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Molisa. But, as her daughter Viran
Molisa Trief insists in her fine fore-
word, “she was never the only one”
(11). Grace encouraged many others
to write through literary festivals and
local publications.

Anna Naupa reflects that “the role
of literature—especially in a predomi-
nantly illiterate society—is limited”
(73). She wonders how many of her
contemporaries and younger genera-
tions will read this book, as they now
prefer using Facebook, the Internet,
and popular songs to communicate.
She criticizes pervasive narratives of
“‘us and them’—traditional versus
modern, urban versus rural, black-
and-white dichotomies—but this isn’t
the reality for many of us who span
and cross these divides” (73). She
celebrates the writing of Sia Figiel,
of Teresia Teaiwa, and of Marcel
Melthérorong (Mars Melto), whose
novels in French trace his arc of self-
discovery from Nouméa back home
to Vanuatu. “We just need to be
creative,” Naupa proclaims, observ-
ing how literature “opens us to the
nuances of everyday life, shedding
light on others’ experiences” (73).

This volume is an important step
toward this creative opening. It is
written for the most part in the colo-
nizer’s language, but here English is
appropriated and localized to com-
municate the diverse experiences of
Vanuatu’s women. Poems in Bislama
also appear in English translation, but
the Bislama versions have a distinctive
local resonance. Indeed, Sope prefers
her poem “Chusum” in Bislama rather
than English: “the meaning is deep
down in you” (33). Despite being
shunned and satirized by some (56),
Bislama is an official language along-
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side English and French and is the
lingua franca for most people in the
archipelago.

I congratulate all of the authors and
especially the editors of this unique,
innovative anthology. Despite delays
in 2020 caused by the covip-19
pandemic, closed borders, and Super
Cyclone Harold, they have, with the
support of Creative New Zealand and
Victoria University Press, produced a
very impressive volume. In addition to
the handsome hard copy and e-book,
seven of the poets produced recordings
of their work for the blog NZ Poetry
Shelf.

Read, listen, savor.

MARGARET JOLLY
The Australian National
University

Refocusing Ethnographic Museums
through Oceanic Lenses, by Philipp
Schorch, with Noelle M K Y Kahanu,
Sean Mallon, Cristidan Moreno Paka-
rati, Mara Mulrooney, Nina Tonga,
and Ty P Kawika Tengan. Honolulu:
University of Hawai‘i Press, 2020.
1sBN cloth, 978-0-8248-8117-7;
ISBN paper, 978-0-8248-8986-9;
316 pages, illustrations, notes,
bibliography, index. Cloth,
Us$84.00; paper, Us$32.00.

Refocusing Ethnographic Museums
through Oceanic Lenses explores
Indigenous museum practices at the
Bernice Pauahi Bishop Museum in
Hawai‘i, the Museum of New Zea-
land Te Papa Tongarewa, and the
Museo Antropologico Padre Sebas-
tidn Englert in Rapa Nui. The writers
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include Philipp Schorch, professor of
museum anthropology at the Ludwig-
Maximilians-Universitat in Munich,
Germany; Noelle M K'Y Kahanu,
assistant specialist in American studies
at the University of Hawai‘i-Manoa;
Sean Mallon, curator at the Museum
of New Zealand Te Papa Tongarewa;
Cristian Moreno Pakarati, Rapanui
historian and founding member of the
research and educational organiza-
tion Rapanui Pioneers Society; Mara
Mulrooney, senior project supervisor
at Pacific Legacy, Inc; Nina Tonga,
curator of contemporary art at the
Museum of New Zealand Te Papa
Tongarewa; and Ty P Kawika Tengan,
associate professor of ethnic studies
and anthropology at the University

of Hawai‘i-Manoa. Together, these
curators and scholars present an
exciting alternative lens through which
to view ethnographic museums and
their collections (1, 15-17).

The book engages a uniquely
cooperative structure, with three
parts divided into two chapters each,
the first of which is a collaboration
between Schorch and one or more
of the other authors and the second
of which offers Schorch’s additional
analysis and reflection. The inclusion
of Indigenous voices makes this work
distinctive, providing views and
analyses of museological representa-
tions that situate objects as “past-
becoming-present-becoming-future”
(44). This makes the work ideal for
those studying histories of museum
display, art histories, visual studies,
Oceanic material culture, anthropol-
ogy, ontologies, and decolonization of
museum representation.

Part I, “Bernice Pauahi Bishop
Museum, Hawai‘i,” describes the
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historical Native Hawaiian presence
in the Bishop Museum and shows
that the argument for decolonizing
museological representation is not
new. In chapter 1, Schorch uses a
photograph from the Bishop Museum
archives to demonstrate how Indig-
enous people are aware of and com-
fortable with inhabiting several spaces
that are considered “in-between” by
Homi Bhabha, while Kahanu describes
her past experience as an employee

of the Bishop Museum, where

regular collaboration with Native
Hawaiians was an important element
for exhibitions. Currently, this kind
of collaboration is less common, but
Native Hawaiian representation per-
sists. In chapter 2, Schorch reflects on
his fieldwork, addressing how Native
Hawaiians conceptualize the past as a
consistent transformation that orients
the present-day speaker toward the
emergent future. He argues the impor-
tance of “rethink[ing museum] tem-
poralities through Hawaiian lenses”
as a dialogical practice (44), thereby
reimagining the Bishop Museum as a
transforming and living genealogical
space. In this vein, as Marques Hana-
lei Maran explained, art “will never
have the same mana because every
person is different.” Thus, there is a
need to “‘understand the intention and
the reasons why those things are being
made’ so ‘you can create new things
with the same ideology and concept
which will look completely different
but will be telling the same story’”
(Maran quoted in Schorch and others,
55). In other words, Indigenous pieces
in the museum inspire reconnection
with the times when their respec-

tive material cultures were actively
practiced—a materialized conversation
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with both ancestors and present-day
Native Hawaiians that represents the
past-becoming-present-becoming-
future (60).

In part II, “Museo Anthropolégico
Padre Sebastidn Englert, Rapa
Nui,” the first chapter includes
essays by Pakarati and Mulrooney
on the Métraux Photography
Project, a collaboration between
the Bishop Museum and the Museo
Anthropoldgico Padre Sebastian
Englert that aimed to reconnect and
reengage the museum collections
with the Rapanui community. In
this project, the conversations with
Rapanui about historical photo-
graphs at the two museums provided
a space for the Rapanui to reclaim
their past by making it relevant in
the present and for the future. The
following chapter, centered on Rapa
Nui’s history and transformation into
“Museum Island” (16), discusses the
various ways in which the people of
Rapa Nui are reclaiming the island
by curating environments and healing
their past. The resurrection of history
and memory is arguably best under-
stood through a curational lens, as
communicative and expressive actions
that consist of disputes and compro-
mise, providing new ways of thinking
about Rapa Nui’s possibilities.

Reshaping the legacy of German-
Samoan colonialism is the main theme
of part I, “Museum of New Zealand
Te Pape Tongarewa, Aotearoa New
Zealand.” In chapter 5, Schorch and
curators Tonga and Mallon discuss
the mana taonga principle as another
way to think about relationships
between museums and Indigenous
people (121), noting the importance
of attending to the ways in which
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mana (often defined as culturally
specific aspects of power and author-
ity) “resides in and derives from
cultural treasures (taonga)” (122).
They consider a project Schorch
developed that analyzed material items
related to German colonization of
Samoa through two lenses: German
and Samoan. The collection of these
materials allowed the cocreation of
knowledge across epistemological and
ontological boundaries. In the final
chapter, Schorch further reflects on
the changing ethnographic conditions
surrounding these material expressions
by including Samoan-German voices
and discussing their contemporary
artwork through the lens of material
history. He investigates Samoan con-
temporary art as an intervention and
response to German-Samoan colonial
history, emphasizing the intertwining
of colonialism, anthropology, art, and
indigeneity with the ethnographic
condition.

The book ultimately characterizes
ethnographic museums as an
“ethnographic kaleidoscope,” recog-
nizing that ethnographic conditions
are ambiguous and dynamic (179).
The metaphor of an “ethnographic
lens” itself shows the ambiguity of
the topic, as do the authors’ unique
perspectives. The book concludes
with a short afterword by Tengan,
who discusses maka (regeneration)
as another refocusing lens that uses
Oceanic epistemologies and ontolo-
gies to regenerate how ethnographic
museums represent the past.

Refocusing Ethnographic Muse-
ums through Oceanic Lenses centers
on the stories that objects may tell us
when viewed from various Oceanic
perspectives. The evolution of eth-
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nographic lenses continues today as
museums engage Oceanic communities
with their collections. Many of the
pieces show the interconnectedness
and reimagining processes that take
place between Oceania and colonial
powers. The theme of past-becoming-
present-becoming-future carries
throughout the book, inviting readers
to generate their own distinctive views
or lenses for understanding ethno-
graphic museums and the objects they
house. This book is exciting because
it emphasizes reconnecting with our
ancestors and taking them with us to
our present moment so we can create
an intentional and unique perspective.
It gives us permission to safely express
ourselves and heal with the intention
of acknowledging our ancestors’
trauma.

KRYSTINE CABRERA
University of Hawai‘i-Manoa

A Whakapapa of Tradition: roo Years
of Ngati Porou Carving, 1830-1930,
by Ngarino Ellis, with new photogra-
phy by Natalie Robertson. Auckland:
Auckland University Press, 2016. ISBN
cloth and e-book, 9781869407377,
328 pages, illustrations. Nz$69.99.

In A Whakapapa of Tradition:

100 Years of Ngati Porou Carving,
1830-1930, Ngati Porou carving,
history, and people are honored
through skillfully woven images and
stories. Supplementing the discussion
with new photography from Natalie
Robertson, Ngarino Ellis highlights
the roles, works, and genealogies of
six key carvers from the Iwirakau
School of carving in Waiapu Valley,
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Aotearoa/New Zealand, and illus-
trates the school’s transformative
impact on Maori art forms. In doing
s0, she brings fresh views on what it
means for art to be “traditional” or
“contemporary,” transporting the
reader between fascinating stories
and Robertson’s wildly expressive
photos of landscapes, meeting
houses, and chapels and portraits of
ancestral members of the Ngati Porou
community.

The book’s six chapters progress
chronologically from 1830 to 1930
and detail the changes in both Maori
carving and Maori social practices
over that time. Through this explora-
tion of the past, which covers Maori
cosmology, innovative Maori carvers,
and the main contemporary sites of
Iwirakau carving, Ellis shows readers
how different art styles and forms of
carving emerged. The community was
deeply involved in the construction,
blessing, and preservation of Maori
architecture, including both tradi-
tional meeting houses and churches.
By the second half of the book, Ellis’s
argument is clear: Maori art and
tradition provide opportunities for
carvers to both innovate and learn
from their ancestors, reconnecting past
and present as they hone their craft.
Robertson’s photos complement each
chapter, visually demonstrating the
changes over time, and each viewing
reveals something new to the reader.
The book concludes with two supple-
ments: a “Select List of Iwirakau
Meeting Houses,” which provides
the timeline of construction for and
present location of each of the major
structures featured in the book, and
a list of “Occasional Carvers of the
Iwirakau School,” which documents





