauma, 
rage, and confusion in me.” Finding out all the deplorable things 
that have happened to Hawaiians over the generations put me on 
a course of corrective action; as in, get myself educated so that I 
can make more informed decisions and then try to better under-
stand the reasons for all of the dysfunction in the Hawaiian com-
munity—in the lives of my own family, our cousins, and their 
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families. Desperation. Insanity. Addiction. Suicide. Families experi-
ence loss and difficulties at some point. But if we can practice for-
giveness, patience, and kindness throughout it all, then we can do 
it within our communities and beyond. I work whenever a need 
presents itself, and I don’t go where I’m not invited. Serving as a 
community arts educator has been my own lifelong education.19 

  
 

 
Figure 8. The painting of Nā Akua Kiaʻi, for the exhibition ʻAi Pōhaku, Stone Eaters, 2023. Partici-
pating artists (left to right): Kahi Ching, Al Kahekiliuila Lagunero, Solomon Robert Nui Enos, Harin-
ani Orme, Carl F.K. Pao, and Meleanna Aluli Meyer. Screenprinting studio, Department of Art and 
Art History, University of Hawaiʻi at Mānoa, Kona, Oʻahu. Photograph courtesy of DKB 
 
 
 The first time I worked on a community mural with Aunty Mele was in 
2004, when I was sixteen. At the invitation of Noelle M. K. Y. Kahanu, then director 
of community affairs at the Bernice Pauahi Bishop Museum, Aunty Mele was de-
veloping a large, forty-panel mural. Painted by school students and community 
members over a period of ten weeks, Hoʻohuli Hou: An Overtuning, A Change 
(2004) is a rumination on a wānana (prophecy) attributed to Kapihe, a kāula (seer), 
and adapted from Hawaiian Antiquities (Moolelo Hawaii) (1898) by Hawaiian his-
torian Davida Malo.20  The mural, currently on view in the museum’s Hawaiian 
Hall, celebrates the prophecy “E iho ana ʻo luna. E piʻi ana ʻo lalo. E hui ana nā 
moku. E kū ana ka paia” (“That which is above shall be brought down. That which 
is below shall be lifted up. The islands shall be united. The walls shall stand up-
right”).21 Aunty Mele elaborates on the mural’s powerfully enduring tenet: 
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Our ancestors are extraordinary, and they want the best for us. I 
believe in them and feel their presence. I am an embodiment of 
their knowledge and strive to continue their good works. Everyone 
I vision and paint and heal with, we all channel ancestral memory 
in our own ways. Together we hold it, we feel it, we pray for it. Our 
work helps remind us of what we are supposed to be doing, of what 
we all should be caring about. It hasn’t been easy, let me tell you, 
but it’s certainly been worth the effort. At the end of the day, we 
only need to remember that Spirit is in all things and as many of my 
kumu, beloved teachers have said to me over the years, “It matters 
not what you practice, but that you practice.” Simple, right!?22 
 

  

 
Figure 9. During the 13th Festival of Pacific Arts and Culture, 2024, Meleanna Aluli Meyer leads a 
discussion in front of Hawai’i Loa Kū Like Kākou. Mural by Meleanna Aluli Meyer, Al Kahekiliuila 
Lagunero, Harinani Orme, Kahi Ching, and Solomon Robert Nui Enos, 2011. Hawaiʻi Convention 
Center Lobby, Waikīkī, Kona, Oʻahu. Photograph courtesy of Allyson Ijima 
 
 
 Following Hoʻohuli Hou, Aunty Mele oversaw many more community mu-
rals and formed a hui (working group) with longtime friends and fellow Hawaiian 
painters Al Kahekiliuila Lagunero, Harinani Orme, Kahi Ching, Carl F.K. Pao, and 
Solomon Robert Nui Enos (Fig. 8). Among their collaborative projects, two works 
stand out: ʻĀina Aloha (2015) and Hawai’i Loa Kū Like Kākou (2011). ʻĀina Aloha is 
a two-sided painting addressing generational healing within Hawaiian communi-
ties. Since 2015, the mural has traveled to local and international conferences that 
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focus on dealing with historical and cultural trauma, and in 2023, it was included 
in Sharjah Biennial 15: Thinking Historically in the Present in the United Arab Emir-
ates. Hawai’i Loa Kū Like Kākou (Fig. 9) is a monumental eight-panel meditation 
on ʻauamo kuleana, a Hawaiian concept encapsulating the burden and privilege of 
responsibility in caring for Hawaiʻi and the planet. The mural—which shows an-
other way of being in the world—was organized by Puʻuhonua Society in collabo-
ration with the Office of Hawaiian Affairs and Hawaiʻi Tourism Authority. It was 
produced in advance of the 19th Asia-Pacific Economic Cooperation (APEC) Eco-
nomic Leaders’ Meeting, held in Honolulu in November 2011. It was also a direct 
response to the State of Hawaii’s commission of public art for the Hawaiʻi Conven-
tion Center in the late 1990s, which included no Hawaiian art. A testament to the 
ways in which community murals can raise awareness and bring about meaningful 
change, Hawaiʻi Loa Kū Like Kākou is now prominently displayed near the build-
ing’s main entrance. 
 
 

 
Figure 10. Audience activated by Manulani Aluli Meyer during keynote for ALOHA NŌ: Hawaiʻi’s 
Role in a Worldwide Awakening, Art Summit 2024, Hawai’i Convention Center, June 13, 2024, Wai-
kīkī, Kona, Oʻahu. Photograph by Bryan Berkowitz. Courtesy of Hawai’i Contemporary 
 
 
 On June 13, 2024, at the end of the 13th FestPAC, the Hawaiʻi Contempo-
rary Art Summit 2024 opened at the Hawaiʻi Convention Center, two floors above 
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the spectacular Festival Village. A thematic precursor to Hawaiʻi Triennial 2025: 
ALOHA NŌ, the free, multi-day, multi-site event brought together artists, curators, 
and thinkers from Hawaiʻi, the Pacific, and around the world to consider the trien-
nial’s theme through a series of talks, film screenings, artist presentations, and 
workshops.23  
 Amid the converging arts and cultural scenes of Moananuiākea, Aunty 
Manu delivered a keynote, “ALOHA NŌ: Hawaiʻi’s Role in a Worldwide Awaken-
ing,” inspired by the teachings of Aunty Pilahi Paki, Aunty Edith Kanakaʻole, Aunty 
Lynette Kahekili Paglinawan, and Aunty Pūlama Collier. During the session, she 
spoke movingly to notions of aloha as a practice that flows through truth-telling, 
healing, spirituality, and the Hawaiian sovereignty movement during this time of 
radical transformation (Fig. 10). Aunty Manu calls for aloha as method for living in 
a world where your worldview is valued: 
 

Aloha (love and loving) is the primal energetic force of our collec-
tive evolution; it is the genesis of world transformation. You know 
how I know that? Because others told me it was! I remember lis-
tening to kūpuna, community elders, to family, to friends telling me 
about Hawaiian intelligence and that, in the end, it just boils down 
to aloha. And then, suddenly, I felt intelligent. Like, wow! You 
know, I was made to feel so stupid in this other world but that 
wasn’t the one I wanted to inhabit. That was in 1997, while I was 
pursuing a doctorate in Philosophy of Education at Harvard Univer-
sity because I wanted to study with Howard Gardner whose theory 
of multiple intelligences resonated with me at the time. That’s also 
when I realized how sick US society really is.24 

 
Later in the day, Aunty Mele participated in a roundtable discussion, 

“Pewa: Healing and Truth Speaking,” with fellow triennial artists Megan Cope, Carl 
F.K. Pao, and Emily Mafileʻo of Taro Patch Creative, which was moderated by cu-
rator Mina Elison. The group engaged in conversation about loss and grief in a 
postcolonial and capitalist context, as well as healing and connectivity through ar-
tistic practices that mend cracks or divides in communities. Across the three days 
of Art Summit 2024, my mother Maile, then a board member of Hawaiʻi Contem-
porary, actively strengthened relationships between artists, audience members, 
and community partners, as she has done diligently since the organization’s incep-
tion over a decade ago. On her uplifting approach to community, my mother 
stated: 
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Everything we do, it’s all about lifting up the work of Native Hawai-
ian, Hawaiʻi, and Pacific creatives. If we can just meet people where 
they are at and help to support them so they can continue in the 
direction they want to go—that’s it right there, that’s enough. And 
so it’s always about nurturing relationships through community in 
all the ways we can. This is how we rise, through a different under-
standing of exchange. 

 
Witnessing my mother, aunties, and their extended support networks of 

friends, mentors, and frequent collaborators over the course of my life has in-
stilled in me a deep appreciation for all those who care, individually and collec-
tively, for the people, practices, and places that sustain Hawaiʻi. My family has 
taught me that meaningful change happens when we work together and take ac-
tion, each in our own way. Or as Aunty Manu often says when speaking about 
ʻauamo kuleana and the importance of carrying your responsibility, “Collective 
transformation through individual excellence.” 
 
 
Drew Kahu’āina Broderick (b. 1988) is an artist, curator, and educator from 
Mōkapu on the windward side of Oʻahu, in US-occupied Hawaiʻi. His work is guided 
by the multigenerational, on-the-ground efforts of Kanaka ̒ Ōiwi women and queer 
folk who have devoted their lives to art, culture, education, healing, and commu-
nity in Hawaiʻi. Currently, Broderick co-leads (with filmmaker Sancia Miala Shiba 
Nash), the grassroots film initiative kekahi wahi (est. 2020), which documents 
transformations and shares intersectional stories across the Hawaiian archipelago 
through time-based media. Recent projects include: ʻAi ā manō (2024) with Kapu-
lani Landgraf and Kaili Chun; ̒ Ai Pōhaku, Stone Eaters (2023) with Josh Tengan and 
Noelle M.K.Y. Kahanu; and Hawaiʻi Triennial 2022: Pacific Century – E Hoʻomau no 
Moananuiākea with Melissa Chiu and Miwako Tezuka. 
 
Maile Meyer (b. 1957) is the third daughter of Emma Akana Aluli and Harry King 
Meyer. She is a formally trained photographer who grew up in Kailua, between 
Mōkapu and Kaʻōhao, on the windward side of Oʻahu. In 1990, she founded the 
independent bookstore Native Books with a focus on Hawaiian and Pacific litera-
ture. In 1993, with book designer Barbara Pope, she co-founded ʻAi Pōhaku Press, 
specializing in publications connected to the storied and sacred places of Hawaiʻi. 
In 1996, she established Nā Mea Hawaiʻi, a place for Hawaiian and locally made 
cultural products. In 2020, with entrepreneur Wei Fang, she launched Arts & Let-
ters Nuʻuanu, a mixed-use bookshop, art gallery, and coworking and community 
events space. From 1996 to 2022, she served as the executive director of 
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Puʻuhonua Society, a Honolulu-based Native Hawaiian women-led nonprofit arts 
and culture organization. 
 
Dr. Manulani Meyer (b. 1959) is the fifth daughter of Emma Akana Aluli and Harry 
Meyer. She is an internationally renowned speaker who grew up on the sands of 
Mōkapu and Kailua on the island of Oʻahu and along the rainy shoreline of Hilo 
Palikū on the island of Hawaiʻi. She is a writer and international evaluator of Indig-
enous doctoral dissertations, working in the field of Indigenous epistemology and 
its role in worldwide awakening. Her book Hoʻoulu: Our Time of Becoming (2001) 
is in its third printing, and Hoʻopono: Mutual Emergence was published in 2025. 
From 2004 to 2010, she served as an associate professor of education at University 
of Hawai’i at Hilo. From 2010 to 2015, she was the lead designer-teacher for He 
Waka Hiringa, an innovative master’s degree in applied Indigenous knowledge at 
Te Wānanga o Aotearoa, the world’s largest Māori university. She is currently the 
Konohiki (facilitator) for Kūlana o Kapolei, a Hawaiian Place of Learning at Univer-
sity of Hawaiʻi, West Oʻahu. 
 
Meleanna Meyer (b. 1956) is the second daughter of Emma Akana Aluli and Harry 
Meyer. She is a community educator from the ahupuaʻa of Kailua, in the moku of 
Koʻolaupoko, Oʻahu. For over thirty years, she has worked in private, public, char-
ter and Hawaiian-language immersion schools across the Hawaiian Islands. As an 
artist and filmmaker, she translates ʻike Hawaiʻi (Native Hawaiian wisdom) 
through kaona (metaphor) to engage audiences and viewers in art, film, and the 
written word. She sees her work as a springboard for deeper conversations for rec-
onciliation and for healing. Recent projects include the public mural Nā Akua Kiaʻi 
(2023) with Al Kahekiliuila Lagunero, Harinani Orme, Kahi Ching, Carl F.K. Pao and 
Solomon Robert Nui Enos; and the documentary short film Mauna Kea: Sacred 
Mountain, Sacred Conduct (2020) with Tom Coffman and Lisa Altieri. She was a 
participating artist in the Hawaiʻi Triennial 2025: ALOHA NŌ. 
 
 
Notes  
 
1 This text was originally commissioned by the Queensland Art Gallery | Gallery of 
Modern Art, Brisbane, Australia. A previous version was published as: Drew 
Kahuʻāina Broderick, Maile Meyer, Dr. Manulani Aluli Meyer, and Meleanna Aluli 
Meyer, “Native art, culture, education and healing in Hawaiʻi: Family stories of 
Connection,” Asia Pacific Art Papers, Queensland Art Gallery | Gallery of Modern 
Art, December 25, 2025, https://apap.qagoma.qld.gov.au/native-art-culture-
education-and-healing-in-hawaii-family-stories-of-connection/. 
2 Established in 1973, Hale Nauā III, Society of Maoli Arts was one of the first or-
ganizations concerned with advancing Hawaiian contemporary art in Hawaiʻi. Led 
by Hawaiian artist and master carver Rocky KaʻiouliokahihikoloʻEhu Jensen, Hale 

https://apap.qagoma.qld.gov.au/native-art-culture-education-and-healing-in-hawaii-family-stories-of-connection/
https://apap.qagoma.qld.gov.au/native-art-culture-education-and-healing-in-hawaii-family-stories-of-connection/
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Nauā III channeled the teachings and lessons of individuals into the collective well-
being of a community of artists, both Hawaiian and non-Hawaiian. In line with its 
aims, Hale Nauā III sourced its name from an older cultural organization in exist-
ence during the late nineteenth century, Hale Nauā II. Founded by King Kalākaua 
in 1886 and functioning until his death in 1891, Hale Nauā II worked to secure 
political leadership positions for Hawaiians while also promoting the revival and 
strengthening of Hawaiian culture in combination with the advancement of West-
ern sciences, art, and literature. Although membership in King Kalākaua’s Hale 
Nauā II was limited to those of Hawaiian descent, it was open to all genders in 
contrast to many Western fraternal organizations active in the Hawaiian Kingdom. 
3 Manulani Aluli Meyer, conversation with Drew Kahu‘āina Broderick, March 21, 
2024. 
4 The 13th Festival of Pacific Arts and Culture Commission, appointed in 2018 by 
the Hawaiʻi State Legislature, included nine members: Kalani Kaʻanāʻanā, Māpu-
ana de Silva, Senator Jarrett Keohokālole, Representative Richard Onishi, Jamie 
Lum, Makana McClellan, Stacy Ferreira, Shanty Asher, and Snowbird Bento. The 
festival was organized by Gravitas Pasifika, a boutique firm that harnesses the 
power of creative storytelling to advance Hawaiian, local Hawaiian, and Pasifika 
worldviews; it is led by Dr. Aaron J. Salā and Dr. C. Makanani Salā. 
5 “Ka Hooulu Lahui,” Ka Nuhou Hawaii, April 21, 1874, p. 1. For additional context, 
see “Hawaiʻi, Host of the 13th Festival of Pacific Arts & Culture,” Bishop Museum, 
https://blog.bishopmuseum.org/nupepa/hawai%CA%BBi-host-of-the-13th-
festival-of-pacific-arts-culture. 
6 Nā Maka o ka ʻĀina (Joan Lander and Puhipau), Act of War: Overthrow of the 
Hawaiian Nation, 1993, 60 minutes; see Hawaiian Voice,   
https://www.hawaiianvoice.com/products-page/history-and-sovereignty/act-of-
war-the-overthrow-of-the-hawaiian-nation-2/. 
7 Meleanna Aluli Meyer, conversation with Drew Kahu‘āina Broderick, April 30, 
2024.  
8 Puʻuhonua Society is a Hawaiian and women-led non-profit organization based 
in Honolulu, which was founded in 1972 as the Young of Heart Workshop by Emma 
Akana Aluli Meyer, my maternal grandmother. In the words of my sister Emma 
and mother Maile: 
 

For the past four generations, the work of Puʻuhonua Society has 
been led by members of our family. For over 50 years, lineal de-
scendants of Emma Yuklin Akamu and Noa Webster Aluli have fo-
cused on providing support to artists, writers, educators and 
community organizers who serve as translators, mediators, and 
amplifiers of social and environmental justice issues in Hawaiʻi. Ka 
poʻe i aloha i ka ʻāina, Puʻuhonua Society is of and for the people 
who love this land of Hawaiʻi nei. As an extension of our ̒ ohana and 
a reflection of our values, our collective work acknowledges our 

https://blog.bishopmuseum.org/nupepa/hawai%CA%BBi-host-of-the-13th-festival-of-pacific-arts-culture
https://blog.bishopmuseum.org/nupepa/hawai%CA%BBi-host-of-the-13th-festival-of-pacific-arts-culture
https://www.hawaiianvoice.com/products-page/history-and-sovereignty/act-of-war-the-overthrow-of-the-hawaiian-nation-2/
https://www.hawaiianvoice.com/products-page/history-and-sovereignty/act-of-war-the-overthrow-of-the-hawaiian-nation-2/
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allegiances. Our pilina—our connectivity—joins us to communities 
in ways that are long-lasting and deep rooted. Through these rela-
tionships with creative thinkers, dreamers, and doers, Puʻuhonua 
Society serves as a refuge for Hawaiian ways of being. 

 
As of 2024, Puʻuhonua Society’s primary programs include: Aupuni Space, an 
artist-run gallery, venue, and studios; Hoʻākea Source, a Regional Regranting 
Program Partner of The Andy Warhol Foundation for the Visual Arts; Hoʻomau Nā 
Maka o ka ʻĀina, a cataloguing and public programming partnership aimed at 
preserving and making accessible Nā Maka o ka ‘Āina’s moving-image archive; 
KEANAHALA, an inclusive and collaborative weaving program that perpetuates the 
Hawaiian practice of ulana lauhala (pandanus weaving); KĪPUKA, a makers’ space 
and educational environment offering a series of classes and workshops focused 
on the transmission of ancestral knowledge and material practices; and NiUNOW!, 
a cultural agroforestry movement affirming the importance of niu (coconut) and 
uluniu (coconut groves) to the health and wellbeing of Hawaiʻi and its peoples. For 
more information see: “History,” Puʻuhonua Society, https://www.puuhonua-
society.org/. 
9 For additional context, see Lā Hoʻi Hoʻi Ea, https://lahoihoiea.org. 
10 On July 31, 1843, King Kamehameha ʻEkolu, Kauikeaouli, addressed the people 
of the Hawaiian Kingdom at Kawaiahaʻo Church and offered these timeless words 
of wisdom. 
11 Uncle Kekuni, who helped to re-establish Lā Hoʻihoʻi Ea at Thomas Square Park 
in contemporary times, speaks to the group’s intention in detail, addressing the 
need to reclaim and restore Hawaiian independence in Nā Maka o ka ʻĀina’s fea-
ture film Ka Lā Hoʻihoʻi Ea (1986). Hawaiian artists, musicians, sovereignty leaders, 
community members, and activists—including ʻĪmaikalani Kalāhele, Peter 
Kealoha, Homer Hayes, Pua Kealoha, Haunani-Kay Trask, and Mililani Trask—have 
made appearances in the educational program. 
12 Maile Meyer, conversation with Drew Kahu‘āina Broderick, March 12, 2024. 
13 Manulani Aluli Meyer, conversation with Drew Kahu‘āina Broderick, March 21, 
2024.  
14 At the time, Native Books was located up the hill from Niuhelewai Spring, on the 
corner of School and Aupuni Streets in Pālama, a short walk from the Kame-
hameha Schools Bus Terminal, past Maluhia Cemetery, Jean Charlot’s vibrant 
United Public Workers Mural (1970–75), and Golden City Restaurant. 
15 Maile Meyer, conversation with Drew Kahu‘āina Broderick, March 12, 2024.  
16 Maile Meyer, conversation with Drew Kahu‘āina Broderick, March 12, 2024.  
17 Manulani Aluli Meyer, conversation with Drew Kahu‘āina Broderick, March 21, 
2024. 
18 Manulani Aluli Meyer, conversation with Drew Kahu‘āina Broderick, March 21, 
2024.  

https://www.puuhonua-society.org/
https://www.puuhonua-society.org/
https://lahoihoiea.org/
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19 Meleanna Aluli Meyer, conversation with Drew Kahu‘āina Broderick, April 30, 
2024. 
20 Davida Malo, Hawaiian Antiquities (Moolelo Hawaii), translated from the Ha-
waiian by Dr. N. B. Emerson, 1898 (Honolulu: Hawaiian Gazette Co., Ltd., 1903), 
154. 
21 For further discussion of the mural, see J. Kehaulani Kauanui, “Aloha Nō and the 
Power of Healing in Contemporary Hawaiian Art: An Interview with Meleanna Aluli 
Meyer and Noelle M.K.Y. Kahanu,” Pacific Arts 25, no. 2 (2025), 111–14, 
https://escholarship.org/uc/item/7g64k84j. 
22 Meleanna Aluli Meyer, conversation with Drew Kahu‘āina Broderick, April 30, 
2024.  
23 Hawaiʻi Triennial 2025: ALOHA NŌ—curated by Wassan Al-Khudhairi, Binna 
Choi, and Noelle M.K.Y. Kahanu—was the first time that the curatorial team for 
the Hawaiʻi Triennial was composed entirely of women of color working collabo-
ratively in a nonhierarchical arrangement. Hawaiʻi Contemporary Art Summit 2024 
is the second iteration of the event. The inaugural Art Summit 2021 was conceived 
shortly before the COVID-19 pandemic lockdown of March 2020, by Melissa Chiu, 
Miwako Tezuka, and Drew Kahuʻāina Broderick, who were also the curatorial team 
for Hawaiʻi Triennial 2022: Pacific Century – E Hoʻomau no Moananuiākea. Pre-
sented in a hybrid format comprising in-person and online sessions, the summit 
was envisioned as a way of exchanging ideas, sharing practices, and remaining in 
relation, given the travel restrictions and health risks that defined daily life then. 
For more information see Hawaiʻi Contemporary, https://hawaiicontempo-
rary.org/art-summit-2024. 
24 Manulani Aluli Meyer, conversation with Drew Kahu‘āina Broderick, March 21, 
2024. 

https://escholarship.org/uc/item/7g64k84j
https://hawaiicontemporary.org/art-summit-2024
https://hawaiicontemporary.org/art-summit-2024
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GAZELLAH BRUDER 
with an interview by Stacy L. Kamehiro 

Restitution to Our Oceans–to our Pasifika I, II, 
III, and IV 
 
 
Abstract  
Gazellah Bruder is an artist based in Port Moresby, Papua New Guinea. She pre-
sents four paintings she created while an artist-in-residence (August to October 
2025) in the Leipzig International Art program at the Leipziger Baumwollspinnerei 
in Germany. In an artist statement, Bruder describes how her paintings are inspired 
by conversations surrounding complex subjects—colonization, de-colonization, 
identity, and restitution—and presents a critique of the devastating human impact 
on the earth’s oceans and ocean life. Her work calls for restitution to the oceans. 
Then, in an interview with art historian Stacy L. Kamehiro, Bruder discusses the 
four paintings and her artistic process in detail.  
 
Keywords: Oceania, Papua New Guinea, contemporary art, colonization, de-colo-
nization, identity, restitution, oceans, environmental degradation, climate change 
 
 

  

Figure 1. Gazellah Bruder, 2025.  
Port Moresby, PNG. Photograph courtesy 
of the artist 
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Artist Statement 
 
During my 2025 artist’s residency through the Leipzig International Art program 
at the Leipziger Baumwollspinnerei in Germany, I produced a series of four paint-
ings titled Restitution to our Oceans–to our Pasifika, I, II, III, and IV. These works 
were inspired by conversations surrounding very complex subjects: colonization, 
de-colonization, identity, and restitution.1  
 Many Indigenous societies have experienced cultural atrocities under col-
onization, including the removal of their cultural history and heritage. Restitution 
of precious artifacts to their original owners is an overwhelming process that re-
quires the participation of institutions, governments, and civil society. Although I 
lack precise knowledge of the complexities of restitution procedures, I was com-
pletely astounded when confronted by the sheer magnitude of the subject of res-
titution and did not know how to process it. It took a lot of deep thought on how 
best to express my understanding. Human problems can seem impossible to fix 
and require a lot of work and time to resolve. Therefore, I felt it necessary to re-
focus and look at the issue of restitution from a different perspective.  
 I thought of my position as a Pacific Islander and where I come from: Papua 
New Guinea. I considered the ocean and people’s impact on life in the ocean. The 
human species can be very destructive; as a collective, it has plundered nature. 
We have failed to use our earth sustainably. Nations have thrived on destructive 
practices that humans feel entitled to—practices that have contributed to climate 
change and global warming. The negative consequences of our greed are evident 
on our lands, and also in our waterways, our lakes, our rivers, and our oceans. We 
continue to colonize the oceans—over-fishing them, using destructive fishing 
methods, and polluting with our trash. With deep-sea mining, the worst is yet to 
come. Life on earth is at our mercy. Do we have time to fix the damage we have 
caused? The future looks bleak. 
 History has shown how much we have failed in our dealings with each 
other as human beings. Have we thought, even for a moment, about who fights 
and speaks for the tens of thousands of species we share this planet with? Who 
will speak for all life in the ocean? Who will make restitution to them, and how? 
Let us consider restitution to the oceans—all life on earth depends on this. It is my 
hope that my paintings will provoke and inspire us all in the fight to protect our 
oceans.  
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Interview with Gazellah Bruder by Stacy L. Kamehiro 
 
 
Stacy L. Kamehiro (SLK): Thank you for sharing your new and important work with 
Pacific Arts! Please tell us about your process in creating the Restitution to Our 
Oceans–to our Pasifika series.  
 
Gazellah Bruder (GB): My work always starts with my feelings about a story or a 
conversation I have in my mind. The paintings express deep, chaotic, and often 
troubling, overwhelming feelings. I start with a quick sketch to capture an image 
of these feelings and then—like carving out a rock to find the sculpture—through 
painting, I look for the story and reveal it.   
 
 

 
Figure 2. Gazellah Bruder, Restitution to our Oceans–to our Pasifika I, 2025. Acrylic on 300psm 
printmaking paper, 56 x 76 cm. Courtesy of the artist  
 
 
SLK: Your paintings feature specific animals, such as turtles, yellow tang fish (Zeb-
rasoma flavescens), nautiluses, and manta rays. Is there a special significance of 
these forms of sea life for you?  
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GB: I depict the turtle as a symbol of the people of whose land touches the warm 
water of the Pacific Ocean, especially those people who have historically been col-
onized or are still colonized. The turtle represents the survival of Indigenous cul-
tures, societies, and practices—sea turtles travel far and wide, from the moment 
they hatch to when they return to their home beaches years later to nest and 
create a new generation.   
 Tang fish clean parasites off large sea creatures like turtles and whales. 
They are featured in one of the paintings (Fig. 1) as a representation of the count-
less colonizers who picked off the resources from their Pacific colonies to benefit 
their own coffers. They extracted resources at the expense of the original inhabit-
ants who become subservient to the colonizers. 
 The nautilus shell and manta ray represent rare beauty and the mysteries 
of the deep that have yet to be discovered. All life on earth is precious, and yet 
the ocean is held ransom by human activity. It is our responsibility as human be-
ings to intervene to save and protect our warming Pacific Ocean. We must protect 
our ocean to save all life on earth. 
 
 
SLK: Some of the animals appear as opaque, silhouetted forms. Is there a reason 
you paint some of the sea life (especially the turtles) in this way? Are they akin to 
“ghost” figures—especially because so many of the Pacific marine turtles are en-
dangered species that are threatened with extinction? 2 Or might they be signaling 
future life—life that we hope is to come but is uncertain? 
 
GB: Yes, these represent all life: lived, living, and still yet to come.  
 
 
SLK: Please tell us about the arched patterns found in painting II (Fig. 3) and the 
arched and crosshatch patterns found on the rays’ bodies in painting IV (Fig. 5).  
 
GB: There are many common motifs in traditional patterns across Indigenous vis-
ual cultures throughout Pasifika. The patterns I used in these paintings represent 
the ripple of time, cultural continuity, and the current of the ocean and its waves 
that connect many Pasifika people. The crosshatch pattern is found in the weave 
of our traditional houses, mats, and fishing nets. Despite globalization and global 
warming, our Indigenous cultures and lifestyles continue to thrive. We have co-
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existed with nature, but now this symbiotic and balanced existence is in danger of 
being altered forever. 
 
 

 
Figure 3. Gazellah Bruder, Restitution to our Oceans–to our Pasifika II, 2025. Acrylic on 300psm 
printmaking paper, 76 x 56 cm. Courtesy of the artist  



Bruder │ Restitution to our Oceans 

 
 

 
75 

SLK: Would you comment on your color choices? Although the blue and greens in 
painting II (Fig. 3) correspond to the ocean environment, the bright purples, reds, 
and oranges seem to indicate something else, like danger.  
 
GB: The color choices are not accidental. The blues and greens are the beautiful 
calm cool waters of the ocean. The colors grow warmer: from purple and green 
hues to orange, representing heightening climate change and global warming, un-
til they become a “red hot” warning—a call to action for humanity. We have long 
colonized the ocean; our activities on land are mirrored in their impact in the 
ocean. We must take responsibility for our actions and be accountable to our en-
vironment lest we lose sight of the bigger picture: of how all elements of the earth 
are connected, wreak more destruction upon our ecosystem, and, ultimately, suf-
fer the consequences of our actions. 
 

 

SLK: The acrylic paint you used appears to have been very liquid, very fluid—it al-
most resembles watercolor. Were you going for a specific effect? Also, the way the 
paint that forms the environment for the sea life is applied suggests urgency. Are 
you intending to show chaos and violence in the ocean through your color choices 
and painting technique?  
 
GB: I enjoy working with acrylic paints because the colors are intense and remain 
vibrant when dry. Watercolor does not have the same bright finish and may fade 
over time. For practical reasons, I also used acrylic because I did not want the 
paints to run if the paper accidentally got wet after completion. 

The style I used to portray this “conversation” about the ocean relates to 
my attempt to relinquish my control over wet paint and wash techniques. The 
ocean cannot be tamed—it can be violent, wild, passionate, unpredictable, and 
beyond our comprehension. I deliberately chose to make it look chaotic. I applied 
diluted paint onto wet sections of the paper and while the paint was drying, I blew 
air across wet puddles and moved the paper in various directions to spread the 
paint, using salt to add textured effects. A lot of the beautiful transitions in forms 
and colors were almost organic and unplanned. I then simply looked at the paper 
when it was dry to “find” my characters in each piece. 
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Figure 4. Gazellah Bruder, Restitution to our Oceans–to our Pasifika III, 2025. Acrylic on 300psm 
printmaking paper, 76 x 56 cm. Courtesy of the artist  
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Figure 5. Gazellah Bruder, Restitution to our Oceans–to our Pasifika IV, 2025. Acrylic on 300psm 
printmaking paper, 76 x 56 cm. Courtesy of the artist  
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SLK: The paintings seem to include gestural effects in the way the paint is splashed 
onto the paper. Your own body and actions (activism?) are very present. Was this 
something you were thinking about—perhaps responding to your own call to act 
to protect our oceans? 
 
GB: The idea of my being a “conservation artist” was really born unintentionally. 
Most of my work for the past twenty-seven years has focused on the female form, 
specifically the female torso, as the epitome of life.3 I was inspired by the annual 
Hiri Moale Festival that celebrates Motuan culture, languages, and traditions in 
the Central Province of Papua New Guinea.4 Part of the celebration features the 
Hiri Hanenamo, in which young women demonstrate their knowledge of Motuan 
culture and their commitment to preserving Indigenous heritage. The women 
wear grass skirts that sway with their movements to welcome the arrival of the 
Hiri Lagatoi—large sailing canoes famed for their ocean voyages in complex his-
toric trade networks. In two of the paintings in the Restitution to our Oceans–to 
our Pasifika series, I subtly depict a female form (Figs. 4 and 5) to emphasize the 
presence of Mother Nature, the connection of humanity and the environment, 
and peoples’ responsibility to protect the environment and therefore ourselves. 

My feeling the need to act is also inspired by my father. I have always loved 
painting turtles and see in the turtle the spirit of my father.5 He was wise, refined, 
and kind—virtues that I aspire to. I am not the most courageous person or a born 
leader, but I also am not a follower. I am a nonconformist who has always striven 
to use my art to create conversations. I am not an aggressive or confrontational 
human being and in the face of violence, I run for the hills—I always thought of 
myself as a coward. In terms of human rights, I have always hidden behind my 
work to express my thoughts. I never tagged nor saw myself as an activist. I sup-
pose my work through the years created this persona of someone who actively 
participates in conversations that matter. Activism for me came slowly and subtly.  

My experience during my three-month artist residency through the Leipzig 
International Art program was profound in such a way that I had no choice but to 
take a stand. I can no longer sit on the fence, playing it safe. I finally realize how 
complex and so much bigger than me these discussions on colonization, decoloni-
zation, and participatory restitution are. I couldn’t visualize how to express and 
participate in this conversation without feeling like an imposter and ignorant. I 
thought deeply and it was emotionally traumatizing for me. It was then that the 
connections between the ocean, life in the ocean, my existence as a member of a 
former colony, and my personal experience became clearer. I wanted to address 
human colonization of the ocean and how we human beings have caused so much 
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havoc to other species of life who cannot speak for themselves. It was in imaging 
this “voicelessness” that I was deeply moved to speak and become part of a grow-
ing voice for all life in the ocean. I don’t know if anyone will hear or care about my 
voice, but I do believe that we all play an important role in this “war.” 
 
 
Gazellah Bruder is of mixed Mekeo and Tolai parentage of Central and East New 
Britain, respectively, and was born in Port Moresby, Papua New Guinea. The com-
plexities and expectations of being raised within the opposing structures of a pa-
triarchal and matriarchal society significantly impacted her and her siblings. The 
cultural and social contrasts created a sense of alienation for her, inspiring her 
passion to find an identity and a place to belong. Art has been that safe place for 
her. She earned several degrees from the University of Papua New Guinea: a 
certificate in visual arts (1995),  a diploma in fine arts in printmaking (1997), a BA 
in art and design with a minor in anthropology (2010), and a BA with honors in 
visual anthropology (2012), for which she wrote a thesis titled “Tolai Women and 
Tabu Shell Money Today.” She has worked in arts and media industries for twenty-
seven years and has participated in over sixty-five major exhibitions. She held her 
first solo print exhibition in 2014 and is working toward her second solo exhibition 
in 2026.   
 
Stacy L. Kamehiro teaches in the Department of History of Art & Visual Culture at 
the University of California, Santa Cruz. Her research focuses on colonial Hawaiian 
visual and material culture. Her recent work attends to the politics of art organi-
zations following the overthrow of the Hawaiian monarchy; the place of overseas 
travel in King Kalākaua’s efforts to maintain Hawaiʻi’s independence; the roles of 
Hawaiian featherwork as cultural affirmation, political statement, and historical 
subject; and US empire and art history. Her current book project, Objects of the 
Nation: Hawaiʻi at the World’s Fairs, examines collections and exhibitions of Ha-
waiian material culture and natural history in local and international contexts.  
 
 
Notes 
 
1 On other works by Gazellah Bruder that focus on the environment, see Marion 
Struck-Garbe, “Artists Concern: Visualising Environmental Destruction in Papua 
New Guinea,” Pacific Arts 20, no. 1 (2021): 88–104. 
2 There are numerous species of turtles in Oceania threatened with extinction, 
among them green turtles, hawksbills, loggerheads, leatherbacks, flatbacks, and 
olive ridleys. See “All Sea Turtles in the Pacific Threatened with Extinction, Report 
Reveals,” Secretariat of the Pacific Regional Environment Programme, September 
4, 2025, https://www.sprep.org/news/all-sea-turtles-in-the-pacific-threatened-

https://www.sprep.org/news/all-sea-turtles-in-the-pacific-threatened-with-extinction-report-reveals
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with-extinction-report-reveals. In her paintings, Bruder features one or all these 
turtle species, often merging features of the various turtles together. The turtle 
images represent Indigenous Pacific Island peoples and their survival. Gazellah 
Bruder, personal communication with Stacy L. Kamehiro, January 1, 2026.  
3 For discussion of two of Bruder’s paintings that focus on the female form, see 
Stacy L. Kamehiro, “Gazellah Bruder, Goddess I Am and Feeding the Gods of Mel-
anesia,” in Smarthistory, March 31, 2025, https://smarthistory.org/gazellah-
bruder-goddess-i-am-and-feeding-the-gods-of-melanesia/. 
4 For a discussion of the Hiri Moale in the context of Indigenous sovereignty, see 
Peter Phipps, “Performing Indigenous Sovereignties across the Pacific,” in Touring 
Pacific Cultures, ed. Kalissa Alexeyeff and John Taylor (Australia National Univer-
sity, 2016), 258–62. 
5 For additional discussion on the significance of turtles for Bruder, see Struck-
Garbe, “Artists Concern,” 96. 
 
 

 
 
 
 
 
 
 

https://www.sprep.org/news/all-sea-turtles-in-the-pacific-threatened-with-extinction-report-reveals
https://smarthistory.org/gazellah-bruder-goddess-i-am-and-feeding-the-gods-of-melanesia/
https://smarthistory.org/gazellah-bruder-goddess-i-am-and-feeding-the-gods-of-melanesia/
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DERK HARM VAN GRONINGEN À STULING 
Kilenge Nausang Singsing (West New Britain, 
1977–1978): A VisuaI Essay  
 
 
Abstract  
In this visual essay, the author documents the Kilenge Nausang masks he 
photographed in 1977 and 1978 during a Nausang singsing in the Kilenge village 
cluster of Ulumainge, Waremo, and Saumoi in West New Britain. The Kilenge 
people describe the Nausang as a giant of extraordinary power, a being with an 
essentially malevolent character who serves a corrective function. The author also 
presents his photo-documentation of a Nausang mask depicted on the men’s 
house (naulum) in Potne, New Britain, as well as the construction of the men’s 
house. 
 
Keywords: Kilenge, West New Britain, Nausang, masks, initiation, art, material 
culture, visual anthropology, architecture, Papua New Guinea  
 
 
In my 2023 publication Kilenge: West New Britain, Papua New Guinea. A Pictorial 
Ethnography, I narrate the different art forms I encountered and was privileged to 
photograph in 1977 and 1978 while conducting field research centered on the cir-
cular migration pattern of the Kilenge people on the northwest coast of the island 
of New Britain.1 Being permitted to take photographs of their daily activities, my 
research focus became much broader, to include various Kilenge-oriented mate-
rial art forms featuring designs related to a mythical personality called “Nau-
sang.”2  
 The Kilenge figure of Nausang is a giant of extraordinary power, a being 
with an essentially malevolent character who serves a corrective function.3 The 
images I saw of Nausang’s face in 1978 were depicted as a human face in the col-
ors white, red, and black on wooden masks. I also found stylized, simplified Nau-
sang-face figures on various objects like Siassi-origin bowls, dance clubs, and chisel 
sticks.4 Women and noninitiated children were not allowed to see a Nausang 
mask, and if this ban was not complied with, repercussions could follow. In fact, 
before the establishment of colonial rule in western New Britain in 1890, the sight 
of a Nausang mask by women or uninitiated children could even lead to the killing 
of the perpetrator’s entire family by villagers as a deterrent act.5 Due to the efforts 
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of the colonial government and missionaries, and conversion of the Kilenges to 
Christianity, such practices were no longer occurring during the period of my re-
search. 
 This visual essay—consisting mostly of photographs that have not been 
previously published—documents the Kilenge Nausang masks I encountered dur-
ing a Nausang singsing in the Kilenge village cluster of Ulumainge, Waremo, and 
Saumoi in 1978. A singsing is a periodically recurring festival lasting several days 
during which there is drumming, dancing, and singing that accompanies male chil-
dren undergoing various phases of initiation. The Nausang masks I saw were the 
property of families or clans residing in these villages. While conducting my re-
search, I also photographed the construction of a naulum (ceremonial men’s 
house) in Potne village, also located on the northwest coast of New Britain, and a 
Nausang mask included in that structure. I describe some of the features of these 
masks and the contexts in which they were made. 
 
 

     
Figure 1 (left). Tavelemanugé Nausang mask decorated with white dots. Painted wood, approx. 60 
x 30 cm. Waremo village, Kilenge, West New Britain, Papua New Guinea, March 1978. Photograph 
courtesy of the author 
Figure 2 (right). Nausang dancer Talania Aigilo wearing the Aisivok mask. Waremo village, Kilenge, 
West New Britain, Papua New Guinea, March 1978. Photograph courtesy of the author 
 

 
 By the time of my visit, anthropologist and curator Adriaan Alexander Ger-
brands (Leiden University), in collaboration with anthropologist Philip J. C. Dark 
(Southern Illinois University), had already conducted research in the Kilenge 
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villages. Their research spanned several years, with Gerbrands conducting field-
work in 1967, 1970, 1973, and 1978, while Dark’s investigations occurred in 1964, 
from 1966 to 1967, and in 1970. Part of their research also included the documen-
tation of the Nausang face in words and images, which I gratefully reference. 
 
 

       
Figure 3 (left). Front of Ulumainge Nausang mask. Unpainted wood, approx. 60 x 30 cm, 1977. 
Kilenge, West New Britain, Papua New Guinea. Photograph courtesy of the author 
Figure 4 (right). Rear view of Ulumainge Nausang mask. Painted wood, approx. 60 x 30 cm, 1978. 
Kilenge, West New Britain, Papua New Guinea. Photograph courtesy of the author 
 
 
Kilenge Nausang Masks  
 
The Kilenge Nausang masks (tumbuans) I saw in 1978 were beautifully carved in 
the form of a human face. They were hand-made by a local woodcarver (namos) 
who had been commissioned by a Kilenge family. Their shapes were more or less 
identical, measuring approximately 60 cm high—about twice the size of a human 
face (Fig. 1). Rather thin, wide-eyed, oval-shaped gaps are carved into the mask 
and serve the purpose of allowing the Nausang dancer to maintain his position 
during the performance. These gaps become invisible to spectators after the 
painting of the masks is completed in the naulum, as well as during the dance 
performance. Other mask characteristics include an open mouth with visible teeth 
(Figs. 1 and 3), a protruding tongue (Figs. 5 and 7),6 and elongated ears with 
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pierced earlobes through which clumps of leaves can be hung. The base color of a 
Nausang mask is white (koki; Fig. 3), with the characteristic features of the fore-
head, cheeks, nose, ears, chin, eyes, and mouth indicated in reddish brown and 
black (kuruk; Figs. 5–7). The protrusion on top of the high forehead is for attaching 
the headdress, consisting of black cassowary feathers as well as a bamboo stick 
adorned with white cockatoo feathers. During a singsing, a bullroarer called “Nau-
sang’s tongue” is swung about by the men and produced a menacing wail that 
announced Nausang’s arrival.7 
 
 

   
Figure 5 (left). Aisivok Nausang mask. Painted wood, approx. 60 x 30 cm. Waremo village, Kilenge, 
West New Britain, Papua New Guinea, March 1978. Photograph courtesy of the author 
Figure 6 (right). Marimbu Nausang mask. Painted wood, approx. 60 x 30 cm. Waremo village, 
Kilenge, West New Britain, Papua New Guinea, March 1978. Photograph courtesy of the author  
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Figure 7. Kaiwakaainge Nausang mask. Painted wood, approx. 60 x 30 cm. Waremo village, Kilenge, 
West New Britain, Papua New Guinea, March 1978. Photograph courtesy of the author  

 
 

 
Figure 8. Kilenge men repainting Nausang masks in Ulumainge naulum (men’s house), Kilenge, 
West New Britain, Papua New Guinea, March 1978. Photograph courtesy of the author  
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 An important activity during the preparations for the Nausang singsing that 
took place in 1978 in Ulumainge village was the repainting and fitting of the Nau-
sang masks (Fig. 8), which had been stored in dried banana leaves in the 
Ulumainge ceremonial men’s house, together with feathers, pig’s tusks, and 
leaves. As not every male painter was able to complete the repainting task in one 
go, the masks were placed on wooden posts along a wall in the men’s house so 
that progress in the restoration process was clearly visible to the other painters 
(Fig. 9).  Finally, all the masks had colorful leaves and a pair of round tusks from a 
mature pig attached to the mouth openings. Figure 10 shows Kilenge men affixing 
pig tusks and red fibers to the mouth of the Tavelemanugé Nausang mask with 
great care and precision.  
 
 

 
Figure 9. Nausang masks on wooden posts in the naulum (men’s house) during the restoring pro-
cess. From left to right: Tavelemanugé, Aisivok, Navantamé, Marimbu, Aulamainge, and Kai-
wakaainge. Ulumainge village, Kilenge, West New Britain, Papua New Guinea, March 1978. 
Photograph courtesy of the author 
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Figure 10. Kilenge men fitting ornaments on a Tavelemanugé Nausang mask in the Ulumainge 
naulum, Kilenge, West New Britain, Papua New Guinea, March 1978. Photograph courtesy of the 
author 
 
 

 
Figure 11. Nausang masks with adornments erected on poles in the Ulumainge naulum. From left 
to right: Tavelemanugé, Aisivok, Navantamé, Marimbu, Aulamainge, and Kaiwakaainge. 
Ulumainge village, Kilenge, New Britain, Papua New Guinea, March 1978. Photograph courtesy of 
the author 
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 Figure 11 shows six Nausang masks, fitted with black and white feather 
headdresses and other adornments, erected on poles in the Ulumainge naulum. 
All six masks were meant to be worn while performing by Nausang dancer Talania 
Aigilo during the various 1978 Nausang singsing ceremonies. During the April 1978 
singsing, Aigilo actually used a seventh mask known as Marimbuainge (see Fig. 12 
and the far-left mask in Fig. 14) during his performances in front of the Waremo 
naulum. This mask had not been repainted in the Ulumlaut men’s house. The 
significance of Marimbuainge is rooted in its correspondence with the number of 
clans (Lains) that were present in the Ulumainge village in 1978.8  
 
 
Mask Names and Designs 
 
Although the Nausang masks used in the 1978 Ulumainge Nausang singsing were 
given names, I have not been able to verify the possible meanings of the individual 
masks’ names. In a 1994 publication, Gerbrands mentions names of Nausang 
masks—including Aisiwok, Esugal, Kaikai, Kanamuré, Moro, Sago, Sengkana, and 
Talawagi—that had formerly been used in one of the Kilenge villages. In his opin-
ion, the names were more or less comparable to a family coat of arms.9 While the 
1978 Ulumainge/Waremo/Saumoi Nausang singsing bore the name “Angku-
ruainge,” no Nausang mask bearing this name was made due to lack of resources. 
Like Kilenge family genealogies, a kind of Nausang family tree exists. In this line-
age, the Angkuruainge Nausang was stated to be the “father” of three “sons”—
Aulamainge, Kaiwakaainge, and Tangaiva—and Ulumainge men made masks for 
two of these Nausang in 1978 (Figs. 11–13).10 The suffix “ainge” stands for “bik-
pela” (“big” in Pidgin). Following the Nausang family tree, this could mean that the 
owners of the “ainge” masks had a higher status. Potential meaning for the names 
ending in “tamé” and “manugé” was not as clear.  
 The names and designs of Nausang masks appear to correspond to a Nau-
sang lineage and the clan with which the mask is associated. The resemblance be-
tween the face designs on the Marimbu, Marimbuainge, Aulamainge, 
Kaiwakaainge, Navantamé, and Tavelemanugé Nausang masks is clearly visible 
(Figs. 11 and 14). This similarity indicates that the owners of the masks belong to 
the same clan. As for the Aisivok Nausang mask (Fig. 13), the top of the head sec-
tion is painted with a completely different design, lacking the stripes featured on 
the other masks, suggesting that the owner is from a different clan.11  
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Figure 12 (left). Marimbuainge Nausang mask. Painted wood, approx. 60 x 30 cm. Ulumainge vil-
lage, Kilenge, West New Britain, Papua New Guinea. 1978. Photograph courtesy of the author  
Figure 13 (right). Kilenge, West New Britain, Papua New Guinea. Aisivok Nausang mask, Ulumainge 
village, 1978. Painted wood, approx. 60 x 30 cm. Photograph courtesy of the author 
  
 
 The geographical proximity of Ulumainge, Waremo, and Saumoi—the 
three villages that were the main villages within a comparatively diminutive cul-
tural area—facilitates a more precise description and comparison of the mask de-
signs in Figure 11. This is a shift from earlier studies, which focus either on a 
specific design on masks originating in communities located hundreds of kilome-
ters apart or on isolated masks in museum collections. A few observations, for 
instance (see Fig. 11):  

• It is evident that all six Nausang masks exhibit a similar horizontal line pat-
tern above the eyes, and five masks are characterized by vertical red and 
black lines above these. 

• Navantamé and Tavelemanugé Nausang masks are notable for the ab-
sence of triangles above the eyes. 

• Marimbu (Figs. 6, 9, and 11) and Marimbuainge (Figs. 12 and 14) Nausang 
masks both display two tapered fin shapes located above their eyes. 

• Aulamainge and Kaiwakaainge Nausang masks share three tapered fin 
shapes above their eyes. 
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Figure 14. An arrangement of Nausang masks to be used by Talania Aigilo near the naulum. From 
left to right: Marimbuainge, Aulamainge, Kaiwakaainge, Navantamé, and Tavelemanugé. Waremo 
village, Kilenge, West New Britain, Papua New Guinea, March 1978. Photograph courtesy of the 
author 

 
Arrangement of Masks at Ulumainge 
 
The fact that the arrangement of the Nausang masks at the nighttime Nausang 
celebration in front of the Waremo naulum (Fig. 14) was in reverse order of their 
arrangement during their painting in the Ulumainge naulum (Fig. 11) had eluded 
me; I only noticed it when editing the ceremony photo for publication. This change 
of position and the genealogy of the names of the Nausang singsings—expressed 
through the variations in the masks’ face designs—led me to believe that this Nau-
sang art reflected a partition in the Kilenge social structure. 

This hypothesis is also supported by Philip Dark’s ascertainment that 
 
traditionally, most people living in a village would have belonged to 
one of the two named social grouping or patri-sibs or namon-
ainge.12 One of these is associated with the founding of the village 
and is considered the most important. Marriage would have been 
with a person of another sib. Each namon-ainge is associated with 
a particular bird, its founding ancestor.13  
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Dark’s statement regarding the association of the Kilenge clans with a particular 
bird bears some resemblance to the statement of Jerry Navoge Kenda from Ongaia 
village. Kenda claimed that each Kilenge clan was linked to a specific Saumoi—a 
white-tailed eagle that resided in their clan territory—which led to separate 
Saumoi bird names for the different territories.14 The mask designs did not indi-
cate this specific knowledge, which was reserved for the clans involved.  
 
 

 
Figure 15. Tree trunk with a hole on the backside. The front is partly covered and ready for the 
reconstruction of the naulum in Potne village, Kilenge, New Britain, Papua New Guinea, c. 1977. 
Photograph courtesy of the author 
 
 
A Kilenge Nausang Mask Depicted on the Central Naulum Pole in Potne  
 
In the Kilenge sub-village of Potne, a painted Nausang mask was attached to the 
central pole of the men's house (naulum). During a walk through Potne, I won-
dered about the purpose of cut tree trunks that were lying under a tree. A large 
hole was visible on one side of the longest trunk (Fig. 15), while on the other side 
tied banana leaves seemed to protect something. I later discovered a Potne artist 
in a dark, remote place, painting a Nausang mask attached to a pole in the 
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traditional white, red-brown, and black colors (Figs. 16–17). Upon completion of 
the painting, the trunk with the painted Nausang image was carefully covered with 
leaves, which would not be removed until the pole had become the center of the 
men’s house and the construction of the naulum had been completed (Figs. 18–
21). 
 Why had the repainted Nausang mask on the central pole in Potne's naulum 
been covered with leaves during its storage and the rebuilding of the ceremonial 
men's house? The answer was that in Kilenge communities in 1978, women and 
uninitiated boys were not allowed to see or admire the Nausang face. This applied 
not only to the mask on the pole in the Potne men's house, but also to the 
Ulumainge Nausang “dance” masks.15 The Nausang image on the central pole was 
uncovered upon completion of the naulum restructuring, though only inside the 
naulum, signaling the presence of the Nausang spirit. Figures 18–26 document 
some of the stages in building the Potne naulum. 
 
 

 
Figure 16. Poles lying ready for the reconstruction of the naulum in Potne village, Kilenge, New 
Britain, Papua New Guinea. c. 1977. Photograph courtesy of the author 
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Figure 17. Black paint being put on the white surface of the Nausang mask. The paint is contained 
in a coconut shell. Potne village, Kilenge, New Britain, Papua New Guinea, c. 1977. Photograph 
courtesy of the author 
 
 
 

 
Figure 18. Erecting the central post of the naulum. Potne village, Kilenge, West New Britain, Papua 
New Guinea, c. 1977. Photograph courtesy of the author 
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Figure 19. Central pole of naulum is erected. The Nausang face on it is covered with leaves in order 
that it not be seen by women or uninitiated children. Potne village, Kilenge, West New Britain, 
Papua New Guinea, c. 1977. Photograph courtesy of the author 
 
 

 
Figure 20. Construction of the naulum. Potne village, Kilenge, West New Britain, Papua New 
Guinea, c. 1977. Photograph courtesy of the author 
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Figure 21. The central pole of the naulum is erected with the Nausang face still protected by leaves. 
Potne village, Kilenge, New Britain, Papua New Guinea, c. 1977. Photograph courtesy of the author 
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Figure 22. Construction of the naulum. Potne village, Kilenge, West New Britain, Papua New 
Guinea, c. 1977. Photograph courtesy of the author 
 
 

 
Figure 23. Construction of the naulum roof. Potne village, Kilenge, West New Britain, Papua New 
Guinea, c. 1977. Photograph courtesy of the author 
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Figure 25. Having completed their work on the naulum for the day, the builders enjoy a meal spon-
sored by the local big man and prepared by Potne women. Potne village, Kilenge, West New Brit-
ain, Papua New Guinea, c. 1977. Photograph courtesy of the author 

Fig. 24. Construction of the naulum roof. 
Potne village, Kilenge, West New Britain, 
Papua New Guinea, c. 1977. Photograph 
courtesy of the author  
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Figure 26. Having completed their work on the naulum for the day, the builders enjoy a meal spon-
sored by the local big man and prepared by Potne women. Potne village, Kilenge, West New Brit-
ain, Papua New Guinea, c. 1977. Photograph courtesy of the author 
 
 
Derk Harm van Groningen à Stuling was born in 1940 in Groningen, the Nether-
lands. From 1970–79, he studied cultural anthropology at Leiden University, de-
voting himself to visual field research on the daily life of a farming family in the 
Netherlands (1972) and the circular migration patterns of the Kilenge in New Brit-
ain, Papua New Guinea (1977–78). His publications include Inventory for Profile of 
Villages. Oksapmin, Waulap, Aranimap, Tomianap and Divanap. Oksapmin Sub-
district, West Sepik Province, Lahara 1977–1978 (Port Moresby, 1978); “Migration 
of the Kilenge: A Village Study,” Yagl-Ambu: Papua New Guinea Journal of the So-
cial Sciences and Humanities (1980); and “Oksapmin Photographs,” in Oksapmin: 
Development and Change (1981). The 2005–6 exhibition Singsing Iapun Talania 
(Bildungswerk Cloppenburg, Germany) featured 250 of his photographs of daily 
life among the Kilenge. Additionally, van Groningen supervised various educational 
and agricultural projects in Tanzania (1980–86), served as project manager of a 
water supply project in Rwanda (1987–89), and was a coordination consultant for 
water supply and sanitation facilities in four provinces of Zimbabwe (1990–2000). 
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he designated as “Aisiwok,” exclusively from the older Nausang masks. It is 
noteworthy that Gerbrands mentions the name of an Aisiwok mask, while I have 
mentioned a mask in the Ulumainge naulum called “Aisivok.” Given the close 
proximity of v and w in the Dutch alphabet and the remarkable similarity of their 
phonetic qualities, I assume that the name “Aisivok” I use is due to a discrepancy 
in articulation, more specifically a transition from w to v, and that this is the same 
Nausang mask. This observation leads to the hypothesis that the design depicted 
on the mask may already be quite antiquated. Despite extensive research, a 
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15 Before the establishment of colonial rule in western New Britain in 1890, the 
sight of a Nausang mask by women or uninitiated children could even lead to the 
deterrent act of killing an entire family of the perpetrators by the villagers. Due to 
the efforts of the colonial government, missionaries, and conversion of the 
Kilenges to Christianity, such practices no longer occurred during the period of my 
research.  
 During the Ulumainge, Waremo and Saumoi Nausang singsing in 1978, I 
did not observe any violation of this prescription by the villagers. When the Nau-
sang spirit was present, women and uninitiated children had to leave. Conse-
quently, they had to enjoy themselves outside the village or stay with families in 
neighboring villages where the Nausang singing was not celebrated. Nevertheless, 
unannounced visitors from other areas, such as users of the Cape Gloucester–Sag-
sag public road or a helicopter pilot who landed at a new airfield in the Kilenge 
area, had to pay a symbolic fine in the form of a pig. 
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Abstract  
In this interview, Kanak musician and graffiti artist Will Nerho (WillStyle), from the 
Neaoua tribe in Waa Wi Luu (Houaïlou) in the A’jië-Arhö region of Kanaky/New 
Caledonia, discusses his creative practice and navigation of cultural politics. He 
calls attention to the rejection of Kanak cultural markers he has experienced in 
Nouméa, capital of the country, located in the South Province. He also discusses 
the place of local animals in his art, their connection to Kanak culture, and the 
ecological pedagogical practice that comes with painting animals. Nerho offers a 
critique of French colonial appropriation of Kanak art, objects, culture, and 
knowledge, and emphasizes the importance of reclamation and transmission of 
culture within Kanak society, notably through language. He explains the signifi-
cance of the flèche faîtière (carved wooden rooftop spires on Kanak houses) and 
reflects on his work reformulating and redesigning those flèches faîtières scattered 
throughout Europe that have lost their identity. 
 
Keywords: graffiti, Kanaky, New Caledonia, Kanak art, cultural politics, flèche 
faîtière, Kanak culture 
 
 
In April 2025, Anaïs Duong-Pedica interviewed Kanak musician, visual artist, and 
graffiti artist Will Nerho (who goes by the artist name WillStyle) from the Neaoua 
tribe in Waa Wi Luu (Houaïlou), located in the A’jië-Arhö region of Kanaky/New 
Caledonia.1 In the interview transcript that follows, Nerho speaks of his creative 
practice as a Kanak graffiti artist having to navigate the cultural politics of different 
places and spaces throughout the country. Specifically, he calls attention to the 
rejection of Kanak cultural markers in the South Province, and most specifically in 
the capital city Nouméa.2 The rejection of Kanak cultural markers in this region is 
notable because ninety-one percent of the settler (non-Kanak) population and 
ninety-two percent of the white population of Kanaky/New Caledonia are located 
there. While the North and Island provinces are managed by pro-independence 
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political parties, in the South, anti-independence parties dominate in the manage-
ment of the province and the municipality of Nouméa.  

Nerho also discusses the place of local animals in his art, their relation to 
Kanak culture, and the ecological pedagogical practice that comes with painting 
animals. In the final part of the interview, Nerho offers a critique of French colonial 
appropriation of Kanak art, objects, culture, and knowledge, and underscores the 
importance of reclamation and transmission of culture within Kanak society, no-
tably through language. He explains the significance of flèche faîtière (carved 
wooden rooftop spires on Kanak houses)3 within Kanak culture and reflects on his 
efforts to reformulate and redesign examples that are now scattered across Eu-
rope and have subsequently lost their Kanak identity.4 

 The interview highlights the ongoing struggle to make Kanak culture 
known in a context of French settler colonialism. It touches on the legacy of one 
of the most prominent leaders of the Kanak independence movement, Jean-Marie 
Tjibaou, his work around the recognition of Kanak culture, and its impact on Kanak 
artists like Nerho. To explain the necessity of Melanesia 2000, a festival organized 
in 1975 in Nouméa to celebrate Kanak culture and arts,5 Tjibaou wrote that to 
“exist fully, Kanak culture, like the whole Kanak world, fundamentally needs this 
recognition by the world around it. It is vital. Denigration by indifference and the 
absence of cultural dialogue can lead only to suicide or revolt.”6 Despite being 
written more than five decades ago, his words are still relevant today and are ech-
oed in Nerho’s artistic and pedagogical practice. 

Anaïs Duong-Pedica (ADP): As a graffiti artist, you are often asked to paint murals 
of varying sizes for schools, municipal markets, and other public places. Can you 
talk about who asks for this kind of work and your creative process for these com-
munal spaces? 

Will Nerho (WN): Most of the time, requests come from a municipality, 
province, school, or association. Municipalities usually ask me to work on 
communal walls and school walls. The most significant requests I have gotten 
have come from in-stitutions, such as the Koné prison (Fig. 1) or the Camp-Est 
prison in Nouméa, as part of their work towards the social reintegration of 
youth, to help them find job opportunities when they get out of prison.  

In general, when an institution asks for something, they already have a 
project in mind—like at the prisons—so I only come in to teach them the tech-
nique of graffiti. Other times, when there isn’t a pre-planned design, we work 
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together to come up with a design. For example, for the town hall of Koné, for 
which I drew a kagu [Rhynochetos jubatus, a bird endemic to Kanaky/New Caledo-
nia], they asked me to do something that would bring people together (Fig. 2). 
Because Koné’s Le Bosquet neighborhood is multicultural, we drew a swordfish, 
which is a totem animal for Polynesians.  

Figure 1. Will Nerho in front of a wall he painted at Koné Prison with the detainees, 2024. Photo-
graph courtesy of Will Nerho 

ADP: A lot of your work is based in the North Province, but you have expressed to 
me that you would like to graff on walls in Nouméa, in the South Province.  

WN: Yes, it’s easier in the North Province. I am in the collective known as ATM 
Couleurs du Pays—the brothers from the South, the North, and the Islands who 
graff. We applied to work in the South, but apparently, we were rejected by a 
South Province official because our work would “kanakize” the space. In Nouméa 
[South Province], there are graffs of butterflies, things that fly, weird things with 
weird colors, but there are no graffs of flèche faîtière[, the carved wooden 
rooftop 
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spires on Kanak houses]. There are no artistic representations of flèche faîtière in 
Nouméa [at all]. There are people who graff them, but their graffs are quickly 
erased. The only thing the boys [ATM Couleurs du Pays] managed to negotiate 
was to paint a whale mural in Koutio [just north of Nouméa] on a little case [French 
term for a traditional Kanak dwelling] with a flèche faîtière in the background, but 
officials even complained about this, saying that only the whale was planned.  

ADP: It’s interesting to think about how the walls speak when we consider the ref-
erendums for independence and the revolt in May 2024 (when Kanak people pro-
tested France’s decision to open the provincial electoral roll to recent residents of 
the country—contributing to the disenfranchisement of the Indigenous Kanak—in 
and around Nouméa). 

WN: Yes, the walls speak. But sometimes the messages are subliminal, and 
some-times they are racist, too. When you don’t know the codes of graff, you 
cannot know, but in the graffiti world, there are codes, and when you see 
them, you know. The people who paint with these codes know. Examples 
include codes for the year the country was taken as a “possession” of France, the 
beginning of the Native code, and “blackbirding” in the Pacific.7 Local institutions 
in the South Prov-ince never ask ATM Couleurs du Pays to paint anything—
even though we have made requests many times, with well-written 
applications! Either the institutions don’t have time, or the space we picked 
wasn’t right, or nothing is right. But some-times the spaces we had picked are 
painted a year later by someone else. We feel like we’ve wasted enough of our 
time, so now we try to do what we want. In the North Province and in the Island 
Province, it’s not the same. In the South Province, we do this [use Kanak cultural 
symbols in the city] to show our culture.  

ADP: I saw that you did some graffiti at the Tjibaou Cultural Center in Nouméa.8 
It seems that for the South Province, the Tjibaou Cultural Center is the one 
space that’s designated for Kanak culture, and yet it’s almost exclusively tourists 
who go there. It seems that Kanak culture must be contained within that 
space and it shouldn’t leave that space. 

WN: That’s it. We are being told: “Your Kanak space is over there, far away, hid-
den. You can go paint there.” Spaces in the city center are good because all the 
cultural communities can see them, but the space that they do want us to use is 



Duong-Pedica │ Interview with Will Nerho 

 105 

not made for graffiti. There comes a moment when you realize how things really 
are. For instance, I have applied for projects in the South Province that were sup-
posedly open to all. I called the province to ask for the application form, and they 
told me, “But you’re from the North Province.” That’s how I found out that the 
project was not actually open to people of the North Province. I asked them, “Why 
do you say, ‘Call for artists from the country’ then?” They then proceeded to 
change [the project application requirements]; ten minutes later, the website 
said, “Call for artists from the South Province.” They also know who I am, and they 
know I graff flèches faîtières, so they’re thinking, “No, no. He’s not going to ‘ka-
nakize’ our walls.” It’s as if they don’t want us to “taint” the walls. 

One time, I graffed for a school in Nouméa attended by the daughter of an 
anti-independence politician. The school’s principal told me to paint the totems 
of all the cultural communities present in the country. I started to paint, and I in-
cluded a flèche faîtière. Everyone was okay with it, especially the parents. Some 
Wallisian and Javanese people were happy because I had included their totems. 
Two days later, the school principal called me to let me know that she had received 
a lot of complaints after putting pictures of the graffs on the school’s website—
she told me people said things like, “Kanak art is forbidden in schools.” She told 
[the complaining parents] that this school was meant to bring communities to-
gether, so they complained about that.  

It’s not the parents who go to school but the children, and the children 
who had made the graffs with me were happy. Can you imagine what these par-
ents tell their children? “You drew a Kanak spire, now you are grounded.” Can you 
imagine how the children must feel? These parents will destroy their children cul-
turally. That’s how young people end up like their parents and there is conflict 
among this youth.  

When I was in France, I painted a flèche faîtière in a high school in La Ro-
chelle, and the people there were happy about it because they felt like I was lea-
ving them a part of me. They gifted me a miniature of the La Rochelle tower. It’s 
the experience of sharing something that’s important. I do not understand why 
those people in Nouméa don’t like the spire in the school graffs since there are 
other totems by its side. . .. It’s as if they reject us, we who are from this land. They 
accept the other communities, but within the South Province, in Nouméa, we are 
rejected. 

ADP: Earlier you were explaining that when you graffed for the Koné town hall, 
they asked you to paint something that would bring cultural communities together 
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and you also mentioned the whale project in Koutio. I wonder to what extent ani-
mals appear more innocent than a Kanak spire with regard to cultural politics. 
What animals do you graff and what do they represent for you? 
 
WN: I graff whales, geckos, sharks, turtles, kagus [bird], humphead wrasses [fish], 
sea kraits [semiaquatic snake], notous [imperial pigeon], and flying foxes because 
many local animals are endangered species. I want to remind people that they’re 
not just beautiful; these species live with us. We have to care for them, let them 
live, and not capture them. I know some people who catch kagus and put them in 
cages, which isn’t good. We have to be careful when we have cats or dogs at home 
for example.9 The notou lays one egg every year, and the flying fox has only one 
pup per year, so we have to be careful. These animals are universal totems that 
belong to the Pacific. Around here, when whales swim through our waters, it is 
time to eat yams.10 The entire country eats yams. At the same time, the whale 
travels throughout the world, and she is endangered. We have the same charac-
teristics here for whales as someone who would tell you about the whale from 
Tahiti, Hawaiʻi, or Tonga. We are an island and we are surrounded by water, and 
all these species live with us. We have stories with the turtle, the kagu, and so on. 
When I’m asked to graff, public institutions are interested in the pedagogical as-
pect of the graff. They are interested in my work because part of my practice in-
volves explaining the importance of preserving these animals as humans, as our-
selves.  
 The people of the A’jië region say that the kagu was the first master 
dancer, that the kagu is the origin of all the dances of the Kanak people. It is the 
kagu who taught Kanak people to dance; they mimicked him to become choreog-
raphers. That is why he opens his wings, he jumps, he sings, he barks, and he yells 
“ka kou kou kou ka ke”—those are the yells we use in dance “hoo hoo hoo.” The 
elders say that the kagu is a supreme being. It is human, but it is also a bird, so he 
is part of us. He shouldn’t be considered a bird either because he is a man; this is 
the same for the gecko, the notou, and the flying fox. Those are people who take 
this form. In A’jië, to say “kagu,” we say “awöö” and when we say “wea awöö,” it 
means “this man we call kagu”—we refer to him as a man, not as a bird. This bird 
is not just an endemic bird; it is superior to us, even to me who draws him. He has 
a status. That is why when the chiefs go to war, they wear white feathers, kagu 
feathers; it means that they are dangerous, because they are in the kagu spirit, 
beyond the human spirit. 
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Figure 2. Will Nerho, graffiti in Le Bosquet neighborhood of Koné with elements of Kanak culture 
such as a kagu, yam, taro, flèche faîtière, and a jade-bladed tamioc (axe), 2022. Photograph cour-
tesy of Will Nerho 
 
 
ADP: Within the pedagogical aspect of your practice, you also raise awareness 
around the need for Kanak people to reclaim their culture. 
 
WN: I see people taking Kanak art objects with them to France and selling them. 
Then, they come back, organize exhibitions, and teach us what the objects mean. 
After that, a Kanak person might say: “Oh yes, I saw this at the exhibition.” But 
sometimes I’m scratching my head, thinking, “Brother, are you serious? You 
waited for the exhibition to know what this is?” He then looks at me and tells me 
that unlike him, I was taught Kanak culture—but in fact, I wasn’t taught Kanak 
culture; I had to research all this. I had to ask my family. I was a little lucky because 
I grew up with my grandparents, so a lot of what I know I learned from them. For 
the rest, I researched it myself. I went to customary ceremonies to watch the pro-
tocols, to observe the gestures and everything.11 I understand that some people 
are disappointed that they have not learned many things, but it’s never too late 
to learn and you must approach people and speak with them. 
 The colonizer always wants to remind us of who we were before they 
came. Once, I had a conflict with a guy on my Facebook page because I told him, 



Duong-Pedica │ Interview with Will Nerho 

 
 

 
108 

“It’s not you who will teach me my culture, brother,” and he replied, “Yes, but I 
have read.” But the books [about Kanak culture] have been written by outside 
people who have come here to learn. I have not needed to write a book to learn—
I have learned on my own. This [process of colonizers claiming authority over our 
culture] leaves us or represents us as ignorant, so that colonizers can later come 
and teach us.  
 You don’t need to know everything about your culture, what’s important 
is for you to speak your language. Once you speak your language, you’re already 
fifty percent in your culture. This is because, thanks to the words, you understand 
what we are talking about. You don’t need to know what the flèche faîtière is used 
for, or everything else. Fifty percent of yourself is speaking. Once you speak, you 
are already above someone who will teach you something from a book. [An out-
sider might] tell you, “I’ve been here, [meaning New Caledonia generally, or a spe-
cific place],” and then you’ll speak to him in your language, and he won’t under-
stand anything and that’ll settle it. I know the same as you, but I speak my lan-
guage, that’s all. For me, there is always this sentence by Jean-Marie Tjibaou: “We 
have a culture, and we have to show it. If we don’t show it, they think we don’t 
exist.”12 So we must show them first what we know, [to show the self-proclaimed 
“experts” that they] cannot be a master of something that they are still learning.  
 
 
ADP: Can you talk about the symbolic place of the flèche faîtière in Kanak culture? 
What is your creative process when it comes to designing spires from your region, 
A’jië-Arhö, and from other Kanak countries? How do you find inspiration? 
 
WN: The flèche faîtière (Fig. 3) represents the ancestor of the clan. It is a pointed 
object that we put on top of the case. The face that is on it is the ancestor of the 
clan. It is the connection between the world of the living, the world of the dead, 
and the spiritual world. These are three different worlds: The case is the living, 
under the case is the dead, and above it is the spiritual. Consequently, that’s what 
the flèche faîtière is: it’s the big brother. It represents the face of the big brother. 
The spires have an identity that depends on where you live. In the A’jië-Arhö and 
Xârâcùù countries, the spires have two faces: one in front and one behind. In the 
A’jië-Arhö country, we say that the good looks ahead, and the bad looks behind. 
The latter is the one who protects you from those who want to stab you in the 
back. We also say that the face in the front looks at the sea, and the face at the 
back looks at the mountain.  
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Figure 3. Will Nerho, example of the reformulation of a flèche faîtière from the A’jië-Arhö region, 
2019. Courtesy of Will Nerho 
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 How do I proceed? With all the knowledge I have of sculpture and of the 
flèche faîtière in the A’jië-Arhö country, I know almost all the geometries and the 
designs that go on it. This is because I have worked with elders and sculptors. My 
uncle is also a sculptor. When I was younger, I spoke with knowledge-holders to 
understand the spires from different Kanak regions. I then went around the entire 
country, because once you understand the design, you can understand the place 
and environment where the people are from. For example, those who live in the 
forest won’t have the same spires as those who live by the sea because they don’t 
have the same types of trees. Everyone has their own design. 
 In my work, I re-design the spires spread across the world that no longer 
have faces.13 On Facebook, I’ve shared some photographs of spires that are 
abroad for which there is no identified place of origin. . . . The place of origin is 
stated only as “New Caledonia” [by the museum that holds the spire], so the spe-
cific region is missing. That means they no longer have an identity. That is when I 
come in, and I work on them [by designing the missing parts of the spire] (Fig. 3). 
Based on the bit that is left and its shape, I determine which Kanak country it be-
longs to. I give them an identity based on their shape, which always corresponds 
to a specific Kanak country. Sometimes, some have lost their shape entirely, and 
in those cases, I reinvent. Our task now in our culture is to reformulate, reinvent, 
and recreate our spires. This is because we say that this is what our elders did, 
what our parents did, what our grandparents did. It’s our turn to reformulate with 
contemporary designs, but we keep in mind that the face must remain the same. 
 
 
ADP: Are there workshops that exist to do this specific restoration work on the 
flèche faîtière? 
 
WN: I worked on this with young people from the Camp-Est prison in Nouméa, 
but it is not the same as the work I am doing on my own with spires. You need to 
have a lot of knowledge to understand and make young people understand. They 
make their own flèche faîtière however they like it: “It’s my thing; because I am 
imprisoned, I create this,” you see? I understand that; you can create spires that 
are about your individual identity and that only belong to you, and not to a clan, a 
family, or a region—just to you.  
 I haven’t yet done the work of reformulation in the sense that, for me, this 
work will start when the spires are being sculpted. . . . I started working with my 
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brother-in-law, Jean-Phillipe Tjibaou, who has now left us, and Florenda Nirikani14 
to figure out how to reformulate. Jean-Phillipe had done a lot of reformulations of 
flèches faîtières, so we started working together. I started to reformulate masks. I 
had drawn many masks (see Fig. 4), because they are as important as . . . [and] 
have the same principle as the flèche faîtière. The mask is the face of the ancestor 
that is walking. The flèche faîtière don’t move, but the masks walk.  
 
 

 
Figure 4. An exterior wall of Nerho’s home with his gecko totem, a mask, and flèche faitière. Pho-
tograph courtesy of Will Nerho 
 
  
 I have had calls from schools that want to create spires and work on iden-
tity, and I have accepted them. I love to create things, to invent. . . . At the mo-
ment, I’m working with two sculptors to sculpt the spires I’ve been reformulating 
by creating 3D designs. They’re into it. We will create a spire that doesn’t exist. 
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We’ll be able to touch it. We can give it a spirit afterwards. That’s what reformu-
lation is about. I took a picture of a spire lost in a museum in Europe, I re-designed 
it because it no longer had a face, and then we will sculpt it. We give it life, we give 
it a spirit again, to reconnect it to its land. 

 
 
Willfrid Nerho is a visual artist, stencil artist, musician, graffiti artist, and graphic 
designer from Waa Wi Luu (Houaïlou). He finds his creativity in music. His name in 
the A’jië language, Bëvia Nô Nörö, was given to him by his grandfather and means 
“tie the word of the thunderstorm.” Topics that affect him and constitute the basis 
of his artistic struggle include societal issues, Kanak culture, and the environment, 
along with issues related to youth and finding an aesthetic identity specific to his 
country. Nerho teaches and intervenes in schools and works as a facilitator at a 
youth house and in carceral environments. He also practices his art for private peo-
ple and institutions and sometimes does collaborations with other artists. His cre-
ative process is always in movement and active. He has participated in many artis-
tic and cultural festivals in the Pacific and internationally. 
 
Anaïs Duong-Pedica is a settler researcher and teacher from Kanaky/New Caledo-
nia. Her doctoral research focuses on the politics of contemporary mixed-race dis-
courses and settler colonialism in Kanaky/New Caledonia. She has also written 
about revolutionary Kanak feminism within the Kanak struggle for independence. 
Duong-Pedica contributes to the podcast “La Pause Décoloniale,” broadcast on 
pro-independence Djiido radio in Kanaky/New Caledonia. 

 
 

Notes  
 
1 Kanaky/New Caledonia comprises eight different customary regions or Kanak 
countries: A'jië-Arhö, Drehu, Drubea-Kapumë, Hoot ma Whaap, Iaai, Nengone, 
Paicî-Cèmuhî, and Xârâcùù. The A'jië-Arhö region is located in the center of the 
Grande Terre (the main and largest island) and in the North province. For the in-
terview, the two had a video call—Nerho from Waa Wi Luu and Duong-Pedica 
from Turku, Finland, where she is finishing her doctoral studies. The interview was 
conducted in French and translated by Anaïs Duong-Pedica in collaboration with 
Will Nerho. 
2 Following the Matignon-Oudinot Accords (1988) and since the early 1990s, Ka-
naky/New Caledonia has been divided into three provinces: the South, North, and 
Islands provinces. This provincialization was one of the solutions suggested to bet-
ter share the political and institutional power between settlers and Kanaks. While 
most residents in the North and Island provinces are Kanak, the majority of set-
tlers are concentrated in the South Province, where the capital is located. Nouméa 
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is also the home of many Kanak families who have been displaced by colonialism 
and/or came to the urban center to seek employment. In 2019, fifty-two percent 
of Kanak people live in the South Province, which represents thirty percent of the 
population of the South Province. See Institut de la Statistique et des Études 
Économiques Nouvelle-Calédonie, https://www.isee.nc/population/recense-
ment/communautes. 
3 The terms “flèche faîtière” and “spire” are used interchangeably in the transla-
tion of the interview. The flèche faîtière is a wooden sculpture that is placed at the 
top of the central pole of a Kanak house. It represents the face of the clan’s ances-
tor. Due to its emblematic and prestigious character within a chieftaincy, the spire 
has appeared in the center of the pro-independence Kanaky flag since 1984. The 
Kanak names for the flèche faîtière reference Houp wood (Montrouziera 
cauliflora). In Kanak society, the Houp tree symbolizes the body of the chief and 
the ancient character of his lineage. The sculpture of a flèche faîtière is divided 
into three parts: The central part is a face surrounded by motifs, below it is a base 
that ties it to the roof, and above the face is one or more needles ornamented 
with seashells. Three stacked circles represent the chest, face, and neck of the 
chief. See André Sirota, “Une flèche faîtière pour parler avec les autres,” Yakamé-
dia, accessed December 16, 2025, https://yakamedia.cemea.asso.fr/univers/com-
prendre/comp-culture/une-fleche-faitiere-pour-parler-avec-les-autres. 
4 In this translation, I use the word “reformulation” which alludes to Kanak leader 
Jean-Marie Tjibaou’s concept of reformulation permanente in French and which 
Nerho draws on in his own work. This has been translated by Helen Fraser and 
John Trotter as a “permanent process of renewal” in English. In 1985, Tjibaou ex-
plained this process: “The return to tradition is a myth—I keep saying this over 
and over again; it is a myth. No people has ever done it. I see the search for iden-
tity, for a model, as being ahead of us, never in the past—it’s a permanent process 
of renewal. I feel that what we’re striving for at the moment is to bring as much 
as we can of our past and our culture into constructing the personal and social 
models we want to guide the building of our polity. Some might view it differently, 
but that is the way I see it myself. Our identity is ahead of us. At the end, after we 
are dead, people will take our picture and put it on the wall, and it will help them 
fashion their own identity. Otherwise, you never move out of your father’s 
shadow, you’ve had it.” See Jean-Marie Tjibaou, Kanaky, trans. Helen Fraser and 
John Trotter (Pandanus Books, 2005), 160. 
5 Melanesia 2000 drew fifty thousand spectators and was “the earliest explicitly 
Melanesian arts festival.” See Anna Naupa, “The Melanesian Way in the 21st Cen-
tury: Culture, Politics, and Festivals,” The Journal of Pacific History 60, no. 2, 
(2025): 208. The festival was co-organized with the Kanak women’s association 
Mouvement Féminin pour un Souriant Village Mélanésien, led at the time by Scho-
lastique Pidjot. See Michel Degorce-Dumas, “Le point de vue de Jean-Marie 
Tjibaou président et organisateur du festival,” Journal de la Société des Océanistes 
100–101 (1995): 109–15; and Jean-Pierre Velot, “Tous vibraient de la même force, 

https://www.isee.nc/population/recensement/communautes
https://www.isee.nc/population/recensement/communautes
https://yakamedia.cemea.asso.fr/univers/comprendre/comp-culture/une-fleche-faitiere-pour-parler-avec-les-autres
https://yakamedia.cemea.asso.fr/univers/comprendre/comp-culture/une-fleche-faitiere-pour-parler-avec-les-autres
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de la même conviction: Témoignage de Marie-Claude TJIBAOU,” Journal de la So-
ciété des Océanistes 100–101 (1995): 117–24. 
6 Tjibaou, Kanaky, 5. 
7 Auguste Febvrier-Despointes “took possession” of New Caledonia on behalf of 
France on September 24, 1853. While the date of annexation is a day of mourning 
for Kanak people, it has been celebrated by settlers throughout history. See 
Tjibaou, Kanaky, 68. Since the Nouméa Accord, this anniversary has become New 
Caledonia’s “Day of Citizenship” or “Citizenship Celebration” (Journée de la 
Citoyenneté or Fête de la Citoyenneté) leading to conflicts around how the date 
should be memorialized. See Stéphanie Graff, “Visibilité du destin commun et in-
visibilité de l’histoire: discours, célébrations et construction de la citoyenneté en 
Nouvelle-Calédonie,” Anthrovision 4, no. 1 (2016). The Native code or Indigénat 
was an imperial legal framework that “provided for a deviation of the Penal Code” 
by establishing a legal exception for “natives,” legalized at the level of the state. 
In New Caledonia, the Native code applied from 1887 to 1946. See Isabelle Merle 
and Adian Muckle, The Indigénat and France’s Empire in New Caledonia: Origins, 
Practices and Legacies (Palgrave Macmillan, 2022), 6.  

“Blackbirding” refers to the nineteenth-century Pacific labor trade and kid-
napping of coerced Melanesian workers to work in plantations in Australia, Fiji, 
and New Caledonia. The Australian-Pacific indentured labor trade that started in 
1863 and was abolished at the beginning of the twentieth century, involved men, 
women and children who mainly came from the Solomons, Vanuatu, Papua New 
Guinea, Kanaky/New Caledonia, and Fiji to work in the sugar industry in Queens-
land. See Tracey Banivanua-Mar, Violence and Colonial Dialogue: The Australian-
Pacific Indentured Labor Trade (University of Hawaiʻi Press, 2007), 1. 
8 The Tjibaou Cultural Center opened in Nouméa in 1998, nine years after the as-
sassination of Jean-Marie Tjibaou. It is “dedicated to the life and aspirations for 
Kanak culture of Jean-Marie Tjibaou.” See Berenice Murphy, “Centre Culture 
Tjibaou: A Museum and Art Centre Redefining New Caledonia’s Future,” Humani-
ties Research 9, no. 1 (2002): 78. The cultural center is located on the Tina penin-
sula, close to the Tina golf course, away from the city center of Nouméa. Peter 
Brown has noted the inaccessibility of the center to those relying on public trans-
portation and “its highly institutional character,” which means that Kanaks do not 
identify strongly with it and that it is attended mostly by white people. See Peter 
Brown, “New Caledonia: A Pacific Island or an Island in the Pacific? The Eighth Pa-
cific Art Festival,” International Journal of Francophone Studies 4, no. 1 (2001): 34–
35. 
9 The primary predators of kagus are free-roaming domestic dogs. 
10 The yam is central to Kanak culture, as time is structured around the cultivation 
of yam. Jean-Marie Tjibaou writes: “For Melanesians, the rhythm of the year is set 
by the cultivation of the yam, the principal nourishment, which is offered to chiefs, 
to the elders and to all guests of honour. It is the noble offering, the symbol of 
man, of the phallus, of honour. It is the yam which is offered on the altar where it 
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symbolises the kaamo, the country with the chiefs, the old men, the children and 
everything which makes the country live. The yam with the thawé (the string of 
traditional money) and the mada are the main items in the exchange of traditional 
wealth that is effected for a marriage or a bereavement. The yam is carried with 
as much delicacy as a child. It is cultivated with quite particular methods, an activ-
ity that keeps people of the tribe occupied for a good part of the year.” See 
Tjibaou, Kanaky, 43. 
11 A customary gesture is part of the protocols enacted by “clans [which] meet on 
the occasion of an engagement request, a wedding, a birth, a death or a request 
for forgiveness. [These] customary exchanges are carried out according to precise 
protocols depending on the geographical area in which one is located.” See An-
thony Tutugoro, “A Kanak Way of Being to the World: The Appropriation of Cus-
tomary Diplomatic Protocols in New Political Contexts,” in Oceanic Diplomacy: Re-
asserting Indigenous Pathways through the Contemporary Pacific, ed. Salā George 
Carter et al. (Macmillan Brown Centre for Pacific Studies Press, 2025), 226. Jean-
Marie Tjibaou explains that “custom is less an interpersonal relationship than a 
relationship between groups, communities. . . . Custom, for us, is the gesture 
which, at every moment, at every meeting, brings this relationship to mind. . . . 
For us, the generic term ‘custom’ really means the law, the way we live, all of the 
institutions which govern us” (emphasis mine). Etienne Cornut, “Kanak Custom – 
Legal Overview,” in Understanding New Caledonia, ed. Caroline Gravelat, trans. 
Elaine Sutton (University Press of New Caledonia, 2021), 286. 
12 Nerho is referring to a speech that Jean-Marie Tjibaou gave at the Melanesia 
2000 Festival in 1975, in which he said, “If we want to organize Melanesia 2000, it 
is so that the kids know that there is a culture in this country. It is so that our 
European friends who are here can know that we are men. We are men with a 
culture, and we must show this culture. If we don’t show it, people think we don’t 
exist.”  
13 Flèches faîtières located abroad become unidentifiable when their place of 
origin is omitted from collection records and display signage and/or when their 
faces and shapes become less recognizable due to wood wear, damage during 
transportation, and conservation. According to Nerho, the place of origin of the 
flèches faîtières are sometimes missing because this information can be willfully 
omitted when an object has been stolen. This is because, in the case of an object 
being reclaimed in the future, the place of origin can lead to finding out who took 
or stole the object. Nerho also explains that, in some instances, those who took 
the objects prefer to hide all traces of their stay in specific clans or tribes. 
14 Jean-Philippe Tjibaou was a traditional sculptor from Hyehen (Hienghène) who 
was one of Jean-Marie Tjibaou’s sons. He passed away in June 2022. His partner, 
Florenda Nirikani, is a political and cultural facilitator. For Jean-Philippe Tjibaou’s 
explanation of the flèche faîtière in the Hoot ma Whaap region, see “Construire 
une flèche faîtière,” Boutures de paroles, YouTube, May 5, 2014, 
https://www.youtube.com/watch?v=5MaPbqfid70. 

https://www.youtube.com/watch?v=5MaPbqfid70
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MĀRATA KETEKIRI TAMAIRA 
Past, Present, Futures: Telling Indigenous 
Stories through an Urban Art Aesthetic 
 
 
Abstract  
Indigenous muralists across the Pacific have adopted urban art aesthetics as a 
strategic means of asserting ongoing presence, celebrating cultural traditions, and 
articulating visions of Indigenous futures. This research note examines two murals 
by Hawaiian artists Carl F.K. Pao, Cory Taum, and Solomon Enos that were included 
in the 2021 Bishop Museum exhibition POW! WOW! The First Decade: From 
Hawai‘i to the World. Through urban art’s accessible visual language, these artists 
assert an enduring Indigenous will to self-define, ground their work in ancestral 
knowledge, and articulate temporal visions that span past, present, and multiple 
futures. 
 
Keywords: Bishop Museum, Hawai‘i, Indigenous muralism, Kanaka Maoli, POW!  
WOW!  
 
 

We must write . . . we must paint . . . we must create our own ways 
of understanding. We are re-writing, re-scripting, re-imagining 
history. It is simply our version of the truth and when we speak it 
we are changing our future because we are able to define our past 
and present.  

—Manulani Aluli Meyer1 
 
 
Urban street art has grown into a dynamic global phenomenon since its origins on 
the streets of Philadelphia and in the subway tunnels of New York City in the 
second half of the twentieth century. It emerged as a social justice response to 
the waves of destruction sweeping through poor minority neighborhoods as 
entire blocks were demolished to make way for highways and the sprawling 
suburbs of middle-class America. Out of harsh conditions including dislocation and 
dispossession, crews of malcontented inner-city youth took up magic markers and 
later aerosol cans to “write” messages of resistance on cities’ concrete and 
metallic surfaces. By the 1980s, graffiti, tagging, and muralism had evolved into a 
distinctive collective visual aesthetic alongside other forms of urban performance 
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such as hip-hop, rap, and breakdancing. Today, visual urban art is one of the most 
highly accessible and democratized genres of contemporary art expression in the 
world.  
 In addition to its popularity and prestige, urban art has become a tool of 
empowerment for Indigenous communities, particularly in the effort to speak 
truth to power in the context of ongoing colonialism. For example, for First 
Nations Secwepemc youth living on reservation lands in the Kamloops region of 
south-central British Columbia, urban art is a means through which they can leave 
their “visual tracks in the landscape”—asserting the ongoing presence of First 
Nations people in Canada and in defiance of a history that has been marred by 
systematic dispossession, displacement, and genocide.2 In this case and many 
others, urban art is not simply an expression of “art for art’s sake.” As Cherokee 
poet Marilou Awiakta contends, Native artistic creations are an expression of “art 
for Life’s sake.”3  
 In Indigenous communities across the Pacific, urban art has provided a 
similar platform for Indigenous artists to tell their stories. Large-scale murals, in 
particular, have become prevalent across the Pacific region as artists and 
communities seek ways to assert their ongoing presence in their ancestral places 
of belonging, revive and celebrate their unique histories and cultural traditions, 
and articulate grievances in response to the colonization of their homelands. For 
example, Aboriginal artist Reko Rennie’s 2013 mural Welcome to Redfern—on a 
Victorian-era building in the Redfern neighborhood of Sydney, Australia—stands 
as a lasting tribute to local Aboriginal history and the continuing presence of 
Aboriginal communities in the area. The mural is rendered in black, yellow, and 
red—the colors that have come to represent the Aboriginal people of Australia—
and pays tribute to Aboriginal leadership through portraits of key historical 
figures, such as Pemulwuy, an eighteenth-century clan warrior who led resistance 
efforts against white colonists. In 2015, Ngāi Tūhoe activist and artist Tame Iti 
teamed up with Pākehā street artist Owen Dippie in Aotearoa to produce the 
mural Ma Mua a Muri, Ka Tika (The People of the Past Have Things to Say to the 
People of the Present). It features a larger-than-life image of Hokimoana Tawa, a 
respected kuia (elder woman) of the Tūhoe tribe. The mural is located in the small 
Bay of Plenty township of Taneātua—considered the gateway to Te Uruwera, the 
ancestral homeland of the Tūhoe people. This placement is an empowering 
counterpoint to the fact that the area was the site of the “Tūhoe Terror Raids” of 
2007,4 and enables the mural to function as a celebratory touchstone for tribal 
identity.  



Tamaira │ Past, Present, Futures 

 
 

 
118 

 While the above mural projects attracted a great deal of media and public 
attention, most urban artistic interventions in the Pacific occur less conspicuously 
at the grassroots level. In Guam, for instance, as part of the “We Are Guam” 
campaign during the early 2000s, local CHamoru villages were encouraged to 
create murals to celebrate the distinctive stories and histories of their 
communities.5 In Tahiti, over the last couple of decades murals have served in 
urban communities as a visual vehicle for conveying social and cultural messages, 
as well as to boost self-esteem among Tahitian youth who, due to the increasing 
urbanization of their home islands, risk becoming untethered from their cultural 
roots and sense of identity to ancestral place.6  
 Hawai‘i has witnessed its own efflorescence of Indigenous muralism. Over 
the past decade, POW! WOW!—an international alliance of graffiti writers and 
street muralists founded in 2010 by Hawai‘i-based artist Jasper Wong—has 
brought this movement to wider public awareness. John “Prime” Hina, Matt Ortiz, 
Kahiau Beamer, Keoni “Pufftronic” Pa‘akaula, Kai Kaulukukui, and Haley Kailiehu 
are just a few of the artists within the growing cadre of Kanaka Maoli muralists in 
Hawai‘i. These and other Native artists fuse Indigenous knowledge, motifs, and 
stories with contemporary global artistic styles, characterizing what writer 
Māhealani Dudoit describes as a uniquely Hawaiian aesthetic that “reaches 
towards the past . . . in order to translate our traditions into the language of 
today.”7 The murals by Native Hawaiian artists Carl F.K. Pao, Cory Taum, and 
Solomon Enos featured in the exhibition POW! WOW! The First Decade: From 
Hawai‘i to the World (Bishop Museum, O‘ahu, 2021) deserve particular attention 
for the way they embody the contiguous connection between past, present, and, 
as we will see, futures. 
 Panta rhei (Life is flux). So wrote the ancient Greek philosopher Heraclitus. 
The phrase is more popularly known as the oft-used adage “Change is the one true 
constant.” This constitutes the central theme of Carl F.K. Pao’s and Cory Taum’s 
collaborative mural Kaiwi‘ula (Fig. 1). In the mural, the artists recollect the 
eighteenth-century Battle of Kaiwi‘ula (The Red Bone), which was fought between 
the chiefs of O‘ahu and Maui on the very land the Bishop Museum was built on. 
The artists’ goal was not simply to recall an historical event that reshaped Island 
politics, but to explore how the same land that saw a bloody battle was 
transformed, during POW! WOW!, into a site of collaboration, idea exchange, and 
the cultivation of positive social consciousness through art. Pao and Taum use the 
Battle of Kaiwi‘ula as a counterpoint to violence to highlight the kind of ethically 
motivated change they want to see in a world that is beleagured by injustice, war, 
environmental degradation, and—recently—a global pandemic. “Change can 
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come about in countless ways,” states Pao, “War is one of those ways, but so is 
art.”8 
 
 

 
Figure 1. Carl F.K. Pao and Cory Taum, Kaiwi‘ula, 2021. Installation view in POW! WOW! The First 
Decade: From Hawai‘i to the World, Bishop Museum, Honolulu, 2021. Acrylic on drywall; 18 x 24 
ft. Photograph by Carl F.K. Pao. Courtesy of the artists 
 
  
 Kaiwi‘ula visually explodes with a bold palette of red, purple, green, 
orange, and aqua that is reminiscent of 1980s graphic art. While the work has 
clearly defined large circular and arching forms that serve as key compositional 
coordinates for the piece, some of the shapes between the larger elements have 
been treated in a more expressionistic manner. This can be seen in the  incomplete 
sphere located just off center of the piece that is painted in a mixed palette of 
purple, aqua, red, yellow. As Pao states, this represents the piko (center) of the 
entire mural and functions as a portal to the past.9 Three orbs with black and white 
vertical stripes—created using yellow masking tape (Fig. 2)—anchor the piece and 
represent the past, present, and future. Each orb is enveloped by the maka 
(mouth) forms that are prominent in Pao’s visual vocabulary and which represent 
the open mouths of the Hawaiian ki‘i images that were used in ritual ceremonies 
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to hold offerings to the god Kū. The mouths also connote sacredness and serve as 
a barrier of protection for the orbs. 
 
 

 
Figure 2. Detail of Kaiwi‘ula, 2021, showing the artists’ use of masking tape to create white vertical 
stripes on orbs that will be painted black. Photograph by Carl F.K. Pao. Courtesy of the artists 
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 Kaiwi‘ula is also informed by the natural world.10 For example, the arched 
green elements each have five maka that recall the new shoots of a fern. The he‘e 
(octopus) motif—a series of black crenelated forms that weave in and out of the 
central space—represents the search for knowledge. Fields of alternating red-
orange chevrons and of purple and aqua stripes resemble the kupukupu, a fern 
native to Hawai‘i; like the shoots of the fern, they signify growth and thriving.  
 A series of four yellow triangles was inspired by shark-tooth tattoo designs 
that are associated with protection.11 A makakua (literally “eyes of god”) 
commands attention: black and white triangles create a quartered square within 
a purple circle. This symbol represents primordial ancestral power that governs 
all. Renderings of petroglyphs—representing the link between the past and the 
future—make notable appearances at the center and right-hand side of the piece. 
“The mural draws on the ancient petroglyph fields that are found throughout 
Hawai‘i,” states Pao, “but [Kaiwi‘ula] also serves, in its own way, as a new kind of 
petroglyph field—albeit a two-dimensional one.”12 Here, the ancient and the new 
are imbricated realities activated within a singular space.  
 Finally, in the background of the piece are areas of red (‘ula), a color that 
signifies sacredness in Hawaiian culture. Its use in the mural represents the 
ancestral land on which the Bishop Museum stands, the blood that was spilled on 
it during the Battle of Kaiwi‘ula, and the blood that ties the global collective—
people yearning to see and initiate compassionate change in a world of flux—
together. Kaiwi‘ula simultaneously reaches into the past while being attentive to 
the concerns of the present. It is not a call to arms as with the battle so long ago, 
but to social action and awareness. 
 In his mural From Islands to Islands, From Stars to Stars (Fig. 3), Solomon 
Enos expands on his longtime project of mapping a sweeping history of futuristic 
Hawaiians, who over many millennia have advanced from journeying from island 
to island to exploring the stars and the wider multiverse as intergalactic voyagers. 
In his visual mo‘olelo (stories/histories), the artist-storyteller seamlessly merges 
his Native Hawaiian cultural identity with his deep and abiding interest in science, 
sci-fi, and fantasy to create his own brand of Indigenous science-fiction visuality. 
His primary influences include Carl Sagan, Kurt Vonnegut, Robert E. Howard, Frank 
Herbert, Arthur C. Clark, Ursula K. Le Guin, and the inimitable J. R. R. Tolkien.13  
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Figure 3. Solomon Enos, From Islands to Islands, From Stars to Stars, 2021. Latex house paint on 
drywall; 12 x 18 ft. Photograph courtesy of the artist 
  
 

According to Enos, the central cobalt-blue figure in the mural represents 
one of many Mother Ships that are part of a larger fleet of sister vessels dispatched 
from the sentient planet Honua, a planet like Earth but where Indigenous cultures 
did not suffer the fate of colonization and instead thrived untouched.14 A 
profusion of green pods containing plants, humans, and other life forms streams 
from the mouth of the Mother Ship and is released into a bright red 
extraterrestrial realm where they are destined to seed life into a new world.   
 From a technical standpoint, the mural is masterfully executed. Enos’s use 
of a complementary color scheme—a simple palette of blue, green, and red—
produces a striking visual effect that allows each element in the mural to inhabit 
its own space while being fully integrated into the whole. The artist also captures 
the illusion of depth and movement through his strategic placement and 
rendering of the individual components within the composition. The Mother Ship 
and the pods appear as animated beings soaring into the viewer’s space. Through 
this ambitious feat of visual alchemy, the viewer shifts from being a passive 
spectator to an active participant in a celestial seeding event.  
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 Through the visual motifs Enos uses and the themes they activate, he 
infuses his mural with a Hawaiian cultural sensibility. The release of new life from 
the Mother Ship’s mouth, for instance, bears striking resemblance to the story of 
Haumea, a principal goddess in the Hawaiian pantheon who births her progeny 
from her brain and other parts of her body. Further, the theme of life springing 
forth in abundance from a single progenitor also ties in with the Hawaiian 
Kumulipo, an eighteenth-century cosmological and genealogical chant that 
recounts the creation of all living things in sixteen epic wā (epochs). In the 
Kumulipo, life is generated from the night: “Hanau ka pō/The night gave birth.” 
This kind of parthenogenic delivery of life into the world, whether through 
sentient beings of the natural world or the gods, is common in creation stories 
throughout the Pacific.  
 The deep curvilinear lines on the right side of the Mother Ship’s forehead, 
cheek, and chin are reminiscent of Hawaiian carving traditions of the past, 
specifically the beautifully sculptured Kū temple images, one of which is in the 
Bishop Museum’s collection. Broadening our analysis to include the wider Pacific, 
we could also link the facial markings to Aotearoa and the rich tattooing traditions 
of the Māori.  
 The pod forms in the mural serve as conduits for the embryonic life force 
of plant and animal biota that, once seeded on the new world that they have been 
sent to populate, will give rise to a sustainable system that is in harmony with the 
multiverse. The crescent form of each seed pod visually echoes the Hawaiian niho 
palaoa (carved whale tooth), which signifies genealogical connections and chiefly 
rank. The pods also summon connections to other Pacific ancestral art forms, 
including the elegantly carved waka huia of Māori culture, used as receptacles for 
storing treasured heirlooms, as well as the magnificent elongated and arching 
prows of Tahitian ancestral war canoes. On this last point, the pods recall the 
familiar Pacific narrative of long-distance voyaging and migration, only these wa‘a 
(canoes) are destined to reach the shores of islands that rise not from an Earth-
born ocean but from the depths of an ever-expanding and infinite cosmic sea.  
 The visual stories that Pao, Taum, and Enos advance in Kaiwi‘ula and From 
Islands to Islands, From Stars to Stars offer a frame of reference that privileges a 
Native worldview both grounded in tradition and open to change. Where Pao and 
Taum reach into the past and translate it into the visual language of the present, 
Enos reaches for the future, or—perhaps more accurately—many futures. 
Ultimately, the kind of work these and other Indigenous artists are forging can 
best be understood—as this paper’s opening epigraph attests—as an enduring will 
to self-define and represent a “version of the truth” that, when articulated 
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through the vehicle of an urban art aesthetic, brings Indigenous pasts, presents, 
and futures into clear view. 
 
 
Mārata Ketekiri Tamaira is an independent Hawai‘i-based Māori researcher and 
writer originally from Aotearoa New Zealand. She traces her genealogy to Ngāti 
Tūwharetoa of the central North Island, specifically the subtribes Ngāti 
Turumakina and Ngāti Tūrangitukua. She holds a PhD in gender, media, and 
cultural studies from the Australian National University and has published widely 
on contemporary Hawaiian and Pacific art. She has taught Pacific studies and 
Pacific visual culture at the University of Hawai‘i at Mānoa and the University of 
California, Santa Cruz. Her first children’s book, Mother Tree, Daughter Seed: 
Lessons in Slow Growth, was published by University of Hawai‘i Press in October 
2025. She lives on Hawai‘i Island with her husband and daughter. 
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ANDRE PEREZ and J. KĒHAULANI KAUANUI 
“Our Gallery is the Heiau”: A Discussion of the 
Revitalization of Hawaiian Wood Carving  
 
 
Abstract  
This dialogue between Andre Perez and J. Kēhaulani Kauanui explores the recent 
revitalization of Hawaiian wood carving through two recent projects Perez had a 
leadership role in. Perez is founder and project director of Hui Kālai Kiʻi o 
Kūpāʻaikeʻe, a carving apprenticeship program based in Waiawa, Oʻahu, Hawai‘i. 
In 2025, he co-curated, with Hawaiian artist Kaili Chun, the exhibition Ho‘okāhi ka 
‘Ilau Like Ana—Wield the Paddles Together at Gallery ‘Iolani at Windward Com-
munity College. For the show, Perez and Chun selected canoe paddles made in the 
Pacific carving village that Perez organized for the 13th Festival of Pacific Arts and 
Culture (FestPAC) in 2024. In the FestPAC carving village, hosted by Bishop Mu-
seum, master carvers from various Pacific nations created large wooden canoe-
steering paddles (hoe uli). In this discussion, Perez and Kauanui cover a range of 
issues related to the traditional Hawaiian practice of carving, including the cultural 
politics of Indigenous revitalization.  
 
Keywords: Hawai‘i, contemporary art, carving, ki‘i, tiki, art activism, voyaging 
culture, Pacific Islands, sculpture 
 
 
In March 2025, J. Kēhaulani Kauanui interviewed cultural practitioner and activist 
Andre Perez, sparked by Kauanui’s experience at the opening of Ho‘okāhi ka ‘Ilau 
Like Ana—Wield the Paddles Together (January 18–March 7, 2025), an exhibition 
Perez co-curated at Gallery ‘Iolani at Windward Community College with Hawaiian 
artist Kaili Chun. For the exhibition, Perez and Chun selected canoe paddles made 
in the Pacific carving village at the 13th Festival of Pacific Arts and Culture 
(FestPAC) during the summer of 2024. In the carving village, hosted by Bishop 
Museum, carvers from various Pacific nations created large wooden canoe-
steering paddles (hoe uli). The Gallery ‘Iolani exhibition featured work by carvers 
from Hawai‘i, Aotearoa, American Sāmoa, Sāmoa, Tonga, Fiji, Commonwealth of 
the Northern Mariana Islands, Federated States of Micronesia, French Polynesia, 
Guam, Palau, Papua New Guinea, Rapa Nui, Solomon Islands, Taiwan, Tuvalu, and 
Vanuatu.  
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 Kauanui spoke with Perez about how both the FestPAC project and the 
exhibition emerged from his work as founder and project director of Hui Kālai Kiʻi 
o Kūpāʻaikeʻe, a carving apprenticeship program inspired by his master’s degree 
work in Hawaiian studies at the University of Hawai‘i at Mānoa. 
 
 
J. Kēhaulani Kauanui (JKK): I’d like to start by asking how Hui Kālai Kiʻi o 
Kūpāʻaikeʻe, the carving revitalization project you founded, and the exhibition at 
Gallery ‘Iolani fit within the broader field of your work? 
 
Andre Perez (AP): Even before I went to college, Hawaiian activist and scholar 
Kaleikoa Kaʻeo gave me a lot of books about liberation politics to read, so by the 
time I started my graduate program, I was becoming acutely aware of cultural 
appropriation and issues of race and power.  
 I focused my master’s studies on Hawaiian carving traditions because I 
recognized that Hawaiian ki‘i (tiki) were greatly appropriated. For instance, the tiki 
movement of the 1960s yielded many tiki bars in California and many other parts 
of the United States. Tiki are ubiquitous even here in Hawaiʻi—at hotels, Sea Life 
Park (in Waimānalo, Oʻahu), the Kauaʻi Airport, and elsewhere. They are made of 
a variety of materials including fiberglass, and some are crudely carved. I wanted 
to help reclaim the knowledge of kiʻi-making, use, and function.  
 In the process of my graduate research, I met one of the most famous, 
accomplished, skilled, and respected Māori carvers of our time—Lyonel Grant—
and in our first conversation about carving he offered to teach if I rounded up 
some students. I took him up on his offer because (and I use this analogy a lot) it 
was like Bruce Lee offering to teach you martial arts. I recognized that it was a 
huge opportunity, and I took it seriously.  
 Part of my theory around what is necessary in order for things to change, 
for ideas to take hold, is grounded in the ceremonial concept of hānaipū, meaning 
everyone is fed (it’s not individualistic), which is a Hawaiian value. I don’t want to 
just feed myself because that would be kind of egocentric and selfish—if I wanted 
to learn carving, and I just taught myself, there’d only be one more carver. As part 
of my theory of change, my [carving] practice aims to be inclusive—hānaipū—to 
feed everyone and create opportunities for more than just myself.  
 
 
JKK: What drew you to kiʻi? 
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AP: Traditionally the ki‘i is an image of a Hawaiian ancestral god. If you pay 
attention, you will see poorly carved kiʻi in many places across the United States. 
It is based on popular (non-Indigenous) and commodified renditions of different 
Hawaiian gods. I wanted to address this appropriation, and I knew, from surveying 
the community, that carving was an at-risk practice. I figured we should do 
something about that. Elder Sam Kaʻai had been my mentor and teacher when I 
lived on Maui (I used to live down the road from him). He’s been a big influence 
on my understanding of the importance of reclaiming carving knowledge while 
dispelling the fear of ki‘i in our communities. By reclaiming that knowledge and 
embracing it, we dispel that Christian colonial effect and enhance the relationship 
between kānaka (people), akua (deities), and ʻāina (land).  
 I’ve learned from kumu Kekuhi Kealiʻikanakaʻole1 that kiʻi are 
representations of the elements, which help us understand the relationship 
between the forest and the water, the wind and the rain, and the ocean. We don’t 
have many traditional Hawaiian carvers practicing, and back then, while I was in 
graduate school (2014–2018) there were no venues to go and learn. If you looked 
hard enough, you could find kapa (cloth typically made from the inner bast of 
wauke, paper mulberry) and places to learn how to weave hala (pandanus leaves), 
but it was very difficult to find ki‘i carving-learning opportunities. My impetus [to 
learn] was based on creating opportunity for my community to learn and reclaim 
this knowledge, and, of course, it helped to have a community of cultural practi-
tioners and activists for more than twenty years. All of this contributed to my 
wanting to safeguard what I saw as a practice at risk of disappearing entirely. 
 I was also inspired by a quote, articulated by Romanian philosopher Emil 
M. Cioran: when a people’s gods are destroyed, their civilization is destroyed. By 
this measure, colonialism can be understood as successful when colonizers 
achieve total dominance by eliminating Indigenous spiritual traditions.2 This idea 
resonated with me; I want my work to be disruptive of colonialism and challenge 
the colonial imposition of Christianity. We have our own gods and our own 
understandings. Because of this, in the past I have tried to include kiʻi into 
activism. For instance, at Red Hill (a military fuel-storage unit on the island of 
O‘ahu), a group of us activists, educators, attorneys, culture keepers and youth 
who organized into a group called Kaʻohewai put the kiʻi Kaneikawaiola, the god 
of water and all forms of life, in front of the US Pacific Fleet command in response 
to the Navy’s contamination of the aquifer there (Figs. 1–2).3  I think it’s important 
and meaningful to community to have a visual representation of the gods present. 
That way, we can have that spiritual, emotional support and courage through our 
ancestral connections. 
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Figure 1. The kiʻi Kaneikawaiola (center) is included in community activism and resistance against 
the United States Navy’s contamination of an aquifer at the Red Hill Underground Fuel Storage 
Facility, Halawa, Oʻahu, December 2021. Photograph courtesy of Andre Perez  
 

 
Figure 2. A koʻa (shrine) dedicated to the Hawaiian god Kāne (god of fresh water, sunlight, and all 
forms of life) erected at the entrance to Pacific Fleet Command Headquarters, Halawa, Oʻahu, De-
cember 2021. This Hawaiian-constructed koʻa catalyzed community resistance and opposition to 
the US Navy’s leaking Red Hill Underground Fuel Storage Facility at Halawa, Oʻahu. Photograph 
courtesy of Andre Perez 
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JKK: That’s powerful. Tell me more about the formation of the carving 
apprenticeship Hui Kālai Kiʻi o Kūpaʻaikeʻē. 
 
AP: I organized a carving hui (group) to learn and, in doing so, help revitalize the 
practice and took a bunch of Hawaiian brothers along with me for the ride. We 
created Hui Kālai Kiʻi o Kūpaʻaikeʻē in 2016 on the north shore of Kauaʻi in Waipā. 
Kūpaʻaikeʻē is the god of carving canoes, but ultimately, he’s the god of the adze. 
I chose to include his name to really ground us in the practice by highlighting the 
tool. During our first gathering, we camped and held a workshop. In the evenings, 
I facilitated discussions about not letting this gathering just be a one-off but 
creating a hui with the goal of making it an ongoing practice. I’ve always taken a 
very careful approach—asserting that we want to contribute to revitalization but 
knowing that we’re not going to revitalize it all by ourselves. It’s going to take 
generations, but my hope is that our contribution will help to establish a good or 
strong starting point and a foundation for revitalization.  
 I have also worked toward that goal with my written research. At the 
University of Hawaiʻi at Mānoa, my master’s program included the option of 
producing a thesis. My research methodology was centered on ethnography as 
well as archival research, oral interviews, and eventually participatory action 
research (also known in Hawaiʻi as ma ka hana ka ʻike). When I formed the hui, we 
started having training workshops. One of the important things for me was that 
all the guys that I selected were outside the same old circle of Hawaiian artists 
who already had access to resources, venues and teachers. I wanted to get the 
grassroots brothers who didn’t have access, because they were a whole new 
demographic. I wanted to expand the circle and get new folks—particularly those 
who are marginalized—involved.  
 When I recruited our first round of participants, about three-quarters of 
our guys were unemployed from rural areas. A lot of our students didn’t have jobs 
or were struggling and would likely not be able to afford the required tools. My 
number one principle for the hui was that we are revitalizing and safeguarding a 
sacred practice, and I took issue with charging people money for that. Our 
community shouldn’t have to pay money to buy back and relearn a sacred 
practice. I stepped into the kuleana (responsibility) of finding the resources and 
funds so that our students don’t have to pay. It’s now my job to find funding for 
travel, for tools, for the training, for the teachers that we pay, for the venue, for 
the food—for everything. I didn’t want my community to have to pay money to 
relearn our sacred practices.  
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 We’re really building out, toward a legitimate institution of learning. We’ve 
been carving under tents for nine years, and we’re now working with an architect 
to build a dedicated carving space at the farm here at Hanakēhau. We’re in the 
process of fundraising to build a real home—a place to keep all our tools and 
equipment and to do training. 
 Because we have an organized team and resources, we were asked to host 
the carving village for the 13th Festival of Pacific Arts and Culture (FestPAC). We 
have a good supply of tools and a tool trailer, etc., so we had the capacity. 
 
 
JKK: Would you share more about the process of establishing the carving village 
for FestPAC? 
 
AP: Back in 2020, Aunty Vicky Holt Takamine asked if I would help host the carving 
workshops and demonstrations at FestPAC, and I said, of course, I’d love to—
that’s my kuleana as an organizer and a guy who has stepped into uplifting carving. 
The 2020 FestPAC was impacted by COVID-19 and delayed four years. In a way, 
that alleviated a budget problem; it gave the festival organizers extra time to 
organize and fundraise. I learned that if you're going to host the carvers, you must 
provide the wood, and the delay also gave me time to round up the wood.  
 My team and I wanted the FestPAC carving component to be completely 
different. We wanted to center the carvers as practitioners, to give them space 
and visibility, and to acknowledge them as the high-level artists that they are. Also, 
I wanted to organize the FestPAC carving component in a different way than how 
it had been done in the past. I wanted all the carvers to be together, not doing 
short two-hour demonstrations in their respective hale (houses): the Sāmoan 
hale, the Hawaiian hale, the Māori hale, the Tongan hale, for instance. I know 
carving—it takes time, it’s labor intensive, it’s a long process. I wanted the carvers 
to keep carving throughout the whole festival. I was successful in getting the 
festival organizers to support my vision of having all participating artists work 
continuously together for the full ten days at Bishop Museum. The festival 
organizers trusted me to do it the way I wanted. I asked Bishop Museum if we 
could host it there because they had security (it’s fenced off with a gate, which 
would provide greater security for our tools). We had access to the museum so 
we could look at older carvings from across the Pacific for inspiration. And there 
was an additional little hale, a little cottage, where we could accommodate 
kupuna (elders) like Sam Kaʻai, who I mentioned earlier. Bishop Museum was very 
gracious; I didn’t encounter a single barrier. They supported everything that the 
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carvers needed. When we ran into logistical problems that the FestPAC organizers 
couldn’t solve, museum staff stepped in to help solve them. I should note that at 
the time, the museum was under Hawaiian leadership, and it was noticeable; I had 
an easy time working with Bishop and we created a carving village. Out of the 
twenty-eight nations invited to FestPAC, eighteen came with carvers. And from 
those eighteen nations, we hosted about seventy carvers.  
 For me, the most important thing about FestPAC was the pilina 
(relationship-building). We can always carve, but when are we going to ever be 
around seventy other carvers? Because I wanted to take advantage of that 
opportunity, we created a space for carvers to sleep at the venue so we could have 
evening programming, which had never been done. Every evening during FestPAC, 
we had an agenda where we had presentations, videos, discussions, tool-sharing, 
and demonstrations of different kinds of tools. We considered the innovations of 
carving today and the tensions around authenticity, tradition, and innovation. And 
we carved for ten days. It was great. 
 
 
JKK: How did you decide on paddles as the center of the carving project for the 
festival? 
 
AP: The FestPAC organizers asked me to come up with a theme. It was a bit of a 
struggle to think of a common carving theme for twenty-eight nations and took 
me a few days to process. I had to ask, what do we have in common? Then the 
light went on: We’re all from Moananuiākea. We’re all sea people, we’re all canoe 
people, people of the ocean. In my thought process, the paddles represent our 
collective agency and self-determination—that as people of the Pacific, sea-going 
people, we are navigating our collective futures together. That’s what that paddle 
means, our self-determination in this crazy colonial world. We’ve still got the 
paddle in the water, and we’re choosing our destinations—that’s the symbolism 
behind the paddle. It is tied to the scholarship in Epeli Hauʻofa’s pathbreaking 
essay “Our Sea of Islands.” The ocean is not a barrier for us; the ocean is a bridge. 
The ocean is what connects us. The ocean is how we get to where we need to go.  
 I think it was the first time in FestPAC history that there was a collection of 
carved cultural material going on exhibit, so I wanted to give it context and 
meaning. I thought of the hoe uli, the large-scale steering paddle—the kind of 
paddle that you would use to steer Hōkūleʻa (a double-hulled voyaging canoe 
launched in 1975 by the Polynesian Voyaging Society as part of the Hawaiian 
renaissance movement). A hoe uli would be a carving theme that people would 
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understand. Also, the large-scale steering paddle could be more decorative and 
enable more storytelling than a solely functional paddle (Fig. 3). 
 
 

 
Figure 3. Members of Hui Kālai Kiʻi O Kūpāʻaikeʻe carving a hoe uli (canoe-steering paddle) at the 
FesUval of Pacific Arts, Bishop Museum, Honolulu, Hawaiʻi, June 2024. Photo courtesy of Andre 
Perez  
 
 
 Because this was such a large-scale project, we had to provide large pieces 
of wood that were difficult to come by. In our group, we don’t cut down trees for 
carving; we only use repurposed recycled trees. It’s our principle. For me, it’s tied 
to my history working in conservation on the island of Kahoʻolawe, where I helped 
to plant about 100,000 native plants and trees over the course of seven years. I’m 
not into chopping down native trees. Luckily, with the metro being built, I was able 
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to negotiate with Honolulu Area Rail Transit for some large logs that they were 
already going to remove. These logs ended up being one-hundred-year-old 
kamani (Calophyllum inophyllum) that we milled into slabs for the blades of the 
paddles. And then, from another wood miller friend on the Big Island, I ordered 4 
x 4 x 12-inch blanks of ʻōhiʻa (Metrosideros polymorpha) for the shafts of the 
paddles. When the carving teams arrived at Bishop Museum, each delegation got 
a slab that was four inches thick and about 24 x 40 inches, along with the 4 x 4 x 
12-inch piece for the paddle shaft. We then created a diagram—a spec sheet that 
showed the dimensions of the paddle. The challenge was to join the shaft to the 
blade and carve it in your own cultural aesthetic. The carvers immediately 
understood the task and loved it. They hit the ground running: chainsaws, power 
tools, chisels, adzes—chips were flying! It was organized chaos.  
 
 
JKK: What sort of responses did you encounter regarding the festival village? 
 
AP: What mattered most was the feedback from the carvers themselves, some of 
whom have been going to festivals since the late 1970s and early 1980s. They said 
that at the end of the day it was the best FestPAC they had ever been to. One 
carver said it was the first time they felt centered as a practitioner in their own 
space and their own time; this was the first time they had gotten to carve for the 
entire duration of the festival. And, because the amount of wood we were able to 
provide was ample, some carvers made three or four carvings beyond the paddle. 
It was awesome. 
 
 
JKK: If I can circle back to your choice of having the artisans carve paddles, I think 
that idea was ingenious, especially because so many Pacific nations are 
Christianized. Paddles are secular, so they can serve as a unifying force across 
Oceania in a way that kiʻi carving can't. 
 
AP: Right, plus, there are some Pacific nations that don’t carve kiʻi and others that 
don’t carve kiʻi anymore. When I was talking with one of the carvers from Sāmoa, 
with whom I built a strong relationship, he said, “Oh, we don't have three-
dimensional images. I wish we had images of these kinds of ancestral gods.” What 
they do have in terms of visual forms is often labeled as “handicraft,” such as the 
carving of utensils, bowls, and other functional items used for food, or the 
Tokotoko, the talking sticks. With the paddles, they had a lot of leeway in terms 
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of creating cultural aesthetics, motifs, and patterns, along with the shape of the 
blade (Fig. 4). 
 
 

 
Figure 4. Hui Kālai Kiʻi O Kūpāʻaikeʻe, Hoe Uli (canoe-steering paddle) carved for the FesUval of 
Pacific Arts, Honolulu, Hawaiʻi, 2024. Ohiʻa wood (shaft) and kamani wood (blade); 15 x 2 ft (at 
widest part of the blade). InstallaUon view in Ho‘okāhi ka ‘Ilau Like Ana—Wield the Paddles To-
gether, ʻIolani Gallery, Windward Community College, Oʻahu, 2025. Photograph courtesy of Andre 
Perez  
 
 
JKK: It’s powerful that you were able to marshal the carvings from the festival to 
the exhibition at Gallery ‘Iolani at Windward Community College. The works are 
beautiful, and I think you and Kaili Chun did an excellent job curating the show. 
The pieces were effectively complemented with the photographs by Kapulani 
Landgraf of them in the carving village. How was the show received?  
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AP: I think a lot of people appreciated it. The exhibition was great—I went five or 
six times and did some talks. My sense is that people were amazed. The 
community had never seen a carving collection like that before in Hawaiʻi. But 
honestly, art exhibits aren’t that important to us. I started the hui for us to be a 
traditional carving hui of practitioners in service to community needs. Our gallery 
is the heiau (temple mount), and our exhibition is in the hands of the practitioners. 
And, of course, kiʻi don’t belong in art galleries. They have no place in there. 
Although, we may do our own hui sharing kiʻi on our terms, in our space. 
 
 
JKK: What’s next for the carvings? 
 
AP: Well, the paddles are big and heavy—they are fifteen- to sixteen-foot paddles 
that weigh anywhere from fifty to seventy pounds. I didn’t want to be responsible 
for managing them since we have no place to put them, so we gave them to 
Kamehameha Schools Kapālama for their Kaʻiwakīloumoku building. It functions 
as a Moananuiākea (Great Oceania) gathering center, for when Pacific guests 
come to Hawaiʻi, and is a much better placement option than putting them in 
storage where no one will see them. Hundreds of Hawaiian students will be able 
to view the paddles and hopefully be inspired by them. 

 
 

* J. Kēhaulani Kauanui wishes to thank the peer-reviewers and journal editors for 
their detailed feedback.  Mahalo also to both Julia Noriega and Katie Meyer for 
assistance with transcription. 
 
Andre Perez is a community organizer, activist, and cultural practitioner from 
Koloa, Kauaʻi, whose work focuses on Hawaiian sovereignty, self-determination, 
and land and water defense. From 1998 to 2005 he assisted with the 
implementation of Kaho‘olawe’s environmental restoration plan, which 
incorporated Hawaiian cultural-healing approaches. In 2010, he co-founded 
Hanakēhau Learning Farm, and in 2016, he founded Hui Kālai Kiʻi o Kūpāʻaikeʻe, a 
Hawaiian carving practitioner apprenticeship for which he serves as project 
director. In 2017, he co-founded Hawaiʻi Unity and Liberation Institute (HULI). 
Additionally, Perez was an organizer and leader for Pu‘uhonua o Pu‘uhuluhulu, the 
occupation camp on Maunakea. He is co-founder of Koʻihonua, a not-for-profit 
organization dedicated to reclaiming and restoring Hawaiian lands, providing the 
means and resources for Hawaiians to engage in traditional practices by creating 



Perez and Kauanui │ Revitalization of Hawaiian Wood Carving 

 
 

 
137 

Hawaiian cultural space. In 2021, he was named a Changemaker Fellow by the 
NDN Collective, recognizing his work toward cultural preservation and social and 
environmental justice.  
 
J. Kēhaulani Kauanui is a budding art curator, seasoned radio producer, and 
established activist-scholar who situates her work in the fields of critical 
Indigenous studies, settler colonial studies, critical race studies, and anarchist 
studies. She is the Eric and Wendy Schmidt Professor of Indigenous Studies and 
professor of anthropology at the Effron Center for the Study of America, Princeton 
University. Kauanui is the author of two monographs: Hawaiian Blood (Duke 
University Press, 2008) and Paradoxes of Hawaiian Sovereignty: Land, Sex, and the 
Colonial Politics of State Nationalism (Duke University Press, 2018). She also edited 
Speaking of Indigenous Politics: Conversations with Activists, Scholars, and Tribal 
Leaders (University of Minnesota Press, 2018) and numerous guest-edited 
journals. She is one of the six co-founders of the Native American and Indigenous 
Studies Association (founded in 2008) and is the recipient of the 2022 American 
Indian/Indigenous History Lifetime Achievement Award by the Western History 
Association. 
 
 
Notes  
 
1 Kekuhi Kealiʻikanakaʻole was trained in the tradition of Hula ̒ Aihaʻa and Hula Pele 
and named for her grandmother—renowned dancer, chanter, teacher, and kumu 
hula Edith Kekuhi Kanakaʻole. 
2 Emile M. Cioran, The New Gods, trans. Richard Howard (University of Chicago 
Press, 2013), 7. 
3 The focus of our acuvist campaign was to shut down the Redhill fuel facility that 
was leaking and contaminaung the Oʻahu aquifer making hundreds of people sick 
with carbon poisoning. The community eventually won, and the fuel facility was 
shut down.  
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Transformative Currents: Art and Action in the Pacific Ocean was published to ac-
company the exhibition of the same name that showed at three venues in South-
ern California from August 17, 2024, to February 9, 2025.1 The book includes short 
essays on each of the artists featured in the exhibition, longer thematic essays by 
the curatorial team and select scholars, and short excerpts from a symposium that 
took place at the Orange County Museum of Art in Costa Mesa, California in con-
junction with the exhibition. The publication demonstrates the extensive research 
that went into the exhibition—an aspect of curatorial practice that is often less 
visible to audiences—and offers an excellent glimpse into the dialogues, partner-
ships, and research agendas that characterize many recent exhibitions that take 
an interdisciplinary approach to social justice, environmental issues, and contem-
porary art. 

The acknowledgments and introductory essay by lead curator Cassandra 
Coblentz situate the project in this larger context, citing the exhibition and publi-
cation Tidalectics: Imagining an Oceanic Worldview through Art and Science (cu-
rated and edited by Stefanie Hessler) as one inspiration (11), along with the work 
of climate scientists, community organizers, and environmental studies scholars 
whom Coblentz met in the lead-up to the project. She specifically notes the influ-
ential work of Elizabeth M. DeLoughrey, Rachel Carson, and Kamau Brathwaite for 
their thinking on tides and currents as metaphors for the fluid connections across 
oceanic time and space (19). Riffing on these ideas, Coblentz identifies four 
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“currents” to serve as an organizing framework for the exhibition: research meth-
odologies, reciprocity and responsibility with the more-than-human, community 
collaboration to produce action, and “futuring” as a verb that brings past practices 
into the present and speculative future. These currents are briefly explored in spe-
cial inserts throughout the book that capture moments from the symposium. 
Some of the longer essays exemplify them as well, however they become much 
more concrete in the latter half of the book when the specific artworks are dis-
cussed. One exception is the fourth current, futuring, which remains too abstract 
throughout the book—save for one artist’s project (Marcos Lutyens’s Platform 
Theta, 2024, which imagines future uses for decommissioned oil rigs). 

Assistant curator Ziying Duan contributes an essay that outlines the first 
current, focusing on the art-research methodology that characterizes much of the 
work selected for the exhibition. As Duan demonstrates, the curatorial team was 
drawn to projects that work with communities, rather than make art about them. 
While Duan’s essay mostly discusses artists who did not appear in the exhibition, 
an emphasis on collaborative research is apparent in the short essays about each 
artist at the end of the book. For instance, Irwan Ahmett & Tita Salina’s installation 
grew out of their long-term collaboration with fishing communities in Jakarta (69); 
Jake and Martha Atienza (as the collective DAKOgamay) featured footage of youth 
groups in Bantayan Islands, Philippines, whom they support through their organi-
zation GOODLand (77); and Alex Monteith and Maree Sheehan collaborated with 
Te Kāhui o Taranaki Takutai Kaitiaki (coastal custodians from Taranaki Iwi in Ao-
tearoa New Zealand) to make their video about aquatic life choked by polluted 
estuaries on the Taranaki coast (135).  

Throughout the text and artworks, there is an emphasis on coastal com-
munities—understandable given the project’s focus on the ocean rather than in-
land freshwater issues that also plague the region. The project is unabashedly 
coming from a Southern California perspective, and I appreciated the publication’s 
insistence that “the Pacific Ocean” includes places in California, South and Central 
America, and Alaska. Assistant curator Aaron Katzeman offers a refreshing and 
much-needed discussion of the way California should be considered the “Eastern 
Pacific” rather than the “edge of Western Civilization” (25).2 His argument could 
be further reinforced with the fact that San Diego, Los Angeles, and the Bay Area 
are home to a large Pacific Islander diaspora, as well as the legacy of a now-leg-
endary cohort of Pacific thinkers who emerged from UC Santa Cruz’s History of 
Consciousness program.3 

Julie Decker’s excerpted remarks from the symposium, which discuss the 
ocean’s central role for Tlingit communities in Alaska, further push a hemispheric 
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approach to what is included in the cultural region called “the Pacific” (or “Oce-
ania,” “Moana,” etc.) (128). Artworks in the exhibition that advocate for an expan-
sive definition of “the Pacific” include Enrique Ramírez’s project about the impact 
of large-scale salmon farming on the glacial coastline of Patagonia, Chile, as well 
as the projects by Ana Andrade and Fran Siegel that deal with coastal ecosystems 
across the US–Mexico border. These examples reinforce what Coblentz asserts in 
the introduction: the Pacific Ocean is “a shared space” that necessitates looking 
“beyond historically enforced cultural barriers” and “across cultures not often 
considered in relation to one another” (19). 

This expansive and interconnected vision of the Pacific becomes clearer in 
the artist features, where similar ecological issues are addressed in different loca-
tions, demonstrating how extractive “currents” flow from one place to the next. 
A great example is the Kai-Hai project (2021–ongoing) by Tiare Ribeaux and Qi-
anqian Ye, which consists of digital and 3D-printed models of various god-
dess/goddexx figures that give form to East Asian and Polynesian stories of envi-
ronmental change. By connecting these “transpacific stories, oral histories, leg-
ends, and folkore,” Katzeman explains in his exegesis, Kai-Hai “generate[s] new 
possibilities for oceanic cultural connection” (143).  

By destabilizing the discursive, geopolitical barriers that imperial powers 
have violently imposed on the Pacific region—resulting in the perceived separa-
tion between Oceania and the Western coasts of North and South America—this 
volume participates in a justice-oriented approach to ecological issues. Histories 
of environmental racism lurk in the background of much of this book, coming to 
the fore in two invited essays. Angela Mooney D’Arcy and Charles Sepulveda’s 
contribution is a reprint of their 2021 essay “The Oil Spill in California Lends Ur-
gency to Demand for Indigenous Land Stewards,” first printed in Truthout.4 The 
opinion piece situates the 2021 oil spill by Amplify Energy off the coast of Orange 
County, California, within a longer history of environmental injustice against Acja-
chemen and Tongva peoples. Citing recent conservation projects announced by 
California Governor Gavin Newsom (such as the 30x30 Initiative and the Native 
Ancestral Lands Policy),5 the authors demand that land rematriation must be part 
of any climate action plan (47). 

The second invited essay, by environmental humanities scholar Elizabeth 
M. DeLoughrey, also implicates violent histories of extraction, pollution, and mili-
tarism in current ecological crises, but does so through a more theoretical explo-
ration of an “oceanic imaginary”: “an ontological becoming in which we shed our 
individualism and anthropocentrism and engage with our more-than-human rela-
tives” (52). Centering the notion of embodiment, DeLoughrey discusses how 
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Pacific-based artists and writers remind us that the material, metaphorical, and 
multi-scalar embodiment through which this engagement with the nonhuman oc-
curs goes both ways: “the ocean is not just contained in our human blood,” as 
Teresia Teaiwa once said, or as the Tongan artist Lingikoni Vakaʻuta visualizes in 
their painting Noʻo ʻAnga (1999), but “human extractivism and pollution are 
rendering the ocean itself as anthropogenic” (53). In a “fluid exchange” with 
oceanic life, radiation and toxic waste is not only polluting the ocean—it is also 
polluting human and nonhuman bodies (58). DeLoughrey points out that artists 
such as Ralph Hotere and Brett Graham remind us that not all bodies are equal or 
visible in this notion of embodiment, however. DeLoughrey’s analysis of Hotere’s 
Black Rainbow (1986) and Graham’s Bravo Bikini (1996) focuses on the way 
darkness and lightness are used as commentary on how US nuclear testing 
ruptured oceanic space and time, obscuring and “whiting out” the violence against 
Indigenous bodies and lands (including the nonhuman) (54–55). DeLoughrey 
brings this context into conversation with more recent threats including the 
dumping of DDT, a toxic water-insoluble insecticide, off California’s southern coast 
and deep-sea mining in the Clarion-Cipperton Zone. Responding to such issues, 
artists such as Rebeca Méndez and Hefrani Barnes “creat[e] an undersea 
imaginary centered on stewardship, the sacred, and imagining the sea around and 
in us” (59). 

DeLoughrey’s essay elaborates the second “current” swirling through the 
exhibition—reciprocity with the more-than-human—but also demonstrates, like 
Duan’s contribution, that critical artistic approaches to ecological violence in the 
Pacific Ocean expand beyond the works in this exhibition. For this reason, the 
volume will remain useful as these issues, art practices, and actions are 
increasingly urgent.  

 
 
Maggie Wander is a settler American of European descent and assistant professor 
in art and art history at Santa Clara University. She received her PhD in visual stud-
ies from the University of California–Santa Cruz in 2024. Her research focuses on 
contemporary art in Oceania engaging with the intersections of colonialism and 
climate change. She was previously a senior research associate at the Metropoli-
tan Museum of Art and has served as the co-executive editor of Pacific Arts, the 
journal of the Pacific Arts Association, since 2020. 
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Notes  
 
1 Part of Getty’s PST ART: Art and Science Collide initiative, Transformative Cur-
rents showed at three Southern California venues: Oceanside Museum of Art in 
Oceanside; Orange County Museum of Art, Costa Mesa; and Crystal Cove Conserv-
ancy, Newport Beach. See “Past Exhibition: Transformative Currents: Art and Ac-
tion in the Pacific Ocean,” PST ART, https://pst.art/en/exhibitions/transformative-
currents-art-and-action-in-the-pacific-ocean. For more information about the ex-
hibition see Aaron Katzeman, this volume.  
2 Katzeman’s essay is reproduced in this volume (pp. 35–47). 
3 See Vicente M. Diaz and J. Kēhaulani Kauanui, “Native Pacific Cultural Studies on 
the Edge,” The Contemporary Pacific 13, no. 2 (2001): 315–42; and James Clifford 
and Stacy L. Kamehiro, “From the Edge through the Vā: Introduction to ‘Pacific 
Island Worlds: Oceanic Dis/Positions,’” Pacific Arts, 22, no. 1 (2022): 4–19. 
4 Charles Sepulveda and Angela Mooney D’Arcy, “The Oil Spill in California Lends 
Urgency to Demand for Indigenous Land Stewards,” Truthout, October 17, 2021. 
https://truthout.org/articles/the-oil-spill-in-california-lends-urgency-to-demand-
for-indigenous-land-stewards/.  
5 For more on the 30x30 California initiative, see https://www.californian-
ature.ca.gov/. California’s Native American Ancestral Lands Policy of September, 
2020 can be found at https://www.gov.ca.gov/wp-content/up-
loads/2020/09/9.25.20-Native-Ancestral-Lands-Policy.pdf.  

https://pst.art/en/exhibitions/transformative-currents-art-and-action-in-the-pacific-ocean
https://pst.art/en/exhibitions/transformative-currents-art-and-action-in-the-pacific-ocean
https://truthout.org/articles/the-oil-spill-in-california-lends-urgency-to-demand-for-indigenous-land-stewards/
https://truthout.org/articles/the-oil-spill-in-california-lends-urgency-to-demand-for-indigenous-land-stewards/
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https://www.californianature.ca.gov/
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When I was asked to write a book review of Toi Te Mana, I awaited the arrival of 
the publication with great expectation. That anticipation proved fully justified, for 
the book rewards both the eye and the intellect. As an object, it is imposing: more 
than six centimeters thick, bound in deep red cloth with beautiful white embossed 
lettering. Its material presence alone signals ambition. Inside, over 500 full-color 
images have been reproduced with the utmost care, providing a lavish visual sur-
vey of Māori arts. Just flipping through the pages is a feast for the eyes.  
 Co-authored by Deirdre Brown and Ngarino Ellis, with the late Jonathan 
Mane-Wheoki having been integral to the project from its inception, Toi Te 
Mana sets out to offer the first Indigenous art history of Māori art. This ambition  
is not merely stated but enacted throughout the volume. The authors have placed 
Māori concepts, values, genealogies, and social worlds at the center of every dis-
cussion. In doing so, they decisively challenge entrenched art-historical frame-
works that have long privileged Western categories such as form, style, periodiza-
tion, and individual authorship. Rather than rejecting these categories out-
right, Toi Te Mana adds Māori intellectual traditions that emphasize community 
context, the land, spiritual relationships, and complementary gendered roles. Con-
cepts such as whakapapa (genealogy and interconnectedness), whenua (land, 
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origin, place), tikanga (custom and ethical practice), mauri (life force), mana (au-
thority and power), wairua (spirit), tapu (sacredness), and koha (gift and reciproc-
ity) shape the structure and interpretive framework of the book. Māori art is thus 
presented as a constellation of relationships between people, ancestors, land, cos-
mology, and historical circumstance. All those relationships show that art cannot 
be separated from social history; it is produced within it, shaped by it, and respon-
sive to it. 
 The authors have divided the book into three parts, organized and titled 
around the Māori concept of the “three baskets of knowledge”—a cosmological 
and philosophical framework describing how Tāne, one of the main characters in 
the creation of the world, retrieved these treasures. Te Kete Tuatea (the basket of 
light) contains the multitude of Māori art that “is from and within the customary 
world” (5). Te Kete Tuauri (the basket of the unknown) includes “arts developed 
out of engagement with Pākehā [white settlers], and the consequential changing 
dynamics of Māori relationships with each other as hapū (subtribal), iwi (tribal) 
and pan-iwi organisations” (5). Finally, Te Kete Aronui (the basket of pursuit) con-
tains the arts that humans seek. The knowledge-basket framework enables the 
authors to move fluidly across time, resisting rigid Western periodizations such as 
“pre-contact,” “colonial,” and “modern.” Instead, Māori art is situated within a 
dynamic continuum of knowledge transmission, adaptation, resilience, and sover-
eignty. The reader learns that early twentieth-century art movements aimed at 
reforming social conditions for Māori ultimately led to the emergence of contem-
porary art forms and schools in the second half of the twentieth century. Through-
out the volume, focused text boxes introducing key artists, taonga (treasured ob-
jects), and critical moments in the development of Māori art allow for depth with-
out interrupting the overall flow.  
 Providing a summary of such a comprehensive book is hardly possible, but 
I do want to point out some of its key themes and the way it offers a different and 
Indigenous perspective on art forms in Aotearoa New Zealand. Part 1—Te Kete 
Tuatea (the first basket), foregrounds ancestral knowledge and its continuation 
into the present. Art forms such as carving, weaving, canoe-building, architecture, 
rock art, and body adornment are discussed in relation to whakapapa and 
whenua. Importantly, this section addresses the gendered biases that have long 
shaped Māori art scholarship, in which carving traditions—often associated with 
men—were elevated above practices such as weaving associated with women. 
This section also addresses how colonial influence deepened these inequities. As 
Ellis observes, “The introduction of heteropatriarchy by Europeans, especially by 
Christian missionaries, diminished these identities by reducing and minimizing 
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their role, which in turn suppressed the use and acceptance of imagery of women 
and takatāpui (gay, lesbian, bisexual, transgender, intersex, or part of the rainbow 
community) in art” (188). This critical intervention offers a necessary redress and 
reframes gender as integral to understanding Māori visual culture. 
 Connections to ancestral Pacific homelands recur throughout this section. 
While such links are well established in discussions of waka (canoe), the explicit 
attention given to the Pacific antecedents of Māori adornment is particularly wel-
come, as it expands the spatial and intellectual horizons of Māori art history. 
 The second “basket,” Te Kete Tuatea, examines art that was produced in 
response to contact with Pākehā, beginning with museums and their collections. 
The authors situate these artistic developments within a broader social history 
marked by land dispossession, language loss, government policy, and later, the 
Māori renaissance. Art emerges as both a record of struggle and a site of oppor-
tunity, shaped by new technologies and materials while remaining grounded in 
Māori values. Museums are positioned not as neutral repositories but as wit-
nesses to how customary practices adapted to new materials, markets, and social 
pressures of the nineteenth and twentieth centuries. This idea is emphasized 
through the discussion of women’s stories in Māori art that were suppressed with 
the introduction of Christianity in the nineteenth century.  
 A particularly compelling chapter in Part 2 is “The art of utu,” in which Deir-
dre Brown demonstrates how art mediates balance—between life and death, and 
peace and conflict—through reciprocal exchange. Here, art is inseparable from 
social organization, land management, and political negotiation. 
 Part 3—Te Kete Aronui addresses contemporary and experimental prac-
tices in painting, photography, installation, performance, and multimedia art. The 
discussed works engage with modernism, urbanization, Indigenous rights, envi-
ronmental activism, gender critique, and historical redress. Temporal boundaries 
remain deliberately porous, demonstrating that the book does not follow a linear 
timeframe. The section opens with a discussion of twentieth-century Māori lead-
ers including Te Puea Hērangi, Apirana Ngata, and Tahupōtiki Wiremu Rātana, 
whose reformist visions profoundly shaped artistic production and education. Un-
der the influence of these leaders, newly founded art schools would ultimately 
take prominent positions where intergenerational teaching was fostered. This sec-
tion also addresses the fraught relationship Māori communities have with muse-
ums worldwide holding their treasures, as well as how contemporary Māori art 
has moved and flourished beyond the borders of the islands of Aotearoa New Zea-
land.  
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 One of the book’s most compelling strengths is its insistence that art is in-
separable from social life. Throughout, artworks are essential to telling complex 
stories—of kinship, labor, spirituality, politics, colonial violence, resistance, dias-
pora, and return. Simplified narratives that cast Māori art as static or ahistorical 
are not featured. Instead, Māori art is shown to be dynamic, intellectually rigor-
ous, politically engaged, and deeply enmeshed in the lived experiences of Māori 
people. Contemporary art becomes a dialogue between past and present, and be-
tween cultural responsibility and personal expression. 
 Although Jonathan Mane-Wheoki passed away before the book’s comple-
tion, his influence permeates the book. His lifelong dedication to Indigenous art 
histories, belief in the centrality of Māori intellectual frameworks, and commit-
ment to gender inclusivity in art-historical narratives are integral to Toi Te Māori. 
His presence in the project is a reminder of the intergenerational nature of 
knowledge transmission—a theme that the book emphasizes throughout. 
 Ultimately, Toi Te Mana demonstrates what becomes possible when Indig-
enous epistemologies structure the telling of art (hi)stories. The book is not only 
a major contribution to Māori art history—it is also a theoretical intervention with 
wide-reaching implications for Indigenous studies, museum practice, anthropol-
ogy, and visual culture. 
 My awaiting this volume with great curiosity and enthusiasm was entirely 
justified; what Toi Te Māori delivers is monumental. It is aesthetically sumptuous, 
intellectually rigorous, and methodologically innovative. By grounding its narra-
tive in the three baskets of knowledge, it honors Māori ways of knowing while 
offering readers a coherent and generous guide through centuries of artistic prac-
tice. For scholars, artists, curators, students, and all those engaged with Indige-
nous arts or the rethinking of art history, this book is an essential reading. It is a 
landmark publication that will continue to shape the field for generations to come. 
 
 
Fanny Wonu Veys is curator of Oceania at the Wereldmuseum, a Dutch umbrella 
organization comprising locations in Amsterdam, Leiden, and Rotterdam. She is 
also a professor by special appointment of arts and material culture of Oceania at 
Leiden University. Her topics of interest include Pacific textiles, gender and mate-
rial culture, missionary collections, and the contemporary significance of historical 
objects. Her fieldwork sites include Aotearoa New Zealand (since 2000), Tonga 
(since 2003), and Arnhem Land, Australia (since 2014). She is the main editor of 
the Provenance series, published by the Wereldmuseum, and was the president of 
the Pacific Arts Association for twelve years. 
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ROBERTA COLOMBO DOUGOUD 
Book Review: Sea of Islands: Exploring Objects, 
Stories, and Memories from Oceania, by Carol 
E. Mayer 
 
 
Abstract  
Book review: Carol E. Mayer, Sea of Islands: Exploring Objects, Stories, and Mem-
ories from Oceania. Vancouver: Figure 1 Publishing and Museum of Anthropology 
at UBC, 2025. ISBN: 978-1-77327-155-2, 240 pages, color & b/w illustrations, map, 
acknowledgments, notes, selected bibliography, index. Hardcover US$50.  
 
Keywords: museum collections, Indigenous collaborations, provenance research, 
object agency, decolonial museum practice 
 
 
Sea of Islands: Exploring Objects, Stories, and Memories from Oceania presents 
itself as a history of the Oceania collections held at the Museum of Anthropology 
(MOA) at the University of British Columbia (UBC)—some 3,500 objects. At first 
glance, it may appear to be a conventional institutional history, or a catalogue 
documenting the provenance and significance of a major museum’s holdings, but 
it soon becomes clear that Mayer’s project goes well beyond a standard prove-
nance-based history of a collection. Written by Carol E. Mayer—a research fellow 
on the Pacific at the MOA, where she worked for thirty-five years—the book traces 
the trajectories of the museum’s Pacific collections. 
  The volume follows a relatively classic organization, one that readers fa-
miliar with museum catalogues and regional surveys of Oceania will recognize. A 
foreword (by Ralph Regenvanu, Minister for Climate Change Adaptation, Energy, 
Environment, Meteorology, Geohazards, and Disaster Management of the Repub-
lic of Vanuatu) and a preface (by Susan Rowley, director of the MOA) are followed 
by a map of Oceania and an introduction to the volume, in which Mayer outlines 
her methodological positioning. An early chapter is devoted to Frank Burnett, 
whose donation of approximately 1,500 Pacific objects to the UBC in 1927 formed 
the nucleus of the MOA’s Oceania collections. Two thematic chapters, devoted to 
navigation and barkcloth (tapa), follow before the book moves geographically 
through the Pacific—covering Vanuatu, Fiji, Solomon Islands, Papua New Guinea, 
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Australia, the Torres Strait Islands, Aotearoa (New Zealand), Sāmoa, Rapa Nui, and 
the Marquesas Islands—and concludes with an epilogue.  
 That Mayer is going beyond conventional collection-history orientation is 
first signaled by the book’s covers. Rather than foregrounding colonial-era im-
agery, the front cover features Four Great Whites (2004) by Solomon Islands artist 
Ake Lianga. Drawing on a local legend of four great white sharks that guided and 
protected a founding community, the work evokes ancestral guardianship, move-
ment, continuity, and ceremonial traditions linked to shell money and shark-call-
ing practices. The back cover reproduces Destiny (2019) by Wukun Wanambi, a 
Yolngu painter from the Marrakulu and Dhurili clans of eastern Arnhem Land. A 
member of the Dhuwa moiety, Wanambi described the work as symbolizing mul-
let fish journeying between waters, echoing the search for ancestral connections. 
Together, these contemporary prints frame the volume as oriented toward living 
relationships, circulation, and continuity rather than static heritage. 
 In her introduction, Mayer explains that her initial intention was to pro-
duce a comprehensive account of the museum’s entire Pacific collection, but she 
soon recognized that such an undertaking was both impractical and conceptually 
misaligned with her approach. Rather than striving for encyclopedic coverage, she 
instead chose to focus on the parts of the collection with the strongest relational 
histories—objects already activated through exhibitions, teaching, research, and 
long-term collaborations. This decision marks an important methodological shift 
away from a traditional framework: the book does not attempt to exhaustively 
document a collection but instead reflects on how collections become meaningful 
through use, encounter, and relationship. The result is not only the biographies of 
objects, but also Mayer’s own intellectual and relational trajectory over more than 
three decades of curatorial practice. 
 The book is explicitly informed by Epeli Hauʻofa’s influential concept of 
Oceania as a “sea of islands,” which reframes the Pacific as a vast, interconnected 
world shaped by Indigenous voyaging, mobility, kinship, and exchange rather than 
as a constellation of isolated islands.1 From this perspective, Sea of Islands rein-
terprets the MOA’s Oceania collections through narratives co-created with Indig-
enous scholars, artists, knowledge-holders, and members of source communities 
and diasporas. Hauʻofa’s vision provides not only a geographical metaphor but 
also an epistemological framework that privileges movement, relation, and conti-
nuity over boundedness and fragmentation. 
 Central to Mayer’s methodology is the recontextualization of collections 
through collaboration. Rather than presenting objects through a single authorita-
tive voice, she foregrounds polyphony. Mayer selected objects in consultation 
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with source communities, and their descriptions are accompanied by commen-
taries from community members, as well as curators, artists, and scholars. This 
approach effectively reactivates objects whose social and cultural connections 
had been muted by museum storage and classification. Throughout the book, 
Mayer weaves historical collections with present-day concerns such as revival 
movements, environmental and political struggles, artistic innovation, and com-
munity-based knowledge. Objects are never treated as inert; instead, they emerge 
as agents that reactivate memory, generate relationships, and open new avenues 
of research and practice. 
 Mayer’s long-standing relationships with Indigenous artists, curators, 
knowledge-holders, scholars, and Pacific diaspora communities in Canada shape 
many of the chapters. These sustained engagements allow the book to move be-
yond episodic consultation, and toward more deeply embedded forms of collabo-
ration. In doing so, Sea of Islands challenges the idea of the museum as an isolated 
producer of knowledge, and repositions it as a site of encounter, negotiation, and 
shared responsibility.  
 This collaborative orientation is particularly evident in the book’s thematic 
chapters. The chapter on navigation challenges long-standing European represen-
tations of the Pacific as empty, fragmented, or disconnected, and instead reframes 
Oceania as a densely networked seascape shaped by sophisticated voyaging 
knowledge. Canoe models in the MOA collection—often dismissed as souvenirs, 
curios, or pedagogical miniatures—are presented as teaching tools, historical rec-
ords, and repositories of ancestral knowledge. Through dialogue with Pacific nav-
igators and scholars, these models become catalysts for contemporary navigation 
revival movements and symbols of sustainability, resilience, and cultural continu-
ity. 
 Similarly, the chapter on tapa treats barkcloth as both material object and 
cultural practice. Mayer traces its origins, regional diversity, and ceremonial sig-
nificance, as well as the disruptions to these practices caused by colonization and 
Christianization, which led to its decline or suppression in many regions. In this 
context, museums emerge as unexpected reservoirs of endangered knowledge, 
enabling artists and communities to reconnect with techniques, motifs, and mean-
ings that had been partially lost. Of particular interest are women-led revivals of 
tapa-making, which demonstrate how historical collections can support cultural 
renewal, identity formation, and artistic innovation. 
 Mayer also demonstrates how museums can act as intermediaries for dia-
logue and healing. In the chapter on Vanuatu, she discusses the 2009 Erromango 
reconciliation ceremony (klinem fes) between the descendants of missionary John 
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Williams and local families. The 1839 killing of Williams and a companion—an 
event that profoundly affected the evangelical world—had long weighed on the 
people of Erromango as an unresolved historical burden. Initiated through sus-
tained museum relationships, the reconciliation process culminated in a cere-
mony at Dillon’s Bay, offering a powerful moment of acknowledgment and re-
newal. This case exemplifies how museum collections and relationships can func-
tion as catalysts for future-oriented engagements grounded in memory and re-
sponsibility. 
 While going through the book, I found a few dates that would have bene-
fited from fact-checking, updating, and/or proofreading. For example, the author 
states that migration into Pacific Oceania from Asia began before 25,000 BCE (19), 
while recent archaeological research suggests that human occupation dates back 
considerably further, to approximately 65,000–45,000 years ago.2 The book also 
suggests that the settlement of Aotearoa happened around 1300 BCE, when the 
widely accepted date is approximately 1300 CE (“Common Era,” rather than “be-
fore the Common Era”).  
 I was also struck by how Mayer does not explicitly employ the terms “de-
colonize” or “decolonization,” which are now widely used in ethnographic muse-
ums in response to sustained criticisms of these institutions.  The absence of this 
vocabulary should not, however, be understood as a lack of critical engagement, 
as Sea of Islands addresses decolonization at the level of practice and methodol-
ogy, positioning itself firmly within these debates and making a substantive con-
tribution to ongoing discussions on the legitimacy of ethnographic collections and 
the reconfiguration of museum theory and practice. 
 Ultimately, Sea of Islands is less a museum-collection catalogue than a sus-
tained and well-illustrated argument for a museum practice grounded in relation-
ships rather than objects alone. Mayer makes clear that museums are not funda-
mentally about things, but about the connections that things enable. By fore-
grounding Indigenous voices and lived relationships, the book demonstrates how 
collections can bring together the past, present, and future. The voyage traced in 
Sea of Islands does not lead backward into a closed past, but forward—toward 
renewed relationships, shared responsibilities, and futures still in the making. 
 
 
Roberta Colombo Dougoud has been the curator of the Oceania collection at the 
Museum of Ethnography in Geneva (MEG) since 1999. After studying sociology at 
the University of Urbino, Italy, she worked at the Institute of Social Anthropology 
at the University of Fribourg, Switzerland, where she earned her PhD with a 
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dissertation titled “Le storyboards di Kambot: Arte del Sepik tra tradizione e mo-
dernità.” She has conducted field research in Papua New Guinea, Morocco, and 
Italy. She has curated several exhibitions on Kanak and Indigenous Australian art, 
and she leads the MEG project “Connecting Collections and Source Communities.” 
Since September 2024, she has also been a lecturer at the Laboratory of African 
Archaeology & Anthropology at the University of Geneva. 
 

 
Notes  
 
1 Epeli Hauʻofa, “Our Sea of Islands,” in A New Oceania: Rediscovering Our Sea of 
Islands, ed. Eric Wadell, Vijay Naidu, and Epeli Hau’ofa (Suva: The University of the 
South Pacific, School of Social and Economic Development, 1993), 2–16. 
2 Patrick Roberts et al., “Fossils, Fish and Tropical Forests: Prehistoric Human Ad-
aptations on the Island Frontiers of Oceania,” Philosophical Transactions of the 
Royal Society B: Biological Sciences 377, no. 1849 (2022), 
https://doi.org/10.1098/rstb.2020.0495. 
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ANNOUNCEMENTS 
Pacific Arts -- Call for Submissions 

 
Pacific Arts, the journal of the Pacific Arts Association, has an ONGOING OPEN 
CALL for submissions on the arts of Oceania and its diasporas focusing on visual 
arts, material cultures, and heritage arts. The scope is temporally broad, highlight-
ing both historical and current topics while engaging with a wide range of creative 
mediums, forms, and subject matter. Pacific Arts encourages interdisciplinary ap-
proaches to examining the political, social, economic, cultural, aesthetic, and en-
vironmental stakes in the production and study of Indigenous visual and material 
cultures in Oceania, past and present. 
 
Please send full-length submissions and an abstract to pacificarts@ucsc.edu. Sub-
missions should follow the Pacific Arts submission guidelines and style guide. Pa-
cific Arts is a peer-reviewed open access online journal published by the University 
of California/eScholarship and encourages broad participation and circulation.  
 
Pacific Arts is also accepting reviews of books, media, and exhibitions that relate 
to visual and material cultures of Oceania. Authors, artists, museums, and publish-
ers interested in having their work reviewed and anyone interested in writing a 
review should contact the editors at pacificarts@ucsc.edu.  
 
PLEASE SUPPORT PAA & PACIFIC ARTS: There is no cost to contributors to publish 
with Pacific Arts. However, our editorial staff are volunteers, and all of our publi-
cation costs rely entirely on your PAA membership and donations to UC Santa 
Cruz’s Pacific Art & Visual Studies Fund. We encourage readers and contributors 
to join the Pacific Arts Association and/or donate to the Fund (donations, no mat-
ter how small, are very helpful and welcome).  
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https://escholarship.org/uc/pacificarts
mailto:pacificarts@ucsc.edu
https://drive.google.com/drive/folders/1-GaSbM9wsM8KCJ6IA98TNuMOpj84Hmd2?usp=sharing
https://drive.google.com/drive/folders/1-GaSbM9wsM8KCJ6IA98TNuMOpj84Hmd2?usp=sharing
mailto:pacificarts@ucsc.edu
https://pacificarts.org/membership/
https://drive.google.com/file/d/1mKehrM2U3ZvOh_A9HZsDw412B4_cKMMy/view
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PLEASE SUPPORT PACIFIC ARTS, ARTISTS, & THE PAA 

~ Thank you for joining PAA or renewing your membership! ~ 
 
Founded in 1974 and established as an association in 1978, the Pacific Arts Association 
(PAA) is an international organization devoted to the study of all the arts of Oceania. PAA 
provides a forum for dialogue and awareness about Pacific art and culture—past, present, 
and future. By connecting individuals and institutions around the world, PAA encourages 
greater cooperation among those who are involved with the creation, study, and exhibi-
tion of Pacific art. 
 
BENEFITS OF MEMBERSHIP:  

● The peer-reviewed, open-access Pacific Arts journal features current research, 
creative work, reviews, and timely information about important events.  

● The online Pacific Currents speaker series provides an internationally accessible 
venue for artists, scholars, and museum professionals to share current work. 

● PAA’s triennial International Symposium takes place in alternating venues 
across the globe and includes special tours, performances, exhibitions, and 
presentations of academic and artistic research on the arts of Oceania.  

● Each of the three PAA chapters (Pacific, North America, and Europe) hold sym-
posia and events. PAA-Europe holds a meeting in Europe annually. Members 
have the opportunity to meet and participate in the PAA-North America spon-
sored session at the College Art Association annual conference.  

 
PAA’s MISSION: 

● Build awareness of the arts and material cultures in all parts of Oceania. 
● Encourage international understanding among the nations involved in the arts 

of Oceania. 
● Promote high standards of research, interpretation, and reporting on the arts of 

Oceania. 
● Stimulate interest in teaching Oceanic art courses, especially at the tertiary edu-

cational level. 
● Encourage greater cooperation among the institutions and individuals who are 

associated with the arts of Oceania. 
● Encourage high standards of conservation and preservation of the material cul-

ture in and of Oceanic arts. 
 
MEMBERSHIP: US$50 for professional individuals and institutions, US$35 for visual and 
performing artists, students, and retired persons. Individuals and institutions wishing to 
become members of PAA can visit the membership page of the PAA website 
www.pacificarts.org/membership.  

 

https://escholarship.org/uc/pacificarts
https://escholarship.org/uc/pacificarts
https://escholarship.org/uc/pacificarts
https://pacificarts.org/paa-international-symposia/
https://pacificarts.org/about-paa/
https://pacificarts.org/paa-at-caa/
http://www.pacificarts.org/membership
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PAA CURRENTS – ONLINE SPEAKER SERIES 
 
 
In 2023, PAA launched its online speaker series, “Pacific Currents”—a 
venue in which scholars, creative practitioners, and heritage professionals 
share their research and join in conversation.  
 

Most recently, Nicolas Garnier presented  
Creating Under Constraints:  

Bags from Beon, a Prison in Madang Province, Papua New Guinea 
 

 

 
 

 
PAA welcomes proposals for the series—those interested can email  

Karen Stevenson at ks-kf@xtra.co.nz 
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PAA XIVth INTERNATIONAL SYMPOSIUM 
 

Oceanic Blazing Forms: Memory, Place-Making, and Imagination 
June 23 – June 27, 2026, Wereldmuseum Leiden 

 

 
The 14th International Symposium of the Pacific Arts Association—“Oceanic Blaz-
ing Forms: Memory, Place-making and Imagination”—will take place at the 
Wereldmuseum Leiden, the Netherlands, June 23–27, 2026. The symposium ties 
in with the exhibition Time for Papua, which opens on February 12, 2026 and 
closes January 7, 2027. For the first time in forty years, the Wereldmuseum is 
showcasing a selection of its western New Guinea collection as well as specially 
commissioned work. Visitors are invited to explore the richness, intricacy, and 
making traditions of the art and material culture of this former Dutch colony. In 
addition, the public will discover concepts of time that relate to memory, place-
making, and imagination. 

The symposium is part of a series of gatherings aimed at rethinking global 
art histories through the expansive and intellectual space of the Wereldmuseum, 
which challenges the structures and assumptions of both art history and anthro-
pology through new approaches to material culture. The title of these gatherings, 
“blazing forms”—taken from Margaret Danner’s poem “The Convert” that initially 
applied to the blazing power of African art and material culture—is here applied 
to Oceania to become “Oceanic Blazing Forms: Memory, Place-making and Imag-
ination.” For more information on this series, visit materialculture.nl 
 
Conference attendance fees will be €250 standard/€190 concessions. Please visit 
the PAA website for additional information about the International Symposium: 
https://pacificarts.org/announcing-paa-xiv-international-symposium/ 

 
 

https://pacificarts.org/announcing-paa-xiv-international-symposium/
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CONFERENCE 
 
 

 
 

 
The International Conference on Art, Performance, and Indigenous Expres-
sion in the Pacific (ICAPIEP-26) conference, will take place on March 6–7, 
2026, in Philadelphia, USA. The event will bring together leading experts, 
thought-provoking discussions, and a diverse group of attendees from 
around the world. With over 500 participants expected, the conference will 
provide ample opportunities for networking and professional growth. 
 
The conference will feature a wide range of sessions, including keynote lec-
tures, oral presentations, poster sessions, symposia, and workshops. Our 
panel of speakers includes academics, students, researchers, and industry 
professionals, making for a dynamic and engaging environment. Attendees 
will have the opportunity to actively participate in discussions, connect with 
others in their field, learn about the latest research and discoveries, and 
explore solutions to ongoing challenges. 
 
In addition, the conference will bridge the gap between theoretical studies 
and practical applications, providing attendees with valuable insights and 
knowledge. Join us for the (ICAPIEP-26) and take the next step in your pro-
fessional journey. Don't miss out on this opportunity to expand your 
knowledge, make meaningful connections, and explore new areas of the 
field. 
 
For more information: https://www.researchfora.net/event/in-
dex.php?id=100276506  
 

 
 
 
 
 
 

https://www.researchfora.net/event/index.php?id=100276506
https://www.researchfora.net/event/index.php?id=100276506


Pacific Arts │ Announcements 

 
 
 157 

CONFERENCE 

Asia Pacific Conference on Maritime & Underwater Cultural 
Heritage (APCONF-MUCH) 

Bali, Indonesia 
October 26 – 31, 2026 

 

 
 

The Asia Pacific Conference on Maritime & Underwater Cultural Heritage (APConf-
Much)—formerly known as the Asia Pacific Conference on Underwater Cultural 
Heritage (APConf)—has been the leading regional conference dedicated to the 
study, preservation, and management of maritime and underwater cultural herit-
age in the Asia-Pacific region. The rebranding reflects our conscious effort to 
broaden the conference’s focus by integrating a wider range of disciplines and 
perspectives to address the complexities of underwater and maritime cultural her-
itage. 
 
Since its first conference in November 2011, APConf-Much has been functioning 
as a vital platform for scholars and professionals committed to advancing re-
search, conservation, and sustainable management of underwater and maritime 
cultural heritage. For over 14 years, it has primarily brought together archaeolo-
gists, conservators, and historians to discuss and share knowledge about under-
water archaeological sites, shipwrecks, and maritime practices. 
 
The decision to expand the conference’s scope acknowledges that maritime and 
underwater heritage extends beyond submerged sites to include coastal tradi-
tions, seafaring practices, and human-environment interactions. In response, AP-
Conf-Much now invites contributions from a broader array of disciplines, including 
anthropology, ecology, marine science, public policy, environmental studies, mar-
itime legislation, marine engineering, and blue economy. By incorporating these 
diverse perspectives, the conference promotes transdisciplinary collaboration and 
fosters a more holistic approach to the preservation and management of under-
water and maritime cultural heritage. 
 
For more information: https://apconf-much.org/?page_id=10  
 

https://apconf-much.org/?page_id=10
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CONFERENCE 
 

Australian Institute of Aboriginal and Torres Strait Islander Studies 
Summit 2026, June 1–5, Gold Coast Convention & Exhibition Centre 

 

 
Photo by Jacinta Keefe Photography.  

 
The AIATSIS Summit provides a unique forum for Aboriginal and Torres Strait Is-
lander Elders, leaders, and youth along with Academics, Native Title stakeholders, 
legal experts, GLAM (Galleries, Libraries, Archives and Museums) sector, and gov-
ernment representatives to come together and collaborate on the issues that mat-
ter most to First Nations peoples. 
 As one of the largest conferences of its kind, the Summit also provides op-
portunities to support and strengthen Aboriginal and Torres Strait Islander cul-
tures, knowledge, and governance and provides a forum to network and establish 
new relationships. 
 The Summit will incorporate GLAM and Research topics (June 1–3) and In-
digenous Country and Governance topics (June 3–5). Dedicated programming will 
also be provided across the full five days for our youth and emerging leaders. 
 This year’s theme—Our Truth. Our Power. Our Future.—pays tribute to, 
and acknowledges, the lived experience, strength, solidarity, and resilience of Ab-
original and Torres Strait Islander peoples. By owning our truths and stepping into 
our power, we actively build a more just, inclusive, and hopeful future. 
 
Registration and Information: https://aiatsis.gov.au/whats-new/events/aiatsis-summit-2026 
 

https://aiatsis.gov.au/whats-new/events/aiatsis-summit-2026
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WORKSHOP 
 

Native Seas: Students and Relatives of Papa Mau  
Visit the Bay Area 

The Berkeley Center for New Media, Berkeley 
March 8 – 13, 2026 

 

 
 

The Berkeley Center for New Media will be hosting our Native Seas Workshop Series, a 
week-long educational program curated by Sophia Perez, Indigenous Technologies coor-
dinator and UC Berkeley PhD, and coordinated in collaboration with the Critical Pacific 
Islands Studies Collective (CPISC) and the Pacific Islander (PI) Initiative, that will bring sev-
eral traditional navigators, including students and relatives of Papa Mau Piailug, from the 
Northern Mariana Islands to the Bay Area.  
 
These distinguished navigation teachers will be traveling from across the Pacific, repre-
senting the only two remaining schools of traditional Pacific navigation and carrying for-
ward ancient knowledge systems that have guided oceanic travel for centuries without 
modern instruments. As teachers, their work is foundational to keeping the ancient art of 
traditional navigation alive, and they will be visiting UC Berkeley to foster intellectual ex-
change and create visibility for Pacific Islander and Indigenous communities. 

Pacific Studies scholar Dr. Damon Salesa observed that, prior to Western contact, not one 
of the over 1,000 Pacific Island languages contained a word for “the Pacific”— this was 
because, to Indigenous Pacific Islanders, "the Pacific" was not a place. Each island culture 
created and belonged to their own, distinct reaches of the Pacific, defined in part by their 
voyaging traditions and techniques. Salesa calls these lived oceanic regions “Native Seas,” 
which “blanketed the inhabited Pacific, like an intricate weave of maritime places, 
constantly being made and unmade, with Islanders holding all of it together with warp- 
and weft-like voyages.” 

By embracing Salesa’s PI-centered Native Seas framework, this workshop series intends 
to explore and celebrate the perseverance of ancient seafaring knowledge in our modern 
era, where oceanic worlds are sustained not only through traditional voyaging, but also 
through new technologies spanning from airplanes to planetariums. 

Planned public events include a keynote lecture on campus, a celestial navigation 
presentation at CalAcademy, a traditional boat-building workshop, and more.  

This event is free and open to the public. This event will be held in-person, on and off the 
UC Berkeley campus. 
 
For more information: https://bcnm.berkeley.edu/events/13/art-tech-culture/6534/na-
tive-seas-students-and-relatives-of-papa-mau-visit-the-bay-area  

 

https://bcnm.berkeley.edu/events/13/art-tech-culture/6534/native-seas-students-and-relatives-of-papa-mau-visit-the-bay-area
https://bcnm.berkeley.edu/events/13/art-tech-culture/6534/native-seas-students-and-relatives-of-papa-mau-visit-the-bay-area
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RECENT CONFERENCE 
 

Virtual Inaugural Conference of the  
Oceania Pacific Studies Association  

January 28 – 30, 2026 
 

 
 

The Oceania Pacific Studies Association hosted its Inaugural Conference from Jan-
uary 28–30, 2026. The conference connected Pacific thinkers, practitioners, crea-
tors, organizers, activists, and community leaders across the region. 
 
Participation was free. There were virtual and in-person hubs in Brisbane, Sydney, 
Tāmaki Makaurau/Auckland, Fiji, Hawaiʻi (Honolulu & Lāʻie), Los Angeles, and Salt 
Lake City. Sessions focused on critical issues that are currently impacting Moana 
Nui. 
 
For more information: https://sites.google.com/hawaii.edu/opsa/home 
 

https://sites.google.com/hawaii.edu/opsa/home
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RECENT CONFERENCE 
 

Entangled Seascapes:  
More-Than-Human Histories Across Oceanic Worlds 

The International Center of Medieval Art 
January 22–23, 2026 

 
 
This conference brought together scholars working on pre-modern and early mod-
ern oceanic worlds: from the Indian Ocean, South China Sea, and the Pacific to the 
Mediterranean and the Atlantic. Framed within the emerging field of blue human-
ities and building on posthumanist and decolonial perspectives, the conference 
explored the sea not as a passive space between empires or cultures, but as an 
active, more-than-human agent, one 
that shapes and is shaped by human 
and nonhuman actors. By focusing on 
more-than-human histories and mate-
rial entanglements, orgranizers aimed 
to challenge dominant land-based nar-
ratives of civilization, encounters, and 
sovereignties. 

 
The conference intended to be multidisciplinary, and welcomed contributions 
from historians, archaeologists, anthropologists, human geographers, and any 
scholars interested in seascapes, more-than-human thinking, and related theo-
retical approaches. 

The keynote lecture was delivered by Professor Serpil Oppermann, Director of the 
Environmental Humanities Center at Cappadocia University, and author of Blue 
Humanities: Storied Waterscapes in the Anthropocene (Cambridge University 
Press, 2023). 

Entangled Seascapes was intended not only as a forum for presenting original re-
search, but also as a collaborative space for scholarly exchange and long-term net-
work-building among researchers working on oceanic and more-than-human 
histories from across the worlds. 

 

For more information: https://www.medievalart.org/calendar/call-for-papers-
for-international-conference-entangled-seascapes-more-than-human-histories-

across-oceanic-worlds-academia-belgica-rome-22-23-jan-2026 
 

https://www.medievalart.org/calendar/call-for-papers-for-international-conference-entangled-seascapes-more-than-human-histories-across-oceanic-worlds-academia-belgica-rome-22-23-jan-2026
https://www.medievalart.org/calendar/call-for-papers-for-international-conference-entangled-seascapes-more-than-human-histories-across-oceanic-worlds-academia-belgica-rome-22-23-jan-2026
https://www.medievalart.org/calendar/call-for-papers-for-international-conference-entangled-seascapes-more-than-human-histories-across-oceanic-worlds-academia-belgica-rome-22-23-jan-2026
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RECENT CONFERENCE 
 

ASAO Annual Meeting 
February 4–8, 2026 

Online 
https://www.asao.org/ 

 
 

 
 
The Association for Social Anthropology in Oceania (ASAO) is an international 
scholarly society dedicated to the anthropology of the Pacific. ASAO welcomes an-
yone interested in the lives of Pacific people, including scholars working in Na-
tive/Indigenous Studies, Pacific Studies, Cultural Studies, and other disciplines. 
 
For over fifty years, ASAO has served to connect scholars from across the globe 
and to further knowledge of the Pacific. Our annual meeting has played a role in 
the origin of several important pieces of Pacific scholarship, including Epeli 
Hau‘ofa’s essay "Our Sea of Islands" and Marshall Sahlins’s "Historical Metaphors 
and Mythical Realities."  
 
Our annual meetings are intimate, discussion-based, and cooperative, especially 
in support of developing topics for publication. ASAO has a book series and a spe-
cial publication series. Many other publications have emerged from ASAO ses-
sions, including but not limited to those listed in this cumulative bibliography. 
 
ASAO also publishes a newsletter three times per year, with useful information 
such as annual officer reports, meeting session reports, and community updates.  
 
ASAO supports the full participation of Pacific Islanders through the Pacific Islands 
Scholars Award (PISA) and encourages members to return information to the 
source communities from which it came through a program called the Grant to 
Return Indigenous Knowledge to Pacific Islands Communities (GRIKPIC). 
 
 
 
 
 
 
 

https://www.asao.org/
https://www.asao.org/content.aspx?page_id=22&club_id=770633&module_id=530599
https://www.asao.org/content.aspx?page_id=22&club_id=770633&module_id=530597
https://www.asao.org/content.aspx?page_id=22&club_id=770633&module_id=533710
https://www.asao.org/content.aspx?page_id=22&club_id=770633&module_id=533710
https://www.asao.org/content.aspx?page_id=22&club_id=770633&module_id=533711
https://www.asao.org/docs.ashx?id=1027398
https://www.asao.org/content.aspx?page_id=22&club_id=770633&module_id=533709
https://www.asao.org/content.aspx?page_id=22&club_id=770633&module_id=519283
https://www.asao.org/content.aspx?page_id=22&club_id=770633&module_id=519283
https://www.asao.org/content.aspx?page_id=22&club_id=770633&module_id=533702
https://www.asao.org/content.aspx?page_id=22&club_id=770633&module_id=533702
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CALL FOR PAPERS 
 

Addressing Ocean and Space Pollution Through the Arts: 
New Considerations on Indigenous Knowledges and  

Collaborative Practices  
Conference: November 16–18, 2026 

 
What is the role played by contemporary Indigenous artists and non-Indigenous artists 
engaging with Indigenous knowledges in making ocean and space pollution visible? How 
are Indigenous knowledges, know-how, histories, and memories mobilized to address 
current environmental crises? How do Indigenous artists and artists working with Indige-
nous communities talk about, classify, and use different types of waste? 
 
Examining together ocean and space pollution is crucial not only to take into accounts the 
specifics of Indigenous epistemologies, ontologies, and concepts but also for the sustain-
able future of the planet. 
 
This conference—co-organized by OSPAPIK, the Centre des métiers d’art de la Polynésie 
française (French Polynesian School of Art, Craft and Desigh; CMAPf), and the Université 
de la Polynésie française (UPF)—will explore innovative approaches to pollution, Indige-
nous knowledges, and the arts. 

The committee is particularly inter-
ested in focusing on the materiality and 
the disintegration process of waste and 
on the relationship that people have 
with waste. Our aim is also to investi-
gate how creative and artistic expres-
sions allow the artists themselves, 
scientists, expedition project organiz-
ers, and audiences to better under-
stand how marine ecosystems and 
(outer) space are impacted by pollu-
tion. Finally, with this conference we 
want to discuss comparatively affec-
tive, professional, sensorial, and histor-

ical relationships to marine, nuclear, and space debris and waste through an analysis of 
Indigenous artistic practices and non-Indigenous practices engaging with Indigenous 
knowledges. We are interested in papers focusing on Oceania and French Guiana. If you 
would like to give a paper on a different area, please contact us.  
 
Papers due: September 8, 2026 
Call for papers PDF : https://ospapik.eu/uploads/2025/12/cfp-ospapik-conference-2026- 
For more information: https://ospapik.eu/en/conference/  
 
Image Credit: Sylvana Opoya, a young Wayana woman describes her family tree to illustrator Benoît Bonne-
maison-Fitte © Julien Cassierle & GdRA 

https://ospapik.eu/uploads/2025/12/cfp-ospapik-conference-2026-4.pdf
https://ospapik.eu/en/conference/
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CALL FOR PAPERS 
  

The History of Mobility in the Atlantic and the Pacific:  
People, Goods, Ships, Ideas, and Routes Between the  

Continents and Islands 
The Association of Latin American and Caribbean Historians 

 
The Association of Latin American and Caribbean Historians (ADHILAC) celebrates 
its 15th International Meeting for the first time in the British city of Gibraltar in 
Southern Spain.  
 
We invite all researchers to submit their papers by April 15, 2026, to secejecu-
tivo@adhilac.org, subject to the conditions outlined in the Call for Papers. The 
conference will be held at the renowned Sunborne Hotel Gibraltar, a former cruise 
ship in the port of the British colony.  
 
Sven Beckert (Harvard University) and Paul E. Lovejoy (York University) are con-
firmed as keynote speakers. The conference president is Sergio Guerra Vilaboy 
(Havana University). We look forward to receiving your applications. 
 
Dr Jorge Elias Caro, President of the ADHILAC 
 
Dr Christian Cwik, Executive Secretary of the ADHILAC 
 
Papers due: April 15, 2026 
 
Call for papers PDF: https://networks.h-net.org/system/files/attachments/call-
forpapersadhilac09-2026gibraltar.pdf  
 
For more information: https://networks.h-net.org/group/announce-
ments/20136056/history-mobility-atlantic-and-pacific-people-goods-ships-ideas-
and  
 
 
 
 
 
 
 
 
 

 

https://networks.h-net.org/system/files/attachments/callforpapersadhilac09-2026gibraltar.pdf
https://networks.h-net.org/system/files/attachments/callforpapersadhilac09-2026gibraltar.pdf
https://networks.h-net.org/group/announcements/20136056/history-mobility-atlantic-and-pacific-people-goods-ships-ideas-and
https://networks.h-net.org/group/announcements/20136056/history-mobility-atlantic-and-pacific-people-goods-ships-ideas-and
https://networks.h-net.org/group/announcements/20136056/history-mobility-atlantic-and-pacific-people-goods-ships-ideas-and
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CALL FOR PAPERS  
 

8th biennial conference of the  
Association of Critical Heritage Studies 

Herenga Waka — Victoria University of Wellington, Aotearoa New Zealand  
November 29 – December 2, 2026 

 
 

 
 
 
Centering on the theme Tūhono—weaving relational heritage spaces, ACHS 2026 invites 
participants to explore how heritage creates connections among people, across time, and 
with place. The conference foregrounds Indigenous perspectives grounded in Māori 
worldviews, alongside the diverse cultural voices of Aotearoa and the broader Moana 
Oceania region. 
 
You can find all key information here: 

• Conference website: https://www.achs2026.nz/ 
• Call for Papers: https://www.achs2026.nz/call-for-papers 

Please note: all presentations will be in-person. 

Sign up to the mailing list on the website to receive future updates about the conference. 
www.achs2026.nz 

Timeline 

• CFP opens: November 10, 2025 
• CFP closes: February 10, 2026 
• Notification of outcomes: April 30, 2026 
• Registration opens: May 2026 
• Conference: November 29 – December 2, 2026 

 
 
 

 
 

https://achs2026.us17.list-manage.com/track/click?u=27b1d0f25506a466f315b5da5&id=0bebc5b37c&e=dd02e95a29
https://www.achs2026.nz/
https://achs2026.us17.list-manage.com/track/click?u=27b1d0f25506a466f315b5da5&id=a8f20f350e&e=dd02e95a29
https://www.achs2026.nz/call-for-papers
http://www.achs2026.nz/
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EVENT 
 

 
 

Sāmoa Arts Fono 
March 5–6 2026 

Upolu Island, Sāmoa 

The Sāmoa Arts Fono, organized by the Talanoa Arts Forum (TAF) will serve as a vital 
platform for fostering collaboration and tackling critical issues within the local and regional 
arts sector. Participants will include a diverse array of stakeholders, such as artists, musi-
cians, writers, poets, choreographers, heritage artists, curators, producers, researchers, 
scholars, museum officers, art educators, business entrepreneurs, and policymakers to 
name a few. Speakers, among others, include artist and Reverend Pelenato Liufau 
(Sāmoa); arts manager Ammon Fepuleaʻi (American Sāmoa); regional arts policy analyst 
Frances Koya Vakauta (Fiji), and artist and curator Reuben Friend (Aotearoa). More speak-
ers to be announced soon. 

About Talanoa Arts Forum: Led by Sāmoa-based practicing artists Tauʻiliʻili Alpha Maiava 
and Yuki Kihara, Talanoa Arts Forum (TAF) is a Sāmoa-based curatorial agency setup to 
establish the infrastructure that supports cultural and artistic exchange between locals and 
the international community in Sāmoa. Talanoa Arts Forum is a multidisciplinary cultural 
platform working with private and public entities to activate spaces for cultural production 
and promotion across all creative disciplines, spanning heritage, visual arts, literature, film, 
fashion, dance, design, and music. Talanoa Arts Forum aims to enhance Moana Pacific’s 
creative industries and knowledge economy, and leverage its soft power for an Indigenous-
led advancement. For more information visit www.talanoaartsforum.ws 

The Sāmoa Arts Fono is made possible by the Pacific Feminist Fund and the New Zealand 
High Commission, Apia.  

Image credit: ‘Men talk | Fa’asausauga a tamali’i’ (2023) by Lalovai Peseta. Courtesy of Lalovai 
Peseta and the Manamea Art Studio, Sāmoa.  

 
 

http://www.talanoaartsforum.ws/
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RECENT EVENT 
 

MET Expert Talks: Arts of Oceania 
The Metropolitan Museum of Art Fifth Avenue, New York                                   

February 24, 2026 

 

Join Museum experts, including curators, conservators, scientists, and scholars, for a deep 
dive into a selection of exhibition objects in the galleries. Hear new insights and untold 
stories from Met insiders and take a closer look at the works of art. You’ll also have the 
opportunity to ask questions. 
 
Presented in celebration of the reopening of The Michael C. Rockefeller Wing, featuring 
the Museum’s collections of the arts of Africa, the ancient Americas, and Oceania. 
 
Events and programming related to the reopening of The Michael C. Rockefeller Wing are 
made possible by the Breyer Family Foundation, the Ford Foundation, Samuel and Gabri-
elle Lurie, the Rockefeller Brothers Fund, and the Thompson Family Foundation. Addi-
tional support is provided by Stephen M. Cutler and Wendy N. Zimmermann, Kyveli and 
George Economou, Ed and Dale Mathias, the Mex-Am Cultural Foundation Inc., and two 
anonymous donors.  
 
For more information: https://engage.metmuseum.org/events/education/talks/public-
programs/met-expert-talks/fy26/met-expert-talks-oceania/#TicketingApp  
 
Image Credit: Photo by Bridgit Beyer © The Metropolitan Museum of Art 
 

https://engage.metmuseum.org/events/education/talks/public-programs/met-expert-talks/fy26/met-expert-talks-oceania/#TicketingApp
https://engage.metmuseum.org/events/education/talks/public-programs/met-expert-talks/fy26/met-expert-talks-oceania/#TicketingApp
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RECENT EVENT 
 

2026 Hawaiʻi Scholastic Regional Student Art Awards 
Capital Modern: the Hawaiʻi State Art Museum, Honolulu 

 Scholastics Opening and Awards Ceremony: 
February 14, 2026  

 
 
The Hawai‘i State Foundation on Culture and the Arts was established by the Ha-
wai‘i State Legislature in 1965 as the official arts agency of the State of Hawai‘i. 
The concept of setting aside 1% of construction appropriations to provide a fund-

ing base for the acquisition of works of art set 
a national standard in 1967 when Hawai‘i be-
came the first state to pass such legislation. 
The 1989 revision of the law created the 
Works of Art Special Fund, a non-lapsing ac-
count into which all funds set aside for art-
works are deposited and from which 
expenditures for purposes consistent with 
Section 103-8.5, Hawai‘i Revised Statutes, 
are made. 
 
Objectives of the Art in Public Places Program 
are to enhance the environmental quality of 
public buildings and spaces throughout the 
state for the enjoyment and enrichment of 
the public; to cultivate the public’s awareness 
of visual arts in all media, styles, and tech-
niques; to contribute to the development 
and recognition of a professional artistic 
community; and to acquire, interpret, pre-
serve, and display works of art expressive of 
the Hawai‘i an Islands, the multicultural her-
itage of its people and creative interests of its 
people and creative interests of its artists. 

 
 

 
 
 
 
 
 
 
Image Credit: Miley Cox, Dress, 2025, mixed media. Courtesy of Capitol Modern 
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EXHIBITION 
 

Good As Gold, an exhibition of works by Telly Tuita 
Tautai Gallery, Auckland, Aotearoa/New Zealand 

February 27–May 2, 2026 
 
 

Coining the term Tongpop to 
describe his rich yet complex 
relationship to his ancestral 
home of Tonga, alongside his 
lived experiences across 
Australia and Aotearoa, Telly 
Tuita’s practice spans per-
formative self-portraiture. 
Through sustained experi-
mentation across photog-
raphy, video, painting, 
sculpture, and installation, 
Tuita examines his own life 
story, navigating ideas of be-
longing, colonization, and 
cultural hybridity. 
 
Tuita draws on the multifac-
eted nature of his experi-
ences to champion the 
possibility of multiple, shift-
ing versions of oneself. Em-
ploying familiar, and at times 
nostalgic, references and 

materials—including pop culture, religious iconography, motifs, colors, 
textures, and light—these works subvert fixed ideas of identity, making 
connections across time and space. 
 
With the presentation of old and new works, Good As Gold frames Tuita’s 
broader enquiry in to how worth is assigned, inherited, re-negotiated, and 
reimagined through language, memory, and lived experience. 
 
Exhibition opening event: Friday, February 27, 2026 
For more information: https://www.tautai.org/exhibitions 
 
 
 
Image credit: Donna Vo 

https://www.tautai.org/exhibitions
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EXHIBITION 
 

New Zealand Portrait Gallery 
Te Pūkenga Whakaata 

February 19 – May 10, 2026 
 

 
 

Salome: An Angel of History is a new exhibition that follows New Zealand artist 
Yuki Kihara’s exploration of Pacific history through her alter-ego Salome. Inspired 
by the 1886 photograph “Samoan Half-Caste,” Kihara uses photography, video, 
and sculpture to portray herself as a nineteenth-century Sāmoan woman.   
 
A public artist talk featuring Yuki Kihara in conversation with curator Jaenine Par-
kinson will be held at the Gallery on Thursday, February 19, at 11:30 am.  
A conversation between April K. Henderson, Peter Brunt, and Yuki Kihara, facili-
tated by exhibition curator Jaenine Parkinson, will be held at the Gallery on Satur-
day February 21, at 11am. 
 

https://www.nzportraitgallery.org.nz/ 
 

https://www.nzportraitgallery.org.nz/


Pacific Arts │ Announcements 

 
 
 171 

EXHIBITION 
 

Wanbel: Connecting Papua New Guinea Heritage 
Across the World 

Until September 16, 2026 
 

 
 

To commemorate Papua New Guinea’s historic milestone 50th Anniversary of In-
dependence on September 16, 2025, selected museums and cultural institutions 
were invited to come together for WanBel: a PNG Collective Global Exhibition. 
 
The Mariwai Project, in partnership with the PNG Ministry of Tourism, Arts and 
Culture and its agencies—the National Museum and Art Gallery, Port Moresby and 
the PNG National Cultural Commission (NCC)—engage these collaborations as 
part of PNG’s official 2025 national program: “Celebrate our History, Inspire our 
Future,” running through to September 16, 2026. 
 
Over the anniversary year nearly fifty participating museums and cultural institu-
tions are holding tailored exhibitions, educational events, and workshops in their 
own spaces and sharing their digital learning resources, focusing on their collec-
tions that contain many significant artworks from PNG. From historical colonial 
collections to contemporary art, these collections represent an enormous wealth 
of PNG cultural resources and documentation. The public will benefit from ex-
panded access to rare objects, talks, creative labs, family days, and more, creating 
the largest and most inclusive global exhibition of PNG art ever assembled for mil-
lions of visitors worldwide. PNG’s exceptional arts, traditions, and cultural artifacts 
reflect our diverse heritage. As we mark half a century of independence, we illu-
minate PNG’s cultural legacy and honor the artists and the cultures from which 
they originate. 
 
For more information: https://wanbelglobal.com/  
 

 
 
 
 

https://wanbelglobal.com/
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EXHIBITION 
 

WORLD ENTERPRISES,  
A FILM INSTALLATION BY ANTHONY BANUA-SIMON 

Aupuni Space, Honolulu, Hawaiʻi, https://aupuni.space/ 
February 27 – March 28, 2026 

 

 
 

In 1940, the Kekaha Sugar Company (Kauaʻi, Hawaiʻi) began a six-month mail-order film subscrip-
tion with World Enterprises, an Oʻahu-based distributor—screening films for sugar plantation 
workers. Varied in style, the films shared a common theme: American power taming lands and 
peoples of the “frontier” through extraction, an encroachment justified by declared ideals of pro-
gress. These narratives attempted to codify American absorption as inevitable—meanwhile Asian 
immigrant laborers were actively exploring socialist futures that incorporated Kānaka Maoli sov-
ereignty and imagined an independent, multiracial nation. 
 
WORLD ENTERPRISES is a collage of radical possibilities sourced entirely from the original 1940 film 
program. Recontextualized by Banua-Simon, the short compilation enters a dreamlike conversa-
tion with both the material realities of the moment of its creation and the present day. The brazen 
promotion of harmful chemicals developed by DuPont that featured in the program remains par-
ticularly relevant, given their ongoing impact on both the environment and the health of residents 
of Kauaʻi. 
 
When this program was originally shown, Hawaiʻi workers were navigating a period of intense up-
heaval: an early strike victory in 1937 by the Filipino labor union Vibora Luviminda was followed 
by police violence during the 1938 Hilo Massacre, when unarmed strikers were fired upon. It 
wouldn’t be until after WWII that the International Longshore and Warehouse Union (ILWU) would 
consolidate a diverse and militant membership—laying the groundwork for what would become 
one of Hawaiʻi’s most effective working-class housing initiatives of the twentieth century. In 1940, 
however, workers living in plantation camps continued to organize and strategize despite escalat-
ing harassment and red-baiting from the “Big Five” sugar barons. 
 
Through sampled material, Banua-Simon draws moments of rupture and levity, culminating in an 
explicit “cut-up poem” provocation. The reconstructed work reflects on community amid political 
defeat while pointing toward a revolutionary movement just beneath the surface. The installation 
features an analog live score by composer Paul Cosme, led by the traditional percussive kulintang 
instrument originating in the Philippines, with Gustavo D’Amico on saxophone and Kev Calamayan 
on vibraphone. 

https://aupuni.space/
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EXHIBITION 
 

  
 

Time for Papua 
Wereldmuseum, Leiden 

February 13, 2026 – January 7, 2027 
 
Time for Papua brings different perspectives together: from refined wood carvings 
and korwar figures to prauw prows and recent film works. You see how creators 
make history tangible, how objects form relationships, and how a dynamic per-
ception of time clashes with imposed boundaries and economic interests. We 
bring together context, dissenting voices, and current examples. This unfolds a 
story of resilience and imagination: deeply rooted in place and past, yet focused 
on a just, green future. 
 
In addition, the objects reflect regional networks and the international influences 
that have shaped, but also threatened, Papuan worlds. The impact of Christianity 
and the destructive consequences of mining and plantation economies are visible 
in the collection. 
 
Now that the Papuan region is facing ecological and humanitarian crises, the col-
lection takes on even greater significance in the West, especially for the Papuans 
in New Guinea and the diaspora, such as in the Netherlands. The exhibition pro-
vides a platform for their stories and is a call to understand Papuan art in its full 
context, with respect for the Indigenous worlds and their future. 
 
https://leiden.wereldmuseum.nl/en/whats-on/exhibitions/time-papua 
 
 
 
 
 
 
Image Credit: Oceania collection, Wereldmuseum, Leiden. Installation photo © Wereldmuseum Leiden. 

https://leiden.wereldmuseum.nl/en/whats-on/exhibitions/time-papua
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EXHIBITION 
 

Hui Noʻeau Visual Arts Center’s Solo Artist Exhibition  
March 20 – May 15, 2026  

 
Hui No‘eau Visual Art Center’s Solo Artist Exhibition provides Hawai‘i artists with 
the unique opportunity to exhibit a complete body of work. It challenges artists to 
envision and produce an innovative and cohesive show to be displayed in a profes-
sional gallery setting. Up to two artists may be selected to present concurrent Solo 
Exhibits in Hui No‘eau’s two adjoining gallery spaces. This exhibition has advanced 
careers, spurred community dialogue, and continues to define our local visual arts 
movement. The Hui’s serene location, bustling open studios, dynamic staff and fac-

ulty, and its reputation as a gathering place for 
Maui’s leading artistic minds combine to fos-
ter creative potential and inspiration. Selected 
artists are invited to engage the community in 
walk-throughs, hands-on workshops, and talks 
or lectures. 
 
Applicants must be 18 years or older and reside 
full-time in the state of Hawai‘i. Artwork to be fea-
tured in the exhibition must be current—created 
within two years of the exhibition date (March 
2024–March 2026) without supervision and not 
previously exhibited. Proposals are open to artists 
working in all media and can include more than 
one medium. 
 

Artists are invited to exhibit a current body of work focusing on a specific theme or con-
cept that should be clearly articulated in the proposal’s artist statement. The Exhibitions 
Committee (comprised of representatives from Maui’s art community), the Hui staff, and 
Board of Directors, will review applications and make artist selections. Proposals are eval-
uated based on the inventiveness and technical proficiency of the artwork, originality and 
clarity of proposed concept or theme, in addition to the artwork’s reflection of the artist’s 
statement. The committee may select two artists to each exhibit individually in the Hui’s 
two adjoining gallery spaces or one artist to exhibit in both galleries. The assignment of 
gallery spaces is determined by the Exhibitions Committee at the time of selection. 
 
For more information on how to apply: https://www.huinoeau.com/exhibi-
tions/2024/4/2026-solo-artist-exhibition-call-to-artists-6swx6  

 
 
 
 
 
 

https://www.huinoeau.com/exhibitions/2024/4/2026-solo-artist-exhibition-call-to-artists-6swx6
https://www.huinoeau.com/exhibitions/2024/4/2026-solo-artist-exhibition-call-to-artists-6swx6
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EXHIBITION 
 

 
 

Contemporary Painting in Papua New Guinea:  
Mathias Kauage and His Family 

De Young Museum, San Francisco, March 30, 2024 – March 15, 2026 
 

Mathias Kauage (ca. 1944–2003) is acclaimed for his boldly colorful paintings of a world 
radically changing around him in the late twentieth century. Contemporary Painting in 
Papua New Guinea: Mathias Kauage and His Family at the de Young Museum in San Fran-
cisco features four paintings from the permanent collection, including a new acquisition, 
on view for the first time. During his lifetime, Mathias experienced dramatic societal shifts 
—not only during the decades under colonial Australian administration but also after Pa-
pua New Guinea achieved independence in 1975. Both periods are a focus of his work. In 
the late 1970s, he led the contemporary arts movement in the newly independent coun-
try, which explored nationhood and technological advancement. Later works by Mathias, 
his wife Elizabeth (Elisabet), and their family also addressed social issues such as the onset 
of the HIV/AIDS epidemic. The circle of artists working in their style grew to encompass 
their children, including nephew and adopted son Apa Hugo. They, along with Elizabeth, 
continue their father’s artistic legacy today as professional painters. 
 
https://www.famsf.org/exhibitions/papua-new-guinea-mathias-kauage 
 
Image Credit: Mathias Kauage (Mingu Village, Kundiawa-Gembogl District, Chimbu [Simbu] Province, now in 
the independent country of Papua New Guinea, ca. 1944–2003). Kauage Flies to Scotland for Opening of New 
Museum of Contemporary Art, 1999. Acrylic on canvas. Fine Arts Museums of San Francisco, Museum pur-
chase, Phyllis C. Wattis Fund for Major Accessions, INC2023.66. Photograph by Randy Dodson. Courtesy of 
the Estate of Mathias Kauage and Rebecca Hossack Gallery, London 
 

https://www.famsf.org/exhibitions/papua-new-guinea-mathias-kauage
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EXHIBITION 
 

 
 

The Stars We Do Not See: Australian Indigenous Art 
National Gallery of Art, Washington D.C., October 18, 2025 – March 1, 2026 

 
This eye-opening exhibition introduces North American audiences to the varied 
visual iconographies of Indigenous Australia, which is made up of more than 250 
distinct Indigenous nations. Explore this rich and living history of creativity through 
over 200 works made by more than 130 artists. Drawn exclusively from the collec-
tion of Melbourne’s National Gallery of Victoria, The Stars We Do Not See offers a 
rare opportunity to experience some of the most significant examples of modern 
and contemporary Australian Indigenous art. Charting watershed moments in In-
digenous art from the late nineteenth century to the present, this exhibition re-
veals a rich history of creativity that predates the arrival of the British. 
 
https://www.nga.gov/exhibitions/stars-we-do-not-see-australian-indigenous-art  
 
Other venues 
Denver Art Museum, Colorado, April 19–July 26, 2026 
Portland Art Museum, Oregon, September 5, 2026–January 3, 2027 
Peabody Essex Museum, Massachusetts, February 28–June 13, 2027 
Royal Ontario Museum, Toronto, July 31, 2027–January 9, 2028 
 
 
Image Credit: Tiger Palpatja, Wati Wanampi Tjukurpa, 2010, synthetic polymer paint on canvas, National Gal-
lery of Victoria, Melbourne, © Tiger Palpatja/Copyright Agency, 2024. 
 

https://www.ngv.vic.gov.au/
https://www.nga.gov/exhibitions/stars-we-do-not-see-australian-indigenous-art
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EXHIBITION 
 

He Toi Ora – A Living History. Connecting Carved Māori 
Treasures in the Museum Fünf Kontinente 

Museum Fünf Kontinente, München 
October 17, 2025 – May 10 2026 

 

	

In the Māori world view, all art forms carry within them an enduring relationship between 
the past and the present. Many carvings are thus perceived as living and connected to the 
ancestors. For this reason, the descendants of the original creators or owners should be 
able to renew this important connection. He Toi Ora means: a living art. 

But from which iwi (tribal groups) in New Zealand do the museum objects now looked 
after in the Museum Fünf Kontinente originate? The research comes up against 
boundaries: almost all the pieces were acquired in London between 1825 and 1914, 
where their trail is lost. Often, the question of their origin can only be approached based 
on certain clues. 

The search for these clues begins with historical photos and documents. They provide 
information about the previous owners from whom the museum acquired the objects and 
their motivation for collecting them. Another piece of the puzzle is provided by wood 
analyses, which offer information about the different tree species used for carving. 

The carving motifs can also be part of provenance research, pointing towards specific 
stylistic regions. However, Māori knowledge is of vital importance when classifying and 
tracing the pieces. 

For more information: https://www.museum-fuenf-kontinente.de/ausstellungen/he-toi-
ora-a-living-history/  

 

Image Credit: Long Staff Club (Taiaha), length 140 cm, Inv.-Nr. 989 © Museum Fünf Kontinente, photo: 
Nicolai Kästner 

https://www.museum-fuenf-kontinente.de/ausstellungen/he-toi-ora-a-living-history/
https://www.museum-fuenf-kontinente.de/ausstellungen/he-toi-ora-a-living-history/
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EXHIBITION 
 

Islands Beyond Blue: Nikki Hastings Fall and  
Treasures from the Oceania Collection 

Denver Art Museum 
 

 
 

The arts of Oceania gallery at the Denver Art Museum (DAM) will reopen with the presen-
tation of a new temporary exhibition, Islands Beyond Blue: Niki Hastings-McFall and 
Treasures from the Oceania Collection. This presentation showcases the work of cele-
brated contemporary artist Niki Hastings-McFall, who will create site-specific work in con-
versation with works from the DAM’s Arts of Oceania collection. 

Hastings-McFall, who is of Samoan and Pākehā descent, has been credited with 
shepherding contemporary Pacific art onto an international stage. Known for her large-
scale and immersive “lei bombing” installations, she will use hundreds of synthetic lei to 
create an installation. Her work will be presented in dialogue with approximately twenty-
five treasures—Pacific Peoples prefer the term “treasures” over “objects”—from the 
DAM's collection that illustrate regional historic arts alongside new innovations. 
 This inaugural exhibition aims to dispel romantic notions of the Pacific Islands as 
a tourist’s paradise through a nuanced exploration of the area’s vibrant cultural land-
scape, challenging visitors to examine their perception of this vast and extremely diverse 
region. A full reinstallation of the arts of Oceania gallery, which opened in 2024, further 
highlights the museum’s holdings of approximately 1,000 treasures that represent the 
vast artistic heritage of Oceania. 
 
https://www.denverartmuseum.org/en/exhibitions/islands-beyond-blue 
 
Image Credit: Nikki Hastings-McFall, No Man Is an Island (With Atomic Rainbow), 2023, Mixed media. © Nikki 
Hastings-McFall. Installation photo © Denver Art Museum. 

 
 

https://www.denverartmuseum.org/en/exhibitions/islands-beyond-blue
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EXHIBITION 
 

 
 

‘Great and Small’: Kindred Creatures in  
Indigenous Australian Art  

Queensland Art Gallery/Gallery of Modern Art, Brisbane  
June 21, 2025 – May 3, 2027 

 
Animals have played a central part in Aboriginal and Torres Strait Islander culture 
and spiritual beliefs for over 60,000 years. Native fauna form an integral part of 
relationships with Country, in community and are a foundation of economies, 
identity, and sustainability. Over many millennia of co-existence animals have 
been central to survival as a food source; for First Nations people they are also 
absorbed into lore and culture as images of totemic power and into the ancestral 
creation stories that link people, land, and animals. ‘Great and small’ is a celebra-
tion of these connections. 
 
Curator: Sophia Nampitjimpa Sambono (Jingili people) 
https://collection.qagoma.qld.gov.au/page/kindred-creatures-great-and-small 
https://collection.qagoma.qld.gov.au/node/57744 
 
Image credit: Irene Mbitjana Entata / Arrernte/Luritja people / Northern Territory Australia 1946–
2014 / Albert and Rex painting 2003 / Synthetic polymer paint on linen / 90 x 120.5cm / Purchased 
2003. Queensland Art Gallery Foundation / Collection: QAGOMA / © Irene Mbitjana Entata 
 

https://collection.qagoma.qld.gov.au/page/kindred-creatures-great-and-small
https://collection.qagoma.qld.gov.au/node/57744
https://collection.qagoma.qld.gov.au/objects/11763
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EXHIBITION 
 

Tiaki Ora ∞ Protecting Life: Anton Forde  
Sainsbury Centre for Visual Arts, Norwich, England  

August 3, 2025 – April 19, 2026 
 
 

 
 
 
Anton Forde’s (b.1973), Invercargill, Aotearoa (New Zealand) monumental instal-
lation of 81 over-life-size figures, Papare Eighty.one (2024) with Shiree Reihana, is 
shown in the UK for the first time in a new site-specific configuration and incorpo-
rating one of the earliest surviving wooden Māori figures in Europe, held in the 
Sainsbury Centre’s collection. 

Forde’s work connects with the peaceful actions of the Māori community at Pari-
haka, New Zealand in November 1881, in the face of a British colonial invasion, 
and the many examples of similar world-wide powerful peaceful responses that 
have been inspired by Parihaka. It is a call for kotahitanga: unity, togetherness, 
and solidarity. It shows that collective action can safeguard the future of our com-
munities for generations to come—without need for killing—both physically and 
culturally. 

https://sainsburycentre.ac.uk/whats-on/tiaki-ora-protecting-life-anton-forde/ 
 
Image Credit: Anton Forde, Papare Eighty.one, 2024, at Pātaka Art + Museum. Photo by Mark Tantrum. 
 

https://sainsburycentre.ac.uk/whats-on/tiaki-ora-protecting-life-anton-forde/
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EXHIBITION  
 

Hawaiʻi: A Kingdom Crossing Oceans 
 

January 15 – May 25, 2026 
The British Museum, London 

 

 
 
 
Hawaiʻi: A Kingdom Crossing Oceans is a dazzling celebration of the artistry and 
history of Hawaiʻi. The exhibition brings together remarkable objects – from feath-
ered cloaks worn by chiefs and finely carved deities, to powerful shark-toothed 
weapons and bold contemporary works by Kānaka ʻŌiwi (Native Hawaiian) artists. 
 
In 1824, the young King Liholiho and Queen Kamāmalu traveled across vast oceans 
on a journey that would mark a turning point in the history of their kingdom, Ha-
waiʻi. The exhibition commemorates over 200 years since this ill-fated royal visit 
and sheds light on Hawaiʻi’s history and culture through an exploration of the com-
plex and enduring relationship between the Hawaiian and British nations. 
 
Building on years of collaboration with Native Hawaiian artists, practitioners, and 
scholars, the show centers on Indigenous knowledge, shining new light on excep-
tional objects and extraordinary stories. Shaped together with Hawaiian 
knowledge-bearers, the exhibition showcases seldom-seen international loans 
alongside the remarkable collections at the British Museum—one of the largest in 
the world outside of Hawaiʻi. 
 
 
 
 
Image credit: ʻAhu ʻula (feathered cloak), Hawaiʻi, before 1892. The British Museum, Oc,+.5897  
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EXHIBITION 
 

 Sandroing: Tracing Kastom in Vanuatu 
Museum of International Folk Art 

Sante Fe, New Mexico 
June 29, 2025 – April 26, 2026 

 
More than an intricate and ephemeral artform, sand drawing in Vanuatu is a sto-
rytelling tradition, a means of communication, and an important method of 
knowledge preservation. Performed mostly in the northern islands of this South 
Pacific archipelago nation, sand drawing conveys folklore, histories, genealogies, 
rituals, and other forms of kastom (local, traditional knowledge). Narrators illus-
trate a story running a single finger through loose sand, ash, or fine dirt, often in 
continuous movements, forming complex geometric and symbolic patterns. Sand 
drawing is a UNESCO-designated Masterpiece of the Oral and Intangible Heritage 
of Humanity. 
 

Sandroing: Tracing Kastom in 
Vanuatu will be on display in 
the Mark Naylor and Dale Gunn 
Gallery of Conscience, marking 
MOIFA’s first exhibition fo-
cused on Oceania since 1960. 
This exhibition is a collabora-
tion between The Museum of 
International Folk Art (MOIFA) 

and the Vanuatu Kaljoral Senta and National Museum (VKS). The project is an out-
growth of discussions regarding MOIFA’s ni-Vanuatu collection, the history of the 
collection, and a potential repatriation of kastom objects to the VKS. Together, 
staff from both institutions engaged in collections research and the development 
of the exhibition’s ideas, content, and design. 
 
The exhibition will feature sand drawings to be created by Edgar Hinge, a sand 
drawing practitioner and cultural knowledge bearer who is originally from Pente-
cost Island. He is currently lives in Vanuatu’s capital, Port Vila, where he works as 
a museum educator and guide at the Vanuatu Kaljoral Senta and National Mu-
seum. 
 
For more information: https://www.internationalfolkart.org/exhibitions/exhibi-
tion-details?eventID=6452  
 
 
Image Credit: Sand drawing by Edgar Hinge at the Vanuatu Cultural Center and National Mu-
seum, Port Vila, Vanuatu. 2023. Photo by Felicia Katz-Harris. 

https://www.internationalfolkart.org/exhibitions/exhibition-details?eventID=6452
https://www.internationalfolkart.org/exhibitions/exhibition-details?eventID=6452
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EXHIBITION 
 

ʻIolani Presents Ke Kilo Lani 
Presented by Gallery ‘Iolani and the Wāhea Foundation 

Kaneohe, Hawaiʻi 
January 23, 2026 – May 15, 2026 

 
Ke ho'okipa nei makou ia oe i Ke Kilo Lani. Ho'omohala keia ho ike ike i kekahi 
mãwae lihi o ke ola honua aiwaiwa o Robert Uluwehionāpuaikawekiuokalani 
Cazimero i mea e pulama a hilipoli mau 'ia ai ka 'ike a me ka na'auao Hawaii o ka 
wã ma mua a me ke au o ka manawa e ne'e nei. E kau mai ka halia a e pahola mai 
i ka nolau ma o kou makaikai ana i ka lehiwa a lehia hol o keia huaka'i ana. Wahea 
Foundation / 2026 
 
Welcome to Ke Kilo Lani. This exhibit opens a window into Robert 
Uluwehionäpuaikawēkiuokalani Cazimero's extraordinary life's journey to ensure 
the continuity of Hawaiian cultural heritage in both traditional and innovative 
teachings. Find inspiration through your own connection to the beauty and depth 
of his journey. 
 

 
 
 

For more information: https://gallery.windward.hawaii.edu/ke-kilo-lani/ 
 
 

Image credit: https://www.instagram.com/p/DS--xcAEt0H/  

https://gallery.windward.hawaii.edu/ke-kilo-lani/
https://www.instagram.com/p/DS--xcAEt0H/
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EXHIBITION 
 

EXPEDITION TO THE WORD’S OCEANS 
OCTOBER 2, 2025 – APRIL 6, 2026 

Bundeskunsthalle, Bonn 
www.bundeskunsthalle.de 

 
A captivating journey into the deep blue. 

 
The oceans are the cradle of life and Earth’s 
largest connected ecosystem. Covering 70% of 
the planet’s surface, they produce over half of 
our atmospheric oxygen and host millions of 
species. Yet only 5% of their depths have been 
explored—making them more mysterious 
than the Moon. 
 
This immersive exhibition invites you to dis-
cover the oceans as cultural, scientific, and im-
aginative spaces. It reveals the beauty and 
diversity of underwater habitats while ad-
dressing the threats they face from pollution, 
overfishing, and climate change. Since the 

dawn of globalization, the seas have been arenas of trade, migration, and exchange—and 
sources of longing, fear, and creativity. 
 
An exhibition of the Bundeskunsthalle in cooperation with GEOMAR Helmholtz-Centre for 
Ocean Research Kiel. 
 
Art and Exhibition Hall of the Federal Republic of Germany  
Helmut-Kohl-Allee 4, 53113 Bonn 
T +49 228 9171–200  
info@bundeskunsthalle.de  
www.bundeskunsthalle.de  
facebook.com/bundeskunsthalle  
instagram.com/bundeskunsthalle  
#ExpeditionWeltmeere, #Bundeskunsthalle 

 

 

 

 

Image credit: Margaret and Christine Wertheim, Baden-Baden, Satellite Reef (detail shots), Mu-
seum Frieder Burda, Baden-Baden © The Institute for Figuring, Christine Wertheim, Margaret 
Wertheim; photo: Nikolay Kazakov, Karlsruhe, courtesy of Museum Frieder Burda, Baden-Baden  

http://www.bundeskunsthalle.de/
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RECENT EXHIBITION 
 

ÖMIE ARTISTS (Oro Province, Papua New Guinea) and ABORIGINAL & PACIFIC ART 
(Sydney, Australia) warmly invite you to a new exhibition: 

 
Ilma Ugiobari & Family: Sacred Ömie Mudcloths 

and Initiation Rite Paintings 
January 28–February 21, 2026 
Aboriginal & Pacific Art Gallery 

 
 

 
 
 

The exhibition can also be viewed ONLINE in the: Online Exhibition Catalogue or 
on the Gallery Website: Aboriginal & Pacific Art, https://www.aboriginalpacifi-
cart.com.au/exhibitions/current.  
 
For further exhibition information and artwork enquiries, please email the gal-
lery: info@aboriginalpacificart.com.au 
1/24 Wellington Street 
Waterloo NSW 2017 
Australia 

 

https://issuu.com/aboriginalpacificartgallery/docs/ilma_ugiobari_family_sacred_mie_mud_468578f9fe07be?fr=sMzQ3YjgzNTIxNDk
https://www.aboriginalpacificart.com.au/artists/%C3%B6mie-artists/2026-ilma-ugiobari-family-sacred-%C3%B6mie-mudcloths-and-initiation-rite-paintings
https://www.aboriginalpacificart.com.au/exhibitions/current
https://www.aboriginalpacificart.com.au/exhibitions/current
mailto:info@aboriginalpacificart.com.au
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RECENT EXHIBITION 
 

Dan Taulapapa McMullin  
Our Bodies Are Memories of Our Bodies: Siapo ma Solo 

Pacific Island Ethnic Art Museum, Long Beach 
October 18, 2025 – February 22, 2026 

 

 
 

Siapo—Indigenous Samoan barkcloth abstraction—and solo—poetry in the Sa-
moan genre and worldview, here composed in English—by Faʻafafine, non-binary 
Samoan artist Dan Taulapapa McMullin. Printed on cloth with ink painting, these 
works embody the faʻasamoa understanding that the body itself is an archive, car-
rying ancestral and personal memory through the mana of social and environmen-
tal relationships. Taulapapa’s siapo abstractions draw from sea geometries and 
mountain rhythms as Indigenous heritage and moreover as an ever-shifting con-
tinuum, while the solo poems retain the cadence, imagery, and interwoven logic 
of gagana Sāmoa, each line a patterned surface of sound and sense. Complicating 
the Western partition between past and present, body and history, this exhibition 
invites entry into Pacific poetics where memory moves in cycles, returning like the 
tide to all the shores it has known and will know. Limited edition art pairings from 
this exhibition are available for sale, with all proceeds supporting PIEAM. 
 
For more information: https://www.pieam.org/exhibits 
 
Image Credit: Our Bodies Are Memories of Our Bodies. Cloth and ink. Installation detail. 

 

https://www.pieam.org/exhibits
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RECENT EXHIBITION 
 

Wastelands  
Auckland Art Gallery Toi O Tāmaki, Auckland, Aotearoa/New Zealand  

June 7, 2025 – February 15, 2026 
 

 
 

 
Auckland Art Gallery Toi o Tāmaki has announced the acquisition of Wastelands 
(2024) by contemporary artist Brett Graham (Ngāti Korokī Kahukura, Tainui). The 
sculpture, originally commissioned for the Venice Biennale, went on display at the 
gallery in May 2025. 
 
Wastelands is a reinterpretation of a pātaka (Māori storehouse), adorned with 
carvings of tuna (eels), referencing Māori food economies and the environmental 
impact of colonial land policies. It reflects the legacy of the 1858 Waste Lands Act, 
which severely impacted Māori land rights and the ecological significance of the 
Waikato River. It addresses themes of colonial history, ecological challenges, and 
the enduring relationship between Māori communities and the land. 
 
The sculpture challenges colonial narratives, while offering poignant reflections 
on cultural identity, environmental stewardship, and the impact of colonial-era 
policies on Māori land rights. 
 
 
Image Credit: Brett Graham Wastelands, 2024. Installation: 60th International Art Exhibition – La 
Biennale di Venezia, Stranieri Ovunque – Foreigners Everywhere. Photo by Marco Zorzanello. Cour-
tesy: La Biennale di Venezia. 
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RECENT EXHIBITION 
 

Mataaho Collective: Hautāmiro 
Dunedin Public Art Gallery  

Dunedin, Aotearoa/New Zealand   
February 25, 2025 – February 15, 2026 

 

 
 
Extending across twenty meters, the work creates meeting points between weav-
ing traditions of kākahu Māori (Māori garments) and the introduction of wool by 
British and European migrants. Inspired by the dynamic visual language of huka-
huka whakarākei (the adornments of customary kākahu), Hautāmiro acknowl-
edges many things—Māori innovation, ancestral knowledge, and the many ties 
that bind people together. 
 
Mataaho Collective (est. 2012) has been working in Ōtepoti Dunedin as part of the 
Dunedin Public Art Gallery Aotearoa Visiting Artist Programme, supported by Cre-
ative New Zealand Toi Aotearoa. 
 
For more information: https://dunedin.art.museum/news/hautamiro/ 
 
 
 
 
 
 
 
Image Credit: Mataaho Collective Hautāmiro 2025. Wool, harakeke, muka, plastic, metal fixings. 
Installation detail. 

https://dunedin.art.museum/news/hautamiro/
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RECENT EXHIBITION  
 

Ocean of Peace 
Schaefer International Gallery, 

Maui Arts & Cultural Center, Kahului, Hawaiʻi 
December 6, 2025 – January 31, 2026 

 
 

 
 

 
The “Ocean of Peace” represents a framework that was endorsed by Pacific Island 
leaders in 2025, envisioning a future for the Pacific region as a space of harmony 
and cooperation drawn from traditional values and cultural customs. The exhibi-
tion features six contemporary artists of Micronesian heritage: James 
Bamba (Guåhan/Northern Mariana Islands), Carol Ann Carl (Pohnpei), Gillian 
Dueñas (Guåhan), Kalany Omengkar (Belau/Northern Mariana Islands), Anthony 
Watson (Belau), and Lissette Yamase (Chuuk). These artists integrate the beliefs 
and practices of their Micronesian cultures with lived experiences in the Hawaiian 
Islands to build connections across island chains, expressing ways we can collec-
tively realize this future. 
 
For more information: https://mauiarts.org/exhibit-details/ocean-of-peace 
 
For information on current and upcoming exhibitions at the Schaefer Gallery: 
https://mauiarts.org/exhibits 
 
 
 
 
 
 
 
 
 
 
 
 
Image Credit: https://mauiarts.org/exhibit-details/ocean-of-peace 

https://mauiarts.org/exhibit-details/ocean-of-peace
https://mauiarts.org/exhibits
https://mauiarts.org/exhibit-details/ocean-of-peace
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RECENT EXHIBITION 
 

2026 HIAA Invitational 
Hawaii Island Art Alliance, Hilo, Hawaii 
January 16, 2026 – February 12, 2026 

 
Presented by Hawaiʻi Island Art Alliance (HIAA), this exhibit featured thirty-four 
outstanding Hawaiʻi Island artists. HIAA selected artists for their caliber of work 
and their unique point of view. to submit up to 5 works. The exhibition show-
cased the wide breadth of talent of both renowned and emerging artists that re-
side on Hawaiʻi Island.  
 
Featured artists: Clayton Amemiya, Laurie Bauers, Henry Bianchini, Jane Bonus, 
Claudia Centorame-Hagan, Ken Charon, Rebecca Rosen Charon, Jelena Clay, 
Scott Fleming, Stephen Freedman, Reyn Grillo, Joe Hampton, Jan Hashi, Kaiili 
Kaulukukui, Codie King, Suzi Lacey, Maria Marcias, Kawehi Mahi-Roberts, Ethel 
Mann, Rodrigo Diego Mazano Pérez, Jillian Marohnic, Diana Miller, Elizabeth Mil-
ler, Hiroki Morinoue, Patrick OKiersey, Rachel Orr, Abbie Rabinowitz, Nainoa 
Rosehill, Joseph Ruesing, Robin Scanlon, Danielle Stanfill, Dominic Tidmarsh, 
Sunny Tracy, and William Wingert.  
 
 
 
 
 
 
For more information: @WAILOACENTER, WAILOACENTER.COM 
https://www.wailoacenter.com/exhibitions-1 
https://www.wailoacenter.com/ 

 
 
 

https://www.wailoacenter.com/exhibitions-1
https://www.wailoacenter.com/
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RECENT EXHIBITION 
ʻO Ka Wai Mai يم : From Lahaina to the Litani 

January 13 – February 18, 2026 | University of Hawaiʻi at Mānoa Gallery 
 

This exhibition explores the sacred and threatened nature of water in Hawai‘i and the 
Levant. The title phrase, ʻo ka wai mai, can be translated in Hawaiian as “the water shall 
flow.” The word mai carries a double meaning: in Arabic ({| ) it means water, while in Ha-
waiian it signals the movement of water (wai) toward the speaker. This shared linguistic 
resonance anchors the exhibition’s exploration of water as both precious and imperiled. 
 
Water as Sacred, Alive, and Under Threat 
Indigenous peoples of Hawai‘i and the Middle East have long understood water as a living, 
sacred force—integral to survival, identity, and spirituality. From Hawai‘i’s aquaculture 
systems to the Levant’s fertile valleys, wai or mai is central to both everyday life and cos-
mology. Examples abound: Lahaina’s legendary breadfruit grove once bordered 
Mokuʻula-Mokuhinia, sacred waters guarded by the goddess Kihawahine. In Lebanon, the 
Litani River—the nation’s lifeline—echoes ancient myth and medieval praise poetry. 
Across traditions, from the Kumulipo to the Quran, water rights are upheld as a collective 
trust: all may use water, provided they do not monopolize or waste it. 

Today, these waters are under siege—from contamination, diversion, develop-
ment, occupation, and war. The artists’ works consider water’s sacred role in sustaining 
lands, cultures, and self-determination in Hawai‘i, Palestine, and Lebanon—at a moment 
when its loss threatens the very survival of these peoples and places. 
 
About the Artists 
Together, these women—all working mothers and studio artists—engage ancestry and 
environment, honoring Hawaiian and Arab lineages while challenging extractive systems 
that endanger both people and place. 

¨ Painter Reem Bassous (Lebanon, b. 1978), who lived and taught in Hawai‘i, draws 
on her personal history of war in deeply evocative paintings of memory, trauma, 
and survival. 

¨ Multi-media artist and conservationist Melissa Chimera (Hawai‘i, b. 1972) is a of 
Lebanese and Filipino ancestry; her paintings, textiles, and installations confront 
themes of extinction, migration, and globalization. 

¨ Hina Kneubuhl (Hawai‘i, b. 1977) is a kapa maker, botanist, and translator whose 
work connects ancestral practice and contemporary issues through the living 
medium of wauke (paper mulberry). 

¨ Abigail Romanchak (Hawai‘i, b. 1976), a Maui-based printmaker, grounds her 
practice in Hawaiian identity and ecological science; her recent series visualizes 
drought through the life cycles of trees. 

 
For more information: https://hawaii.edu/art/%CA%BBo-ka-wai-mai-%D9%85%D9%8A-
from-lahaina-to-the-litani/ 
Contact: Melissa Chimera, melissachimera@gmail.com 

 
 

https://www.reembassous.studio/
https://melissachimera.com/
https://www.instagram.com/thepuamohalas
https://www.abigailromanchak.com/
https://hawaii.edu/art/%CA%BBo-ka-wai-mai-%D9%85%D9%8A-from-lahaina-to-the-litani/
https://hawaii.edu/art/%CA%BBo-ka-wai-mai-%D9%85%D9%8A-from-lahaina-to-the-litani/
mailto:melissachimera@gmail.com
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RECENT EXHIBITION 
 

Voices of the Pacific: Innovation and Tradition 
Caixa Forum, Barcelona 

November 7, 2025 – February 15, 2026 
 

 
 

From New Guinea to Hawaiʻi, and from Rapa Nui to New Zealand, Oceania is 
a network of islands and cultures united by the Pacific Ocean. This ocean has 
not only been their means of subsistence but has also inspired the 
development of their creativity. 
 
The exhibition features over two hundred historical and contemporary pieces 
from the British Museum’s collections dedicated to the peoples of the Pacific 
Islands. These include ceremonial paddles, basalt figurines of ancestors, 
garments made from mulberry bark, hats, models of war canoes, necklaces 
and nose ornaments, and mother-of-pearl fishhooks. It is a comprehensive 
display of the artistic genius of Oceanic peoples, structured into seven 
sections: innovation and tradition, innovators, weavers, dancers, warriors, 
carvers, and travelers. 
 
For more information:  
https://caixaforum.org/es/barcelona/p/voces-del-pacifico_a173457069  
 
 
 
 
Image Credit: Ango. Model of a tomoko (war canoe). Roviana, Solomon Islands, 1900-1920. 
Wood and shell. OC1921, 1102.1. © The Trustees of the British Museum 

https://caixaforum.org/es/barcelona/p/voces-del-pacifico_a173457069
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NEW PUBLICATION 
 

Change and Resilience in Rapa Nui and the Pacific 
Edited by Fanny Wonu Veys, Jan J. Boersema, & Gerard A. Persoon 

  

This edited volume reflects the 
latest research on Rapa Nui and 
the Pacific in the fields of 
archaeology, education, history, 
Indigenous studies, and 
museology. Archaeologists show 
the relationship between value 
judgments, archaeological data 
and mapping; economic, 
ideological, and socio-political 
interactions and stone quarrying; 
rock art, voyaging histories, and 
Rapa Nui astronomy. The book 
pays attention to European views 
including those of the explorer 
Jacob Roggeveen, the expedition 
leader Walter Knoche, 
nineteenth-century eyewitness 
accounts, the ethnologist Alfred 
Métraux, and Professor John 
Macmillan Brown. The 
representation of Rapa Nui in 

popular culture is discussed. Contributions show that Rapa Nui identity is 
expressed through ancestral medicine, finding ways to self-determination in 
relation to Chile, barkcloth traditions and body art, and architectural space and 
place. The violence of western education systems is unpacked in the context of 
Rapa Nui. Contributions also discuss how museum collections, be they 
photographs, stone and obsidian artifacts reveal new dimensions of Rapa Nui 
history. Concerns about the restitution of Rapa Nui objects and ancestral remains 
are explored. Authors discuss the still undeciphered Roŋoroŋo script from 
historical, scientific, and linguistic perspectives. They also reminisce on 1970s life 
on Rapa Nui and ethno-archaeological experiments. Two contributions take the 
reader outside of Rapa Nui to Palau and the Marquesas. 

 
 
To purchase and for more information: https://lup.nl/publications/academic-research/change-
and-resilience-in-rapa-nui-and-the-pacific/  

 

https://lup.nl/publications/academic-research/change-and-resilience-in-rapa-nui-and-the-pacific/
https://lup.nl/publications/academic-research/change-and-resilience-in-rapa-nui-and-the-pacific/
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NEW PUBLICATION 
 

Journal of the Australian Institute of Aboriginal and  
Torres Strait Islander Studies 

 

 
 

Access the journal here: https://shop.aiatsis.gov.au/products/australian-aborigi-
nal-studies-aas-2025-issue-2  
Most recent publication date: December 19, 2025 
 
Australian Aboriginal Studies (AAS) is a peer-reviewed journal that com-
bines academic rigour with research excellence. The journal advances 
qualitative academic scholarship of significance to Aboriginal and Torres 
Strait Islander peoples in established and emerging fields of humanities 
and social sciences in contemporary and historic Australian contexts. The 
journal is published twice a year by AIATSIS.  
 
Click here to view current and past publications or email asp@aiatsis.gov.au for 
any queries.  
 
 

https://shop.aiatsis.gov.au/products/australian-aboriginal-studies-aas-2025-issue-2
https://shop.aiatsis.gov.au/products/australian-aboriginal-studies-aas-2025-issue-2
https://aiatsis.gov.au/research/research-publications-and-reports/publishing-research-publication-us#toc-submissions
mailto:asp@aiatsis.gov.au
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NEW PUBLICATION 
 
 

 
 
 

The art of painting on bark was once widely found in many parts of the Pacific, 
including the Sepik River region of Papua New Guinea, the home of the Kwoma 
people who are the subject of this study. The styles of the paintings and the sub-
jects of designs were as varied as the hundreds of languages spoken in this region.  
 Following European contact at the end of the nineteenth century, and the 
social change this brought, many New Guinea peoples discontinued producing 
their vibrant designs on bark. But in some areas the art form still flourishes. This 
book gives a detailed account of the art of painting on bark among the Kwoma, a 
people speaking a distinct language who display their barks on the ceilings of their 
ceremonial men’s houses. The book includes accounts of the work of a number of 
individual artists all of whom are represented by paintings in one or more major 
art museums internationally.  
 This second edition has a new chapter illustrating thirty-three large-format 
Kwoma paintings on paper commissioned by the author during his fieldwork in the 
Sepik. All thirty-three works on paper, along with forty-two of the barks illustrated, 
now form part of the permanent collection of the National Gallery of Victoria, Mel-
bourne (Australia). The book is a unique study of bark painting in a Papua New 
Guinea society and will have wide appeal to those interested in the art and eth-
nography of this region. 
 
 
To read online for free or for ordering information: https://www.side-
stone.com/books/creative-spirits 

 

https://www.sidestone.com/books/creative-spirits
https://www.sidestone.com/books/creative-spirits
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ORGANIZATION 
 
 
 
 

 
 

The Oceanic Art Society 
 

The aim of the Oceanic Art Society is to further the understanding and ap-
preciation of Oceanic art. The focus is on the traditional and contemporary 

art of the Indigenous peoples of Melanesia, Micronesia, Polynesia, and 
Australasia. It holds regular presentations and seminars, and an annual 

Forum. The OAS publishes a quarterly journal and sends free newsletters 
to interested subscribers, worldwide. 

 
For membership, event, and subscription information,  

visit: https://www.oceanicartsociety.org.au/ 
 
 

Postal Address:  
Secretary OAS 
PO Box 3287, 

Wareemba NSW 
Australia 2046 

 

https://www.oceanicartsociety.org.au/
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ORGANIZATION 
 
 

 
 

EASTER ISLAND FOUNDATION 
https://www.easterislandfoundation.org/ 

 
 
The Easter Island Foundation (EIF) is a public 501(c)3 organization registered in 
California. The organization is overseen by a volunteer Board of Directors who 
share an interest and concern about the culture and history of Rapa Nui and Oce-
ania and include a variety of professions with expertise in anthropology, art, edu-
cation, information technology, management, and fundraising. The EIF supports 
the preservation of the Rapa Nui heritage and culture through education. It was 
incorporated in 1989 to give back to the community that has inspired the world 
through its rich history, vibrant culture, and monumental archaeological treas-
ures. 
 
 
Our Mission:  
The Easter Island Foundation supports the Rapa Nui people to preserve their vi-
brant Polynesian culture. We believe that education and opportunity strengthen 
the individual, family, economy, and community as a whole. Our vision is to em-
power the communities of Rapa Nui to make a difference in protecting their future 
and past. The EIF focuses on education to fulfill this mission. 
 
 
Journal of Polynesian Archaeology and Research (JPAR) 
JPAR is an open-access, peer-reviewed journal co-sponsored by the Easter Island 
Foundation (EIF) and the Society for Hawaiian Archaeology (SHA) and published 
by the University of Hawaiʻi Press. This journal carries forward the legacy of the 
Rapa Nui Journal, the final issue of which was released in February 2023.  
 

 

https://www.easterislandfoundation.org/
https://easterislandfoundation.org/so/32PCOpgtc/c?w=Pmtq31zWHyrxtnQRgtehNVSiACLBiIvP-yRnp6OLNhM.eyJ1IjoiaHR0cHM6Ly93d3cuZWFzdGVyaXNsYW5kZm91bmRhdGlvbi5vcmcvIiwiciI6IjVlOWMyOTg5LWUzZTUtNDJhNi1hNjk1LWU4ZGNiNDUyMTM1NyIsIm0iOiJtYWlsIiwiYyI6ImU2YTQ5ZTU5LTgyMzItNDJmNi1iMDVkLTQwNzg0MWM2NzdhNSJ9
https://easterislandfoundation.org/so/32PCOpgtc/c?w=Pmtq31zWHyrxtnQRgtehNVSiACLBiIvP-yRnp6OLNhM.eyJ1IjoiaHR0cHM6Ly93d3cuZWFzdGVyaXNsYW5kZm91bmRhdGlvbi5vcmcvIiwiciI6IjVlOWMyOTg5LWUzZTUtNDJhNi1hNjk1LWU4ZGNiNDUyMTM1NyIsIm0iOiJtYWlsIiwiYyI6ImU2YTQ5ZTU5LTgyMzItNDJmNi1iMDVkLTQwNzg0MWM2NzdhNSJ9
https://easterislandfoundation.org/so/32PCOpgtc/c?w=nAVjEp_Ikp3HzmuZx0aDuZOmt4i0BQAxiNrpRueIvpA.eyJ1IjoiaHR0cHM6Ly9oYXdhaWlhbmFyY2hhZW9sb2d5Lm9yZy8iLCJyIjoiNWU5YzI5ODktZTNlNS00MmE2LWE2OTUtZThkY2I0NTIxMzU3IiwibSI6Im1haWwiLCJjIjoiZTZhNDllNTktODIzMi00MmY2LWIwNWQtNDA3ODQxYzY3N2E1In0
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RECENT PUBLICATIONS, MEDIA, & THESES 
 
Alpers M. P., S. Castleden, H. Grehan, and E. A. McKenzie. “Unlocking the Archive: 

Cultural and Ethical Considerations Surrounding the Future of the Melane-
sian Film Archive,” Archives & Manuscripts: The Journal of the Australian So-
ciety of Archivists, 55, no. 1 (2025), doi: 10.37683/asa.v53.11025. 

Bennett, Jesi Lujan. “Guagua’ (Woven Basket) and Chamoru Weaving (Mamfok),” 
Smarthistory, March 26, 2025, https://smarthistory.org/chamoru-guagua-
mamfok/. 

Benson, Tracey M., Pasha Clothier, Sarah Jane Pell, and Krstine Diekman. “Weav-
ing Water: Connecting to Place, Practice, and Protocol,” Proceedings of the 
International Symposium of Electronic Arts (ISEA), Meanjin, June 2024. 

Bowden, Ross. Creative Spirits: Bark Painting in the Washkuk Hills of North New 
Guinea. Sidestone Press, 2025 (second edition). Open access, 
https://www.sidestone.com/books/creative-spirits. 

Brown, Deidre and Ngarino Ellis, with Jonathan Mane-Wheoki. Toi Te Mana: An 
Indigenous History of Māori Art. University of Chicago Press, February 2025.  

Coblentz, Cassandra (ed.). Transformative Currents: Art and Action in the Pacific 
Ocean. X Artists’ Books and Oceanside, CA: Oceanside Museum of Art, 2024.  

Cochrane, Susan. Living Art Papua New Guinea. Melbourne Books, 2025. 
Cockburn, Sylvia. “Nguzunguzu (Canoe Prow Figurehead),” Smarthistory, March 

26, 2025, https://smarthistory.org/nguzunguzu-prow-figurehead/. 
Coghini, Sophia and Lisa Maule. “Pasifika Arts Aotearoa and Wikipedia,” Hyperme-

dia and Multimedia 30, nos. 3–4 (2024): 238–53. 
Cornish, Emily. “Indigenous Women and Photography in the Hawaiian Kingdom: 

Tradition and Modernity through New Media.” Doctoral thesis, History of 
Art, University of Michigan, 2025. 

Davies, Tom Powell. “Carving Time: Axes and Ancestrality in Asmat, West New 
Guinea.” In West New Guinea: Social, Biological, and Material Histories, ed. 
Dylan Gaffney and Marlin Tolla, 317–31. Australian National University 
Press, 2025. 

Day, Jennifer and Barbara Andersen. “Possessing the Pacific City: Claiming Place in 
Urban Melanesia,” Cities 166 (2025), https://doi.org/10.1016/j.cit-
ies.2025.106189. 

Eggleton, David, Vaughan Rapatahana, and Mere Taito (eds.). Katuivei: Contem-
porary Pasifika Poetry from Aotearoa New Zealand. Massey University Press, 
2024. 

Fairyo, Klementin. “Rock Art from Caves in the Keerom Regency, Papua Province.” 
In West New Guinea: Social, Biological, and Material Histories, ed. Dylan 
Gaffney and Marlin Tolla, 239–48. Australian National University Press, 
2025. 

Fairyo, Klementin. “Decorated Pottery from the Kayu Batu Area, Jayapura.” In 
West New Guinea: Social, Biological, and Material Histories, ed. Dylan 

https://smarthistory.org/chamoru-guagua-mamfok/
https://smarthistory.org/chamoru-guagua-mamfok/
https://www.sidestone.com/books/creative-spirits
https://smarthistory.org/nguzunguzu-prow-figurehead/
https://doi.org/10.1016/j.cities.2025.106189
https://doi.org/10.1016/j.cities.2025.106189
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Gaffney and Marlin Tolla, 263–74. Australian National University Press, 
2025. 

Faison, Elyssa, Alison Fields, and Laura Kina. Resisting the Nuclear: Art and Activ-
ism across the Pacific. Critical Ethnic Studies and Visual Culture series. Uni-
versity of Washington Press, 2024.  

Ferrándiz Gaudens, Alba. “Weaving as Embodied Place: Reflections from Enskill-
ment in the Mariana Islands,” AnimaLoci: A Journal of Images in Places 76 
(2025), https://animaloci.org/weaving-as-embodied-place/.  

Furtado, Nicole K. and Stacy L. Kamehiro. “Kapulani Landgraf, ̒ Auʻa,” Smarthistory, 
March 26, 2025, https://smarthistory.org/kapulani-landgraf-au-a/ 

Günther, Jasmin I. “HMS Pandora and the Sea: Tracing Eighteenth-Century Poly-
nesian Artefacts and their Entanglement with the Pacific Ocean.” In Critical 
Approaches to the Australian Blue Humanities, ed. Maxine Newlands and 
Claire Hansen, ch. 13. Routledge, 2024.  

Hammond, Catherine and Shaun Higgins (eds.). A Different Light: First Photo-
graphs of Aotearoa. Auckland University Press, 2024. 

Hanfling, Edward, Hilary Radner, and Mark Stocker (eds.). “Art and Aotearoa New 
Zealand: Cultures, Controversies and Histories,” special issue of Journal of 
New Zealand Studies, 38 (new series) (2024). 

Hirschbichler, Michael. Spirit Structures of Papua New Guinea: Art and Architec-
ture in the Kaiaimunucene. Routledge Research in Architecture Series. 
Routledge, 2024.  

hoʻomanawanui, kuʻualoha, Joyce Pualani Warren, and Christina Bacchilega (eds.). 
An Ocean of Wonder: The Fantastic in the Pacific. University of Hawaiʻi Press, 
2024.  

Jacobs, Karen. “A Collection of Relationships: Kamoro Material Culture in the Mu-
seum.” In West New Guinea: Social, Biological, and Material Histories, ed. 
Dylan Gaffney and Marlin Tolla, 367–82. Australian National University 
Press, 2025. 

Jones, Amelia. “(Not) Performing Pasifika Indigeneity: Destabilizing the Researcher 
as Decolonizing Method in Art History.” In The Routledge Companion to De-
colonizing Art History, ed. Tatiana Flores et al., 263–73. Routledge, 2024. 

Kamehiro, Stacy L. “Gazellah Bruder, Goddess I Am and Feeding the Gods of Mel-
anesia,” Smarthistory, March 26, 2025, https://smarthistory.org/gazellah-
bruder-goddess-i-am-and-feeding-the-gods-of-melanesia/ 

Kamehiro, Stacy L. “ʻIolani Palace, Honolulu, Hawaiʻi,” Smarthistory, March 25, 
2025, https://smarthistory.org/iolani-palace-honolulu-hawaii/ 

Kamehiro, Stacy L. “Mapping Race or Nation in the Kingdom of Hawaiʻi.” In The 
Routledge Companion to Race in Early Modern Artistic, Material, and Visual 
Production, ed. Nicholas R. Jones, Christina H. Lee, and Dominique E. Po-
lanco, 464–77. Routledge, 2025. 

https://animaloci.org/weaving-as-embodied-place/
https://smarthistory.org/kapulani-landgraf-au-a/
https://smarthistory.org/gazellah-bruder-goddess-i-am-and-feeding-the-gods-of-melanesia/
https://smarthistory.org/gazellah-bruder-goddess-i-am-and-feeding-the-gods-of-melanesia/
https://smarthistory.org/iolani-palace-honolulu-hawaii/
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Kanem, Veronika Triariyani. “Muyu Noken (Men): Shifting Economic Opportunities 
and Cultural Values among String Bag Makers and Users in Merauke, South-
ern New Guinea.” In West New Guinea: Social, Biological, and Material His-
tories, ed. Dylan Gaffney and Marlin Tolla, 353–66. Australian National 
University Press, 2025. 

Kapuni-Reynolds, Halena. “Pōhaku kuʻi ʻai, Otherwise Known as the Poi Pounder,” 
Smarthistory, March 26, 2025, https://smarthistory.org/pohaku-kui-ai-poi-
pounder/ 

Kisielewski, Andrzej. “‘The Gardens Are, in a Way, A Work of Art’: Bronislaw Mali-
nowski’s Social Anthropology as Anthropology of Art.” In Bronislaw Mali-
nowski and His Legacy in Contemporary Social Sciences and Humanities, ed. 
Grażyna Kubica and Dariusz Brzeziński, ch. 10. Routledge, 2024. 

Knowles, Chantal and Neil Curtis. “Exhibiting the MacGregor Collections,” Mem-
oirs of the Queensland Museum, Culture 13 (2024): 443–68. 

Lopesi, Lana. “Ahilapalapa Rands, Lift Off,” Smarthistory, March 26, 2025, 
https://smarthistory.org/ahilapalapa-rands-lift-off/ 

Lopesi, Lana and Andrea Low. “Radical Inclusion: On Pacific Arts Aotearoa,” Waka 
Kuaka: The Journal of the Polynesian Society 133, no. 1 (2024): 66–77. 

Lopesi, Lana, Ruth McDougall, Ruha Fifita, Moale James, and Emily Nguyen-Hunt. 
Sis[ters]: Pacific Art 1980-2023. Queensland Art Gallery of Modern Art, 2024. 

Lorey, Andrew Z. “Photographs ‘both rare and valuable’: Introducing and Mapping 
Two Collections of Early Landscape Views from Southwestern Aotearoa New 
Zealand," New Zealand Journal of History 59, no. 2 (2025): 92-
121. https://muse.jhu.edu/article/971460. 

Manate, Paul and Suliane Favennec. Le Retour des trésors polynésiens/The Return 
of the Polynesian Treasures (documentary film, 51 minutes). Directed by 
Denis Pinson, produced by Catherine Marçonnet and Laurent Jacquemin. Ar-
chipel Production, French Polynesia, 2024. 

Mark, Harvey. “Neki Arā, Arā Neki: Art, Belonging and Not Belonging, Māori and 
Pākehā in Aotearoa/New Zealand,” Knowledge Cultures 12, no. 1 (2024): 
108–26.  

Matthews, Angela Kampah. “Melanesian Reimagining: A Digital Tok Stori of Papua 
New Guinean Identity on Instagram,” AlterNative: An International Journal 
of Indigenous Peoples 20, no. 2 (2024): 279–88.  

Mayer, Carol E. Sea of Islands: Exploring Objects, Stories, and Memories from Oce-
ania. Museum of Anthropology, University of British Columbia and Figure 1 
Publishing, Inc., 2025.  

McNiven, Ian J. “Agentive Seas and Animate Canoes: Tangible and Intangible Di-
mensions of Marine Voyaging by the Marind-anim of Central-Southern New 
Guinea.” In West New Guinea: Social, Biological, and Material Histories, ed. 
Dylan Gaffney and Marlin Tolla, 297–316. Australian National University 
Press, 2025. 

https://smarthistory.org/pohaku-kui-ai-poi-pounder/
https://smarthistory.org/pohaku-kui-ai-poi-pounder/
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Mel, Michael A. “Art Building Culturally Resilient Communities in Papua New 
Guinea,” The Round Table: The Commonwealth Journal of International Af-
fairs and Policy Studies 114, no. 4 (2025): 485–91. 

Merkin, Sophia. “Co-collecting Tapa: Redefining Robert Louis Stevenson’s Collec-
tion of Barkcloth in Samoa and Beyond, 1888-1894.” Doctoral thesis, Depart-
ment of Art History and Archaeology, Columbia University, 2024. 

Miamba, Kenneth, Loretta Hasu, Henry Arifeae, Betty Neanda, Jemina Haro, Joyce 
Taian, and Dickson Kangi. “Recollection of Glenn Summerhayes’ Relation-
ship with the Papua New Guinea National Museum and Art Gallery.” In Forty 
Years in the South Seas: Archaeological Perspectives on the Human History 
of Papua New Guinea and the Western Pacific Region, ed. Anne Ford et al., 
21–28. Australian National University Press, 2024. 

Mitchell, Letila Semantafa. “Sạsi, Pera, Lạgi—Of Ocean, Land, and Sky: Revitalising 
Creative Confidence and a Connection to Place Through the Awakening and 
Renewal of Rotuman Creative Practice.” Doctoral thesis, Creative Industries, 
Queensland University of Technology, Brisbane, 2024, 
https://eprints.qut.edu.au/253800/. 

Mortu, Ancuta. “The Aesthetic Mediation of Cultural Memory: Two Case Studies 
from Papua New Guinea and Kimberley, Australia,” The Journal of Aesthetics 
& Art Criticism, 82, no. 2 (Spring 2024).   

Munro, Beverley Anne. “How do Aboriginal and Torres Strait Islander Creative Cul-
tural Practitioners in the South East Assert the Multiple Values of their Cul-
ture and Practice to Challenge the Discourse of Indigenous Authenticity 
Within the Arts and Cultural Ecologies.” Doctoral thesis, Economics, Finance 
& Marketing, RMIT University, Melbourne, 2024. 

Naepi, Sereana, Brandy Atuatasi, Gerald Naepi, Samuele De Stefani, Adrian King-
ston, and Pawel Banás. “Pride, Belonging, and Identity: Pacific Peoples and 
Museums in Aotearoa New Zealand,” in The Visitor Studies Guide: Theory 
and Practice for Heritage Contexts. Routledge, 2025. 

Naupa, Anna. “The Melanesian Way in the 21st Century: Culture, Politics, and Fes-
tivals,” The Journal of Pacific History, 60 (2025): 201–22. 

Nutman, Emily, Geoffrey Clark, Mathieu Leclerc, Michael Anenburg, Joshua 
Willsher, Elisa Scorsini, Dylan Gaffney, Glenn Summerhayes, Melissa Gibbs, 
Jillian Huntley, Sabu Wailu, James Zaro, and Duncan Wright. “Exotic ceram-
ics from the Murray Islands, Eastern Torres Strait,” Journal of Archaeological 
Science: Reports, 58 (2024).  

Pillay, Patricia. “Weaving Feathers of Intangible and Tangible Knowledge: Histori-
cal Records and Human-Bird Interactions in the Marquesas Islands,” Arche-
ology in Oceania 59, no. 2 (2024). 

Pollitt, Ben. “Clocking Mai: A Study of Time in Reynolds’ Polynesian Portrait,” Art 
History, 48, no. 2 (April 2025): 298–318, 
https://doi.org/10.1093/arthis/ulaf014 
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Pollitt, Ben. “The Sympathetic Cannibal: An Antipodean Satire,” RES: Anthropology 
and Aesthetics, 81–82 (Spring–Autumn 2024): 163–83, 

 https://www-journals-uchicago-edu.lib-
proxy.ucl.ac.uk/doi/full/10.1086/731701  

Quanchi, Max. Thomas McMahon’s Search for Fame: Photographer, Journalist 
and Patriot. Sid Harta Publishers, 2025. 

Royer, Michelle, Nathalie Ségeral, and Léa Vuong (eds.). Francophone Oceania To-
day: Literature, Visual Arts, Music, and Cinema. Liverpool University Press, 
2024. 

Sipahi, Peri. “‘not yet/under water’—Rejecting Victimhood and Weaving Solidarity 
in Kathy Jetñil-Kijiner’s Eco-Poetics,” Postcolonial Text 19, nos. 1–2 (2024), 

 https://doi.org/10.63260/pt.v19i1%20&%202.2887 
Slipp, Naomi (ed.). The Wider World & Scrimshaw. New Bedford Whaling Museum, 

2024. 
Sutoris, Peter. “The Visual Image and Imagination of Alternative Futures: Nuance, 

Ambiguity and Hope.” In Engaging with Environmental Education through 
the Language Arts, ed. Nicholas McGuinn and Amanda Naylor, ch. 12. 
Routledge, 2024.  

Stubbs, John, William Chapman, Julia Gatley, and Ross King. Architectural Conser-
vation in Australia, New Zealand and the Pacific Islands: National Experi-
ences and Practice. Routledge, 2024.  

Stubbs, John H. “Observations on Pacific Heritage Conservation Practices,” Inter-
stices: Journal of Architecture and Related Arts 23 (2024): 146–54.  

Szabo, Katherine and Fiona Petchey. “Heirlooming and Shell Money Beads in the 
Solomon Islands,” in Forty Years in the South Seas: Archeological Perspec-
tives on the Human History of Papua New Guinea and the Western Pacific 
Region, ed. Anne Ford et al., 417–32. ANU Press, 2024. 

Tamaira, Mārata Ketekiri. “Ola Ka Wai, Ola Ka Honuā: Sovereign Flows On and Off 
the Wall,” Smarthistory, March 26, 2025, https://smarthistory.org/ola-ka-
wai-ola-ka-honua/. 

Thomas, Nicholas. Gauguin and Polynesia. Bloomsbury Publishing, 2024.  
Vercoe, Caroline. “Fatu Feuʻu, Faʻaola Mo Taeao Conserve for Tomorrow,” Smar-

thistory, March 26, 2025, https://smarthistory.org/fatu-feuu-faaola-mo-
taeao-conserve-tomorrow/. 

Veys, Fanny Wonu. “The Prism of Respect: Exhibiting a Raja Ampat Altar.” In West 
New Guinea: Social, Biological, and Material Histories, ed. Dylan Gaffney and 
Marlin Tolla, 383–96. Australian National University Press, 2025. 

Veys, Fanny Wonu. “Where are You Going? Composing Novel Oceanic Art Histo-
ries.” Leiden University, April 7, 2025. https://hdl.han-
dle.net/1887/4209142. 

Veys, Fanny Wonu, Jan J. Boersema, and Gerard A. Persoon (eds.). Change and Re-
silience in Rapa Nui and the Pacific. John Wiley & Sons, Limited, 2026.  
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Voirol, Beatrice. “Shell Material Culture in the West New Guinea Highlands: An 
Etnographic Kaleidoscope.” In West New Guinea: Social, Biological, and Ma-
terial Histories, ed. Dylan Gaffney and Marlin Tolla, 333–46. Australian Na-
tional University Press, 2025. 

Wander, Maggie. “Busy Hands and a Free Mind’: Collaborative Workshops and 
Artistic Practice in Oceania,” Journal of New Zealand and Pacific Studies 13, 

no. 1 (2025):  
25–42. https://doi.org/10.1386/nzps_00224_1. 

Wander, Maggie. “Jaki-ed and Weaving in the Marshall Islands,” Smarthistory, 
March 26, 2025, https://smarthistory.org/jaki-ed-weaving/. 

Wander, Maggie. “Materializing History: Contemporary Art and the Temporalities 
of Climate Change in Oceania.” Doctoral thesis, Visual Studies, University of 
California, Santa Cruz, 2024.  
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