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Preface: Connections
I have always been intrigued by art; especially the process of creation. My appreciation and

understanding of visual arts has developed through interactions with artists and artworks to

understand the methods and meanings present within the forms. My interests focus on spaces for

art because the premier objects are often destined to a bounded existence in a museum. Through

valuable e>..-periences working in museums, galleries, and alternative spaces for arts, I have

interacted with both artists and management to consider issues affecting the availability of visual

culture (painting, sculpture, and mixed media works). I find that appreciation and understanding of

art is developed through interaction, whether it is with the object itself, the artist, or projects,

combined with the typical routine of observing artifacts in a museum. While interaction in

museums is often a contradiction, it nurtures community involvement. A museum that achieves the

delicate balance of an inviting space and educational experiences creates a reciprocal relationship

with its community.

My interest in the relationship between visual culture and the spaces that house them

became clear during my experience in the Marshall Islands. While passing through the capital of

Majuro en route to the outer islands, I visited the national museum, the Alele, to discover more

about the history and culture of the Marshalls. Entering the Alele I wondered if it was open to the

public. The hallways were deserted and silent, a drastic change from the bustling streets outside

where school children chased one another and men sat in the shade of the breadfruit tree

challenging each other's stories. I found my way up to the dust laden gallery which housed tangible

representations of the Marshallese whose progeny were visibly absent from the museum. I gazed

upon drawings of eQ (tattoo) covered bodies before the arrival of the missionaries, photographs of

European traders with the irioj, tools, weavings, and stick charts used to guide generations of

navigators through the atolls. Wandering undisturbed I found dated exhibits with little
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accompanying information causing me to form my own impressions of Marshallese history through

imagery when I longed to hear real voices interpret those objects.

Hundreds of miles away from the neglected and dusty rooms of the musewn, I found the

connections I sought. Some time later, I recognized that the artifacts in the musewn were part of

daily life in my community on Kaven, Maloelap, the outer island where I lived during my year in

the Marshalls. Living in this small community, I came to understand the bond between everyday

life and the visual culture that I refer to as artii
.

Having daily contact with objects that were similar to those I saw at the Alele, I began to

contemplate my discomfort in the museum and recognize the reasons it remained deserted. These

objects were part of life, they did not need to be observed through a glass box; they have a place

and purpose in contemporary life. However, interest in aesthetics and styles of craft is waning,

even in outer island communities. The increasing accessibility to imported goods has been shifting

the interests of youth. Foreign products bring foreign interests and diversions. I was concerned to

see that young people valued animated movies more than the carvings produced by their

grandfathers or weaving styles of their grandmothers. I discussed my concerns with my community

in Kaven and realized that the knowledge associated with craft might soon be lost if an appropriate

and effective space for the encouragement and continuation of arts is not introduced and fostered. I

resolved to learn more about Marshallese and Pacific cultures so that I might offer suggestions for

the future of the community in Kaven.

I highlight these reflections as a starting point for the research that follows. My experience

in the Marshall Islands makes me consider the role of musewns or cultural centers in communities;

ii There is no equivalent Marshallese word for Qrt. Amil]1.olJo is derived from Japanese and refers to handicrafts.

Therefore when I speak of 'art' in the Marshall Islands I am imposing my Western perspective of aesthetic objects,

those that are creatively constructed onto Marshallese objects such as tools, weavings, and handicrafts. This is a

continual contradiction in my research as Pacific island languages do not have words that are the equivalent of the

Western word Qrt. (See Kaeppler 1989, 24; Dark, 267).
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their potential to enliven and encourage indigenous visual culture in the Pacific region. When I

arrived in the Marshall Islands I believed that art and culture could be accessible in museums; a year

later I knew that creating a space for art and visual culture is not as simple as erecting a museum.

While my experience at the Alele was disheartening, it fueled me to imagine and seek out

alternatives to museums; spaces that nurture and promote creativity, a place to learn about, engage

in, and celebrate the skilled craftsmanship of Marshallese.

Two years later, vvith the guidance of professors in Pacific Islands Studies, my exploration

of arts spaces began. I found occasional references to a place called the Oceania Centre for Arts and

Culture in Suva, Fiji. I soon discovered someone that had a vision for an Oceanic space for art.

More than a decade has passed since Epeli Hau'ofa began imagining a space and program for

Oceanians to create, learn, and imagine their own styles and processes of art. I wrote and asked if I

could visit to find out what this place that I could fInd little information on is really all about. A few

months later, I showed up at the precise moment that Professor Hau'ofa was departing for his first

leave in ten years and so he quickly introduced me to one of the senior artists who guided me

through the space and made all of the Centre's resources available to me. Then I was left to do

what every other artist there does: create. I quickly discovered the benefits of the open spaces and

participative learning at the Oceania Centre; I found friendship and inspiration in my exchanges

with the artists and worked beside them each day using ma8ima8i (sennit lashing), wax casts, or just

writing. The experience was unlike anything I had ever had before and I learned so much from the

participants and staff at the innovative arts center that I returned to continue to create and

reciprocate ili
.

'u The artist biographies included in the Appendix are an example of one of my projects to reciprocate the Oceania

Centre's generosity.
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The Oceania Centre is an innovative and welcoming home for artists. Art does not stand

still there, it moves. The arts move in the form of creative exchange at the Centre; as the veranda

hosts a jam session, luring the artists from their canvas to pick up their favorite instrument; or as

the musicians keep a beat while the dancers and painters practice new choreography. I believe that

the unique directions of the Oceania Centre are valuable in a number of ways and can be expanded

upon to create models for museums and cultural centers in the Pacific that have become desolate,

dusty rooms inaccessible to those whose lives are represented by the displays. Taking an in-depth

look at the Oceania Centre I will highlight possibilities for spaces for adv in Oceania using an

interdisciplinary approach informed by Pacific and museum studies, anthropology, art history, and

my experiences at the Oceania Centre.

This body of work is designed to be visually engaging; to challenge and inspire how we

think about art and the spaces in which we engage with arts. I use the example of the Oceania

Centre here in the beginning of my journey to imagine a creative and engaging space for arts for the

community in which I lived in the Marshall Islands.

i,· See page 24: "I specifically focus on art (tangible arts such as painting and sculpture) because of my understanding of

its process and production. I mention the dance and music programs at the Oceania Centre but do not elaborate on

them because scholars with far more expertise and insight have and will write on these aspects. Nevertheless I use the
term art freely and imply the combination of tangible art, music, dance, and occasionally oral and written arts because

at the Oceania Centre the factions are inextricable from one another."
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"The essence of my being comes from three basic principles: my culture, religious

belief, and spirituality.

My existence, how I think, feel, and behave is my culture. If you go deep into the

roots of a particular culture you see that it is universal. Culture comes from a particular

cult that existed at a certain time and has been built from there. It is not a tangible thing, it

is wide and integrated in the world itself. In the changing world we adapt to the change and

grow onto another level of experience. This affects our culture, it draws from those before

and adapts to our lives today. We can express our cultural values individually but as

humans we share certain core values. Individual cultural values are rooted in where you are

born; where I was born is part of who I am. Therefore my style of art is influenced by my

cultural formation and makes me part of the Fijian and Oceanic communities. I am a proud

Fijian because I understand my culture.

My religious belief has two parts. The first is cultural religiOUS belief practiced by

my ancestors. I learned about these rituals by living in my village. Certain elements exist

today: sects of people, chiefs, priests, and warriors. Sacrifice is fundamental to these

cultural religious practices, sacrifices based on nature ... There are no boundaries between

my [Fijian and Catholic] religious beliefs. Although these religions are seen as separate, I

believe that there is fusion between these two religions.

Spiritual journeys depend on an individual's knowledge of the existence of the

unseen ... To me, spirituality is universal; it is part of you and me and the whole universe.

Spirituality is not limited to nature; it exists in all things... These principles are part of a

transformation of the world. My art is a testimony to these beliefs. My art also speaks of

gathering knowledge and enlightening your mind because that is who you are as a being.

How I think and feel is what I am going to paint because that is part of who I am. My

painting speaks to how ana why I exist. Everything comes into existence for a reason and

my art form is part of a vision." - Josaia McNamara



5.josaia McNamara, The Liaht lfthe World, 2002, oil on canvas, 117 x 94cm.
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I. Introduction: A space for creativity

The arts emerging from the Oceania Centre for Arts and Culture on the campus of the

University of the South Pacific (USP) in Suva, Fiji, are distinctive because of the process of creation

and the atmosphere in which the integrated arts program occurs. The combination of space and

process at the Oceania Centre inspires and nurtures an organic, vibrant creativity that reflects

Oceanians. The artists are not taught to paint, sculpt, or compose music or dance. The programs at

the Oceania Centre are based on participative learning and experience. The artists draw from

within to create; there are no classes or set practices to develop their skills. The shared learning is

situated in and stimulated by contemporary life yet the artists invite tradition and history into

conversation with the present through their art. This is unique because the artists are not

attempting to imitate the styles of their ancestors, rather they respect and learn from tradition,

incorporating that inspiration into their contemporary expressions.

The factors that contribute to the success of the Oceania Centre are inextricably linked to

the history of Oceania and present-day life. To highlight those factors that affect the artists, I

include examples of art throughout this project, paired with the words of the artists', intended to

include reflections related to historical, cultural, social, and political issues in Oceania. Although

the artists have recently come into the international art scene, they are all rooted in their families,

villages, and communities; these are everyday people with exceptional talents. The art produced at

the Oceania Centre reflects cultural, historical, social, and political conditions that affect

Oceanians. These are not the commentaries of scholars or politicians, but the concerns and

interests of those Pacific peoples who live a unique lifestyle; they travel to and from their village on

i The artists' quotes are from transcribed video footage taken between June and August 2006 and conversations during

January and February 2007 at the Oceania Centre for Arts and Culture. The interviews were conducted for the
purpose of prodUCing a project based on the artistic space of the Centre. Other quotations are derived from notes taken

for each artist's biography (see Appendix). They are reproduced with permission from the artists.
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the same bus as their neighbors yet fly across oceans to participate in art exhibitions, always

returning to their village. The artists are reflecting on the experience of living in a fluctuating

world. Art is their medium to provoke consideration and conversations amongst members of their

communities and between the past, present, and future. By surveying the art and listening to the

artists we can learn about contemporary life in Oceania.

[Contemporary Oceania] is an area of interruptions; social, political, economic and artistic

that is drawing greater interest from the wider world. This is no advertisement for

globalism or even rubber-necking tourist-scholars, but a growing awareness that literature

and arts from the Pacific remain a valid part of their lives as were once Oceanic myths and

legends to explain origins, the past, present and future (Prasad, ii-iii).

Contemporary art is a generalized classification for art of the moment; visual expressions

that reflect contemporary life. I review some of the literature about contemporary Oceanic or

Pacific art. This demonstrates the vast array of creative expressions in Oceania. It is important to

recognize the similarities and differences so that future arts programs and spaces can reflect this

diversity yet focus on similarities to reinforce the shared elements of culture, traditions, and

histories. The concentration of contemporary arts being produced in Aotearoa New Zealand and

Papua New Guinea reinforces my belief that specific categories of contemporary Oceanic or Pacific

art must be established in order to credit the distinct artistic movements occurring in Oceania.

Therefore I have designated the genre of art being produced at the Oceania Centre as the Biau Kula"

movement (Fijian meaning tidal wave, literally red wave) to reference this artistic movement that

has been steadily producing paintings and sculptures for more than a decade. Biau kula

ii I chose Biau Kula because during an interview Lingikoni Vaka'uta told me that the name of the artists' collective Red

Wave comes from the Fijian term biau kula or Tongan peau kula for a tidal wave (literally red wave). Rather than submit
to the generalized term contemporary Oceanic art, I specify the Red Wave Collective's artistic movement within its

own category. The naming of an artistic movement based on a particular group is frequent in Western art history;
consider Fauves/Fauvism (A group/style based loosely on naturalistic elements established by Henri Matisse and Andre

Derain from 1905 - 1908), Der Blaue Reiter (The Blue Rider was an informal association of German Expressionists

established in 1909 by Wassily Kandinsky), or Arte Povera (Based on open-ended experimentation by young Italian

artists in late 1960s).
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metaphorically refers to the change in art happening at the Oceania Centre. lII This movement is

strengthening with time, the artistic styles are becoming more distinctive and the number of artists

involved in this movement is growing. The name is directly derived from the name of the artists'

group at the Oceania Centre, the Red Wave Collective.

After identifying the external influences I focus on the Oceania Centre for Arts and

Culture. The Oceania Centre has been quietly and steadily growing for a decade. Its success and

significance is the result of the dedication and vision of Epeli Hau'ofa, the founder and director.

If this were a novel, the main character would be Epeli Hau'ofa, his presence would sit

quietly beneath the surface of the daring and thrilling plots. If this were an action mm, Hau'ofa

would be the hero; the one we all love because he continually tries to detract attention from

himself, unsuccessfully, because his integrity and advocacy, quiet as it may be, is moving. Although

I consciously focus on the artists in this work, Epeli Hau'ofa is the catalyst and foundation of the

Oceania Centre for Arts and Culture.

Hau' ofa was born in Papua New Guinea of Tongan missionary parents. He was raised in

Papua New Guinea, Tonga, and Fiji. Hau'ofa studied in Canada and Australia, earning a doctorate

in Anthropology. He worked in Papua New Guinea in the early 1970' s, a time of rich creative

growth and change. There he met Georgina and Ulli Beier whose work with artists would prove

influential decades later.

Soon after, Hau'ofa returned to Tonga. One of his jobs during those five years was Keeper

of the Palace Records, a unique if not odd position for an anthropologist. Not coincidently

Hau'ofa's creative writing blossomed during this time and Tales ifthe Tikongs was published in

1983. These short stories are prolifiC and introspective sketches of island-life wrought with

"development". Hau' ofa' s story-telling embraces the rich oral traditions of the Pacific with a

iji Lingikoni Vaka'uta personal communication July 2006; see DVD supplement.
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contemporary satiric twist achieving realization through laughter. A writer whose work has always

been sought, never peddled, the unforgiving yet compassionate humor reappeared a few years later

in his first novel Kisses in the Nederends. Hau'ofa's creative writing and poetry reveal the honesty of

this humorous, compassionate, and insightful man.

While still in Tonga, Hau' ofa was recruited by the University of the South Pacific (USP) in

Suva, Fiji. Since USP does not have an anthropology department, Hau'ofa taught in Sociology and,

over time, became head of the School for Social and Economic Development. As a professor,

Hau' ofa fell victim to the notions of belittlement instilled by the idea that the islands in the Pacific

Ocean are too small and spread apart. For almost a decade Hau' ofa participated in the discussion

and teaching of those prevailing notions. In 1993, Hau'ofa brought the insight of his earlier

fictional, yet familiar, stories to academia with "Our Sea ofIslands", his appeal to colleagues to

consider the strength of the Ocean as a starting point for the rejuvenation of the Oceania explored,

embraced, and understood by their ancestors.

What followed were a series of essays proposing the challenge of a renewed vision of

Oceania that invites traditions and histories into the present. The concepts from "Our Sea of

Islands" and other writings from "Project New Oceania" are reahzed at the Oceania Centre for Arts

and Culture and elaborated on in this project. Although Hau'ofa's name is absent from many of the

pages to follow his presence should be felt. In this contemporary legend, Hau'ofa is our modern

day Maui drawing creativity out from the depths of the Ocean.
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6. Lingikoni Vaka'uta, The Legend ofMaui slowing the Sun, 2006, oil on canvas, 190 x l70cm.

Hau'ofa has established programs and a space that reflects present-day life yet it is rooted in

the histories and traditions of Oceania thus creating a comfortable and stimulating space for

creativity. The Centre is a welcoming place where inspiration abounds. I describe the atmosphere

of the Centre, its history, and introduce some of the artists currently working there.

As the Oceania Centre demonstrates, arts are an important and valuable outlet for

commentary and inquiry into cultural, social, and political issues. Arts can also act as tools to create

individual and regional connections with history and tradition. Contemporary art in Oceania is

emerging as a technique for communication unrestricted by language. The Oceania Centre and the

distinct genre of art that is being established there is an example of the potential for other

prominent arts movements. It is my hope that a combination of elements derived from the Oceania

Centre fused with local spaces and practices could be a model for a future network of arts centers

exchanging, promoting, and perpetuating the artistic heritage that thrives in Oceania.

7



This is important to Pacific peoples because it offers a space and process for creativity and

expression that encourages intuition and experimentation. The Oceania Centre is unlike Western

educational institutions because it does not reflect hegemonic education practices.

When the mode of teaching or testing is primarily in the written form, indigenous ways of

being are marginalized. Many island students fail not because they are stupid, but because

the formal education system works against indigenous ways of learning or evaluating

knowledge. I have often wondered why those students who excel at singing, dancing,

composing, telling stories, and so on are rarely given the option of being tested in one or
more of these modes (Hereniko 2000,84).

Learning at the Oceania Centre is based on indigenous ways of knowing and being. The study of

ways of knowing and learning is epistemology, defined by David Welchman-Gegeo as:

[IJndiBenous epistemology [is] a cultural group's ways of thinking and of creating,

reformulating, and theorizing about knowledge via traditional discourses and media of

communication, anchoring the truth of the discourse of culture ... As a concept, indigenous

epistemology focuses on the process through which knowledge is constructed and validated

through a cultural group, and the role of that process in shaping thinking and behavior ... It
also recognizes that culture is variable, an ongoing conversation embodying conflict and

change, shaped by the dialectic of structure and agency, inherently ideological, and prone

to manipulation and distortion by powerful interests (Gegeo 2001, 58-59).

These concepts are fundamental to the Oceania Centre's programs. There are no instructors at the

Oceania Centre, there are no school fees, and there are no classrooms. There is participative

learning, there are career opportunities, and there is freedom.

This is significant to Pacific Islands Studies because of the need to decolonize not only the

Pacific but the scholarship associated with the region. In the keynote address of the 2000

"Decolonizing Pacific Studies" conference, Konai Helu Thaman highlighted the challenge to look at

"[W]estern educational legacies, their philosophies, ideologies and pedagogies, which for nearly 200

years have not fully recognised the way Oceanic peoples communicate, think and learn; ideologies

that sought to destroy the values and belief systems in which the majority of Oceanic peoples were

and continue to be socialised... Decolonising Pacific studies is important because: i) it is about
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acknowledging and recognising the dominance of Western philosophy, content and pedagogy in the

lives and the education of Pacific peoples; ii) it is about valuing alternative ways of thinking about

our world, particularly those that are rooted in the indigenous cultures of Oceanic peoples; and iii)

it is about developing a new philosophy of education that is culturally inclusive and gender

sensitiveivn (Helu Thaman, 2-3). The Oceania Centre is located at the Laucala campus of the

University of the South Pacific, yet it has been marginalized by the academic community. Konai

Helu Thaman attributes this marginalization to the separation of disciplines within the University or

the separation of knowledge that is a part of Western knowledge systems. The originality, research,

and discussion taking place at the Oceania Centre have not been recognized as an important

contribution to academia because the Oceania Centre does not bestow degrees. v This has actually

been beneficial to the Centre's growth because it gives the Centre freedom to nurture indigenous

ways of creating. As Helu Thaman and Gegeo suggested, valuing indigenous ways of knowing is

integral to decolonizing Oceania.

I begin and interrupt each section of this project with images and words from the artists at

the Oceania Centre. The artists reflect on current events in their villages, church, national and

international media, and around Fiji and Oceania. They draw from both indigenous and Western

discourses. My process begins with voices of the artists in an effort to bring the artists front and

center supported by scholarship but not overwritten by it. vi It is my hope that this combination of

i,· The issue of gender at the Oceania Centre is one that I do not develop here because [ am unable to adequately address
the issue. All of the Red Wave artists that I introduce in this project are male. Although there have been and are female
participants, there is an obvious gender disproportion in terms of painters and sculptors.
'" Helu Thaman expressed these ideas during "Vaka Vuku: Navigating Knowledge Pacific Epistemologies Conference" at

USP, Suva, Fiji July 3-7, 2006. See DVD supplement.
,i This approach is motivated by the writings of Edward Said (1979), Linda Tuhiwai Smith (1999), and Konai Helu
Thaman (2000). "There is nothing mysterious or natural about authority. It is formed, irradiated, disseminated; it is
instrumental, it is persuasive; it has status, it establishes canons of taste and value; it is virtually indistinguishable from
certain ideas it dignifies as true, and from traditions, perceptions, and judgments it forms, transmits, reproduces" (Said,
19-20). "Too often literature and culture are presumed to be politically, even historically innocent; it has regularly
seemed otherwise to me ... that society and literacy culture can only be understood and studied together" (Said, 27).
Said's writings about hegemonic discourse assure me that my research and writing will never detach from my own

9



visual and textual presentation will initiate a discourse to imagine a productive and prosperous

future for Oceanic arts.

The purpose of the supplemental DVD "A Tour of the Oceania Centre for Arts and

Culture" is to provide a resource for the Oceania Centre. Although segments of the written and

DVD components correspond, I do not cross-reference the two. This is a conscious decision with

the intention that the written element can stand on its own. The DVD enlivens this project and can

be utilized independently.

cultural perspective and past. Being that I became involved with the participants of the Oceania Centre, Smith and Helu

Thaman's writings reaffirm the implications of relVTitinB what I have observed, participated in, and listened to. I aim to

recognize the multiple discourses that engage with and affect the artists and space of the Oceania Centre today but also

in terms of historic, cultural, and social innuences.
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"Contemporary art to me is different from realistic art work because

of the ways that they define the movements within the painting. For

example eyes might be going up while a face is going down; you can
fuse a person's head with a lizard's eye; and hair of leaves can

represent an environment of animals, people, and nature.

Contemporary in Oceania is joining culture and designs to represent

the culture ... Contemporary art to me is not a representation of

what my eyes see but the images of those connections inside of me."

- Pita Waqanui 1m
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7. Pita Waqanui Jor, Noi Dodaro, 2~, oil on canvas, 78 x 52 em.
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"I enjoy contemporary sculpture because the only limitation is my own

creativity, I can create whatever I imagine. If I tried to make traditional

sculpture I would not be able to do any better than what has been done by

my ancestors. I do not see the point of replicating the traditional tanoa,

masks, cannibal forks, and weapons. With contemporary sculpture I

challenge my imagination to produce something that no one has seen
before." - Ben Fong
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8. Ben Fong. Georae Speiaht, 2000. mild steel and brass.
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"Some people ask me why I am breaking away from the traditional styles of

Fulanga. I am a new generation of Fulangan carver. I am not breaking away. What

I am creating is just one aspect of carving; I continue to carve traditional forms but

it is unique to work in contemporary forms. I am the first Fijian to work in this

style. Through my sculpture I am opening up opportunities for others because I

fear a loss of carving in Fiji. Carving has been passed through generations of men

from Fulanga but now young men are not interested in what our grandfathers did.

They think that carving is a job of the past and will not provide for their future. I

share both the traditional and contemporary carving with my son and grandson to

continue the practice of carving in my family. Tradition and contemporary

influence my sculpture and [tradition] can be seen through the quality of work that

my father instilled in me and [contemporary through] those creative ideas that

reflect my world." - Paula Liga
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9. Paula Liga, untitled, 2007, hardwood, 8 x 1m.
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II. Oceanic Arts Movement

As with any process, the creativity at the Oceania Centre is dynamic and not limited to

contemporary or traditional. i The art evolves. It invites the ancestors into conversations in the

present to dream of the future. It moves however the artist imagines it. For example, Irami Buli,

who has been painting at the Centre since 2000, will not be bound to a category such as Realist,

Expressionist, or Abstract that boxes in his art. He trusts in his own identity and shares it through

creative expressions. His art moves like the ocean's waves changing with each tide, predictable only

to those who pay dose attention. I see this as one of the strongest assets to the integrated arts

program.

The artists at the Oceania Centre are defining a new and autonomous category of art. They

do not judge themselves in relation to European, Asian, or American artists. As Hau'ofa affirms in

"Beyond the Horizon", the Oceania Centre is carving out its own space in the global system that

assesses itself according to Oceanic values rather than a foreign yardstick (Hau'ofa 2001a). There is

an exciting unpredictability at the Oceania Centre that is akin to the ebb and flow of the ocean.

"Contemporary" is the term used by the artists to describe their work, but there is always

an implied or acknowledged understanding that the work is charged with a consciousness of

traditions and histories. I refer to the unique and autonomous styles produced at the Oceania

Centre for Arts and Culture as Biau Kula. This art cannot simply rest in the category of Pacific art.

i Nicholas Thomas discusses the limitations of the terms traditional and contemporary in "Contemporary Art
and the Limits of Globalisation" (1996). "'Traditional' and 'contemporary' seem, however, to have become
words that we are stuck with. The dichotomy remains a problem, not because all dichotomies are necessarily
bad, but because it suggests a linear progressionfirmthe traditional to the contemporary... 'Contemporary'
could simply mean 'of the present', but often means 'of the international art world'" (Thomas 1996, 17). Also
see Philip J.e Dark "Of old models and new in Pacific art: Real or spurious?" (1999), "Many traditional arts
persist though changed; others are reconstructions; others are traditional forms adapted and used to make new
ones" (Dark, 268). And Karen Stevenson in the catalogue for Paradise Nwi ConterrpararyArtfirm the PacifU:
writes: "Creating a cultural foundation supported by a traditional past and invigorated by the present, the island
and the urban have come together in the creation of a spirited Pacific art movement" (Asia Society, 22).
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But what is contemporary Oceanic/Pacific art? Certain similarities can be identified in the

arts currently emerging from the expansive region of Oceania but considering that contemporary

art is based on individual expression the differences often outweigh the similarities. When the

differences are recognized the need for distinction becomes obvious. Distinction does not imply

separation, rather recognition; acknowledgment that there is a range of categories within

contemporary Oceanic art and across Oceania.

And how is it different from the widely recognized art being produced by Pacific Islanders

in Aotearoa New Zealand and Papua New Guinea? Rather than differentiate the aesthetically

distinctive factors I focus on creation and production. However it is not enough to simply state that

these artists are creating innovative Oceanic arts that speak to and of Oceanians in the present-day

with recognition of the past. Therefore I contextualize the Biau Kula movement at the Oceania

Centre by introducing the categories in which they are often thrust.

Contemporary art?

Contemporary art has multiple definitions and interpretations. Literally:

Contemporary adj_ 1. Belonging to the same period or time. 3. Modern: current.

(Webster's Dictionary, 304)

Art n. 2.a. Conscious arrangement or production of sounds, colors, forms, movements, or

other elements in a way that affects the aesthetic sense: production of the beautiful in a

graphic or plastic medium. c. The product of these activities. (ibid, 127)

Similarly, contemporary Pacific art is enigmatic because of the diversity and difference of the

region: culturally, socially, politically, and geographically. We must recognize the differences

between contemporary Maori art and contemporary art of Aotearoa New Zealand; contemporary

Polynesian art produced by diasporic Samoans and contemporary Samoan art; or contemporary art

of Papua New Guinea and ephemeral ritualistic arts produced by tribes. These are only a few of the

multifaceted factions of contemporary Pacific art.
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Contemporary Pacific Art

I avoid the category of contemporary Pacific art for the art being produced at the Oceania

Centre for several reasons. The most obvious reason that I avoid the label "Pacific" is because there

is nothing pacific, calm, or conciliatory about the art being produced at the Oceania Centre. This

art cannot be termed contemporary Fijian art because the artists come from different parts of

Oceania. Additionally the Oceania Centre is the activation of Epeli Hau'ofa' s vision of Oceania and

his ideals are its foundation, thus Oceanic is more appropriate.

The category "contemporary Pacific art" is most often linked (through publications,

exhibitions, and media) to art produced by Pacific peoples in Aotearoa New Zealand. The attention

on artists of Pacific ancestry in Aotearoa is warranted but we must recognize that their

circumstances are different to those in Fiji. The infrastructure of government sponsored arts

organizations, arts institutions, and arts enthusiasts and consumers provide an established and

enabling platform for artists who might not otherwise succeed.

The vibrant contemporary art produced in Papua New Guinea has also received significant

attention and acclaim due to encouragement and advocacy initiated by Georgina Beier and

continued by the government. PNG's art scene has experienced tremendous change since Georgina

Beier's art workshops in Port Moresby in the late 1960s and early 1970s. "Since the 1970s, in step

with changing political and social circumstances, Melanesian people have created their own forms

of contemporary culture which are now highly visible in the urban environment. Universities, art

schools, museums and cultural centres playa conscious role in supporting the cultural development

of Melanesian societies" (Cochrane 2001, 135).

Cochrane makes an important point about the role that institutions play in contemporary

Oceanic life. Institutions have been the primary venue for "supporting cultural development",
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implying that culture needs to be developed. I believe that freedom and interaction/relevance are

more productive than "developing" something that is in a constant state of change.

Learninn / Pacific / Identities?

There is a growing collection of literature on contemporary Pacific art. Each scholar

recognizes that it is impossible to accurately represent the scope of contemporary art produced by

Pacific peoples in a single volume. Therefore attention is uneven. Karen Stevenson cites the

problem with the label "Pacific", or even "Polynesian", \ovhich does not even begin to reveal the

inherent complexities and cultural dynamism (Asia Society 2004, 21). I agree with Stevenson and

believe that a feasible and practical step is to differentiate by enacting more specific categories for

contemporary Oceanic arts. She continues by suggesting that the Pacific stereotype, more

specifically the renegotiation or destruction of it, identity plays a large role in contemporary Pacific

art practice; thus much of the contemporary Pacific art exhibited in Aotearoa New Zealand,

England, and the United States" explores issues of identity and diaspora.

Identity is a complicated and integral aspect of contemporary Pacific art in Aotearoa New

Zealand. Pacific peoples are the largest minority group in Aotearoa New Zealand, but as Teaiwa

and Mallon suggest, theirs is a distinct migrant experience (Teaiwa and Mallon, 207). The article

"Ambivalent Kinships? Pacific People in New Zealand" maintains that the Pacific experience in New

Zealand is complicated by issues of precedence, rights, and in-equality although there are shared

histories and culture (ibid). The cross-cultural eA-perience in New Zealand is visible in the artistic

ii Recent contemporary Pacific art exhibitions: "Paradise Now?" New York 2004 "This exhibition presents the work of

fifteen artists from New Zealand and the Pacific Islands of Hawai'i, New Caledonia, Samoa, Fiji, Torres Strait Islands,
and Niue. Paradise Now? questions the historical and contemporary ideas of the Pacific Islands as a paradise" (Asia Society
2005); "Pakifica Styles" Cambridge, UK 2006-2008 "Pasifika Styles is an exhibition and festival celebrating
contemporary art work inspired by Maori and Pacific Island culture. Showcasing selected works from New Zealand's
top contemporary and emerging artists" (Pasifika Styles); and "Island Affinities: Contemporary Art of Oceania" CSU,
Northridge, California "This exhibition focuses on painting, installation, photography, and video art by contemporary
artists of Oceania, who explore issues of identity, memory, and place through formal and conceptual affinities to
Samoan, Tongan, Hawaiian, and Papua New Guinea culture" (Art Galleries of Cal State, Northridge). None of these
major international exhibitions included artists working in Fiji.
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expressions of Pacific peoples creating arts there. They are not simply Cook Islander, Samoan,

Fijian, or Tongan; they are forming new cultural practices, alliances, and identities. Arts have been

and continue to be an avenue for the expression of these shifting identities. Fatu Feu'u, a Samoan

artist living and working in Aotearoa, does not allow his success to belittle the difficulties that

artists face:

We are expected to be self-reliant and strong, to strike out and make our mark as artists,

and at the same time to defend ourselves against persecution and ill-treatment from the

public, and sometimes even malicious and unforgiving criticisms by our own people

(Feu'u,60).

Being an artist in Oceania is emerging as a career choice. Creating paintings, sculptures, or

dance for the appreciation of oneself and others does not always fit into the contemporary notion of

"work" that has been enforced by missionization, colonization, and globalization. Therefore many

artists attend a school for arts, perhaps legitimizing their career choice and most certainly providing

a foundation for future career development. iii

In Aotearoa New Zealandiv and Papua New Guinea art institutions promote and provide

space and instruction for artists. This has been beneficial and the arts reflect this. But what about

iU I find it notable that nearly all of the artists exhibiting in Paradise Now? Contemporary ArtJrom the Pacific, an important

exhibition bringing Pacific artists to a prominent exhibition space in Manhattan, have fine art degrees. Of the four

artists without fine arts degrees Denise Tiavouane is an art teacher and John Pule also teaches art at the university level.
jo' Amuent countries such as Aotearoa New Zealand have vibrant arts communities, museums and galleries, programs,

and schools generously supported by the government. Creative New Zealand is dedicated to the promotion and

development of New Zealand arts: excellent, distinctive and essential in the lives of all New Zealanders, a large

population of which are Pacific Islanders. "Creative New Zealand receives major funding from the New Zealand

Lottery Grants Board and the Government through Vote Arts, Culture and Heritage. In the 2006/2007 financial year,

we received $21,310,000 (excl. GST) from the New Zealand Lottery Grants Board and $15,4-52,000 (excl. GST) from

the Government through Vote Arts, Culture and Heritage" (Creative New Zealand). This is important because even

though the foundation and mission of the Oceania Centre are based on participative learning, the artists do not have

access to the resources available to artists in AotearoalNew Zealand, this is primarily training and funding
opportunities. Susan Cochrane recognizes that unless there is an external advocate, "Melanesian countries do not have

the resources of developed nations. Large state art collections and programs of financial aid for artists are low on the list

of economic and social priorities" (Cochrane 2001,26). This is evident in Fiji where funding continues to be cut from

the Fiji Arts Council and there are limited resources for artists. This is not to say that all artists in Aotearoa New
Zealand have formal art training, for example John Pule is a self-taught artist. However he currently works in an arts

school in Auckland, thus influencing his process because of the influences of a vibrant arts community that cannot be
independent from the initial formation of museums, galleries, and schools in Aotearoa New Zealand which are based on

19th century European institutions. The European institutions were apparatuses of the state (Hooper-Greenhill, 25),
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arts based on what a person already has? Creativity based on contemporary life in Oceania, not the

precision of Mondrian, mystique of DaVinci, nor the decadence of the Mayans. If Oceanians look to

Oceania for inspiration, listen to their family and community, connect with traditions and histories

told in the village, not necessarily in schools, would the questions of identity be so fractious? Or

could identity be empowering?

"[I realized] being an artist was what I wanted to do. It's a hard life. You have to really

make a conscious decision to be an artist in the Pacific, in the islands, because the money

doesn't really come in constantly but I guess it depends on your passion, if you really want

to do it, because for a lot of people it comes from [the heart]." Lingikoni Vaka'uta

Foucault sees the museum as a characteristic of modern culture that exhibits or promotes the government's means of

civilizing (and thus controlling) the population (Bennett, 19).
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"My great-grandfather is from Vatusekiyasawa, near the mountain Nakauvadra.

That mountain is the place where all the Vu (chiefs) of Fiji meet. The chiefs of Fiji

symbolize the head; the strength of the body. I am connected to my great

grandfather; I feel it in my blood. We are connected because we are both

communicators. He was a matanivanua and I am an artist; we communicate to our

village. It comes into my artwork, when I am painting something, if something is

wrong [incorrect representation), he will correct me. Paintings are a lasting

representation and if I make up stories instead of preserving the memories, my

ancestors would correct me because I have a responsibility passed to me from my

ancestors. In the old days, there was no one to record the memories of the village;

now I record the stories to preserve what has happened by transferring the

memories of my vilJage onto canvas." - Pita Waqanui Jm
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10. lrami Buli, Jeke Lagi, and Pita Waqanui Jnr, The Sunrise efTomorrow, 2004-, oil on canvas,2x2 m
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III. Biau Kula: An Oceanic Arts Movement
Setting the Scene

A davui (conch shell) sounds on a quiet, grey day on the Laucala campus of the University

of the South Pacific (USP). Again, the call is carried by the breeze across the campus; the long,

deep sound of the Oceanic horn wakes me from my urbanized existence, more attuned to car horns

than davui. The sound wafts from an obscure building in the back of campus. I approach an open

structure impertinently sweeping across a manicured hill behind the compliant classrooms, offices,

and dormitories of the USP. Three roofs bend and curve into each other over the space. Walls are

few; instead trees and bushes provide minimal cover and bring the sights and sounds from the

Oceania Centre for Arts and Culture into the public domain.

An enormous blue sea creature of steel hangs as if it were a trophy. Metal and wood forms

peek out from behind the bushes. Rhythmic sounds of the didgeridoo join the davui luring me up a

path of stones that have found their way from the seashore to guide visitors into a different type of

Ocean. Along the path, next to the striking ni-Vanuatu slitgong, I am stopped. Not from the

formidable slitgong but from behind the towering figure, Beyond~ begins to compete with the

sonorous horns.

I round the corner to find Ben Fong, a metal sculptor, with the davui, and Irami Buli, a

painter, musician, and dancer, with the didgeridoo. They are keeping Abraham Lagi company as he

paints on a panel propped against one of the large cement columns on the veranda. Artists drift in

and out of the painting studio. Dancers sashay through the passage to the veranda, drenched in

sweat, and beaming with smiles; Beyond~'s voice fades away. A group emerges from an

inconspicuous door; laughing and talking, the musicians are content with the progress of their

album being produced in a sound studio hidden within this remarkable structure.
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All the while, one person wanders around, discussing themes for an upcoming exhibition,

trips to Tahiti and Auckland, dance programs, and music. Advising, telling stories, and listening,

occasionally with a cigar, often with a smile, the director Epeli Hau' ofa engages with each of the

artists and visitors.

This is one of the peaceful mornings at the Oceania Centre for Arts and Culture.

The Growth of the Oceania Centre for Arts and Culture

The Oceania Centre for Arts and Culture is the realization of Epeli Hau' ofa' s vision for a

space to nurture contemporary creativity and invite Oceanic histories and traditions into dialogue

through arts. As an anthropologist, writer, professor and now, for a decade, mentor to young

artists, this humble Tongan has long held international recognition. Epeli Hau'ofa provoked

colleagues when he offered his vision for a renewed Oceania in "Our Sea of Islands" (1993). He

higWighted an Oceania that is an immense, far-reaching "sea of islands" traversed by ancestors who

bravely embarked on voyages across vast expanses of ocean with a keen sense of cosmology.

Hau'ofa reminded Oceanians about the accomplishments of their ancestors that included

establishing and maintaining networks throughout the islands with sophisticated navigation and craft

technology. He suggested then that rather than succumb to the prevailing notions of belittlement,

they consider the strength and potential of Oceania as empowering (Hau' ofa 1993a, 5).

Oceania is vast, Oceania is expanding, Oceania is hospitable and generous, Oceania is

humanity rising from the depths of brine and regions of fIre deeper still, Oceania is us. We

are the sea, we are the ocean ... (Hau'ofa 1993a, 16).

Professor Hau' ofa' s vision for Oceania countered his earlier teaching at the University of

the South Pacillc, which fell victim to notions of belittlement and did not provide his students with

much hope. Opportunity for hope and activation of his ideas arose out of a failed attempt to
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recreate the success of Hawai'i's Polynesian Cultural Center in Suva, Fiji.' In 1992, a directive by

the governing council of USP called for the development of a cultural center inspired by the success

of the Polynesian Cultural Center. A committee was appointed to develop a strategy for Suva's

own cultural tourist center but did not make much progress; they "unanimously rejected the idea

of. .. becoming involved in tourism as entertainers. That was the only thing that it was united in"

(Hau'ofa 2003b, 4). Eventually this committee disbanded because a plan could not be established.

A few years later, the idea was revisited and Hau' ofa found himself appointed as head of the

committee. Hau'ofa took action and formed a new group: "All those who held contrary views in

the previous committee were uninvited" (ibid, 6). Hau' ofa was quietly embarking on what stands

today as his realization and confidence in the strength of Oceanians to "cultivat[eJ their ever

growing universe in their own ways" (Hau'ofa 1993a, 15).

Since he was embarking on an uncharted journey into the arts, Hau'ofa invited Georgina

and Ulli Beier to write a report and make suggestions based on their successful experiences

fostering artists in Papua New Guinea (PNG) and Nigeria. The Beiers inspired Hau'ofa when they

were all working in Papua New Guinea in the late 1960s and early 1970s. While in PNG Georgina

Beier established art workshops, similar to those she initiated in Nigeria. Georgina went to the

laborers to find artists. These artists often spoke no English and could not read or write. However,

with support, encouragement, and perseverance PNG produced internationally renowned artists

from those laborers (Beier 1974a, Hau'ofa 2003a). The Beier's consultancy report for USP,

v T.D. Webb writes that the Polynesian Cultural Center (PCC) has drawn criticism because of its superficial

presentation of the Pacific as tourist art. "[lIt is preserving popular notions of Polynesia because the PCC is a business,
its claims of cultural preservation notwithstanding ... [Further, it] is an example of how tourist art can be endowed

with more than economic values, and it has much to teach about the complex function of tourism in a developing

society" (Webb, 80-81).
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"Cultural Identity in Ocearual1Vi produced ideas and suggestions but there were still no fIrm

directives when USP established the Oceania Centre for Arts and Culture on February 1, 1997.

Plans for the Oceania Centre moved through the University's bureaucratic process with

unprecedented speed, thus beginning the Centre's marginalization and freedom. Hau'ofa was

appointed director and provided with a program assistant and part-time cleaner. The Oceania

Centre was allocated a building originally constructed in the 1940s by the New Zealand Air Force

and more recently as housing for married students; this was a ~mall and functional structure but not

what one would call a creative space. That building is located at the back of the campus, behind the

classrooms and library and past the cafeteria and dormitories.

Hau' ofa had a limited budget but plenty of time to imagine something unique: a home for

Oceanian arts and culture. Establishing objectives was easy because it provided opportunity to

activate his earlier ideas for encouraging an Oceanic identity. Along with his own ideas, Hau'ofa

also considered Georgina Beier's art workshops in Papua New Guineavii and Nigeria. He was also

inspired by Futa Helu, founder of the 'Atenisi Institute in TongaViii who once told him, "All the

knowledge in the world we can teach without money" (Hau'ofa 2003a). These influences,

combined with marginal funding and attention from USP fueled the Centre to find strength within

vi This report is cited in Hau'ofa's essay "Our place within: Foundations for a creative Oceania" 2003. It is not available

at the University of the South Pacific or University of Hawai'i, Manoa library.

vii Georgina Beier wrote a report on the viability of an alternative arts program in PNG based on
apprenticeships with traditional artists and workshops at an arts center. She anticipated that the advantages of
this program would be: "1 it gives the artist a thorough grounding in his own artistic tradition before exposing
him to other cultures. 2 the emphasis is firmly placed on practical rather than theoretical studies. 3 it
concentrates on techniques that could easily be carried out in most parts of Papua New Guinea. 4 it replaces
the classroom atmosphere with a workshop atmosphere. 5 it tries to incorporate the virtues of the traditional
apprenticeship system, while at the same time giving the student the varied techniques and the wider outlook
that are required in the world today. 6 the scheme is tough on the students and success depends entirely on the
student's own initiative and imagination ... Thus the scheme might reintroduce the kind of natural selection
process that has always operated on the village level, but which is being fuzzed over in the modem art school"
(Beier 1974a, 12). These elements are apparent in the Oceania Centre.
viij'Atenisi Institute in Tonga is named for the Greek capital Athens. The university is independent of both
church and state. The educational focus is on classical and theoretical curriculum (unlike Hau'ofa's focus)
inspired by the Greeks founded in classical languages, philosophy, art, and literature ('Atenisi Institiute).
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and appreciate its independence. The latter influence set the Oceania Centre's cardinal rule: not to

make insistent demands on the university especially on its financial resources. Hau'ofa felt that such

demands "would attract unwelcome attention to what we were not supposed to be doing" (Hau' ofa

2003b,7).

The objectives of the Oceania Centre remain the foundation to all that has developed there.

The Centre strives to create Oceanic images that rely on traditions while incorporating

contemporary life. In Hau'ofa's words, "[Images] that speak to us, that speak of us in our place and

time" (Hau' ofa 2003a). The space of the Centre is one imbued with reciprocity, cooperation,

openness, and participation and within this collaborative environment the standards for creativity

are established and applied by and for the participants. This invites an exceptional opportunity for

eX'Perimentation because, in developing their own canons, artists develop new styles of expression

because there are no fixed criteria; instead there is process. At the Centre, the artists aspire to

create "forms, sounds, and movements people across the region would accept as theirs" (ibid).

These objectives provide inspiration for the artists to flourish in their own domain as others have in

theirs (ibid). Through these objectives contemporary Oceanic arts emerge, reflective of present

day Oceanic life, inspired by the Ocean, traditions, and histories.

The Centre is relevant to contemporary Oceanic life because its participants are from

within the community. Like Georgina Beier, Hau'ofa found artists in dropouts and unemployed.

Those were the participants of the Centre's first drawing and painting workshop led by Niuean

artist John Pule. In 1998 Hau' ofa invited Pule to hold the first workshop to launch the applied arts

program. A self-taught artist, John Pule lives and works in Aotearoa New Zealand. His early

works, patterned with designs reminiscent of tapa, caught Hau'ofa's eye. The workshop was the

first of many that continue to be held at the Centre as a means of challenging the artists,

demonstrating certain techniques (dance, painting, and paper-making among others), and

29



introducing different artists from outside of Fiji. Since the Centre never had the budget to hire a

full-time arts teacher, the workshops and daily interactions amongst participants create a shared

learning experience.

Sharing ideas was also fueled by the small building. Working within a narrow budget,

Hau' ofa chose an open construction that allowed expansion at a limited cost. The original

dormitory structure became offices and a single painting studio but over time the Centre gradually

absorbed the surrounding land. Choosing the cost of a roof and floor over walls, Hau' ofa

incorporated the openness of Oceanic architecture to make both the process and product of

creation visibleix (Hau'ofa 2003b, 8). These open spaces invite communal sharing, learning, and

stimulus among the artists. These elements are similar to the openness of a village, creating a

familiar and comfortable space that nurtures the artists rather than confining them.x Further, an

open construction attracted an audience of laborers, students, and passers-by who feel comfortable

venturing in to inspect the Oceanic arts.

Over the past decade, the structure of the building and programs has expanded. After the

first workshop with Pule, Hau'ofa formed the Red Wave Collective, a group that is rooted in the

ideals and space of the Centre while bringing Oceanic imagery to international attention. xi While

painting and sculpture were the initial programs, interest in dance and music and Hau'ofa's open-

door policy welcomed a dance program, led by Samoan choreographer Allan Alo,xi; as well as music

Ox In the article "Have We Been Thinking Upside-Down? The Contemporary Emergence of Pacific Theoretic Thought"
(2004), Elise Huffer and Ropate Qalo write: "Constructing a body of thought, much like building a SamoanJale

(house), has significance in itself, but it must first and foremost be of use to the community it is designed for ... In
short, a body of Pacific thought should contribute to the establishment or affirmation of a Pacific philosophy and ethic
a set of applicable concepts and values to guide interaction within countries, within the region, and with the rest of the
world" (Huffer, 89). Therefore we can associate the style of the structure with the processes happening within.
x Epeli Hau'ofa, personal communication, January 5, 2007.
xi The Red Wave artists have exhibited as a collective as well as independently in places such as Australia, India, New
Zealand, and, most recently, the United Kingdom.
xii For a more detailed history of the Oceania Dance Theatre's program see Vilsoni Hereniko's "Dancing Oceania"
(2006).
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composition, production, and performance, led by Fijian composer Sailasa Tora and Solomon

Islander composer and sound technician Calvin Rore. The structural growth includes an open

veranda, dance studio, sound studio, and sculpture area; these open and inviting spaces allow

further growth rather than confining creativity within walls. This unconventional structure invites

movement and creative cross-pollination within the space and programs of the Centre. The space

has become a public space; those who come to visit often stay.

The Oceania Centre has overcome but continues to face numerous limitations and

challenges. They have demonstrated an incredible capacity for improvisation in terms of materials,

space, and fmancial resources. The benefits of their association with and marginalization by

academia are a blessing in that the artists are free to experiment; if they were not being nurtured

and supported by the Centre, they might succumb to market pressures and commercialization. The

artist's freedom to create is integral to the processes and unique imagery emerging. The exquisite

variety of imagery and form might not exist if artists are forced to cater to the art market. This is

not to say that the artists are not acutely aware of the local and international art market and

clientele; after all, their work has been exhibited and sold in numerous countries, extending from

the Pacific to Europe.

These artists have made the Oceania Centre a home; a place to dream, create, and thrive.

Though there is a communal spirit of participative and shared learning there is also opportunity and

encouragement for success whether through individual advancement and assertion or overall

success as a collective.

The Oceania Centre has been quietly thriving for nearly a decade. During this time,

Hau' ofa has imagined and nurtured an unprecedented space for creativity the likes of which have

never before been seen in Oceania. His reward is the emergence of a unique style of contemporary
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art that is attracting international attention. Most importantly, this art remains relevant to and

reflective of the communities that it serves.

Mavins art: creativity at the Oceania Centre

The Oceania Centre for Arts and Culture is an innovative space nurturing a movement of

contemporary art that invites tradition into the present. By introducing its founder and history I

establish the foundation from which the visual arts emerge. The artists express a burgeoning

Oceanic identity infused with traditions and histories expressed in the contemporary through art.

What is exceptional is the process encouraged by Hau' ofa which speaks to the potential of each

individual while simultaneously forming a dedicated community of artists learning from one

another. The process of creative exchange at the Oceania Centre is integrated throughout its

painting, sculpture, dance, and music programs to produce expressions that move like waves with

the fortitude and force of the ocean.

Valuing the journey of discovery, the Centre celebrates the identities of the artists. From

the outset, the experience that they arrive with is valid and applicable. It is through the process of

workshops and daily interaction that technique is developed with which they communicate their

ideas, empowering themselves and other artists. Mason Lee, an artist at the Centre, explained it

this way:

"[When I first came Professor Hau'ofa] just told [me], 'Get a board and start.' Instead of

telling me 'Where's your sketch', [or] asking 'What did you sketch?'"

In other words, rather than beginning with what is lacking, such as deficiency in technical skill or

art theory, participants are welcomed from a positive vantage point that recognizes each person has

something valuable to contribute. Their experience is the starting point from which they draw

32



inspiration. xiii This method of validating the participants from the beginning is unlike the evaluation

required for acceptance into many higher educational institutions. Within educational institutions

students are often reminded of what they need to learn, often putting aside cultural knowledge and

experience to privilege Western models of education. This is evident in Lingikoni Vaka 'uta's

experience; revealing that the University is not the appropriate model or method for every person.

The Oceania Centre provides an alternative for those who choose to look within themselves to

produce creative expressions that reflect their experience of the world around them. xiv

Within this valued experience is cultural heritage. The Centre respects the knowledge

acquired in the villages and passed through families, further enacting Hau'ofa's early realizations of

an empowered Oceania:

Only when we are culturally secure and autonomous and are confident in our varied

heritage, in what we are, can we realize our full potential for sharing what we have, our

selves, with others. We can create and subscribe to common cultural values while

maintaining our differences (Hau'ofa 1993b, 132).

The most appropriate descriptions of the Oceania Centre are from those who are there

each day. I have had the extraordinary opportunity to listen to, learn from, and know the artists,

dancers, and musicians at the Centre. For the purpose of this project I focus on the Red Wave

Collective artists because of my own knowledge of and experience with tangible arts. Although I

interacted with all of the participants at the Centre, I focus on art (tangible arts such as painting and

sculpture). I mention the dance and music programs at the Oceania Centre but do not elaborate on

xiii Rather than reproducing their cultural knowledge and experience, the artists draw from it. James Gifford
critiques imposed meanings associated with culture and art in "On Collecting Art and Culture" (1990). "Art
collecting and culture collecting now take place within a changing field of counterdiscourses, syncretisms, and
reapproriations originating both outside of and inside 'the West' ... 'Culture' and 'art' can no longer be simply
ex.teni«1 to non-Western peoples and things. They can at worst be inpaal, at best trans!aJnl- both historically
and politically contingent operations" (Gifford, 155).
xiv Susan Cochrane discusses creativity in the Pacific in Beretara: rontenparary art ifthe Pacific (2001): "Some of this
artistic code is inherited, some of it learnt, some of it comes from experience and experimentation. But when
the code is found it gives form to a vision and expression which can be shared with others" (Cochrane 2001,
43).
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them because scholars with far more expertise and insight have and will write on these aspects.

Nevertheless I use the term art freely and imply the combination of tangible art, music, dance, and

occasionally oral and written arts because at the Oceania Centre the factions are inextricable from

one another.

We've discussed their art, process, and aspirations. I introduce a few of these artists to

demonstrate the innovative process which begins with the individual's skills and integrates those

strengths into the collective. These are only a fraction of those who have brought their own

creativity, history, and vision to the Oceania Centre.

Voices oJBiau Kula

I have described the importance of space and process at the Oceania Centre in terms of

Hau' ofa,s vision and the Centre's mission, but none of that matters if it does not produce a creative

and inviting space for the participants. I go to the artists to give further details to the experience at

the Oceania Centre because they are part and parcel of this inspired wave of Oceanic art. These

artists are producing individually striking works as well as a collective body of work that honors the

diversity of Oceania.

These voices are also essential because they are the fOW1dation of this artistic movement.

Their aspirations and concerns come from experience, not institutional pre-requisites. Their

success will empower the future oflateral artistic movements which will hopefully form a network

of exchange throughout Oceania. Through this network, arts, culture, histories, traditions, and life

can be shared, interrogated, inspired, and perpetuated. Through the follmving voices we can begin

to imagine a future of arts and spaces to house the art and artist.

34



•

Mason Lee: Space and Process

11. Mason Lee, DistortedJourney, 2006, oil on canvas, 2 x 2 m.

"[Professor Hau'ofa] just looked at me and said, 'Oh I think you are the right
person' ...That is why I felt comfortable [here], I felt that this was the right environment."

Mason Lee's memory of Hau'ofa's welcoming reception epitomizes the ambiance of the

open structure and accessible programs. Mason joined the Red Wave Collective in 2000. Over the

past seven years, his style has transformed, thematically as well as technically. This transformation

has been gradual but what has emerged is a distinct style. Mason's intricate and enticing imagery is

one of many examples of the success of the integrated arts program at the Centre. Describing his

own experience, he explains:

"Being at the Oceania Centre for the past seven years has allowed me to share my
art and learn. I share my art with other artists in hopes that they can take what they see in
my work to another level and create a road for their own artistic journey.
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1 found my focus as an artist when Professor Hau'ofa told me to do what comes

automatically [because] art is not only about seeing things and copying them. He told me to

create from within using my inner voice to express what is important to me because that is
what is really me. From that, my progress as an artist has been a learning process within

me; learniJ'lg from myself [because] it is no longer about teaching. I think art is an inner
I

being in yourself. It is a never-ending story to try to explain about art or the way I think
about art."

Mason found focus in re-presentations of Fijian myths and legends. His familiarity with legends

allowed his technigue to flourish. This is can be seen through the trademark bodies whose muscular

and heroic forms journey through Mason's imaginative land and seascapes. Recently, Mason began

re-presenting his own journey through life. His latest black and white series not only reveal the

capacity of his technical skill but the single color on white canvas explores his inner-self in n~ation

to the world he lives in. His use of contrasting colors chaHenges the familiar oppositions that are a

part of eyeryday life: man/woman, day /night, good/bad. Through this process of returning to

simplicity, Mason is realizing countless possibilities for new dimensions of color and form.

36



LinBikoni Vaka'uta: Creativity based on Pacific concepts

12. Lingikoni Vaka'uta, Muni Mata Mahae (JeBend), 1998, ink on paper.

A part of the fIrst group of artists, Lingikoni Vaka'uta is now a leading member of the Red

Wave Collective. Tired of his Economics program at USP, he was looking for change. Lingikoni

never imagined a career as an artist but he decided to give the workshop a try. He discovered

something in himself that has continued to flourish. Perhaps it is a trait he has adopted from his

mentor, Professor Hau'ofa, but Lingikoni is humble and prefers to let his art speak for itself. He

might not offer his qualifications nor boast exhibitions in New Caledonia, New Zealand, Australia,

and London but he will gladly discuss the important space, programs, and creativity at the Centre.
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"I was schooling and ... just lost [interest]. I didn't want to go back to academic

work or schooling ... and then I found this workshop that was advertised ... and then 1. ..
found something in me that I always wanted to do ... It's a hard life... you have to really

make a conscious decision to be an artist in the Pacific, in the islands, because the money

doesn't really come in constantly. But I guess it depends on your passion, if you really want

to do it, because for a lot of people it comes from [the heart].

J work with Tongan legends, ancient legends. I use a lot of the Tongan
metaphors ... [that have] two or three meanings in one sentence depending on how you use

it. I use that so a piece of art work can ... have a different name with difTerent images [and]

it can actually mean something else. But I also like to leave my art work to people's own

interpretation so... 1 use a lot of these ... metaphors ... I don't want to copy the whole

traditional Tongan designs because, it would just end up duplicating what our ancestors

have done. So what I do is somehow CTeate my own. And 1may borrow a little bit but J just. ,
cut it up and twist it around... I guess that is what contemporary art is.

We sort of improvise, we have been improvising for a long [time] ... We improvise
a lot [at the Centre,] we paint where there is available space ... As artists improvisation is a

good thing .... We [improvise and] encourage the younger artists to find a space and just

paint. If what is driving you is your passion for art [then} you can survive ...

[Here at the Oceania Centre,] we borrow the Pacific concept. If you grew up in

the villages ... you watch the older people do stuff. .. sometimes they teU you what to do

but most of the time you just watch and you do it. ..

It's the same thing here, now we just bring in the new artists ... we have the

workshops ... and then we just give them the canvas [and say] 'Here is your canvas, you

have stories' ... [We] just let them ... explore. If they want colors we help them with

technical stuff like colors, how to preserve your work ... Technical stuff we can help [with]

but the creative stuff... [we] let the artists create their own [ideas], that way it comes from

inside and that way they feel c1ose[r] to their artwork. If you tell them, this is how you

should paint, this is what you are going to paint, well, then they're not artists, they're just
people who do what you're dOing... But at the same time ... we want to do our own

contemporary thing ... We have a little bit of Pacific but we don't encourage painting a

sunset with coconuts and a thatch house. That is not Pacific art that is realistic painting

using a Pacific scenery ... [We paint] stories ... like a piece of tapa. But its not tapa it's a
story of figures ...

To run a creative centre like this you have to have the space and, you also have to

be able to be more lenient and [you can't] run it like a business because [if you do} it's

going to turn out like a factory for producing artwork for tourists ... I guess in order for a
person to run a place like this [he) has to be creative. As a leader he has to look at stories

from different angles and he has to address the problem in order to know there are

different ways ... [Because this is] creative art for a new wave of movement, you have to be

creative and [not) just create for tourists ... You have to create it for art's sake as an artist.

Because if you are just going to try to [make] it for selling, we might as well all go to town

and sit [at the] flea market ... and sell it for $20 and $ lOa piece. But then, at the end of the
day what are we?

For me, I want to be an artist. I want to travel. I want to share my culture with
lots of people in the world ... Here in this space ... [we} need the physical space but the

artists also just need their space... the space between artists. Everybody needs that space as

well, you and me, as artists sometimes we need to talk and sometimes we don't need to
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talk, we also need that space, the infrastructure of space and the space between artists ... A

good example is Allan's productions. [For] dance productions we all sit down and come up
with a plan... [We] contribute and talk with Calvin and Sailasa and they come up with the
music... I come up with the background art works and the art that they use in different
scenes. Then we sit down and the sculpture gang comes ... [and] makes some of the

props... Everybody's together in that we have to talk to each other ... [In] the last
production we did a massive backdrop... [it] was a big piece of cloth that [ran from one
end of the stage to the other] and we painted it in one week. Everybody is working,
everybody paints with a brush it's fun and everybody is talking ... [We] do the backdrop
and we also help out in the backstage... moving around stuff. .. [Then] when we have an
exhibition the dancers come and do the drinks and walk around; we help each other.»

Everyone at the Centre understands this cross-pollination of ideas and talents. The communal

approach to creativity is rooted in the Oceanic value of reciprocity. Creativity is not limited here.

An artist is never just a painter. Dancers are comfortable with paintbrushes and musicians will

choreograph. It is a shared experience and a process of creating contemporary Oceanic arts.

lrami Bulimaivale Uluinasaravi : Process - Participation and experimentation

13. Irami Buli, The Emerae ifMy Beina, 2006, oil on canvas, lx2m.
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Irami Buli thrives in the participative and integrated programs at the Oceania Centre.

When he first arrived at the Centre in 2000, he re-presented Fijian legends. He soon recognized

that legends were a popular theme and so he challenged himself to find a new angle for his art. That

is one of the only predictable aspects of Irami' s art, he will never settle for something conventionaL

The process at the Centre suits Irami and encourages not only his painting but also his dancing and

musical talents which he might not have discovered if not for the Oceania Centre.

"For me, art is generalist. .. art is not only painting. The reason why I feature
painting, painting into dancing, and dancing into music.. .is because it gives me more
knowledge not only about painting but to physically train [myself] is a form of art ... [You
can] create a painting [in your mind, then] you can come to music and come to (achieve]
more knowledge in music; you can create something else in music. [You can) create
something else in dance. [All these aspects] give you a more creative mind in this
space ...This is much more, although it is not a proper gallery; it [has] more freedom for an
exhibition... I prefer that things are open ... to have four walls is to be in a box. This is sort
of like a wave...

[The workshops are] not really teaching, they do a demonstration of new art, new
medias ... [tojcollaborate [and] work from that. .. to use [thosej skills to start something
else it is amazing and it gives you more ideas. [Although we are] working in a small
space I think the mind is very powerful. We all have different minds ... My mind is
concentrating on what is really happening right now. [To] sort of change the view, change
it, [and] change the concept of what I see. And {as] some minds [go] right down deep into
the sea, some go back into the past. That is the way we can find our 0\\'0 identity. Rather
than some of the other places [where artists] stay together and copy one another's styles ...
That is how the mind works ... My work is often based on a new angle, [the] way I see the
world. [I] sort of take an idea and change it ... It was really hard for me, the first time, to
find myself, my own identity. But it came to a point where I found a new direction. I found
new ways, I did follow this road and it took me somewhere else ... And art to me, I believe
it's from the mind. It's from the inside of you and that's beautiful. You don't have to go
and learn about art and get a masters and a PhD in art [to] say you're an artist. I don't
believe that. An artist is someone who creates something from their own mind and
transfers it to a canvas."
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Josua T08anivalu: Oceanic inspiration verses academic creation

14. Josua Tonganivalu, Speardance, 1998, oil on canvas, 1 xl m.

Josua Toganivalu has been a part of the Red Wave Collective since its inception. While he

has pursued other endeavors along the way, he remains a contributing member. Besides painting,

Josua is a skilled graphic designer and has used those talents in print media and teaching graphic

design courses at Fiji Institute of Technology (FIT). Although he values the Western education

system for particular disciplines, he finds inspiration in the process at the Oceania Centre.

"[M]y personal connection with the Centre is very ... intimate ... Because of that
passion that I have for arts and painting my connection with the Centre is something... that
I hold personally... the Centre is like a part of me. Being part of the Centre [is] also a
source of inspiration. And just being here ... sharing ideas and learning from other artists
and respecting other artists' work and just mingling here, you get that creative energy
flOwing ... And so it ... inspires me ...
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There are no academics here [and] I have no problem with that because with

painting it's about the individual creativity, what's inside an artist. So those types of

creativity that [arel in an artist you will not get in school, you can go and get the degree or
diploma in arts, but. .. the artist is within the artist. There are a lot of creative people

around and ... they don't have the opportunity to go and get the funding to go and get a

higher education in arts. They just have it in them and with this place... offering painting

workshops, it's okay for there not to be any academics because the artist's creativity comes
from within the artist himself."

Visual Expressions q{culture, politics. and spirituality

The artists are attuned to the Oceanic space and processes at the Centre. It nurtures their

creativity and encourages Oceanic ways of knowing and being through which they consider their

changing world. The artists pose deep and meaningful challenges to themselves, their colleagues,

and audience; questions of cultural identity, political tensions, and spirituality. Each artist has their

own beliefs and those are encouraged by Hau' ofa and the principles of the Oceania Centre. Here is

only a sample of the messages that the artists express.

In Towards a New Oceania, Albert Wendt writes about the effects of trying to preserve

culture and how it is essential to live as "creatively as possible" in the present rather than over-

glorifying the past (Wendt, 12). ContinUing on to the importance of cultural diversity , Wendt

affIrms:

Self-expression is the prerequisite of self-respect ... (A]n intense artistic activity is starting

to weave firm links between us ... (The recent literary] artistic renaissance is enriching our

cultures further, reinforcing our identities!self-respect!and pride, and taking us through a

genuine decolonization; it is also acting as a unifying force in our region (Wendt, 17-19).
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Ledua Peru: Culture is never static

15. Ledua Peni, Everything Comes in Pairs, 2006, oil on canvas, 2 xl m.

Ledua Peni began painting re-presentations oflegends from his village in Lau. As he

became comfortable with his style and skills he recognized that his culture is not simply in the past

and that his present experiences are crucial for the future of Fiji and Oceania. This brought a change

in his art.

"I paint Fijian legends because 1 do not want them to be lost. These stories are not
written; as we lose our elders it becomes difficult to remember those stories. Then 1
realized how powerful it is when 1 paint the stories of everyday life, because that is what is

happening today. Both of these styles have the same message: if stories and legends are lost,
what about the next generation that wants to know about their traditions? And the same

with my paintings of my present life, what will happen for the future generations of Fiji?
Fijians now should recognize today to help them prepare for our future."

Ledua's philosophy reveals the manner in which the artists are inviting traditions and histories into

conversation with the present. Ledua considers those legends that are valuable representations of

the past to imagine which stories are valuable representations for the future.
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Tevita Sauliga - Culture/Change

16. Tevita Sauliga, The Power ifthe Mind, 2006, oil on canvas, aprox. 1 x 1m.

As an arts and culture center, the Oceania Centre is interested in the representations and

perceptions about culture, not only Fijian but Oceanic culture. The benefit of being located on the

main campus of liSP is that the students and staff represent the breadth of Oceanic cultures; this

generates exchange on and off campus. These artists' works reflect the diversity of USP and Suva,

where cultures intersect and adjoin to reveal similarity and disjuncture.

"Culture is a way of life. No matter how far I go, my culture directs me. It is
something invisible, that we understand [through] the use of our senses. If I live with my
culture I will live a prosperous life and future generations will reap that prosperity. That is
why culture is central to my art because people are drifting away from their culture
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because of the changing times. Culture represents stability but the changing times change
the way we live our lives between generations.

[My painting] The Power cf the Mind is about the developments of the world, from
old times until today. .. [W]hat cannot stop is the powerful mind that creates things in the
world. I painted two heads and a female body with mat lines because what I see, through
my vision and through the mat lines, are related to technology because technology is all in
lines. Technology is not new. When people weave they weave in lines. [This] shows
something that does not end, like technology, [and] continues to develop. From that way of
[traditional] life it is taken to another level [in modern times] but it comes to reality
through the power of the mind. I also see [that] the powerful mind never stops. One
generation comes and goes and [then] another, but the mind is something that never stops
we can prove it through the development of the world today.

It is important to me because - I am doing it - it is like a current, the world going
on nowadays and we are going on that flow, and that flow carries us."

Peni Saimone "Ben" Fons - Riflections on political strife and discontent

17. Ben Fong, The Way the World Should Be, 1999, steel, 8m.
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Ben Fong has been reflecting on the ensuing political unrest in Fiji for more than seven

years. X
' He is not limited to political themes but as an indigenous Fijian he feels strongly about the

suffering inflicted on Fiji by political tensions. Ben's sculptures a.re not only provocative, they arc

exceptionally unique. Neither size, shape, nor material limit Ben's imagination; his works range

from the 8 meter The Wa), the World Should Be'" to the caricature of Hau'ofa that is less than 50

centimeters high.

"Now before I go into that I [should] explain a little bit about myself. I've got the
name Fong... I am using that as my surname. That is a Chinese name, my mom is
Chinese... [And) my dad, he came from the village [in LauJ. My dad was a sea man, he
traveled the world It is assumed that I am Chinese, I am noC" but I was raised around
my mom's family For me being raised with my mom's family I saw how Chinese people
live their lives and I saw the things that matter to them the most. [But) I still attend my
dad's tribal meetings and all sorts of things, and I see how my dad's family lives their life. r
think that I am fortunate to have the best of both worlds ... Some of my being raised in
these two worlds, has to do with some of my work. One of those is the sculpture outside.
That one, I was inspired for that one by the political upheavals that happened in Fiji ... I just
really don't think that I, as an indigenous Fijian, want someone like George Speight
representing my people. I don't want him representing my people. He knows nothing
about my people. He is a very well educated person. But still, I would prefer if there was
anything to be done for the Fijian people, I would prefer that it was done legally, and it
followed the due process of the law ... George Speight did not fight for me, and he has not
fought for me. Now he's [brought] in race, he has played the race card, he said that he is
doing it for the Fijian people. Well, for me, he's never done it for me. If you see my
sculpture, at the top - I've split it into two - there's the top half which has an arm that is
extending towards the front and there is an arm that he is standing on, the mouth of the
fish is on the ground he is also standing on it. Now if you look at the eyes of the sculpture
one is sunk in and one is popping out. I saw that Like George, that some of our chiefs, some
of our politicians influencing people in society. I saw them as having an eye out for an
opportunity, whether it was legal or illegal, they'd take it. And the teeth of the sculpture I
did that because I thought that when opportunity presents itself, be it legal or otherwise,
these sort of people seize their opportunity and if anyone was to stand in their way they
would chew that person up or would chew that group up and spit them out as if it was
nothing. As long as their ends were met, as long as their agenda was met. That's the way I
saw it. And also the bottom half of the sculpture, also shows a bit of Fiji that is not shown,
in tourism brochures, it is not shown in ads, it is not shown overseas, the poverty, the

"'. Fiji has experienced four coups in less than twenty years: May and September 1987; May 2000; and December 2006.
",i "Fiji, the way the world should be!" was the famous slogan used by Fiji's tourism industry during the late seventies
and early eighties. (Hereniko 2003, 82)

~"VII Ben is suggesting that people do not realize that he is indigenous Fijian as well as Chinese.
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discrimination the fighting for indigenous rights. I think we indigenous people have our
rights. I think there are other elements, who are exploiting these rights, and I wouldn't
want anyone exploiting indigenous rights but at the same time I would not want my
people, indigenous people, asserting themselves illegally on other people for that matter,
that is the bit that the bottom half of the sculpture shows. There are a lot of poor people,
there is a lot of oppression, there are a lot of these things that's not shown. The top half of
the sculpture it shows the Fiji the way the world should be: tall swaying coconut palms,
long wrute sandy beaches, crystal clear blue waters. It shows paradise. It shows all the
lovely things of Fiji. But beneath all that there is a whole lot of rumbling happening
underneath and a lot of people are not willing to [acknowledge] it, I think it is being
suppressed, and I for one am not going to have these things suppressed. Because 1 don't
want my children growing up in a bad Fiji ... Despite them being indigenous Fijians,
despite them having their roots well maintained, having their indigenous connections.
Despite all that, I would not want them supporting any upheaval. I would not want that. I
would want them living in peace with everyone else. There is a lot of nastiness in Fiji, there
is a lot of greed but it is all being hidden... That is basically what that sculpture means."

This sculpture remains a constant reminder of the discontent, frustration, and anger of the

Fijian people. In times of political unrest in Fiji, some create riotous stirs via media outlets. Ben's

commentary does not require media coverage; instead his response to the political tensions in Fiji is

mute but compelling.

"I don't think I create for an audience ... I think I create for myself. I create what I
want to. I create certain things that inspire me. I don't create to make people happy... If I
were to create to make people happy, to me, it would be meaningless because I wouldn't
be doing it for me .... For an audience, no. But I havc done numerous sculptures which
have been appreciated by other people. It's been taken overseas, I've won national awards
for them but creating for other people, no, 1am creating for me and my family."
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Iliesa Lee - Religions revelation

18. Iliesa Lee, The Beauty ifMankind, 2007, oil on canvas, Ix1 m.

Christianity has become a fundamental part of life in the Pacific Islands. Even if a person is

not a practicing Christian, inevitably many of their family members and friends are. A number of

the artists at the Oceania Centre cite religion and/or spirituality as significant to their life and

revealed through their visual representations

"My painting is influenced by religion. Religion is important to me and I show this
through art by depicting love. The love I paint is from above; love between mankind. This
love brings freedom. This love is based on my faith. When I was younger, I recognized
how much suffering there is in the world. In my heart I felt that I could respond to this
suffering through art, to paint my message of love. I paint humanity and emotions.
Mankind shares certain needs and emotions. I hope that my paintings will show movement
that explains my stories of how we face the same problems in life and that love gives us
hope to forget sorrows, sickness, or stress."
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Abraham LaBi - Christian messaBes

19. Abraham Lagi, Your Friend is Your Worst Enemy, 2007, oil on canvas, 2xlm.

At first glance, Abraham Lagi's works may not appear to be religiously influenced but if

you ask him where the inspiration comes from he will tell you:

"When I returned to the Oceania Centre in 2006 there was a change in me and in
my art. I had been sick and when the sickness went away all the pride and anger that I had
before was gone because I saw my second chance. I thanked God for this chance and saw
that he chose me to pass on his messages to people in this world so that they may go to
heaven rather than hell. Now I am painting Christian messages of which road we should
follow. These messages are based on what is happening through time, in the past, present,
and future, with themes such as Your Best Friend is Your Worst Enemy- __ because there are
plenty of times people are betrayed in this world."
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Josaia McNamara - FoundationJor Oceanic arts

20. Josaia McNamara, The Alpha and the OmeBa, 2000, oil on canvas, 2x2 m.

Josaia McNamara's paintings are distinctive. 1describe them as spiritual. The complex

layers of patterning and symbolism that he achieves are matchless. His avant-garde stylings are

enigmatic ifleft untitled or without explanation. Josaia's works draw from culture: his Fijian and

Oceanic heritage; religious belief: a combination of indigenous Fijian religion and Catholicism; and

spirituality: an ever-changing process that is universal. Josaia's art works are undoubtedly

contemporary but the underlying significance is timeless and bridges the past, present, and future.

"I see myself as a visionary artist ... My works are very influential for me [and] my

three basic principles in life, which 1 strongly believe in, [especially in terms of] my
growing periods [are] ... my Fijian cultural background.... my religious [beliefs] as a
Christian [and] also my own... personal spirituality... These three basic principles [are]

actually being formulated through me and in my works. It is a testament ... [And these are]
my foundation stones ... My inspiration was long before this place. It is only here that we
establish ourselves; this is the place that 1 actually established myself professionally ... I think
inspiration doesn't only exist in this place ... Here, we are pioneering into something
greater than what [has] already been founded at this time [in terms of Oceanic arts] ... I see
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that this place is [going to] become an institution ... [But] being here [now,] at this level, we

are really being creative, a creative force.
We have been working collectively and also collaborating with other artists ... The

Red Wave artists ... want to bring in the creative artists, people from outside [and]

throughout the Pacific to be part of this movement. So we [can] have a strong foundation to

bring out our voice to this region and ... to be strong."

Josaia's current paintings are philosophical representations of religious ideals. His work can

be enjoyed for the essence of color or the veracity with which he replicates ancient alphabets that

he has researched at USP. Although he always begins with Fiji, his culture, his roots, his final

eJ\.'Pressions become universal. Josaia is another example of the freedom and innovation at the

Oceania Centre. But his art may have never reached this stage nor provoked so much

contemplation if it were not for the program at the Centre which is conducive to his process of

creation and inspires him as well.

"[My styles are] Oceanic styles. [It] goes back to my childhood... growing up with

Fijian parents it is part of who we are in Oceania. We call ourselves people of Oceania. If
you are born in this part of the world you feel part of this community, this place. I feel that

the world itself is evolving; it is moving and everything is changing. But what [reveals] who

you are is where you are born ... It grabs from the essence of who I am in my being and I

am trying to communicate to my audience that it does exist in them too ... I believe that

other people who are deeply rooted in their own culture or religion would see and sense

th thin "e same gs.

Oceanic Identitv
>

Hau'ofa has created a space that values Oceanic culture, knowledge, and styles, inspiring

William Bakalevu, Irami Buli, Ben Fong, Abraham Lagi, Philip Jeke Lagi, Iliesa Lee, Mason Lee,

Paula Liga, Josaia McNamara, Ledua Peni, Tevita Sauliga, Pita Rokotuvuni, Josua Toganivalu,

Lingikoni Vaka'uta, Pita Waqanui and others to compose powerful visual narratives using styles that

reflect and integrate their Oceanic experiences. This validation of experience is a means of

51



privileging indigenous epistemologies. xvtii These artists communicate through a process of creativity

anchored in Oceanic ideals, thus relevant and accessible to their community.

The Oceania Centre affirms Oceanic identity through processes of exchange and creation

within the wall-less structure. The integrated arts program draws from cultural heritage integrating

traditions into contemporary arts; therefore it is appropriate that the space is also a fusion of

modern architecture with traditional elements. Lingikoni points out that the Centre borrows

Pacific concepts such as its open design which is reminiscent of a Tongan or SamoanJale yet

constructed of concrete and metal. The space is adaptable as a communal structure should be; the

veranda might host meetings, group lunch, or kava sessions and the dance stage transforms into an

art gallery. Josua and others draw inspiration from "creative energy flowing" in these adaptable

spaces and "the sharing and learning" that goes on there. The prominent elements of the Oceania

Centre's success stern from Oceanic life, practices, and architecture.

niu I am referring to indigenous epistemologies as explained in the introduction. In '''How We Know': Kwara'ae Rural
Villagers Doing Indigenous Epistemology" Karen Ann Watson-Gegeo and David Welchman Gegeo discuss the value of
engaging in local epistemology that is a "cultural group's ways of thinking and of creating, reformulating, and theorizing
about knowledge via traditional discourses and media of communication, anchoring the truth of the discourse of
culture ... As a concept, indigenous epistemology focuses on the process through which knowledge is constructed and
validated through a cultural group, and the role of that process in shaping thinking and behavior" (Gegeo 2001, 59).
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"Being at the Oceania Centre for the past seven years has allowed me to

share my art and learn. I share my art with other artists in hopes that they can take

what they see in my work to another level and create a road for their own artistic

journey.

I found my focus as an artist when Professor Hau'ofa told me that art is

not only about seeing things and copying them. He told me to create from within

using my inner voice to express what is important to me. From that, my progress

as an artist has been a learning process within me.

There are many things that go on around me, in order for me to go in the

right direction I have to concentrate to see both sides of the world: this world and

the world of the Creator. Tome, we are part of Creation and that is how I am able

to create. From this connection comes the reason for what we do here. This fuels

my art and is revealed in my painting, although not everyone can see it. My idea of

painting is not only for me, it is also for other people to see something of

themselves in my painting. Each person sees my art from a different point of view
and has their own understanding." - Mason Lee
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21. Mason Lee, Tokairahe and Dakuwaqa, the Shark God(Lentmd), 2006, oil on canvas, 200 x 185cm.
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V. Conclusions

The purpose of this project is to provide insight into an emerging arts movement that

represents not only change in Oceanic art, but change in Oceania. This change resonates and

empowers ordinary Oceanians whose knowledge is revered as the basis for creative expressions.

Creativity occurs in familiar spaces and with participative learning. The success of the Oceania

Centre demonstrates that employing foreign models is unwarranted when effective practices

already exist.

The Biau Kula movement at the Oceania Centre for Arts and Culture is a single group of

artists brought together by the vision and dedication of Epeli Hau' ofa and nurtured by the extensive

family of all the Oceania Centre participants past and present. They have produced a vast and

dynamic range of art works over the past decade. The paintings and sculptures created at the

Centre have been exhibited extensively but this has not been an overnight success. It has been a

decade of progression. The senior artists have devoted a decade to honing their skills and

experimenting while remaining true to the Centre's purpose: to foster a home for the arts imbued

with reciprocity, cooperation, openness, and participation. Theirs is a truly organic experience.

The dance and music programs at the Oceania Centre have created equally impressive productions.

This creativity is based on what is already present in the community, as evidenced by the

combination of images and words from the artists.

I focused on the space of the Oceania Centre because it is a successful and transferable

foundation that is relevant for the future of arts spaces in Oceania. The focus on space steers clear

of grandiose architectural feats. The Oceania Centre has managed an aesthetically attractive

structure at minimal cost. And since the creative processes begin with what is already present in the

participants the costs are negligible. Over time the benefits of these programs reveal themselves,

not only economically with the sale of art works, but through community interest and

55



involvement. I have contextualized the experience of those artists at the Oceania Centre within a

wider context of contemporary art in Oceania to illustrate the potential for future art programs.

The Oceania Centre for Arts and Culture is a model for an engaging space for creativity

that reflects contemporary Oceania. If museums and cultural centers commit to creating a network

of relevant and engaging spaces for creativity, it would foster exchanges amongst artists, of

artworks, and practices that distribute resources and strengthen regional collaboration. In "Our Sea

of Islands", Hau'ofa recalls the exchange networks of skills and arts that circulated from Fiji to Niue

to Tuvalu amongst all of the island groups in that area of Oceania; networks extended to Kiribati

and New Caledonia (Hau'ofa 1993, 9). The skilled navigators to the north and west maintained

networks of exchange amongst their neighbors. My theory of networks of arts spaces is not so far

fetched; one must simply look to traditions and histories of Oceania for inspiration.

Space and freedom set off this wave. The space for artists, structurally and figuratively, has

been crucial for the success and endurance of the Oceania Centre's programs thus far. Freedom in

terms of self-determination; the artists choose how and what they create, they are not given

instructions, they are given opportunity. The artists begin ,vith what they have, what they know as

Oceanians; their culture is a valuable tool.

The artists at the Oceania Centre are presenting visions and versions of their world to their

communities and internationally. They have carved out a space for Oceanic art; a new genre that is

not based on a particular aesthetic. It comes in many colors and styles but is united and rooted in

Oceanic creativity. These artists have started a wave of movement that has the potential to be a

tidal wave. Biau Kula is just the beginning. This wave has the potential to reach all corners of

Oceania and I believe that the foundation established by Hau' ofa \viII inspire and promote an

exchange throughout Oceania.
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The Oceania Centre gives us a foundation to build a network of arts centers for Oceania.

This is a foundation to renew networks based on indigenous epistemologies, reflective of the

contemporary world, and the product of Oceanians. The Oceania Centre reveals that ordinary

people must be given the space and freedom to discover their extraordinary talents and they need a

wise, generous, and talented catalyst of Epeli Hau'ofa's caliber leading the way.
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lISen Fong aspired to be the best professional welder in Fiji; he has succeeded just not in the
..way he expected. In 1997, he saw an advertisement for a workshop for professional welders.
~e saw it as a challenge to set himself against the best, even though he was not a
~rofessional at the time. At the workshop Georgina Beier gave 40 professional welders a
tractical interview: to create something that God has never done with nothing more than a
·piece of chalk in a 1.8 nr space on the floor. Surprised by the task, Ben feared that his ideas
~ould not stand up to Georgina's expectations. Eventually, Ben came up with a design for a
.stingray inspired by the shape of the Fijian fan on the 2 cent coin. He explained the way the
sculpture would be constructed and how its parts would move by the bearings placed in the
~egs causing a chain in the tail to automatically sway from side to side. Georgina liked the
~idea and Ben constructed that stingray in the metal sculpture workshop with nine other
welders. At the same time Georgina had been commissioned to design the logo for the
h"ecently established Oceania Centre for Arts and Culture. Ben assisted with that sculpture
r'nd soon after the workshop and exhibition were finished he began receiving calls from
someone named Epeli at USP. Reluctantly, he went to find this person, not realizing that it
~as Professor Hau'ofa. Ben arrived at the Oceania Centre which was little more than asingle
fuilding, a refurbished row of student houses with no signs of a welding studio or even art
studios. A man was sitting in front of the offices smoking a pipe, he smilep and immediately
~hat smile made Ben feel at home. Although it took some convincing on Professor Hau'ofa's
~art, that was the beginning of Ben's career as artist, technician, and inventor of anything that
he can imagine.
~ Ben Fong continues to challenge his imagination and skills to create forms that no one has
~een before. Through contemporary sculpture he expresses his commentary on life and
those events which affect him. For seven years now, he has been reflecting on the political
tupheavals in Fiji. The Way the World Should Be is an 8 metre sculpture made from car
;>onnets, mild steel rods, and galvanized pipes and constructed against the side of a building
using ropes. The sculpture represents the two sides of Fiji, opposing yet inseparable. The
tupper half represents the idyllic paradise of Fiji with tall swaying coconut trees. Free flowing
tarms of freedom split the massive creature. It stands on shark-like jaws representing the
chiefs, politicians, and business people who are only conscious of their own well-being,
talways ready to chew others up and spit them out for personal gain. Discontent, frustration,
~nd anger of the Fijian people rumbles from the lower half. One of the creature's eyes pops
~out representing those politicians and chiefs with an eye always out for opportunity. This is a
continuous conversation that has also fueled Ben's other sculptures. His commentary does
"ot require media coverage; instead his response to the political tensions in Fiji is mute and
compelling.
tBen also reflects on his culture. In Tutu, he questions today's loss of traditional knowledge
_eamed through families, elders, and oral histories passed though generations. This sculpture
~s Ben's appreciation of that knowledge passed on from his grandparents and parents that
'nas contributed to his well-being and made him the person he is today, a man rooted in Fijian
~ulture while conscious of hi~ present world and changing community.
The other side to Ben's varied body of work is intimate reflections of people. Mother and
'Child is dedicated to the demanding and devoted work of his wife, Elizabeth, and all mothers
~ho care for families day in and day out. Another favorite caricature remains on the top shelf
lof his bookcase, a jovial character imaged in mild steel with an unruly beard of combed shoe
tacks and a pipe, a memory of his first glimpse of Professor Epeli Hau'ofa. Ben focused on
khe Professor's features and then put the pieces of metal together with those skills that have
feen developed and nurtured by the man who convinced him to imagine the possibilities for a
small row of dormitories.
JTen years later those small offices are seldom used in comparison to the open and inviting
tverandas that have grown out of unobstructed visions of potential. The Oceania Centre is
now sweeping structures covered by roofs that arc like waves and walls with wrought iron
~urtles swimming across them. The Oceania Centre and Ben Fong's sculptures attest to his
poundless imagination that was unexpectedly unleashed a decade ago. Ben Fong is
undeniably the most innovative and creative welder in Fiji.





'I alw~ys felt diff~rent in my thoughts arid :beingth~ personl am. I alwaYs' 0" the
, opposite of otherS. AtayoMrigage," fiddled with, copp~r wite: andpl~sticine td,
.'i~reate figures and scenes fr0mRobinson,CrU$oe. J:Cilso l:iegan;drawin9;itwa~. a
'. smail tiobby of rriine,thatr~allY de~elbPed WhenTwas in high school: Sketching is
; something that I feel is parfofmY:fl;lfnily.Asac~rpel1ter my fathet$ketches ()uthi~
':projects bef6r~ he begins: Mtbr'others and:cousins;are ~hNays'Sketchirtg anYthing:
:fromcomic'figures'lo city scenes: Asa student.lgotquestibned:when new 'graffiti '
'. appeared in 'the school' but because of tha~,same reputation I was'awarded aprize,

for being 'Senior Aitisf. The prize was my first sKetCh'book. I3Y the time; I waS in
,,Form G,my mottier recognized my'skill'ah~intere$1 in art anClshe, brought me to
\ the 'Oc~ania: Centre;, r~C1me toAhe. Centre, 'each ,day after school;: My 'first'
: 'impression of the artists was that they weregeni~$aod rwas just astudant,by far:
,theydungeStartist: When,(reeeiyepmyfirst A3. piece of Canvas !'was aweStruc!<;
;>'samewith the, firsHime Iheld,a paintbrush,becausEH had never expeii$pced;this'

kind, of art., DurinRmy ~rst; workshOPI t,~ckled ,a 2x2,meteq:anv8si,LwclSthe'last
;'artist tofinish,because:it look alot oHime tqexpress my jdeC!soncallV~s. ;That
,painting wasabpuHhe 2QOOeoup. Apolitic,allyinfluenced piece, it represented how

,.'Flji:slood alQnewhile.other cou'ntries tried to tell us What to do,lpaiilfedtIJis bY a'
~ face with 'no:ears, T~e wrinkled' up :fac~, looks b"ac~ .suggesting )he suffering of
;.Fijiarrpeopleatthattime, , ,:' ,':.<, ':} ,,', ,.' ',',
"Sll)ce then I have be~n; influenc~d·.by matjydifferent ideas: 'jsee iQeas in, the'<
'intncate grain o{'thesniallest ~ie,adfrUit see.dor piece ofwood" Eyena'simple wdld :
,;from a, conver$ation ,can create: the feeling of apainting in tnyinind.I' findideasiin '
,:thesir1}ple lio~s'<5f natu're';ffie colors,' tise.arealso reflective of nafure,:~ :', :' "•
;,.Sincemy~rst,VI/Qrkshorfrnystylea~d:th~ cqlorSl us;~ have developed il)tQ an6t~er
'devel{ lV1ost:i1nportantly, rhclVe]~amed'h6wtQ hOld apaintbtushand,rloW,:when F
,', $ee ,a: blank, piece ofcaOvas "naye:'ateeling ofY!liatI am ~suppose,d, to paint 01) it:'

,'."_n_ _ ";. _', ," \~-'" _ .' ~.-._ ,"''''''':.'" .:' .. " " ',-' '.~ '~_,' '- ~,.r _~, <_" ,- _' ~_ " ,'_,,' .,._,-,

When I getclose to the canvas, my,pe'ncjl"doesAhetalking.1 stillskefc,h :asa
,hObby; ittai(es my'milJd off,ofmy'dally roUtines;".· , " ",,; '.

"For a time 1was 'o'nly paintiogpait time butJhenl realiz~d' ttl'at the other jobswerei
•"not ta~ingme anywher~, twassimply sitting ,andwatchingpeoplepa~sby me. 'I,
.,realiied that my, Jife M$m6remeaningif I paint Now, am;committing, to.my 'art I
, am concentr:ating' onrtly,painting ,anal/Jope' tharit~c6ntinues' to develop. I:~ee
'myselfdoingmorejn th~Juture;perhaps eveh,~ol@<Sculpture; '; ;,',' " "
"One, ofthe moments that drives, me is ,from .myflrstexhibition with' the.Recl Wave '
, Cq,lIective,when a top artisttoldmeIOat.!.was notgobd,er:i()og6; What I. do noyiis a .'

response to that;'that'resp()n~eisae~elopirig in'Jhe sense thCltiny pictoresand
styl~ ~re rieve(still:: lahl/alw~ysihiri~ingof9iff~tent Waysf()aWly mY:;i~eas sot~a~

, I c;anexplor~ new:w~ysofpr(jj~¢ting ;myimagesiJ lo~e~eeing; the expre~sions'on;

people's'Jaces ,when theY See.' my WorK My"greatest'reward is c to see their '
'r' ,c" -'" .~ v," . ,',,". _' '" _," ,", ._ '. __ ,... _,_''--._"_ '_" ,'_ '-. _, ,'; .. ,

,,;enjoynient. Myart·make~people won.derabouthow,1 create and'causesthem to
,'ilsk'mequestioils";,· ',:;," ,'; , " , '.' " ,,', ' ", ;"" ". "
;' ,! coriiintieJ()cre~te a~d 'strive t~dev~16prnY art to'm~*~my ,motherpro~d ofm~":
)ecaus~ s~~ /)~d)he insigh,ttobririg)net9 th~Qce~hia;(~enfre:to become:jthe
:'a,rti~!'1 am tQ~,a,V:'c" ~ ",;':",,'::, ' :, ,', ,:, ",';'
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.1: didl)Ot fi!lj~h high·schQolbeea.!Jse ,my famjlY:niOV~d .from ator;al.:; ~:4.

"viII<,iQE!. to fi.9d .~~tt~,lif~' in,~;r~iru~:.~~ar~:~liva,. :W.he~~I'fi",i~Qed- .... ;,
~v.ocaijol'iat §Ghoot'fotfautotnqUI,i~,.e~gi~~rh'lg ~I ;r,ealizedA~~t·.jt.was;;<
tn~~the\.~g:~f'c,~re~tfo(~me:? I';I'l~§\J!~i,n~!~Umi~~4n~ld~'[of;·~:;,~e:~i

create; somethlOg}andso" my;couSlnJl'iVtteq:,me:tQ the Qcea{lla-',
.GenI~ for A$·a@,;CUlture:~nhe Gen.tre;ham 'a~~e t(:(~ele~se. that·
~~(eativity:th~tliv~'i~~ide)f m~.~T9,metartisa PrPC(lSS oMITe.;." ./'~
Irthe,foiJrtd~~~r;' oM1y,a~isiny.:~vetYd~~;J'aei'jQ~t~J~i:and ,tHe,e(e~!6!, "
l?f tile; U~i~~~El~j~y par!1~ng :i.8 !~f1Q~~~by 'reIiQ~0~J~~1i9.iori; is:. >

'11Jlp<>rt~n~ to m.e..~nd Ishow)f\!S th~()Hgh, art,'~y 9~p!ctl~g:;love ..,'TJ1e::
_loveJ ;painLiffrOIJ\.above; loY~':betWeencillaJikil'id. cThisdove;bdrigs, .

~ _,' .,~,. "'_:""",_,_, _>.."/._" ...':.~ ,;' ~.:"./.. -'<." " .••...:,._•• 1.,. ·~.e> ... ·., ~:.'" ", •• ,'_ :_', ':,.,,~,."" ~':.:.~'_'" ,\ ~

.fre~8!!,·,,;I~I~21.6y~·i~..·..~~~~~;9h>mY;:f~itty.,~p~,Il;J ··Vf~S;YOiJ~ge.r:~I_,'
'. recogmze<thow'In.Qch'sWflilnngthere;ls ,In the worlMln my heart. IfeJt' .'
tihat'''' Coulg re~pOnd tothi(sUffeiil'lg'Jlirough"~rt.'!o: paint 'my
~message 'Of; l6l{el~ I ~aln~ .tlU~~plty 'sng,'€rnRtions..'Manl9hd, s~are.s,
·,cert.~ip~"ne..e.~s;:?~P5~~9f!6nfi: .b;h;~p~;{tI!aF~p)Y' ~~ipfin,gs;:Will ;S~QW ';,
.~o~eme,~t:··~~tiJ~xplalry~i my;,~to~les::'o.f ho~ we:,tacefi.le 'sa~e,"
.p~~!>leI11S In'Jlf~';~.~d 1Q?qove~:glves ~s hppe to, fot~et'sorrows.

SlcknEfSS, drstress. ' .' '; .... '. ..' »e, , ~. ' '
. ,- "'- • .- "'r'--~-,, ..<;. ~f .', -' ~ ,<.. ', .. ' ", -'.~' _' . ,

r!pairlt.h,appines~.f>Ht ;I.pl~(j,p~iQt~adp!ilss. Jlie:1#i3yl pa.imisJ!~~,t~~i/

.~ci~~e~~~~~~l~ft~~~:::ab}~~~~~i~~~9~·tjk:;het~~~~~~:~.
tlife is not,alway~~1he 'same; s9hletir~](is~ti(go6di ot~~":Jirn~;it'}s '
:badi' C .,,~' ::~' • ,- ,.:;::;:--- ~~, ; Yf' ::~ --';. ~c'::'-- .. ,';0

'Lifetime :qi.a Human' i~tabo~f 04r'·potenOal·ikj(Jf~:ff~rn .. in~~pU,oh:~
•through'~~~th. We,alFhave'ta.lehts ~~twe afe·bbrrj'fy,.ith:b~t '!Je nf~~t:~
'find.thosetalents; feel themanq 'use them, The .su~Jgct of'my:;-

.painting if '8 , si~ger. '~e. praCticed::·,music unti! &he '"~cam~~;. a

.p~?fe5~io9~LMy··.~~ss~~e'is v~51t'SiDgirlg':8r~~vel~pin~(13!f~l~n!7;;i~;'~'
·w,orth. the5vOrka~(J 'by 'using our talents we (;an_, be' h.appy.and~:

_liberated frOm de~pair," :' '.'~ . _ ~ ',': ..., _
I have ,learned a.lot -from ,the senior 'artists at the.:;Oceahia CEmtre:,
~They have 'shoviffif,h1e.~hbW' to:'mYx:~It)rs'ipail'it liri~s,an.cl~$h~pes2~0 f

"', ,,_..~ .. '~' .. ':>" , "'>:"::";;,_r l~''''··'··':f./~·· \V'·_._.:':>·~-·~.~.( "'''',:.:,_:,.. ,.':'-'' ~~ .... ":,:';i'~.-....: ,:"" ,,'.' :..:..... :;:-:.'.,- .• _'0;':,:.:"

_tnat t:cancr~.ate;rfIY owu;style,'I'atsQ!e;:lm {romu~servi~:QnatQte:J+

.~~~~:~ra~~~~n ;~~~O~~~~;~~~~I~~":~~.~~110~~ ~~;:~.~~~~I: ~,'
- > ~- .. .,. ,. '" > ',. ..~ ~ .'- .. ,

.d~~~~s :orr.~~~t;! ~.~&~t.,t~,>s~y.. il :,al11:~,qe,xelq~in.Q:.Jl}~.,~wn.~!yI~ "1'

Jhro!Jgtlprf~t1c.l:l.:Jlsten!ng;.tqY9thers;,.and;·soclahZl,ng /wl~h"l11any '.
~diff~ntpeOple: Hnd'nlYmQstof myideasby thiriking abOut nature,
.~Iid :the 's,P:!~!;wo~p;:' ',',,' .,~, . . ';

> ~ ~.. ~ :..$-





... .1 have'been ~a~ing Sin~lWas:aYOlJ6g;b~yi~ Fuianga in~e'

t .;:~it:~~~:S~lre~; ~:~~a~d;~~~~~~~U~y~~it~~~,:~~~~ ."
, • ,v~' ~ __ " .'.,'. ,,;,,( ..'_', ,__ '.', '_ :-' / _",_

carVer and I'eifmed' from watching;him., For,many, years t.
~ carved' tan~;:w(3tclybSi and~gutesfoll§WO:rgthe;stYles·and'
,designs of my,fat!)~randJul(3rigancarverS: I moved. to:S'u~a, •

I,inj~~5, (3~d~o.ntinued.9arving, for; f~Eltou~st, m~rkefs'j~Viti \

1'~:ci~~:~~~~~~ti~i~ed:~'~}O~(~a~~r:~~~~~~6~~f~~~ .•
mtjob'and alsomyltadition. .... (: '. " " .

,While '(was'a'pa-U;.time 'tlltor in· the School ,of HU,maOlties at ."
I uSPj Epeli'Ha,~t9fa;invit~d,m,e ,tbt~,eJ)ceahia Centre Jo'tiy;:;
.:cre(3tiYe '?IJ1s;The change was;a ch€lllen.ge Jor. me be,ca~se,'

·'. previ9u~IY~Y;~afXi,ng:~af? ~onr,d~YiQua!, .Ittook,ine som£!lirn~,
· toynd.e~tandthe:~n~pts Pe~ln~creabveartsb~fore I could, :

..' ,begin.t6dm~gilJfJan indjIJidUcllcreative'style::Breaking aWay;
fr6in'tr~dltioh:was;new In,F=ijtand when'the Centre'hosted ,'my

:, first's9Ipe~hibition' in 2001 my 'creativecarVing{w~re well:
.receiveO: Tradition'al caIVi,rigJs 6o~ITI6n ,throughout Fiji butno,:
one ,had seen >anythih'g"'Ukettie contempOrary carVings'J .'

'. - . • _ .,,0:\' , •• ' ,"'._ c- ',', -.,' - < '.7 ,_,. ", _.; ,,/'

produge~The'carvmg;Itself was not difficult becaus~ I had
" beEm doingthaffo(years:andso !just ,began to incorp6rat~"

my own creativity to producel;an indiViduaIContempcirar;y~style;'
, of carving. Although the traditional ,tools are)~asier'tb:use. it '.

did.noLtake me long to ieam' the: fine detailing. tools for the'
" contemporary;scOlptlJres. ", .. ."" .', .

I Thefirslideas: for my sculptures came" from books and'~
f'. conversations. with.'Epeli.' I began 'by,creating'animals and\"

_ , ". e ' "__ _ ,. . _ , ' .

· figures linked into'a single form: Now the ideas come'from my. '
" Qwnmind.l·find that the'more I imagiRl~creativ(scUJp.tyres .'.

the more ideas Ihaye:The process of,cElrVjng give~nie ideas.::
,- '" _ ,- .'.0'" ._'. __ . "'" _ ..'. '. _',", ~ '","; ',_ '",',.

· I also:depict Fijian.legends though sculptlire. I chqoseimages:
,from.stades that others shim~ with.'me,: The:Vu of Bua, is' a:~I, large rooster ~hOcome~'down fromthemou~tain.at nighttime;

, to lookforfoodat,the secL1Jlis roostE:lr stands loo~ingjnto,the >:
sea; hispowerfuleyessearchthe'hight sea forfish: " ..,,. . ,_ ,. ,_,'" k" ' • ,~ ',.". 'j .• _ ., _

Somepeopl~ .ask me Why I)am ,breaking away from, the··
·traditional, sMesof;FulalJga. I ani a new..generation·of "
Fularigan;carver: Lam'notbreakirig away/What jam creating':

.is just'.6ne aspect 6f'caiving; I 'cOntinueJoc.arvetraditiomil···
· forms but it is'unique to work in contemporarY fol1l1s. I am the

first Fiji~n tqwork!n thiss!yle. Through~'rny ~culptute I am
,oPening up'opportunitiesfor otherS because I fear a foss of '
.. , " _', ., c'.,':' "' .. ',_ ,_"'" .' ~,,- " ,'_, ,-' ,,~_ ' ,_. ' ,,~ ,

carving in "Fiji; .Carving ha,s,bee,n:passed through generation,s "
of men froni,Fulanga tiutn~w youngimE;lnare,not interested in;

I what ourgrand~athers did: They thi~k that carv!flg.isaj~b Qr
· the past and will not provide for their-future. :I. share both, the ..
'traditi6nal:ClndcontempOr~ryca/ry(ng with 'rriX ~son' ~i:id •.

1.'f~:~~~nna~~.·:~~~~~b~~~Y~h~:~~~o~~~r~u:·~~·~~~i~·~:
" seen' through the quality of work tha(my father instilled ':in mi
'.' and those.creative ideas'that.reffecJmy world.:·',
':- ~ '. -. 0;' ',! :. ,""'" y, ,)~>"o_, ''> .;c, "'." r:'" '/ -c' .',- ,',,, i :-'>.; c-;:' ;:'< -< '. ','; "',,' -'.__ ",< ,
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~Th.~essl'en~ ~fm,y being comes,fromt~ree.'BaSi9.,p~nCiples: mY9ulture, religi~us belief, and ,
splritua Ity.., ' " ' " . ",. ",

~te)(istenoo,fh6wHhink,f~eli arid behave is~my:cuiture.lfyougo deep into tharoots;ota
~a{t1~ul.ar:?Ultur~yOU see thaU~isupJv~r~al: c.~It~re:¥me~Jrom.a:p~rt~cul~r C!Jltth~t~l(I~te,d ~f'
,~certarn'timeand,hp~been~ullt f\'0111 there. It IS not&tal'!glble thrng;·lt I~ wlqe an~ Integ~at~In,:

ttheworld, itself. 'hth~::chariging\voHdjve:a~agt fo,tIle change :al1agro~ oritcianQthedev~l, or,
1~~~rin:~~~:6~~~~(t~~~,~~~ri~~·1~3fv~;j~~i~u{h~:e~~~~:.~: ~s~~~~~a~~r~;sv~~:~:;'
.lndj~idu~l:cultur~Lv~lue~,are.,~9qte~j~.wh~re y?;v\al'€lbom; wne~el was bam is part of 'Nha I

amiTherefore ,my~style ofart15Influenced by my'cultUral fqrmatlpn and makes me,part of,the;
-Fijian andO~ealliccom!TIuijities; Jahl ~prou~ Fiji~n beCause lun~ers~ndmy,cultl!re. ,,' ,,',
tMy religious beliefh<;lstwo,·~~rts.The fir;S!,~.6~.lfur~IJeligi6LJsbeliefpiaetice~ bY' my apcestqrs.·

1.~~~~;a~~~~~r;~~~~t~~~.~~,~~~':i'~~~Xfi~~I~~efU~d~~~~~~f:~6n~~:iS~~~~~~:',:~~~!"" '
~ractiC~SI~aP!ifice.s:~ased~~ .[la.ture:..su~:as; lh~~~ffering of. ta,~~£l, ya9~na a~d r~rbs to the",

elders >9qli~,~f!1er.of:a newbgrnchtld.1n afl.pffenpg to'.tl)ecommlJJutle,s and:ancastors to. /
.~estoW a~le,!!lsi~g:0i'!>tpatneWbgmlife. Ihis:cLJltUral religiqnisbreakrn~ apart becay:Se peopl~:,,~. ,,',

I~arg 9<2ing,to'hev(feligionsbiough\ovenbY the: missionai'ies,When IW8Sgrowihg up I saw both;' ,
, ofthese :religions"because 'J. wenFtb~a, Gatholicschool arid was baptized asa Catholic; I ','
I.develop~l:ha~ .~. ':S~t~O!i9:,ove~?t~~:ye~rsa~p~i~gthe :sacran1ents/~Th,erea~~(), 66undari~s' ' '"
..~etween myrel!gl.l:)~~~ehefs.'Altho,~g~meserehglonsare~eenassf:!parate,Jbeheve that there '
"15 ,adherence [)etween tl)ese ,two ~eltgIQns..:, " ' " " , '... ' '... . " . ' :
1.$~iiit4al :j9urT)ey~d~pendqn: ~~,'in~i~idual'$,kno~l~dge:gf 'the" e)(lste,nce,'~f~e" iJ~s~n. ~is,
knoYJledgeJ~oesnotcome on.ltsown:.'the master WIll come whemthestudent IS ready'. This 15 ,

I.how'my Sp'irl~al. journeY'nasoevelopedHhe tna,steralways come!; when, ,6~ knows'thaHam ";'F5,;,
~a~y'l ~elielJetnatevery'bein~L~as spi~tu~lity.but We a(e~0~into:one,life an~, it deperids'on, " •.' "<';,,

t~~~~~:t~~~e~o:i~~~I:~~e<i~h~tryl;~t~~r,'ftf:I~:~°ci~~~r~~e.~~m::~oih:n~h~~er~n~:~~ "
I~SPititua!jty' is,' n~~.,limitedt2 'n~tUre; 'i~' exists, in ",aU,t~!ngs;•.Wbil~, much ,ofspiritulili~" r~m,ail)s".:

unSeEln, somethmg that can be seen 15 the strength of family. It IS the root of aU humamty.,For '"
1~lT!e; I seemYfamilyfil'5t~ndthen ven,tlfre intothe:;Vid~rWQrld,.,·/ , ,: <co. ,,> cr'
IIIT~e~~ prilipiplefa,~'part'of Ii transforri1~tion'6f the y,Jorld: ~yart isa'testill).onY:lb;the~e beliefs:' ".,
.Myaltals(:>:speak~"ofgatheringknowledge and enlighteliingyour !TIind"because~liC\fisw~oy6u ';;':' ~

I~~re. as;8 ~eil)g: How:J!~i{lK aria f~lis wll~tlall1"gof~Q'tQpairtt~ecau~~':t~at i(part ofWllp'l, am.. ,r~':;>' ,
I~MY p~lIntlng :spea,kS)oh?'f;andwhyJ,exlst; EverythIng com~slnt~ ~~15tence fO(,a reason an~;'l':/~;

myartform IS part O,f avl!!lIOn, , ' ." , " ,.'.." .<;' , .~,<>J';"
trhro~~hJ~epalntinQs thatl~~~ibit,larri rev~alingtomy C?'!lIlJU~lty~~d ~y ,audience{that }:~;ct
the~I$,umty amongst all humamty} nO'l)'latte,rwhat culture;rehglonJ OfSpl(ltuahty., '. " . '.

~I believe"thaf hum'ans:stnve for:peife'diCl/l/howeveritislimited 'for us.~This 'pertectioncan be '
':"'. ',' ~" •.\." ";; ,", ",,;:.-;"."'-- , ... , ,-.. -_"",'<'" -",'-,"~'"'""':"",,',,,;, .. <~,.,"",,,!',' -"','",",'"" '.', '. ',,,", ,,,.-; '.' _. - ,.:.--'.-""'-':,". "~'I

I~foll~d in.tn~ uns~~ ,~tld. ~s ary"artistrstrive for~perfection,y6u Will,se~'~at in mystyle~;. My,.>
basIC pnnclples~pn{1gJromJheesseDceof my bEling an~ I try to commumcateto my audience '

.th>atite~istsin them too. Lbelie"eJh~~ oth.er;people: de~ply rooted in theirc>wn cultu(~, religion, ,
~~n~~Pi~tU~lityWiU se~ and sens~:tho~e;idea~~;atlarnexpreSSing ..

. - - .:' ',- --

I



~ was born in Lau. My family moved to Suva so I could attend secondary
i.school. I began drawing when I was 10 years old; from that time I knew that
!l'1 wanted to be an artist. Although my sketching was mostly in my school
lexercise book, I managed to win two annual art competitions. From that
.time I knew that I could be an artist.
.Back then, I never used a brush or paint. I would use a pen to draw what I
~aw: human bodies, birds, and flowers. I was not aware of the variety of art

forms in the world; I just saw art as one thing .
• When I finished Form 6 in 2000 there happened to be an advertisement for_a workshop at the Oceania Centre. I completed the workshop and soon
! after I joined the Red Wave Collective and knew that this was the place fortme to be an artist. My first assignment was to tell a story in pictures, so I
.used a story about yavirau (a fishing ritual for the chiefs) in my village.
I During my early years at the Centre I was still finding my contemporary style
.and I learned a lot from the senior artists. They encouraged me to create, to

find my own ideas and style. From that time, each painting I have finished
rings me to anew dimension.

I paint Fijian legends because I do not want them to be lost. These stories'
.are not written and as we lose our elders and it is becoming difficult to
,.,remember those stories. Then I realized how powerful it is when I paint the
~tories of everyday life, because that is what is happening today. Both of
: these styles have the same message: if stories and legends are lost, what hr.,:\

tabout the next generation that wants to know about their traditions? And the
. same with my paintings of my present life, what will happen for the future

generations of Fiji? Fijians now should recognize the present to help them
repare for our future.

My recent paintings depict whatever I am thinking about. My painting The
Relationship talks about the problems affecting youth today: a broken
family, teenage pregnancy, and rape. Youth today can relate to these
problems, I am communicating through painting.
Before I begin any painting I think of my motto: to create something out of
othing. I don't know what I will create before I begin, I find that if I try to

recreate something, it doesn't work. I start with a line and from that line I
ind my story. In 2006, I threw away my pencil and now I just paint. It makes
the process easier; the colours, lines, and shapes on the canvas reveal the
story.
I was not sure why I became an artist. I asked my father and he told me that
he was an artist, a carver; that blood is in me and my family has
encouraged this career. That is why I continue to make use of my talent.



';,-'", , :J.: _..:~li- ,/.:§;i;i:~;>;-.'_ ~ ;~, 0 '. h ':- ~-';-'>-'-" ~,;~~~,,<: - . -:". ,
~"."r:am an, arti~t ,?~au~e'l: loye;dfa~ng;, fhJS'19~~'beg~n~ when ,I'coph;d' .
!ij' plctur~s Ls~~ In, story bopks;.tha~.Is 'hoY( Ile~m~dt~.dr~w.1 drew?n .
~~J1.an~hl"-,9ICOuldfind;;e~e~o.nmY:handl)<W~en,I,~~stvl~It~d the Oceama '
r:~i CentrEf,lsawalloUDeiP~,ntt~gs a~da~~edth~a~Istsh~w ~eycame to
~~~ wo[kber~,t~eYJold'me thattUcquld;dra~I.~ad a p~S~p()rt In.,',, , "

f~~~~elng anartisLat' the Qcean,i~ ,CenJ[~.I.~ t~e~answer .to.my praYf3rs.
rf~~' because I am able to do something ,I love everyday. rb:elieye in what I
~1!do'.arid this.canbesee6 in.my'aft. Wher fbegintheprbcessof-creating: '
t~ an-artworkl:pr~lYJor'God.'s:guidall~andthatgivesmemy ideas: ' ,. ,',
J~~ I use,black,"ink on whi~e paper becau$eth~ contrast brings out the lines, ,
~{~an~ de,s,igns"?f,my, ~~r~. 'As I,p'rogr~s,tl win.introduce colo~ i,nt9 my ~~.> rq

;: My. art Is-rehglously: Influenced.l~onnect 'Ideas· from 'religion, POllti~, ~

t/:;, ,and'everYd,aYlife. A~in my..W()r~I·Mothf3rBeast, '~asf3d on a, story,from >

~ ,the Bible.I.c::hose, th'is,Rarticl.J1arstory beo~()se it takes place in thel)ea.' "
i~ Mostofmywork.de~i9tsthesea~ecause '!19st C?fo~r incorri~"i~'fromthe_
(~sea and so the s~a, IS part of,my life: Mother Beast. Is'about atlm~ w.hen ''
etta beast will, rise frOfl1 t~e sea ,a~d .ru!e-people. This .beas~ also ~epresen~ :
kt~· the country;'many nations use the symbol of an antrnalOR theIr flag; The '
11~~~ .large beast is' one'countrycoilfr6Uing: all .others,, I~'ading' to one world,
i;j order. Ip'ainted thi~ be~u~~ itwo,OldJ)~aJ~rrible f~~e;'Jhere would;be .
~~, theJoss of culture an~behefsandconfllctswould, ~rupt> Mother: Beast,
"11 Jeacne$ people what c(>UIClhappen buUhereis hope it we believe in tbEf
.,~ ~<f' - -,.-', - - - ./ ., - -- " ,~~, - ·'----,,'·t', - ,'. '-,0' _ - -.' "

ff,~ , unseen God and.commit to gQod things arid work towards ournext life.
- - - - - ,-,' - - ~ " " - '". : /'- -' ~", :. ". ;'';- " ' , -

- - ";";- , .' • ,~> - . ,- .
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:- -'.'.

•' > -~'

"" .



.;'
i.- ....,. ./0. ;iiJ;:;' .

-' ~~~. ~
".; • ..,.;.... > _~·~c"'__ .,,·.. _,-_,·_c__, -.•....-~-< ,..- ·v.' '-~-."'''--' -'"

':As,an', artist:! am:irtspired)~:Yisloli; and splrltOalijy:2;MY)~i.si.orl :comes from "
JJlY,;experj~nces/irf Iif~iJ;t~eJ)fhel.,aspec~<o(·myart';ls 'spirltual. My art ,'-,

~ 'addresse~Ahe·que~ti9h:':.'~Qo·yoO"knQw"wl1ere)You·are gaingT ltjis?'
d:;~eg.i6~90~ver§a~iOrls·.about;c,Hltura ;·spidlua!i.tY/prtd~9urminds. , ' '. ' ',','
I.·.~~\tu,r~j·is':~ ;If:I;~Y.o.fnf~··,N~;f!l~.tl.~,r,~p~iJa(,i~9,:,~y~ul~?r~ dir~Gt$;nie;:J~:']
tlJIs.;.~omethlngftnYJslb!~im.at.iwe4nq~(stClr:Jg!;·Wlm'the .4s~gfQur~enses. ,'f~l..
~/liyewi~~ .·T}Ni,yn~r~;I.~J!!jiYfa,\p~§~Rer~4~J~!~.~nd~tur~ge,~~rati9n~' WIll,'
. '. re,apjhat pros'RetiW'~Tti~ti$WljrQ(Jtture:.is /~ntral· to,l'TlV 'ai1b~caO~e'
.;';p~ple .ar~~,;ariftihg:.:a~~YJJFOril.th~ir: ~~itur~)ie,cau.~~~9f:the changing':'

: ,.times. Culture' repres.e.Ots'slability but the changing'ijmes chan~w the •.
_.,'.+:."-:-' ..... )..'/'-/.--Jc<;"'-, " ->_.~- .,:-..., .~ '.(..... "" -- _ -,;-., -,- .,., •

~~ Wqy we: live 9ufJiye~~betw~~~~gefler~tiol'ls..' ',., :' '>', 'f -:-

1;-My~,SPirittJality.gr6w.sJhro~gh~th~'.e>sperience:of Illy.:religion, ThroUgh--'
.~",:spiti,tqality (~now, whatdife'reallY:means be~use itj~etemal.' I see our,"
'. spiritua,l: life, as price.less/.I:represent spirituality.' With cOlors such as.
, ,'yel[owtoshow purify., '" . .' ,_
. <.Culture and spirituality,meet in our.mirrds. Ourlnil1d~'rflake the decisions

" to fgJlow or nofour qUlfu>fql al}d ~piHt!Jallife; The~e .ideas become visible
i orr my canvas. ,Culture:Js"snowf\' by people, 'spiritUalitythrollgh colors, .
I,'anq ,o,urrpiQ~s~~rgl,Jgh: th~~W~Y io(gan,ze~ t~es~:f6r;J:t1~~qh'cany~s;, '. -::7;%:
"" - i...> ,;"', .. ,.-"'~' '-;,-~-/~ -"'-.~-,~ -'-_-"-~~/-_<_~'/ j<,:- ':·"~'f.;;'>''?·'' -;_ ,<,,,,,.,,,.~::,,"<.~-:<\.... -;,t-~ ",.', ·-~"'~~''''-··:·"~~·,.,,,>'·'~':5_·
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Tangaloa Eitumatupu1a descends from the sky as a kiu bird. As Tangaloa Tufunga casts down the
stones that created an island, the bird pecks on a worm emerging from a vine. His talons grip the
beings that grow from that worm: Kohai, Koau, and Ko Momo (Who, Me, and Momo) a male, female, :

•
and being with the essence of both male and female, the first people of Tonga. The rest of this :

•Tongan origin story is detailed within the forms like ta tatau (tattoo). As with all of Lingikoni Vaka'uta's ;
art, you have to explore the dexterous details to discover the connections. Get lost in the distinctive :
Oceanic designs based on metaphors and stories. Whether it is a legendary scene of Maui Kisikisi ~

hooking the sun or a provocative metaphor, Lingikoni plays with us, touching upon our emotions, ;,
knowledge, and sense of intrigue. Meeting of the Fishes is astunningly intricate work that challenges !

•the viewer to interpret the intertwined figures. 'Obvious but in a hidden way' is how Lingikoni ;
describes this work about those indignities that everyone engages in. Lingikoni is one of the reasons ~
that contemporary Oceanic art is flourishing; he is one of those exceptional artists whose imaginative I
mind, keen eye, and deft hand captures our attention and affection.
Lingikoni never imagined that he would become an artist. Although he was nearly finished his i
Economics degree, he was discontented. On a whim he joined the first workshop at the Oceania •

\Centre for Arts and Culture. During that workshop Lingikoni recognized his natural ability; he is an 1
innovative and endlessly creative artist. During that first workshop he was given a piece of canvas i
and told to create his own story and suddenly the Tongan culture that he took for granted during his I
youth became precious. I
Lingikoni found a home at the Oceania Centre, he also found a mentor. When Lingikoni had a ~
problem with his work he found answers with the guidance of Epeli Hau'ofa. Professor Hau'ofa would (
simply tell him stories, never telling Lingikoni what to do, but the stories would guide him to his own ~

solutions. In the way that Epeli guides Lingikoni with stories, so this artist guides us with images that ~
tell us multi-layered and multi-meaning stories in which we find our own answers. !
Lingikoni continues to find inspiration in Tongan stories and metaphors twisting and weaving them :,
through each artwork to produce a range of interpretations. Although the themes often reflect ~

traditional Tongan culture, the art is strikingly contemporary. Lingikoni's style of art reflects (
contemporary Oceania while still conversant with legends, myths, traditions, and history. The stylized !
representations of gods, animals, and tattooed bodies are not imitating the work of his ancestors yet :
the themes rejuvenate culturabconnections because by relating to his past and traditions he connects l
with his ancestors and fonua (land). 1
Lingikoni has now been a leading member of the Red Wave Collective for a decade. He arrived at !
the Oceania Centre when contemporary art was a capricious career choice, yet he has succeeded l
because he is acommitted artist devoted to arts and arts administration. To see him in his element at ~

the Centre is to recognize a person fulfilling their destiny; Lingikoni listens to and supports his ;
colleagues, he is often diverted from his own work as he facilitates the Red Wave Collective's affairs. ~

Lingikoni's ability to balance and commit to the success of the Oceania Centre is simply in the ~•background just as ta tatua fills up the background of his artworks. He will humbly say that he merely ~

likes helping people, this charm is part of the reason he is indispensable to the Oceania Centre.
\

-_ .. _- .. _----------- -----------------



Mygre~i-g(a~dfatl1ei)~ from Vaius~kiya~awa;ne~r :th~ '~Q~nf~ln N~kauv'aClra: That moiJ~t~in' Is' the
! ; ", ',"c' ',. " _ '_, ' ',' "c,' ,._"., _'--- .'.' , _',_'_;. ,~;, ,",' -', _ ,_,,~ __ •• __ ~,' '_ ~_" " " ,",,' ",_ " _', '

,.playe where allthe:yu,(chiefs)'9f fiji:Iil~~l.iTti~;chiefs'9fFjji~ympoliietheheI39;' the:str~ng~of:th~:
>body..1~m CQl1necteq to mygreat.:g(aildfather; I fel:lUt ii'Hfiy,'bI6od. We are:corin~ted~C!use we .

• ' • .-' ,_, f'. "'-'_,'-"""?" ,,'<;""~:' '. >,'",",.' ;__ ".,,-,~ .' """'_'" __ :}', _",.,,- ,:,',',' '_,,, ,','

qtarebothcofJ)mlJnicato(S;\H~w,as, ~~mafartivanua ,an~ lall1~n:artist: wecolllrnunicate, to ourvillage: ,,
L;:' "9ul"conn~~tiQn{colTlesJntomy.artWork,whel) fantpainting something. if $omething is wrong. he}NiII "
~ c6rrectflle. p,aiQ~~g~:arela~tirig' r~presehtations and:if Imake up' stones' inst$adof i>reseiVirig;the;
, -,.J." ".'__ .'". ,.'., -.- _<._",_ y' , . ,.-"." .. ,.", "'" ' ,",'., . " .., ~". <...", , ',,' " ." _. ~o' " ",.,~. ',;, '~".

. " rtlernories,:rriY~l1cestcirS,would(;Qfr~~tmeoe¢ause. rhave'~ responsibility pas~ed to.me:froJJl my,
~ ,".',".",'_-,~,'.'.,,,,'._~.,,--, """'" ""',"',,-,, .. , .. ' '.' """','_"', .', ''-" ,,_, ",.,i, .• "., __ ",'"."

,';;: al1(;~stbrs~ln.tn~ :pld~ay~; th~r.e:wasQQ'9n~ fo/re.~r~the:.rnemo~i~s of the yillage; 110wl.r:e~0(d!~l?::
!fA,,stqnes t9:p~~~rve 'Alhat,has happene:g.~ytransfemng the mel1l()nes,Of my Village onto cal1vas. '. ..-,
!jl1Ij My iiince$tofs"allo'w'lnEnO pajnfthese memories because'they'belielie .in me 'and I believe ii')thern;'
'f!{'\ . __ '.' ',. :,r.-c.,'" '", .'. ;. ;. (, ':' /';' :...,:.," ,,', ;';' '>:'~:' . ;. '-. ~. '.; f:~,:': -,,-,-- .:; ~.t' c,'., ::,:.>.'-" ,". '~<_.',-"';-'" '-"".:;"," .. '. ,;''1' "~ , • . . . . ,,<" \ t:',' .'", :; .__ --'. :', ". _ " :-,.!. .' t:. ", ':,.<" ~ ''-:.., ./ ;' ~~", :.

~~.:An ;exampl~ 9f,tI:l~st9nesl:p~lQtJS,~. wat~rf~lIln ·mYVIJJ~g~. ;.Nal Dadara'is now popular spoJ to VISit,.;
~~; /~ufejn·~Ii~·eld.~aYSi!Wa~: w~~eri.dary.spbtof;o/'6pe~u.'fiful youngVi~menj' c~lled'o tii~ na~;ri. They::.
l1i1areA'Nms~utopposltes; aomoqo'flo Vlf1.akCJ ~eldomodpm9 ca:(on~)s good andone.,sb~~); If:the,',
;,i'f990d~oneappea(st9 thevillag¢ itjs;agood omen but if.th~ bad'qneappearsthevillage can exp~f '
~~:asto'rm orc~ dE!,:;lth>The.'t/PlDerrvisit ~Er'w~terfaJI'~~iingdry:seasOn be9~~sEi waterrenlslrisin t~~
~~,RO()I~ even:ln,th~ pry:s~~son. There are.two po~dsshaped .bk~ an 8. theyrepres@nts.the octopus. O·
r~ f~U:·i1acirican changeintoanoctQPtls.~Thisis' tne·,pla~~ wnere.the ·~topus Iiv~s ariCl ,it is protected
:~l ):ttlilrepyth~wOI'IJEm; T~e~poo!s'·a(e our,hope.duiing droughts. I paint this story .now-because I
'@,'r.' ,./ ,'.-,. <', " .'.",','.•. "". "'-',""'" "'''''>,,'' ';'e" -"". "" " .. ' ....., '.

~tkno't'1 thatthis.'place will oot.exist:,f6r-ever~,\AJith the cu~erit developmenti9 Fiji;:so '1 pr~serve the
1,"1' "memory:, ' '0"':' ,.:'" " . '., ',::" . " , ,

i:. ~~;~~:;~~~I~~~;p~Jii~:;;~:~~if;~t:t~;t:ee~~d~~i;:~i~~~~,:~~~~n~~;~nv~n~~:tf~.1 t~:~~~~_ ,-
,there were, fewworQes.Nqw'eyerythlng lS,abootmoney,you mu~t work hard tog~tallylhlng"ln,the:

';: viUag~iti~ane{i~ier Ii~e b~useeverythingyoli,need isth~re atthepl~ritatioh orjnthesea;tha,tis
1,;where.~y stcir!es. ate from::M(art is,abdu!llf7.· remembering the p~~tC!nd lopkill~ 't~ thefu.ture.l,
~ , tran~latethat!lfelnto mY'palntlngsto,~ho\Afyoutht?~t 'Nehav~ to,conb,no~preservlng memo~es,for.

~ ," ourc~lture: W~Hl1ushenltvenour CUlture. ~ecau.~~ ,In town the Y9~th do, not underst~nd, the, respe,et· '..
I, that I understand. The.respectthatmygrandfathertaughHne ista say 'Bula' to someoneor.help an,
),.~,.- . ". ,,' , ' ", , ...' ".'..•..'.' "',', '. "" , ..',," '.- '

·~Ji'.older,person _who' ~eed~if. That is missing 'n6~ad~ys';PeOple focus 'on tt1ernselves.' .We have
idiffe!ent'?ustq~s f,or, occr3~ions such;~~iWhensoineone dil:lS, 'fie bringf?p~ andm~ts but now .

f.' ~~tt:~g~n%~~;~,~~n~~~~~~;a~~~?~~~Ot~St:~~~~~~;r%~~;t~o~~~~r;~it~:fr ~6~:~.rg~~~~;;~ ",,'
'" where they came from and the conne<;tlonst9 the,culture, religions. and history. Ifwe work ,togethec
'''In dufvillage I think that we Will be~ett~rpe()ple and abetter ~ommOnity' for tomorrow, .' " ,:'<

" >, . ","" ,<" ' __.,,,.,"-.' .. __ -::,'.~,' __:.r", I' "~" ' . ".;-.-' .
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23. Abraham Lagi, The Fqll;:20Q7j till Q~ c~Y~F'89~59'cm.,
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