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Karakia

Takina te kawa
Ko te kawa nui
Ko te kawa roa
Ko te kawa o Arabuta
Ko Ruamititi, ko Ruamatard
Ko Tangotango
Ko te wai hio Waipa
Ko te wai ha o Waikato
Ko te toetoe tu tahuna
orunga o Qrahiri
Ko te harakeke na Maui
0 kS o Ororohanga
Tt d whit
whakanau kid ttha—
Tina! Huiel Tatkie!

He Kupu Aumihi

Teneingd whakalkorung; Tenei ngd whakak@runga;
Tenei ngd whakaihinga

O te mauri fil; te mauri taw; te mauri ora

He whakaiho i te mana. te wehi, te tapu

O Te Nehenehenui

O te rohe ipdtaengia e Kingl Tawhiac ki te potae
o Te Kawana

Teng kougow! Tend koutou! Tend koutou!

Keing taonga i tuku iho 1 ngd matua-{ipuna
He aka raukara nuku; he aka rankura rangi—
He wrtrnra tupua; he mruuru tawhito

Tawhito te rangi—Hdu!

NG reira e wehi ana ki e Atua, nana nej ngd mea
Tatoa, ¢ whakahonore ana i Te Kingi Maori, i tana
Whare Kahai Aviki; nga tinana @ mauiui ana,

¢ toimaha ana; ngi kiri mate e ngaoko nei i te
kakahu taratara o Afrud—éna koutou.

Kei te nui te mihi ki nga tangata katoa i whai
sviihi mai ki ténei rangahau, i tautoko mati,

pina tenei kaupapa i tatashitia mai- -(ena rawa
atu koutou katoa!

Heoi and ko te karamihi nui whakaharahara o te
ngikau ki nga tohu swhenua, tohu awa; rohu moana,
nga kirehe koiora, ngd tarntart otacta whenua,
huri noa—

NG koutou te mana o namara, o fenei i, mo namaal
Heoi and ko 2 mdua he tautoko, he manaaki,

he manawa fina kia kitea, kia rangona, kia
papaohongia awa mana ki te whel-ao, ki te
ao-maramal

Tihei mauri oral
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Kupu Aumua

Peter T Douglas
Chairman

Te Nehenehenui Trust

of the 20th there were only a handful of cameras in the country.

These days, photography is simpler, and it is magnified by the
advent of digital cameras and mobile phones. No doubt, these too will
be superseded one day. Photographs are taken by millions of people
every day. Some precious few will be good or topical enough to be
stoved or saved, hut most will be discarded, deleted, lost. It is possible
that many medioere photos will still receive great fame. Modern
computer applications allow for the alteration of all sorts of elements
in photos these days by all sorts of people for all sorts of reasons, this
i not new. photography has always been capable of manipulation.

Those early photographers carvied hulley equipment that had
limited application. They would pose the Méori subjects in their photo-
graphs, and then compose the titles or descriptions days or weels
later after they were developing the film. Onee a photograph is taken
the description and context is left to the photographer. not the
subjects of the photo. Their description becomes the defimition. When
thoge old photos eventually emerged thousands of miles away in Great
Britain or elsewhere, the defimitions became the popular and/or
academic understanding. Great Chiefs might be lauded, or described a5
barbarians and savages; tainted, possibly even feared, by a description
written days or weeks after the photograph was taken.

Context is important. Were thoge descriptions accurater
Were they fair? Generations later we still rely on those descriptions

for contextt.

The collection in this publication with its accompanying
exhibition marks the completion of substantial work and a depth
of thonght intended to mateh the significance of the subjects of
the photography. .

As a young man I spent hours amongst the photographs of our
tupuna in the Turnbull Library in Wellington. I would wonder what
they were like, and what they hoped for and what promise their
world offeved. T marvelled at the work of the photographers and the
effort involved in travel, talking and developing their photographs.

1 gave no thought to the descriptions; I took them for what they

were. Martin Luther King, Jr reminds us, “We are not malkers of
history. We are made by history.” The past happened whether it
was written down or not, it becomes history when it is recordecd.

This work goes some way to recording our history in a way
that provides a ditferent context, and maybe that context will
provide an outlook that accounts hetter for their circumstances.

1 am grateful for the labours of thege earlier photographers.

[ thank goodness that those few historical remmnants were saved.

And now the worl of this group of scholars who through this
project have compiled a record intended to reflect the contexts an d
experience of their subjects, the people and places, flora and fauna,
and issues pertinent to their time.

When photographs were taken in the 19th century and the beginning
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2 - Our maverick yet
fond friend, the camera.
Natalie Robertson
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In his 1990 book, Our Own Image, filimmaker Barry Barclay (Ngati B wmm 3 m wm E

Apa) asked “How do we take that maverick yet fond friend of ours — : gseqifd

the camera — into the Maori community and be confident it will act mmm mmm g

with dignity?”* Barclay argues for the camera’in Maori hands, to .w w mw m w g

tell our own stories. At the very least, the camera must he manuhiri, g wW get ‘

an invited guest. Yet, the history of photography in Aotearoa beging iz PEE g

otherwise, with images of the land and of Maori, so often ‘taken’ by mwmm @

the invader, the missionary, the settler, the doctor, the soldier, the LEE

citizen, the mayor. Susan Sontag’s 1973 famous declaration that ‘a

camera is a sublimation of the gun’ unites the camera-weapon with .

the martial language of photography —load, aim, shoot, take, capture. g

In the nineteenth century, the colonial project was inderscored g
by the widespread application of photography to demonstrate the g

power of military might and the subjugation of Indigenous Peoples.
As an early Waikato exaimple, in February 1864, when the Colonial
Defence Force Cavalry mounted a targeted attack on the unfortified
village, Rangiaowhia, a military doctor William Spencer was there
with his cumbersome wooden plate camera. No battle scenes, nor
dramatic aftermath photographs exist. Instead, there is single
photograph showing a wide landscape with figures — armed soldiers
some in uniform —occupying mid-field.® This is a scene of victors
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de-colonise the camera, we must remain alert to its presence amongst
us, and as Tom Roa and Rodrigd Hill do, position the camera ‘in the
palm of owr hands’. . .
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L e ey, 2015, where military powers harness the gun and camera, worling hand- B 79
i . 2015, - . A % 3 P LaS
G Tieas-tha Stary of in-glove to econtrol the narrative. With the photograph's ability to afe gr
Méori Filmmaker. First e L] ; - . - o . . . >3 5 -]
Universiey of Minmoesta travel far beyond 1864 and Rangiaowhia, it reinforces the perspective SR S5
N . . . . . N [=4 ~
oo, Minneagte; s of the invaders. The camera was not only an uninvited guest, but an EY m
Press, obtrusive one, an accessory to colonial brutality: . gon
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Sontag, Susan. 1973. N S . o . B g=N =
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