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On a final note, we’d like to thank all the contributors to this issue, the writers, the 
‘people weaver’, the cartoonist, our interviewees, and the tweeters. A huge thank 
you goes to our team, sub-editors Erin and Hope, and Designer and Web Developer 
Milly. Of course, a final thank you goes to our supporters – whether that be through 
social media, reading the journal, or just bouncing ideas off us. We are responsible 
to each other and the sector, to ensure there is an ongoing platform for Emerging 
Museum Professionals to contribute and respond to. 

Ngā mihi nui,
Lucy Jackson and Mikayla Journee 
Co-editors

Responsibility | Takohanga is the theme for Issue 4 of Tauhere | Connections, the 
first issue of 2018. The ideas around what museums and galleries do, and who they 
do it for, continues to change. As museum professionals we might ask who our 
responsibility is to – is who we work for and who we are responsible to different? 
We might ask, what responsibilities take priority or precedence? 

Since publishing Issue 3, our team of five have also considered what Tauhere is, and 
its future in this sector. From Issue 4 we are also working to a mandate of including 
more creative responses to the theme to encourage openness of what is published in 
the journal, and so that our audience and contributors are not put off by the thought 
of long, academic texts, and that they too feel they can have a say – whether that be 
in the form of essay, poem, design, personal opinions, tweets, reviews or so forth. 

To kick off this new regime we have included Amiria Puia-Taylor’s ‘10 ‘inclusive’ 
commandments’ to inspire you all to keep up the great mahi happening in the 
sector. Also included is a cartoon by librarian Zoë Colling which illustrates the 
‘ungooglable things’. For this issue, we have included the direct voice of seasoned 
museum professionals. The interviews ask about their connection and opinion 
on responsibility in the sector. Our interviews are with both a seasoned museum 
professional, Conal McCarthy (Director of the Museum and Heritage Studies 
programme at Victoria University of Wellington), and Jess Mio, Curator of Art at 
the MTG in Napier. Cherie Jacobson writes a review of the 2018 Museums Aotearoa 
conference, ‘Outsider Insights’ and discusses how responsibility was discussed and 
debated over the three days. 

In Issue 4 another process we have implemented is to make sure we include voices 
from the regions as well as centres. We feel that this is important as current coverage 
is usually limited to civic centres, rather than exploring regional aims and gains. In 
this issue, Elliot Steenson writes about his experience of managing the Arthur’s Pass 
alpine collection and the responsibilities to both that collection and the community. 
Ruby Abraham asks her flatmates about who they believe museums and galleries are 
responsible to, and then analyses their answers against current perceptions of these 
questions. Susan Tolich writes about our digital responsibility and the opportunities 
Wikipedia presents to GLAMs in Aotearoa. Catriona McPherson writes about a 
lesser touched on area in GLAMs, of copyright and iwi clearance and the negotiations 
between responsibilities between estates, artists, iwi and the institutions themselves. 
Tiffany Jenks writes about GLAMs responsibilities to include previously unheard 
stories, in specific reference to her work at the New Zealand Cricket Museum. 
Finally, Gina Matchitt writes about the bicultural fatigue she believes New Zealand 
galleries are facing in regards to representation of Māori.

Editorial
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1. Describe your role and relationship to the GLAM sector.

I’m the Director of Museum and Heritage Studies at Victoria University of 
Wellington, a postgraduate programme with a taught master’s degree plus research 
degrees: MA and PhD. The programme plays a role of engaging with the sector 
through professional development and training, while also enabling research that 
provides a platform for professional practice and a framework for the sector. I see 
the programme as working in partnership with both the GLAM sector and the 
university. 

I have come from a background in the sector, and I see my job as bringing together 
theory and practice and then integrating both of these strands into one model 
through my teaching, research and training. 

My research looks in part at historical and contemporary Māori and indigenous 
engagement with museums and heritage, Western practices of collecting and 
display and the ways in which those have been indigenised and decolonised over the 
decades. I’m interested in the comparative situation around the Pacific Rim and how 
Māori experience relates to other engagement with museums and their indigenous 
communities (such as Aboriginal, Native American and Canadian communities). 

I am also interested in contemporary museum practice globally, and establishing a 
research base or platform of literature, especially in areas that may have not been 
explored before. I see our task as bringing together practitioners and academics, and 
getting practitioners to become what has been coined by Lyn Teather in Canada as a 
reflective practitioner, and researchers to imbed their scholarship alongside practice. 
I think this is an important task for New Zealand to take on board. There are a lot of 
issues that in this small sector could be eliminated by research and critical thinking. 
Research is often undertaken at a superficial level and that is where the university 
can add value to museum practice. Museum professionals and workplaces often are 
very good at engaging with the public and their communities and thinking about 
practical benefits and value that they add. I think this is where universities and 
academics might be struggling and could benefit from working with the museum 
sector. I like to think that museum studies sit at the hinge between the GLAM sector 
and the university, and see myself as a facilitator working in that space. 

Interview with 
Conal McCarthy 2. As a writer, teacher, and communicator, who do you work for and who are you 

most responsible to? Are they different?

Yes, unfortunately they are. Because I work across two sectors they both have their 
own criteria. There are research responsibilities I have to fulfil for the university 
– as an academic I am graded on my research outputs (the PBRF), and research 
tends to be defined very conventionally and not by public output or its value or 
impact to and on people. This is where the difference with the GLAM sector comes 
in, as the students we are teaching are going to be professionals in the sector so 
we teach in a way that is different to the way assessment or teaching and learning 
frameworks in the university work. I don’t think universities’ research is public 
facing, instead it is directed inwards. So in the programme we orient our teaching 
(and thesis supervision) towards professional development opportunities and make 
our research useful and applicable to museums and heritage. 

It’s a real balancing act, being responsible to both sectors. You have to ensure in 
trying to serve both audiences that you don’t fall between the gap and end up not 
serving either. 

3. What do you see as the GLAM sector’s biggest responsibilities?

I think there are lots of responsibilities GLAMs have, but they do tend to be framed 
in relatively conventional terms. I think the sector sometimes shoots itself in the foot 
because it tends to be too cautious about its own survival and the things it thinks 
are important. Often the conventional responsibilities are concerns surrounding 
protecting stakeholder relationships, staying within boundaries, and surviving and 
supporting each other. These are then translated into focusing on ethics, standards, 
collections and exhibitions, which they do well. But these can override their 
responsibility to society. I think in many cases museums are less activist than they 
could be, because of fear of upsetting funding and governance. And that keeps it 
from grappling with the really big responsibilities that I think the sector is perhaps 
unwilling to confront, like poverty and other social issues that society is struggling 
with. 

Museums have played that role before, in the 1970s and 1980s I would argue the 
sector weren’t as ‘professional’ so they did brave things. They engaged the wider 
society and became in a sense a laboratory for social change and specifically 
biculturalism and Treaty issues. When museums became more professional they 
became less provocative and more risk averse. They aren’t so much a forum for 
national and local debate anymore. 
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4. Who do you believe the GLAM sector are most responsible to?

Their communities. I think museums are more engaged with their communities 
than they were 30 years ago, but I still think it is a limited kind of engagement (on 
this point see Bernadette Lynch’s report for the UK Paul Hamlyn Foundation Who’s 
cake is it anyway?) In a way, it is a failure of central and local government policy and 
then also a lack of vision at governance level because that tends to be about social 
elitism and key stakeholders, rather than having a broader reach of neighbourhood, 
community, city and then nation as a whole. Certainly, our current government are 
dealing with the social issues that I think museums should also be grappling with, 
but after 10 years of a National government, senior management and governance 
in museums is much more conventionally focused, on economic outcomes and the 
bottom line, rather than playing the role you would expect museums to play. But 
now under a Labour government, which is about helping communities, wellbeing 
and social inclusion, hopefully museums can reposition themselves in this way to 
help their communities more directly, and the country as a whole.  

There are signs that the sector may be ready to return to an openness and embrace 
activism in their focus. There is certainly an activist spirit coming through, both 
in individual’s actions, and especially from young people through social media 
– they’re demanding that type of engagement from the sector. Museums have a 
responsibility to meet these demands. 

Throughout history when an audience or community has demanded that 
engagement, it has happened. For example after the Te Māori exhibition, busloads 
of Māori arrived at museums demanding change which meant professionals had no 
choice but to transform their museum practice and work with that social movement. 
But I think that area has gone quiet lately and in many ways there is a need again 
for a revolution like that to occur, especially in an age of Treaty settlements, where 
iwi are ready to launch new cultural futures and museums need to underpin and 
support their tribal development and the reclamation and revitalisation of language 
and culture. If they don’t, they won’t remain relevant. 

Our conventional responsibilities, like those to collections, are now changing as well. 
Conservation is now thought of completely differently to how it was traditionally 
considered – restoration and the physical care of the material fabric of an object. 
Now, it’s about the values and ideas that the people in communities associate with 
the object. It’s the same with science, we are being challenged to think differently 
about the natural world and not only accept a Western, taxonomic way of thinking. 

In the United Kingdom with the social inclusion policy under the ‘new’ Labour 
government museums were funded on the basis of how successful they were in 
engaging with communities. It was a really instrumental tool of government to 
ensure they were doing their job and fulfilling a social role. With the Tories back in 
power you could say there was a bit of a retreat from the radical potential of the ‘new 
museology’ to the more conventional traits of the ‘old’ museology. There are echoes 
of that here, although we have the potential now for the cultural sector to fuel the 
social policies of the new Labour-Greens coalition government in New Zealand.

There’s a lot of talk about how museums measure value, and where social versus 
economic value comes into it (see Carol Scott’s work on this question). That comes 
from policy frameworks and measurement in management. A lot more could happen 
to actually compel institutions to demonstrate their value – though that’s a very hard 
thing to measure. It doesn’t mean being an evangelist, but it does mean thinking 
about the ultimate outcomes and the wider social responsibility you have. Museums 
have to have a wider social mission or purpose. As American museologist Stephen 
Weil once famously said: ‘Museums have changed from being about something to 
being for somebody’.
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A few years had passed since my last visit to central Christchurch, so it was a shock 
to arrive in the city for the 2018 Museums Aotearoa conference and be reminded 
that there is still a long way to go with the rebuild. The clang of the trams is back, but 
huge stretches of empty gravelled sites remain, construction alters routes daily for 
those on foot and wheels, and empty buildings wait to be demolished. The theme 
for this year’s conference was ‘Outside Insights’ and the conference website noted, 
“In the post-quake Christchurch transformation we’ve pulled together and learnt 
from others. This conference presents inspirational speakers who offer perspectives 
on place-making, alternative ways of working, and the role of cultural institutions 
in a rapidly changing world.”

There was certainly a wide range of speakers from diverse backgrounds sharing 
their insights and offering their perspectives on how museums and galleries fit 
into a community’s landscape. However, given the theme of this issue of Tauhere 
is Takohanga | Responsibility, I am first going to focus on how responsibility was 
explored at the conference.

The opening keynote speaker on Monday 21 May started the day with a confronting 
address that laid down a strong wero to museums, galleries and everyone in the 
room collectively. Tā Mark Solomon is a highly respected Ngāi Tahu leader who 
has previously served as kaiwhakahaere of Te Rūnanga o Ngāi Tahu and a Board 
member of Te Papa Tongarewa. He is currently Deputy Chair of the Canterbury 
District Health Board. He laid out New Zealand’s shameful sexual and family 
violence statistics and shared some of the stories he has been told since embarking 
on a mission to turn up the volume on this country’s “muted” truth and rid our 
communities of this widespread problem. Tā Mark emphasised that only together 
can we effect change, first by bringing the issue into the light, talking about it and 
taking collective responsibility for it. While he didn’t speak at length about the 
role of museums and galleries specifically, he did refer to The Bristlecone Project, 
an exhibition staged at the Canterbury Museum from November 2017 to April 
2018. The Bristlecone Project presented the photographic portraits and written 
stories of 24 Canterbury men who have been sexually abused. The exhibition won 

the Arts Access Aotearoa Museum Award at the Service IQ New Zealand Museum 
Awards 2018 the night before and a key figure in the exhibition’s development, Ken 
Clearwater of Male Survivors of Sexual Abuse Trust Christchurch, spoke later in the 
day to give more detail about the project. 

The Bristlecone Project example provided a clear illustration of how museums and 
galleries can play a part in taking responsibility for an urgent social issue in New 
Zealand by offering a space for these stories to be told and for communities to 
come together to support individuals, discuss the way forward and work towards 
change. It would have been valuable for this keynote to have been followed up by 
a panel discussion with museum and gallery professionals later in the day about 
how museums and galleries can practically tackle challenging subjects such as 
sexual abuse - what does a schools or public programme look like in this context? 
Who comes to this type of exhibition and what do they take away from it? How do 
you market and publicise an exhibition like The Bristlecone Project in a way that 
accurately represents the content and encourages the general public not to shy 
away from engaging with confronting stories? How can complex issues be explored 
without simply framing one party as a disempowered victim and the other as an evil 
and aberrant individual while ignoring the social conditions in which a culture of 
violence is fostered? Tā Mark referenced the effect that a sports team’s loss can have 
on increasing incidences of family violence, and the state’s role in sexual, physical 
and emotional violence perpetrated against state wards that is currently the subject 
of a Royal Commission of Inquiry.

Following some question and answer time, Tā Mark’s keynote was concluded with a 
collective waiata which was exactly what was needed to relieve the loaded atmosphere. 
As a first-timer at a Museums Aotearoa conference, I definitely wasn’t expecting such 
a heavy and emotional start to the day. A number of people mentioned afterwards 
that they had been moved to tears. I did wonder if some kind of prior heads-up 
should have been given with regards to the content of Tā Mark’s address given the 
increasingly mainstream acceptance of trigger warnings which acknowledge those 
with personal trauma in relation to certain subjects. It also seemed an oversight not 
to outline the support services available regarding sexual and family violence given 
the address had just highlighted how prevalent such violence is. However, through 
the choice of Tā Mark as the opening keynote speaker, it seemed that Museums 
Aotearoa was signalling a willingness to engage with tough subjects and in doing so 
acknowledging the role of museums and galleries as agents of social change (a topic 
covered later as one of three breakout sessions that delegates could choose from).

Museums Aotearoa 
conference review

Cherie Jacobson
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The first session on the second day of the conference also dealt with a pressing and 
emotive issue, this time in a museum-specific context. Following an address by the 
Honourable Carmel Sepuloni, whose portfolios include Associate Minister for Arts, 
Culture and Heritage and Associate Minister for Pacific Peoples (and who stayed to 
listen to the session), a large panel of museum professionals and experienced and 
respected Māori advisers took the stage to discuss repatriation. There were a number 
of passionate panel members making a clear call for museums to take immediate 
responsibility for the koiwi that remain in their collections and lay them to rest 
outside of the museum walls. Staff from the Museum of Canterbury and Otago 
Museum shared their experience of repatriating koiwi to Rapa Nui (Easter Island), 
while Āwhina Twomey and Matua John Maihi explained how Whanganui Regional 
Museum has approached laying koiwi to rest for whom there is no provenance. 

Often repatriation is discussed in relation to the koiwi of indigenous peoples taken 
without permission for anthropologic purposes, but Rowan Carroll from the New 
Zealand Police Museum provided a valuable example of the remains of victims of 
violent crimes. These remains had long been kept in storage after initial use as the 
subject of study by officers in training. Finding the descendants of these victims and 
returning their remains was a long process but as with the koiwi in other museums, 
very obviously the right thing to do. The discussion could have continued for 
much longer than its allocated 90 minutes and it was noted that this panel was the 
first of its kind at a Museums Aotearoa conference. The number of hands raised 
when the question was asked, ‘How many of you know that you have koiwi in your 
collections?’ showed how very relevant the discussion was and it was agreed that 
a repatriation network should be created to provide advice, share experiences and 
support museum professionals in undertaking local, national and international 
repatriation.

The input of tangata whenua felt woven throughout the conference programme, not 
only in the form of the memorable whakatau at Christchurch Art Gallery on the 
Sunday evening and the waiata to finish particular sessions, but in the content of the 
conference’s programme. A particular highlight for me was Monday’s ‘Ngāi Tahu: 
Pathways of Knowledge’ which gave an insight into the work of Ngāi Tahu on the 
website Kā Huru Manu: The Ngāi Tahu Atlas, Tāngata Ngāi Tahu, a publication of 
the biographies of fifty Ngāi Tahu people, and Matapopore, the mana whenua voice 
in the recovery of Christchurch that has produced resources such as the Matapopore 
Urban Design Guide. Unfortunately, it felt like the third of the three speakers in 
this session, Sacha McMeeking, got a little short changed. Her session was only 

20 minutes long compared with the half hour of the other two speakers and I still 
wanted to hear a lot more from her when her time was up. Sacha brought her little girl 
on stage with her for the session and when she got a bit grizzly, Sacha breastfed her 
on the huge stage of the Isaac Theatre Royal like it ain’t no thing - which it shouldn’t 
be, but I wanted to shout out to Sacha because it’s actions like these that normalise 
mothers in professional contexts and show that you can deliver an inspiring talk 
one minute and be feeding your baby the next (whether it’s breastfeeding or dishing 
out puffed organic carrot - which she noted was not Twisties in case anyone was 
concerned!). 

Sacha is the Head of School Aotahi - Māori and Indigenous Studies at the University 
of Canterbury, co-founder of Tū Māia Partners, the co-director of Māui Lab and 
co-founder of the Ministry of Awesome. She prefaced her talk with the disclaimer 
that she is not from the GLAM sector, but in fact her contribution epitomised the 
‘Outside Insights’ theme of the conference. Her talk was entitled ‘Why MOUs are so 
last century’ and she gave a powerful account of tangata whenua coming into their 
own post-settlement with the economic muscle to reshape Aotearoa. 

Sacha McMeeking. Photograph courtesy of Museums Aotearoa, photograph 
credit: Nancy Zhou.
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She spoke of a near future in which Māori no longer simply partner with institutions 
but “change the constitutional architecture” and create new structures within which 
they lead institutions as the kaitiaki of Aotearoa and its people. Sacha believes the 
role of museums is to be places of ideas - new ideas that can shift and change views, 
places of education and experience that contribute to identity and continuity. She 
encouraged the sector to fundamentally revisit the “centralised static museum” and 
offered her ideas of pop-up taonga like pop-up shops, highlighted the potential of 
AV and virtual reality to change the museum experience, and spoke about active 
heritage and public spaces. Sacha noted that change usually happens out of love or 
fear and museums engender both of these in people. She seemed to be just warming 
up when her time was over and the short question and answer opportunity only 
allowed for two questions that were answered by the other speakers. 

Given it had to be drawn to a somewhat rushed close, the session was followed 
by what felt like an inappropriately timed opportunity for two major conference 
sponsors to sell their wares before a rushed overview of National Services Te 
Paerangi’s new direction as people headed for lunch. I would have preferred to hear 
more from Sacha and the other speakers, or at least National Services Te Paerangi, 
and see the sponsors recognised at another time but I recognise it’s a challenge to fit 
everything in and make it flow well.

On Monday two ‘Pushing the Envelope’ sessions and a ‘Communityscape Speakout’ 
offered insights from a wide range of non-GLAM professionals into their area of 
work. On day two ‘Digital Entrepreneurs’ and Kaila Corbin’s keynote ‘End of the 
Museum as we know it?’ spoke to the spectre of digital that looms large over the 
arts and society as a whole as rapid technological innovation creates change in our 
worlds on a daily basis. Kaila Corbin shared what keeps her awake at night in terms 
of the effects of technological advances and what they mean for the future and 
acknowledged that it may well also be the stuff of nightmares for many others in the 
auditorium. However, she ended on a hopeful note in that she pointed to museums 
being in a unique position to look at what it means to be human and to either react 
to technology as a means of disconnection, or work with it as a way to bring us closer 
together. She gave the literal example of a tree artwork whose leaves wither and fall 
if visitors stand apart, but blossom when visitors stand close to each other. Elizabeth 
Connor’s charming keynote complete with her own drawings outlined her mission 
to put the people/personal back into science and shared her observations of what 
makes science communication enjoyable and engaging: invitation, storytelling, 
vulnerability, silliness and structure. 

Whakatau. Photograph courtesy of Museums Aotearoa, photograph credit: Nancy Zhou.

Whakatau. Photograph courtesy of Museums Aotearoa, photograph credit: Nancy Zhou.
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As I come from a theatre background, I was struck by what I saw as a theme in 
Elizabeth and Kaila’s very different speeches that relates to the GLAM sector and 
other artforms such as theatre: in a world of technology and digital, it is the live, 
human and material elements essential to our storytelling that we can use to our 
advantage. Of course we should embrace technology and all it offers us in terms of 
making collections accessible and allowing different types of engagement, but when 
I snuck away to the Christchurch Art Gallery during the lunch break and AGM on 
Tuesday, I was reminded of this as I came across a Colin McCahon painting I have 
long admired a print of on a friend’s wall. Standing in front of the actual painting 
and reading the label, I could see that McCahon had indeed mixed sand into the 
paint and how much the real life texture that I hadn’t been able to see in the print 
added to my experience of the painting.

Tuesday offered three choices for one session and Wednesday was all about choice. 
I chose to attend the ‘Sector Crossings’ session and hear about the careers of three 
GLAM sector leaders - Geraint Martin, Chief Executive of Te Papa, Bill Macnaught, 
National Librarian, and Jenny Harper, newly retired Director of the Christchurch 
Art Gallery and now freelance curator. There was much interest in the question and 
answer session following their talks about professional development in the sector 
and the tendency for people with international roots to be appointed to lead New 
Zealand organisations. On Wednesday I attended the ‘21st Century Curator’ session 
led by Sarah Murray, Bronwyn Labrum, Elizabeth Cotton and Robert Morris. After 
a round of introductions it was clear that the job description of many people who 
identify as curators is quite varied and that curatorial responsibilities also fall within 
the job descriptions of other roles at smaller museums and galleries, so the session 
began with group discussions of what the role of a curator is. The session moved 
on to discuss collections and deaccession, the role of museums and galleries in 
producing ‘big R’ research as opposed to ‘little r’ research, and public engagement. 
Each of these are big topics and by the time we got to public engagement there was 
only time to very lightly scratch the surface. Given the keynote speech about the 
responsibility of museums and galleries to address social issues and the evolution 
of museums and galleries towards public participation, it would have been useful to 
explore what this means for the role of curator in the 21st century and how curators 
are seeing their work shift and change as a result. However, as with the repatriation 
discussion, it was noted that this was the first session of its kind at a Museums 
Aotearoa conference and interest was expressed in continuing the conversation.

On the whole the conference was a rewarding experience for a newcomer in that 
it introduced a wide range of elements in play in the sector and was obviously an 
opportunity to meet lots of people and put faces to names. Given my background 
includes venue and event management, I was impressed by the facilities and 
organisation of the conference. The Isaac Theatre Royal is a beautiful colonial venue 
that didn’t feel too large for the conference despite its 1,290 seat auditorium and the 
kai was plentiful and delicious! I was particularly impressed by one of the breakout 
spaces, The Piano, a music and arts centre close to the Isaac Theatre Royal. It has 
a stunning concert chamber and a good integration of functions within a venue 
given it can host concerts, rehearsals, music lessons, workshops, and is home to 
arts organisation offices on the first floor. While there may still be a long way to go 
with Christchurch’s central city rebuild, there are definitely some new gems to be 
appreciated. This was also evident during the Wednesday afternoon walking tour 
run by Heritage New Zealand entitled ‘Public Houses Private Lives’. While we had 
the benefit of a real live human guide and archeologists, the tour is designed to 
be self-guided with the help of an app that outlines the five stops on the tour and 
provides images and information about the artefacts found during archaeological 
work on post-quake demolition and building sites in the city. Given the sites are 
now home to new buildings or construction, it takes a bit of imagination to place 
the previous buildings in the landscape but the tour provided a great framework for 
a walk around the city and a chance to pass the Margaret Mahy Family Playground 
and walk through the new Rauora Park, which stretches for five blocks between 
Manchester and Madras streets.

I also attended one day of the Emerging Museum Professionals Huakina 2018 on the 
Sunday before the beginning of the main conference. I strongly advocate for other 
emerging museum professionals to consider heading along in the future. Held at the 
Airforce Museum of New Zealand it was also well organised and a good opportunity 
to meet others in the sector. After an initial keynote there was a choice of practical 
workshops in the morning, PechaKucha style talks after lunch and two ‘Museum 
Nightmares’ which were a particular favourite of mine. Each nightmare involved 
two emerging professionals being undervalued in their workplace (of which there 
was a New Zealand example and an international example), overworked or subject 
to poor working conditions and terrible behaviour from visitors, and receiving little 
support from the workplace either due to lack of understanding from those higher 
up or the very structure of the international museum with a hierarchy that meant 
Gallery Assistants were at the bottom of the heap. 
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It’s incredibly valuable to tell these stories so that others who find themselves in the 
same situation realise it’s not okay to feel overwhelmed on a daily basis and to feel 
like you can’t ask for help or support - or be denied it when you do put your hand 
up. In a sector where the majority of people are there because they love the material 
they are working with and believe in its value, it’s easy for both emerging and 
experienced professionals be taken advantage of and for mental health to suffer as a 
result of unrealistic expectations and under resourcing. It was good to be reminded 
that the perceived high status of big international museums doesn’t make them 
immune to poor management and that the commercial imperatives of some smaller 
museums run by those who have not come from a GLAM background can make it 
a dangerous place for emerging professionals who want to get a foot in the door. We 
have a responsibility to ourselves and to each other to look out for colleagues and 
model best practice so that it’s easy to identify when things aren’t right and offer the 
support to demand change when it’s needed. 

After four days in total at the Emerging Museum Professionals Huakina and the 
Museums Aotearoa conference, I left very tired and full of things to think about as I 
continue my study and move into the sector. Canterbury Museum’s Tuesday ‘Night 
at the Museum’ offered the opportunity for some welcome low-key socialising while 
running around with a torch in the darkened museum and selfies in the Paua House. 
I was heartened to see the willingness of Museums Aotearoa to include a range of 
perspectives from both inside and outside of the sector and to tackle challenging 
topics, but as I met people and took part in the breakout sessions I was also aware 
of the depth of knowledge and skills of those in the sector and how much there is to 
learn from each other. Next year’s conference will be held in Wellington at Te Papa 
and if you have the opportunity to attend then I say go for it. Until then the National 
Digital Forum is coming up in November with the programme to be announced so 
keep your eye out.

Night at the museum. Photograph courtesy of Museums Aotearoa, photograph credit: Nancy Zhou.
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Some tweets from 
Museums Aotearoa
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Inspired by Ema Tavola of Pimpiknows and Bethany Edmunds.

I been in this game for 3 years, it made me a animal. There’s rules to this life so I 
wrote you a manual. A step by step booklet for you to get your game on track, not 
your wero pushed back

Rule Tuatahi:  Scrap the exclusivity we’re in a new generation breaking down walls 
and doors - In the words of Sean Mallon it’s time to ‘Share Your Authority’ - That’s 
your real Kaitiaki Responsibility.

Tuarua:  Let everyone know your next move, others tend to get upset and I’ve 
seen this can misconstrue - the truth. Culture within institutes can often be token. 
Let’s stop slotting them in at the end, remove tick boxes and spark meaningful 
conversation. Take it from us the up and coming, this can leave your heart broken.

Tuatoru:  Pay your communities in all ways, monetary, spiritually, verbally - 
especially via media and interpretative signage written in galleries! They’re the 
closest thing to maintaining our histories. Lead relationships with consultancy, this 
is the finest form of respect and integrity.

Tuawha:  Now I know you haven’t heard this before. Never be shy to share your own 
supply. To get means to give, to give means you’ll get. Our strategic documents need 
to be kept organic and we should never forget!

Tuarima:  Always connect where you rest at, if it weren’t for your tupuna, who 
knows where you’d be at? Walk your land and swim your rivers. Understand their 
stories and all that shimmers.

Tuaono:  Keep your money game lit with no silly tricks. Only way to succeed is if 
you budget track your sh*t. Think of the bigger picture of this Museology game, 
we’re all in this for the same reason to archive, exhibit and maintain - not gain.

Tuawhitu:  This rule is so underrated. Wear all your hats, skills and who said to keep 
your family and business completely separated? Matua Charles Royal was right 
‘Money and Mana don’t mix’ it’s like hot water with vicks coz you’re sick. 

Keep your heart to the people and your voices loud around the table. Listen to the 
artists around you in order to keep our your vision stable.

Tuawaru:  Never keep no weight on you. Remember to laugh and enjoy your youth 
too. Manaakitanga, provides Noa to Tapu, allow enough budget for waiata, haka 
and a massive kai too.

Tuaiwa:  Shoulda been number one to me. If you ain’t partnering, participating 
or protecting - whose Treaty are you honouring? Never get complacent - get back 
into your research and revisit your family tree. Whakapapa is a resource - full of 
inspiring things.

Tekau:  A strong word called consignment strictly for kaitiaki prepared for 
redefinement. When you think things are getting too hard just remind yourselves 
that before there was you there were others who fought even hard.

So on behalf of us emerging kaitiaki, preparing to take your jobs and that directorship 
mahi - Follow these rules and you will be set up for this get up - Museums ain’t
easy but they’re necessary so I think Robyn Hunt says it perfectly:

“Access and inclusion are not the same thing but you can’t have inclusion without 
access.” Can I get an amen?

10 Inclusive 
Commandments

 @MissPuiaTaylor 
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During a lecture at City Gallery Wellington in 2017, while discussing the Colin 
McCahon exhibition On Going Out with the Tide, Ngahiraka Mason introduced a 
term that stuck with me. Mason deemed that ‘bicultural fatigue’ had crept into the 
museum and gallery sector in Aotearoa.
 
Aue! Mason perfectly encapsulated my unease. I had returned to Aotearoa in 2014 
and was dissatisfied to find that curatorial positions and gallery spaces had been 
discontinued or repurposed.  Specifically, I was disheartened to find the roles of 
Curator Māori at City Gallery Wellington (hereafter referred to as City Gallery) and 
The Dowse Art Museum (hereafter referred to as The Dowse) were disestablished. 
Māori agency in any area is always challenging so what were the reasons for this 
shift? Where was the continuing commitment to Te Tiriti o Waitangi through the 
development of Māori curatorial practice? This article will survey the state of Māori 
art agency from the 1950s onwards. Lastly, I will explore pathways and strategies 
to strengthen and develop curatorial positions and in turn develop contemporary 
Māori art agency.

Contemporary Māori Art Beginnings

During the late 1950s and early 1960s contemporary Māori art was generally 
curated and organised by Māori artists in a variety of spaces. The first was in 1958 
at the Adult Education Centre in Auckland which included Ralph Hotere, Katerina 
Mātaira, Muru Walters, Arnold Wilson, and Selwyn Wilson. Then came the Festival 
of Māori Arts at Tūrangawaewae in 1963. 

Pākehā art curators at the time did not embrace the idea of contemporary Māori art. 
In fact, Peter Tomory’s Contemporary Painting in New Zealand, shown in London in 
1964, featured only Pākehā artists but was labelled as ‘indigenous’ art.1  Traditional 

whakairo, and raranga were confined to either the marae or the ethnology section 
of the museum. 

The first contemporary Māori art exhibition in a museum was at the Canterbury 
Museum in 1966 and was curated by Buck Nin and Baden Pere. New Zealand Māori 
Culture and the Contemporary Scene was the first significant departure in a museum 
space. Works by Cath Brown, Fred Graham, Mere Harrison, Norman Lemon, 
Jonathon Mane-Wheoki, Selwyn Muru, Arnold Wilson, and Pauline Yearbury were 
featured. This exhibition was significant because it ‘was almost certainly the first 
curated exhibition of contemporary Māori art to be welcomed into a mainstream 
cultural institution’.2 
 
Evolving views of the importance of Māori art progressed throughout the 1960s and 
1970s.  Ironically, Māori iconography and symbolism were often utilised by Pākehā 
artists such as Colin McCahon, Theo Schoon and Gordon Walters. A burgeoning 
focus on Māori artists such as Para Matchitt, Selwyn Muru and Arnold Wilson as 
well as some Māori wāhine artists such as Katerina Mātaira and Pauline Yearbury 
grew during the late 1960s and strengthened through the 1980s. 

A defining moment of Māori agency occurred following Te Māori. This 
unprecedented and significant exhibition of taonga travelled to The Metropolitan 
Museum of Art in New York in 1984. The success of the project through kaupapa 
Māori initiated an impetus to support more Māori museum staff in Aotearoa. 

Akoranga/Training

Initially the focus was to train Māori staff to become kaitiaki of taonga in museum 
collections. Some of the first appointments in the late 1980s and early 1990s 
were Chanel Clarke at Auckland Museum, Megan Tamati-Quennell and Awhina 
Tamarapa at the former National Museum (now the Museum of New Zealand Te 
Papa Tongarewa, hereafter referred to as Te Papa). These three trainees were all 
involved with Te Māori either as a gallery host, writer, or visitor.

Bicultural Bypass: 
The Antithesis of 

Contemporary Māori 
Art Agency

Gina Matchitt

1 Jonathon Mane-Wheoki, ‘Buck Nin and the origins of contemporary  
  Māori art,’ Art New Zealand 82, (Autumn 1997), 62.

2 Mane-Wheoki, 62.
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Of these three young wāhine, the first contemporary Māori art curator was Megan 
Tamati-Quennell. She was initially a trainee curator under Tim Walker’s direction 
at the National Museum in 1986. After a series of curatorial job titles, Tamati-
Quennell would become a Māori art curator, but not until circa 1999:

I was a trainee curator, assistant curator, then a curator without a portfolio at all. I just 
worked on projects for the opening (of Te Papa) but within that I worked on really good 
projects. I curated a show called Whakaoratira which looked at Māori use of European 
ideas and technology 1830 – 1930, that was a component of the Parade exhibition curated 
by Tim Walker and Ian Wedde. I also worked on Art Now Looks Back, which included  
Lisa’s (Reihana) big waharoa and project – Native Portraits n.19897, a commission from 
Maureen Lander around string games and James McDonald’s photographs, Greg Semu 
and City Groups project – After Thomas Andrews, a project with French Canadian artist 
Luc Courchesne and curated a selection of photographs by Indigenous Australian artist 
Destiny Deacon and curated Te Ara a Hine, a major commission by Jacqueline Fraser.3

Navigating the Whenua

Difficulties also arise as the Māori curator often ends up as the ‘Dial-a-Māori’ where 
any Māori related task or activity is deferred to them. However, institutions are aware 
of this issue and it should not be a reason to discourage Māori specific positions. 

Could tensions also be driven by a remit that is too narrow? Generally, Māori curators 
only have agency over Māori practice, which is feasible in a larger institution such 
as Te Papa, where positions have specific area focus. This specificity can become 
problematic in the confines of smaller or regional galleries. The progressive model 
would be for Māori museum staff to bring a Te Ao Māori perspective across respective 
museums.5  This could be embedded in a number of ways from including practicing 
tikanga by all staff daily, to incorporating Matauranga Māori within strategy and 
policy. However, to enable this process the institution, Director and staff must be 
open and committed. 

At present, there are only two permanent Māori Art Curator positions throughout 
Aotearoa. Ngahiraka Mason left her role as Curator – Māori Art at Auckland Art 
Gallery in 2015. Mason began her position as Indigenous Curator Māori in 1994. 
This position was developed following the advice of the Māori advisory group 
Haerewa to manage the opening of the exhibition Korurangi in the New Gallery 
of the Auckland Art Gallery extension. Megan Tamati-Quennell holds the other 
position as Curator of Modern and Contemporary Māori and Indigenous Art at 
Te Papa. These two enduring positions have largely remained unchanged since the 
1990s. 

City Gallery also had a short-lived Curator Māori role from 2010 to 2013 which was 
filled by Reuben Friend, now Director of Pātaka Art + Museum (hereafter referred 
to as Pātaka). Why were these dedicated spaces and the Māori curatorial position 
phased out? 

In the early 2000s City Gallery had two dedicated gallery spaces for two specific 
communities. The Deane Gallery was dedicated to exhibiting Māori and Pasifika 
artists, and the Hirschfeld gallery was assigned to showcasing Wellington artists. 
Both galleries have since been decommissioned from their original kaupapa and are 
now extensions of the main exhibition galleries. 

It could be argued that a small gallery space somehow ‘ghettoises’ Māori and Pasifika 
art by restricting these artists by space. Alternatively, a dedicated space for tangata 
whenua artists in the most prominent public gallery in Wellington is a must. Does 
a dedicated space preclude Māori and Pasifika content being included in the main 
exhibitions and gallery spaces? Surely the most obvious solution is to retain both 
rather than defaulting to one or the other. 

By the early 2000s, Tim Walker was Director of The Dowse Art Museum and 
employed Debbie Martin, a Māori graduate from University of Canterbury as 
Curator Māori in 2003. Presently, Tim Walker works as a freelance art professional 
and states that the current deficit of Māori curatorial positions is partly due to lack 
of resources but also more of an ongoing systemic issue:

The galleries have rarely taken a Te Ao Māori approach at big-picture institutional level. 
If they had, of course the need to have Māori staff and capability would be a given. So, 
the idea of a Māori curator perhaps continues to remain an add-on.4

Subsequently, the Curator Māori position at The Dowse was not refilled since Martin 
left in 2005. 

In my opinion, Māori curators tend to take a non-traditional route in becoming a 
curator. The usual pathway to enter curatorial practice is via studying art history 
and/or museum studies. Most, if not all, have come from fine arts backgrounds, 
Māori studies or history. This raises questions. Does this affect the chances of being 
taken seriously as a curator? Is this just a symptom of Māori art history not being 
fully integrated at tertiary level? Auckland University offers Māori art history, 
through a Māori studies framework, lectured by Dr Ngarino Ellis,. The University 
of Canterbury previously offered Māori art history taught by Jonathon Mane-
Wheoki and Dr Deidre Brown. In the early 2000s they taught a range of Māori 
art history papers including Taonga Tuku Iho and Toi Māori - Māori Art. In 2018 
these papers are not offered. Although having a strong School of Māori Studies, 
Victoria University of Wellington have no specific Māori art history papers. The 
contemporary Māori art history paper which ran successfully for three summers 
during the mid-2000s was not incorporated into the regular curriculum.  

3 Megan Tamati-Quennell, interview with author, 15 October 2016 and
  4 July 2018.
4 Tim Walker, email correspondence with author, 20 May 2018.

5 Walker, correspondence.
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After approaching Curator Robert Leonard with a number of questions regarding 
these issues, Leonard gave a detailed and informative response. His first was in 
response to the Deane and Hirschfeld Galleries:
 

When the Hirschfeld and Deane Galleries were established, they seemed fresh, but, 
after five years, a stigma had grown around them. Without seeking to, City Gallery had 
effectively ended up running a split-level programme; Hirschfeld and Deane operating 
more-or-less as incubator and access spaces for more-emerging local and Māori and 
Pacific Island artists, with more established artists in the rest of the Gallery. On one 
hand, Hirschfeld and Deane Galleries created opportunities for artists that we wouldn’t 
otherwise have shown in the programme. On the other, artists also became resistant to 
showing there, as they were seen as lower-status spaces. Some declined the invitation. In 
a public panel discussion at the Gallery, in late 2010, visiting Aboriginal artist Richard 
Bell called the Deane Gallery ‘Darkies’ Corner’.6 

As the Deane Gallery kaupapa was discontinued, the alternative option was to 
embed Māori art throughout the programme. Leonard shared his argument against 
a dedicated space that supports emerging and mid-career artists:

I thought programming was encumbered by having to show particular kinds of art in 
particular spaces at particular times, and there was a ripple effect on how anything else 
could be shown. … I proposed removing all these standing commitments across the 
board. We despecified Hancock, Hirschfeld, and Deane, and discontinued the recurrent 
shows. This gave us flexibility to programme across all our spaces. We could put the best 
thing in the best space and it didn’t stop us from showing anything anywhere, permitting 
for a stronger, more cohesive programme.7  

Leonard goes on to cite a number of contemporary Māori exhibitions shown at City 
Gallery from 1986 until 2008.  Undoubtedly, substantial exhibitions such as Karanga 
Karanga 1986, Cultural Safety 1996, Ralph Hotere: Out the Black Window 1997, 
Michael Parekowhai: Ten Guitars 2000 have all contributed to the strengthening 
of contemporary Māori art. These exhibitions were curated by a number of guest 
curators including Deidre Brown, George Hubbard and Rangi Panoho. Recently, 
curator Aaron Lister working with Robert Leonard has also shown Fiona Pardington’s 
A Beautiful Hesitation 2015. 

Beyond this significant retrospective, Māori content has been ‘pepper potted’ 
throughout more recent programming, including works by Para Matchitt, Michael 
Parekowhai, Shannon Te Ao, and Inia Te Wiata. Whilst citing these exhibitions as 
a commitment to Māori content in City Gallery’s programme, is this enough to 

counter the decommissioning of Māori specific curatorial roles and gallery spaces? 
Leonard goes on to argue the only two Curator Māori positions are the exception to 
the rule and rather than an intrinsic part of museums in Aotearoa:

There is an assumption that art museums are generally evolving specialist Māori-
contemporary-art curator positions, but numbers don’t bear this out. In New Zealand 
art museums (there are about twenty), there are only two substantial specialist positions. 
They are the exception, not the rule. They are in the two biggest institutions—Te Papa 
and Auckland Art Gallery—both of which have substantial collections ranging from 
the historic to the contemporary, and large teams of specialist curators with separate 
portfolios. By comparison, City Gallery is tiny, with no collection, and an exclusive 
contemporary-art focus.8 

In contrast Reuben Friend, Director of Pataka, takes a progressive view, stating:

We need more Māori curatorial roles in the major metropolitan centres. Auckland Art 
Gallery has Māori and Pacific Curatorial roles. Auckland is leading the discourse around 
the place of Pacific art in New Zealand. I wish other metro galleries would follow suit.9 

Perhaps a Curator Māori is not the only solution to this ‘bicultural fatigue’ but 
ultimately a Māori curator will always offer a Te Ao Māori perspective and therefore 
differs from a Pākehā curator. With over 25 years of curatorial experience Megan 
Tamati-Quennell states:    

With dedicated Māori curatorial positions, it’s interesting when you consider the 
collection development, both in Auckland and at Te Papa. These collections are quite 
different compared to Christchurch and Dunedin, (with no dedicated Māori curatorial 
positions) because there is actually a depth to the understanding and knowledge.10 

Regional Māori Agency

Regional museums and galleries have contributed to Māori curatorial agency in both 
forms - as Curator Māori and general curator positions. An early Māori curatorial 
role in 1989 at The Sarjeant Gallery Te Whare o Rehua Whanganui (hereafter referred 
to as The Sarjeant) was held by Rangihiroa Panoho making him the first Māori to 
be employed as a curator in a New Zealand art museum (and also the first Māori 
to secure a Master’s degree in Art History). Panoho curated the ground-breaking 
exhibitions Whatu Aho Rua 1989 which was shown at the Sarjeant in conjunction 
with an already formed contemporary artists show called Te Ao Māori. In 1991 

6 Robert Leonard, email correspondence with the author, 15 June 2018.
7 Ibid.

8 Leonard, correspondence.
9 Reuben Friend, email correspondence with the author, 2 July 2018.
10 Tamati-Quennell, interview with author, 15 October 2016.
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Whatu Aho Rua was reconfigured by Panoho and was toured by The Sarjeant with 
full escorting support from Whanganui Iwi to four important venues in Australia 
before closing at the Whanganui Regional Museum. Also in 1990 Panoho curated 
the spectacular Te Moemoea No Iotefa, which went to Wellington and Auckland. 
This exhibition was the first to bring together traditional Pacific Island craft with 
contemporary craft and the work of contemporary Pacific Island artists.11  

At the Suter Gallery, Te Aratoi o Whakatu (hereafter known as The Suter) in Nelson, 
Anna-Marie White held a general curatorial position from 2007 until 2016. White’s 
exhibitions included Maui Dynasty 2009, the first exhibition that investigated the 
influence of Māori, Pacific Island and Asian cultures on New Zealand art.12  In 2013 
Kaihono Ahua - Vision Mixer explored a clever twist on conventional perceptions 
of Pākehā and Māori art. This exhibition was pitched as a cultural experiment with 
Pākehā primitivism contrasted with Māori modernism. Curator Anna-Marie White 
says:

Kaihono Ahua - Vision Mixer compares the work of Pākehā artists, who express their 
identity in a “gnarly grunge” style, with the “polished and dignified” style of contemporary 
Māori art.13 

Interestingly, White cites the 2007 exhibition Pākehā Now! as her most Māori work.14   
White’s take on this exhibition was from the perspective of being a Māori in Pākehā 
dominated culture.  Her eye as a Māori curator flipped the lens on Pākehā art by 
subjecting it to the western ethnographic method of describing ‘other’ cultures.15  

Māori Art Leadership

Despite a regression in some areas, there are now two Māori Directors in Aotearoa. 
Karl Chitham at Tauranga Art Gallery and Reuben Friend at Pātaka, both of whom 
were previously curators. Does having Māori leadership enable a change in the 
landscape in terms of creating more Māori curatorial positions and incorporating 
more Māori art content in exhibitions and programmes?

Pātaka has always had a strong presence of Māori and Pasifika art and is also 
mandated to promote Māori art. Presently Pātaka is also developing education and 
public programmes that have a Māori focus. How does this practice extend beyond 
concentrated areas of Māori and Pasifika peoples to a wider audience throughout 
New Zealand? The obvious answer would be more Māori curators.  Director of 
Pātaka, Reuben Friend discusses his perceptions of impediments to creating Māori 
curatorial roles:

One of the major barriers to creating Māori curatorial roles is the misconception that 
the best person for a job is the most academically qualified person, whereas cultural 
qualifiers are seen to be less indicative or quantifiable in terms of a person’s potential value 
to an institution. The value in a western system is placed on the academic qualifications 
of a person, rather than in investing in the development of people who are culturally 
grounded in a subject matter. This results in non-indigenous peoples being employed in 
indigenous roles, and perpetuates the hierarchy of the white institutional academic as 
the subject matter expert on indigenous peoples.16  

Pathways or arā specifically designed for Māori curatorial practice in contemporary 
art are slim.

Toi Māori funded Mai internships are one way to help emerging Māori curators 
grow their experience, however these are curatorial assistant internships where 
the intern does not drive the project. If there are limited curatorial positions, let 
alone Māori curatorial positions, some would say what is the point? Emerging 
Māori curators are instead vying for hotly competitive curatorial internships, such 
as the Blumhardt/Creative New Zealand Curatorial Internship at The Dowse and 
the Liz Stringer Curatorial Internship at the New Zealand Portrait Gallery. These 
internships allow the intern to focus on a self-directed curatorial project, with 
guidance from the institution. Creative New Zealand, Te Papa and Auckland Art 
Gallery should be leading and driving the kaupapa with structured strategy and 
opportunities specifically for emerging Māori graduates.

Other alternatives could include a fellowship based on a Canadian model. Megan 
Tamati-Quennell explains that this idea is based on a Native Canadian curatorial 
development model; a curator applies for 2-3 year fellowship with a reasonable 
salary, where they are supported to work with a museum or gallery. The curator 
would take leave from their position (without pay) and another curator, emerging 
or otherwise could backfill the position for the duration of the fellowship, giving the 
incoming curator valuable experience.17 

11 Chris Cochran, Sarjeant Gallery Heritage Assessment, Whanganui: The Wanganui 
   District Council, 2 March 2012, http://www.sarjeant.org.nz/wp-content/up
   loads/2016/08/Heritage_Assessment_FINAL.pdf, 25.
12 Tom Hunt, “Art of All of Our Ancestors,” Stuff, 3 June 2009, http://www.stuff.co.nz/nel
   son-mail/lifestyle-entertainment/arts/755700/Art-of-all-our-ancestors
13 Anna Pearson, “Cultural Experiment,” Stuff, 24 April 2013, http://www.stuff.co.nz/nel
   son-mail/lifestyle-entertainment/8591366/Cultural-experiment
14 Anna Marie White, email correspondence with the author, 6 July 2018.
15 Julie Catchpole, foreword to Pākehā Now! (Nelson: The Suter, Te Aratoi o Whakatu 
   Gallery, 2007), 6.

16 Friend, correspondence.
17 Tamati-Quennell, correspondence, 4 July 2018.

30 31



Māori curatorial positions are few and far between, have tumultuous histories and 
are hard won. They also don’t come without their issues to be worked through. 
Māori curatorial practice needs more structured pathways to allow for more 
Māori staff throughout all levels of the museum. An alternative is for Māori to 
fill general curatorial positions and have a broad remit over the spectrum of 
contemporary art practice including work by Māori artists. An understanding of 
Te Tiriti is inherent for a true bicultural kaupapa. Skirting around the tensions of 
biculturalism to multiculturalism, Reuben Friend explains that the other difficulty 
(in the establishment of Māori curatorial roles) is the idea of multiculturalism being 
misused, inappropriately, to deny Māori their rightful place as partners under a 
bicultural framework.18 

Te Tiriti cannot be seen as separate, but instead as part of the whenua, not just a 
trend to be brushed off for the next ‘isim’ or to be replaced by multiculturalism. 
When questioned about City Gallery’s Te Tiriti commitments Leonard responds:

The Treaty is a high-level document. It doesn’t mention artists or curators. It doesn’t 
say how artists should make their works or how curators should select and arrange 
their shows. It doesn’t say why one artist or work or idea should be included, now, over 
another. So, there are Treaty questions; there are also art questions. We need to attend to 
both, but we need to be able to relate and distinguish them.19 

Te Tiriti and Māori as tangata whenua, are central and need to be considered as 
fundamental to museum practice in Aotearoa. Māori are bound by whakapapa 
and history to Te Titiri partnership into the future. Equally, so too are museums 
and galleries at both national and regional level. When Te Tiriti commitments are 
addressed, a relationship with tangata whenua then begins. This is a true partnership 
forged with the wairua of Te Tiriti as central.  A binding relationship then grows, 
with whanaungatanga strengthened between institutions, curators and artists. A 
museum that understands and facilitates Māori perspectives and knowledge within 
their individual gallery or museum kaupapa, can only have positive outcomes for 
current and future museum practice in Aotearoa. Only then will we start to recover 
from the bi cultural fatigue we are plagued with.
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1. What, or who, do you feel responsible to in your work? 

In my current role, I feel responsible first and foremost to all the people of Te 
Matau a Māui Hawke’s Bay. I’m conscious of the fact that the museum has, since 
its inception, primarily served a small section of the community - namely Pākehā, 
upper and middle class, cis-hetero, able bodied, neurotypical, men and (eventually) 
women. This has been at the expense of many in the overlapping groups of Māori, 
tauiwi, PoC, lower class, rainbow, and disabled people; and as such I feel particularly 
responsible to members of those latter groups to address the entrenched disparities. 

2. What do you consider the most important responsibility for people working 
in the GLAM (Galleries Libraries Archives Museums) sector, especially those in 
decision making positions? 

To be self-aware and reflective: to know where yourself and the institution have come 
from, who and what you are, and where you’re aiming to go. To live your values: if 
those include integrity and justice, then be open and honest in your work as you 
commit to making positive change. To be aspirational: collaboratively develop an 
exciting vision for the institution and be bold to achieve it.

3. What do you consider the biggest responsibility for museums to live up to 
today?
 
Addressing entrenched injustices and working to become as accessible, inclusive, 
and relevant as possible to all those we are meant to serve. In the context of colonial 
settler states like ours, the most urgent task for museums must be to take responsibility 
for our part in colonialism and the positive potential we have to contribute towards 
decolonising our society. This may involve transferring cultural power we currently 
hold to mana whenua and other non-colonial entities, in which case we should do 
so in the most honourable way we can. It’s inspiring to see museums who have been 
and are doing this.

DISCLAIMER: this text has been written under the guidance and consultation 
of trained counsellors and persons working within this field. Much of this text is 
based around our own experiences in running a ‘safe space’ and in organising hui 
on strategies to support survivors in collaboration with a number of support centres 
across Aotearoa. This may also be potentially triggering for a number of people, 
so please engage with this text with care and self awareness. Also note that this 
document is purely our product and is not affiliated with or endorsed by any rape 
or sexual abuse centre.

TRIGGER WARNING: The contents of this document may be triggering for 
survivors of sexual trauma.

Interview with 
Jess Mio

Fresh and Fruity:
Manifesto III

We would firstly like to acknowledge the traditional owners of 
this land our ancestors and their whakapapa. We are standing 
on stolen land.

Ka īnoi tātou
E te atua
whakapainga tēnei nei
ka noho ana koe ki roto i ōku tinana katoa. Whakapainga tenei 
kaupapa,
Haumi e hui e taike e

Although galleries are deemed as a ‘public space’, survivors of trauma sometimes 
find themselves in these spaces feeling unsafe. This can occur if a perpetrator is 
celebrated or even just tolerated in that space. Imagine the pain of being around a 
person who violated your trust in a space which is intended to be a safe place for 
the public.

The response of a community to rape, violence and/or sexual assault is often more 
traumatic or re-traumatising for the survivor than the event itself. People in safe 
spaces can allow survivors to feel believed and supported.
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A safe space is somewhere where a survivor can feel safe to disclose and feel 
supported.

Staff and members of purportedly safe spaces need to take affirmative action and 
are active bystanders.

Galleries need to be held accountable as public institutions. Galleries who celebrate 
perpetrators are not safe spaces and need to be held to account.

As a gallery representative or owner, it is your responsibility to make the space safe 
for survivors. If somebody comes to you and asks for your help because a perpetrator 
is in the room, be aware that it took them a huge effort to do so.

Simply putting the line ‘This is a safe space’ in the Facebook description of your 
event is not enough.

As the event organiser you need to tautoko survivors and discussions about 
perpetrators in your community.

Safe space rhetoric is not a branding strategy.

Safe spaces are a utopian ideal, they are impossible to wholly create and maintain. 
This does not mean event organisers and venues are excused of accountability.

Safe spaces are a goal and a status to constantly work towards.

DON’T IGNORE SURVIVORS, AND DON’T MAKE THEM DEAL WITH THEIR 
PERPETRATORS THEMSELVES.

A good way to take affirmative action for a gallery is by promoting a safe space policy, 
maybe in the form of a printed text. It should highlight roles and responsibilities of 
staff and managers and members of the space. It can be helpful to display this text 
visibly near the entrance.

Artists should feel safe in a gallery space too. Make sure the artists you are working 
with are given the opportunity to tell you when the presence of someone is making 
them feel unsafe or triggering them. Allow these conversations to feel easy. Do not 
make the artist feel as if they cannot empower themselves at their own show.

A simple way to remove a perpetrator from your space is to develop a simple, 
clear and direct script. Depending on the situation, it may sound something like, 
‘Based on your previous behaviour, we think it is best you leave this space.’ Other 
ideas include, ‘we do not tolerate that behaviour in this space, please leave’. You can 
develop your own script based on the need.

For best results repeat this mantra, do not bother answering or responding to the 
perpetrators provocations or additional questions that may arise.

Have someone with you to make sure they understand.

If they don’t respect your request for them to leave, seek assistance from the police.
The most important thing you can do as a support person for either a perpetrator 
or a survivor is to...

ALWAYS LISTEN TO THE SURVIVOR. ALWAYS BELIEVE THE SURVIVOR. 
RECOGNISE THAT IT IS NOT YOUR STORY.

DO NOT MAKE IT ABOUT YOU even if you have had a similar experience.

Respect their wishes.

Their safety is the most important thing in any situation.

DO NOT SUGGEST ACTIONS THEY ARE NOT COMFORTABLE WITH.

Talk to a rape crisis service. Get advice on how to help them. This is especially 
important if you yourself are a survivor as these kinds of conversations can be 
triggering.

Talk to the survivor (with caution) about what they want. Do they want their identity 
known? Do they want to approach police? Do they not want either of those things? 
Do they want to even be referred to as a ‘survivor’? Do they wish to talk to a support 
service?

DO NOT ASK FOR DETAILS.

LISTEN ALWAYS LISTEN.

DON’T COMPARE STORIES THIS DOESN’T HELP. ITS MINIMISING.

Confidentiality – be discreet about the incident by maintaining the safety of the 
survivor, unless they explicitly request their name and the details of the event being 
mentioned.

If a survivor discloses something to you DO NOT disclose their identity unless they 
give you explicit consent to do so.
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Often, it is the people that we love and trust that exhibit unhealthy behaviour. Even 
if you know someone who is a perpetrator, being ‘nice’ and ‘funny’ to other people 
does not excuse their behaviours. If you know someone who is hurting someone 
else:

Talk to them. 

MAKE A FUSS

DO NOT avoid the conversation because it’s ‘not your business’ or ‘they are a nice 
person’ or ‘its between them’.

Failure to act means you are implicated in the perpetuation of that bad behaviour.
If you can help them seek support make sure you have someone to support you who 
has professional experience.

If the perpetrator cannot acknowledge any wrongdoing know when to leave a 
situation for your own safety and mental well-being.

If they are unwilling to receive help recognize your own limitations. Take space 
from the relationship. Think of your own safety and that of others.

These kind of conversations require a lot of emotional labour. Look after yourself 
and think of your mental well being.

Do not take drastic or public actions condemning the perpetrator especially on 
social media. Do not put the survivor at risk of further trauma or anguish.

Rehabilitation of a perpetrator is possible through the diligent care of their 
supporters. Perpetrators need supporters who not only care about them, but hold 
them to account. A perpetrator must be able to recognize how their actions hurt 
others and be willing to undergo long term counselling. If they have assaulted 
someone this means they have an issue with power and control.

They felt entitled to violate someone else’s body.

Although they might have other issues, such as with alcohol or mental health, which 
they should address,

THEY HAVE AN ISSUE WITH ENTITLEMENT, POWER AND CONTROL.

Trust your instincts and insist that they receive help.

If it becomes too much for you to cope with, leave the friendship or give it space.

WARN OTHER PEOPLE ABOUT THEIR BAD BEHAVIOUR.

Again make sure that this is okay with the survivor.

Note that sometimes they may respond by saying that these are ‘lies’ or an attempt 
to ‘slander their name’ or that they are a ‘feminist’. They might make the survivor out 
to be manipulative or crazy. These are common responses from people in denial of 
their harmful behaviour.

You might be friends with both the survivor and the perpetrator.

People are capable of hurting other people no matter how ‘nice’ or ‘good’ they are. 
If you care about the perpetrator It is vital that you hold the perpetrator to account.
Do not guilt trip survivors into actions they are not comfortable with such as outing 
their perpetrator or contacting police. Do not bully a survivor into taking any 
actions. Their autonomy has been taken from them already so they may be feeling 
unable to assert their wishes.

Try simply asking the survivor what they would like you to do.

Do not make survivors feel guilty for not engaging with certain people or social 
groups because of their experiences. Even if it seems irrational. Sometimes the 
reactions from peers around a survivor to an assault are more hurtful than the 
assault itself.

We all have people in our lives who have hurt others.

If you realise you have supported a perpetrator and not believed a survivor recognize 
that you made a mistake and amend it by SUPPORTING THE SURVIVOR by 
holding the perpetrator accountable for their behaviour. Recognize the ways in 
which you have been let down. Apologizing to the survivor can be the first step.
You do not need to use energy justifying yourself to anyone especially if you are being 
framed as a person who has allowed such behaviours to continue. You just need to 
act in the best interest of the survivor. This isn’t about you. Think that perhaps you 
may have been deceived by the perpetrator. We are all trying to unlearn behaviours 
that are indoctrinated into us.
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If you claim to be a feminist understand that if you don’t believe a survivor and 
protect a perpetrator this is not a feminist action.

The perpetrator needs to understand their will be consequences like social ostracism 
or losing your trust.

There needs to be consequences.

Find out what measures they are taking. If they don’t believe the survivor reiterate 
the claims (with respect to the survivor’s wishes). If they maintain the innocence of 
the perpetrator leave the conversation. It is good to have a support person with you 
while you do this. Talk to someone from a rape crisis centre with experience.

Consent is simple.

‘Blurred lines’ does not exist. Not even in a long term relationship.

It is an ongoing conversation.

If someone is unable to consent then do not have sex with them.

If someone wants to stop, STOP.

If someone agrees to one sexual act and not another, then STOP.

Being under the influence of drugs and or alcohol is not an excuse for bad behaviour.

Using safe space rhetorics for social capital when you actively support abusive 
people is hypocritical and unhelpful.

_____________

Racism can be traumatic. Safe spaces should be free from perpetrators of racist 
behaviour.

If someone calls you out for racist behaviour or comments, no matter how flippant 
or insignificant they seem, you need to stop, apologise and listen.

Do not try to rationalise your behaviour or enter a ‘debate’ with the person you have 
hurt.

If you benefit from white supremacy you benefit from having certain privileges 
people of colour are denied. Recognise how you take and hold space that people of 
colour will rarely occupy.

Even if you are a person of colour you don’t speak for other people of colour.

The experience of being a person of colour is completely subjective, so do not assume 
you understand the complexity of someone else’s identity. You don’t.

If a person of colour confides in you about their experiences of trauma, LISTEN.

Just because you read an article on tumblr about American race politics does not 
mean it applies to our political climate in Aotearoa.

Colonisation is a shared experience between many people of colour, but Aotearoa is 
a very specific context. Not every colonised country is the same.

Do not make assumptions about a minority group you don’t belong to. Do not 
appropriate or exoticise other cultures that do not belong to you.

It is your role as a gallery worker to ensure people feel safe to call out harmful 
behaviour and know they will be supported in doing so.

There should be more safe spaces for people of colour to show work in run by people 
of colour beyond token gestures.

Your organization’s commitment to decolonisation needs to extend beyond email 
greetings in te reo and decorating your offices with indigenous imagery.

This needs to extend beyond using words like ‘kaupapa’ and ‘manaakitanga’ in your 
curatorial statements. These words are our taonga, use them with care.

If you are going to name your collective/event/artwork a kupu in te reo, please 
question why first. Are you Māori? Are the intentions behind your work aligned 
with tikanga or serving Māori? Please consider if you are using our kupu to allude 
to meaning or gain proximity to te ao Māori that you do not deserve.

There is no such thing as a more or less authentic indigenous person.
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You cannot tell someone they are not indigenous because they are not brown enough, 
they don’t speak an indigenous language or their connections to their whakapapa 
are severed.

Understand that ethnicity is often a fraught subject, especially for colonised peoples. 
Make no assumptions and ask questions with care. Simple questions can be read as 
interrogations which are destabilising.

Blood quantums are racist and divisive rhetorics designed by early colonial 
anthropologists to ‘breed out’ Māori in Aotearoa.

Assuming someone’s social background based on their heritage is racist.

Making jokes about people of colour and the high incarceration rate in Aotearoa is 
racist.

Colonisation has caused all these things. Pākehā people do not get to control who is 
and isn’t allowed to identify as indigenous.

Assuming and/or dismissing someone’s gender and sexual identity is harmful.

Do not let off hand or ‘joking’ transphobic comments go unchecked. Hold people 
to account if you feel safe to.

Make an effort to create safe dialogues around pronouns. They are important. If you 
mispronoun someone, apologise and correct yourself. Do not make it about you or 
a bigger deal than it needs to be.

Make sure the space you are working in is accessible to everyone regardless of ability.

Ehara i te mea
Nō inaianei te aroha 
Nō ngā tupuna
I tuku iho, i tuku iho

How do museums currently portray the history of women in New Zealand? Are 
they broadening visitors’ knowledge on the histories of New Zealand women or do 
they show the same narratives we’ve heard in the past? 

Gender stereotypes remain present in twenty-first century New Zealand and visitors 
bring these preconceived ideas with them when they explore museums. Are we 
considering how our exhibitions may reinforce or change visitors’ understandings 
of women in history? 125 years ago New Zealand women gained the right to vote. 
This story is well-known in New Zealand. It is taught to Kiwi children at school; it is 
pushed as a sense of international pride. Kate Sheppard is on our $10 note. But what 
are the untold stories? Where are the unexpected narratives? What are the stories 
that will stop people and make them think, oh, I never knew that, changing their 
perspective? Stories like these exist in our history and museums have a responsibility 
to tell them. 

For the final component of my Masters in Museum and Heritage Practice, I interned 
at the New Zealand Cricket Museum located at the Basin Reserve in Wellington 
over the summer. At the NZ Cricket Museum, I was a member of the ‘Women 
in Cricket’ team. The New Zealand Cricket Museum has an extensive library of 
books dedicated to cricket, but less than a handful of these relate to women’s cricket. 
‘Women in Cricket’ is a project working to publish the first comprehensive book on 
the history of women in cricket in New Zealand. The team aims to publish the book 
ahead of the 2021 Women’s Cricket World Cup, which is to be held in New Zealand. 
As guardians of New Zealand cricket history, the Museum holds a collection of 
research material from an earlier attempt to write the book. Author, researcher and 
Cricket Museum Board Member, Adrienne Simpson, first conceived the importance 
of this book in the late 1990s but unfortunately did not complete the work before 
her death in 2009. Adrienne’s research has laid a foundation for the work being 
completed by the current project team.1 

‘Women in Cricket’: 
Unconventional 
Histories of New 
Zealand Women
Tiffany Jenks 

1 New Zealand Cricket Museum. 2018. “History Of Women In Cricket To Be Told In New Project.” Accessed May 15, 2018. http://
nzcricketmuseum.co.nz/history-of-women-in-nz-cricket/.
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In a 2016 article, The Spinoff ’s Madeline Chapman, wrote that, 

the trouble with having a history of extreme sexism in sport means that 
unfortunately the only people right now with the money and influence to bring 
about change are men.2  

With respect to certain aspects of professional women’s sports this is true, however, it 
is also important to consider our power as museum professionals to help reinterpret 
histories of women’s professional sport in New Zealand. A small Museum with 
a team of passionate volunteers and support from sponsors can help strengthen 
public understandings by highlighting these histories.3 

The ‘Women in Cricket’ project is driven by two former White Ferns, Trish McKelvey 
and Penny Kinsella. Another former player and Chair of Cricket Wellington, Sally 
Morrison, is the project manager. In total, five women and three men make up 
the ‘Women in Cricket’ project team. This team consists of volunteers who show 
a passion for women’s cricket in New Zealand. The New Zealand Cricket Museum 
is a small institution with limited funding, but they have an audience. When you 
combine the two, you can get the ball rolling.4  

My role as a member of this team was as a Collections Assistant. I primarily catalogued 
female player collections onto eHive. This process digitised these collections onto 
eHive, NZMuseums, and the Museum’s website, making women’s cricket collections 
more accessible to the public. Additionally, I organised female player collections so 
that the material is better preserved and more accessible for Museum staff, visitors, 
and researchers. But most importantly, my role was to research the collection as I 
catalogued. When I first became a member of this team, my knowledge of cricket 
was limited. I knew a little about men’s cricket but lacked any knowledge of women’s 
cricket. As I catalogued and researched, I realised how extensive the history of 
women’s cricket in New Zealand is. 

Women playing cricket in New Zealand dates to the mid-nineteenth century, 
with the first reference recording a “Ladies’ Cricket Match” at the 1867 Greytown 
New Year’s Day sports.5 In this early instance, the local news report reflected an 
acknowledgement of women’s capabilities of playing cricket, 

We must not, however, here omit to mention the Ladies Cricket Match, for the 
style in which several of the ladies handled the “Willow” showed that they were 
scarcely amateurs at it.6 

A match which took place in Bannockburn, Central Otago, recorded a few unique 
dismissals. These included, “skirts before wickets” (the modern equivalent of this 
being Legs before Wickets), and one woman who retired to “attend her baby.” The first 
official women’s test was played against England at Lancaster Park in Christchurch 
in February 1935!7 England was supposed to return to New Zealand in 1939, but 
the Second World War put a stop to this. By the end of the war, it had been ten years 
since the first test. In 1947, Wellington players including Ina and Joy Lamason, were 
discussing the large gap between tests, when they decided to organise an unofficial 
tour of Australia. The word was put out among the domestic clubs and a national 
side was formed with women from Auckland, Wellington, and Christchurch. This 
team toured around Australia playing domestic sides, however, as they never played 
the national Australian team, the tour is considered unofficial. Overtime, details of 
this tour were forgotten and it became a mythical story. 

Through oral histories in Adrienne Simpson’s research and the discovery of a 
photograph, the project team has been able to confirm this tour did happen. 
Arguably, my favourite fact to tell people is that the first Women’s Cricket World Cup 
was held in 1973. The first Men’s Cricket World Cup didn’t happen until 1975. Most 
people expect the men to have done things first, with the women then following 
their example but this was not the case.8 Information such as this is not widely 
known. From my experience, a significant portion of New Zealanders only know 
about women’s cricket because they have heard of Debbie Hockley; the first New 
Zealand woman to be admitted in to the International Cricket Council’s Cricket 
Hall of Fame. 

2 Madeleine Chapman. 2016. “A Reasonable Response to the Unreasonable Mark Reason, who is
   bad.” Accessed May 15, 2018. https://thespinoff.co.nz/featured/24-03-2016/a-reasoned-respon
   se-to-the-unreasonable-mark-reason-who-is-bad/. 
3 It’s important to note that in 2016, New Zealand Cricket did undertake a review of women’s
  cricket and are taking steps in the right direction. See: Ben Strang. 2018. “New Zealand Cricket
  upgrade White Ferns to business class for long haul travel.” Accessed May 16, 2018. https://www.s
  tuff.co.nz/sport/cricket/103828122/new-zealand-cricket-upgrade-white-ferns-to-business-clas
  s-for-long-haul-travel.
4 New Zealand Cricket Museum. 2018. “The Project Team.” Accessed May 15, 2018. http://
  nzcricketmuseum.co.nz/womenincricket/project-team/. 

5 Ryan, Greg. 2016. “’They came to sneer and Remained to Cheer’: Interpreting the 1934-35
  England Women’s Cricket Tour to Australia and New Zealand.” International Journal of
  the History of Sport 33 No. 17: 2123-2138. 
6 Ibid.
7 Jamie Bell. 2014. “Testing the Ferns: The story of the White Ferns’ 1935 introduction to 
  international cricket.” Accessed May 16, 2018. http://nzcricketmuseum.co.nz/testing-the-
  ferns/. 
8 Jamie Bell. 2017. “The 1973 Women’s Cricket World Cup: The story of the first Cricket
   World Cup and New Zealand’s role in it.” Accessed May 16, 2018. http://nzcricketmuseum.
  co.nz/the-1973-womens-world-cup/.
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So, why does the Museum have a responsibility to showcase this aspect of New 
Zealand women’s history? Well, the obvious answer is because it’s a museum about 
cricket in New Zealand and women play cricket in New Zealand. But it’s more 
complicated than that. New Zealand has a history of undervaluing women in sport. 
Recently, the media has highlighted this fact through reports relating to the payment 
of women in sport. Only last week, New Zealand Cricket announced that the White 
Ferns would travel in business class. The Black Caps haven’t flown economy in years.9  
For over a century, the value of women playing cricket in New Zealand has been 
scrutinised by the public. When England first toured New Zealand in 1935, the New 
Zealand Freelance reported “They came to sneer and remained to cheer.”10 When 
England toured New Zealand and Australia in 1948/1949, White Fern Ina Lamason 
collected reports, from both Australian and New Zealand newspapers, relating to 
the Australian public’s reaction to women playing cricket. These clippings reflected 
a preconceived notion that women were not as capable as men of playing cricket, 

Certainly, men will have to give up sneering. We have not yet become used to 
the idea of women being qualified to compete with men, but after the excellent 
standard set in the first Test, anything can happen.11 

They also reflected the fact that once the public had witnessed the women playing, 
their perspective changed. Yet, the same stereotype of women playing cricket still 
exists today. In 2016, a prominent sports columnist, wrote an article which stated 

Asking women to play Twenty20 is like asking men to wear Christian Laboutin 
[sic] heels and sashay down the catwalk in a plunging Versace gown. They can do 
it, but physically it’s not much of a spectacle. So that’s it for the women’s World 
Cup. I’m going to be a happy sexist and only watch the men from now on.12  

This statement is rife with gender stereotypes. For one, Sophie Devine smashes 
Twenty20 (a game of cricket in which only twenty overs are bowled).13  Secondly, 
has he seen Rupaul’s Drag race? It certainly is a spectacle to see the queens sashay 
down the catwalk. And thirdly, since the 1930s people have realised women are 
more than capable of playing entertaining cricket, as demonstrated in the Auckland 
Star. 

A tremendous advance is indicated in this contrast, an advance in physical and 
mental freedom, and in the whole attitude of society towards women…Men 
have gone to scoff at these women and their Australian opponents but have 
remained to praise. These women can really play cricket. This upsets a rooted 
male conviction.14

In 2018, on one occasion, when I was speaking to a New Zealand Cricket Museum 
visitor about the ‘Women in Cricket’ project, I received the response “*scoff* that’ll 
be like two pages.” 

So, what is the reason for such an attitude? Is it a history of ‘extreme sexism in 
sport’? Well in part, yes. But perhaps, it is also a lack of knowledge. The East End 
Women’s Museum highlights the fact that,

Stories from the past can help to challenge assertions that ‘this is how it’s always 
been.’ Sometimes a story can get through where an argument can’t. Uncovering 
hidden histories can also play a part in consciousness-raising. Recognising 
shared experiences across decades, even centuries, help to make the deep roots 
of inequality and structures of power visible. It means something to discover that 
your struggle is not only individual but shared, not accidental but systemic. That’s 
not to say that there’s a single shared female experience or history, but simply 
that there are many common threads. And looking at the differences between 
women’s experiences can be as illuminating as looking at what is the same.15 

My current favourite party trick is to tell people facts about the history of women’s 
cricket in New Zealand. It’s not your standard party trick, but it surprises and impresses 
people, which is essentially the desired effect of a party trick. Unfortunately, I do 
not attend enough parties to make a drastic change in the population’s knowledge 
of women’s cricket, but, the New Zealand Cricket Museum has a direct line to an 
audience who have a vested interest in the subject. 

9  Ben Strang. 2018. “New Zealand Cricket upgrade White Ferns to business class for long
   haul travel.” Accessed May 16, 2018. https://www.stuff.co.nz/sport/cricket/103828122/
   new-zealand-cricket-upgrade-white-ferns-to-business-class-for-long-haul-travel 
10 Ryan, Greg. 2016. “’They came to sneer and Remained to Cheer’: Interpreting the 1934-
   35 England Women’s Cricket Tour to Australia and New Zealand.” International Journal 
   of the History of Sport 33 No. 17: 2123-2138.

14  Ryan, Greg. 2016. “’They came to sneer and Remained to Cheer’: Interpreting the 1934-
   35 England Women’s Cricket Tour to Australia and New Zealand.” International Journal 
   of the History of Sport 33 No. 17: 2123-2138.
15 East End Women’s Museum. “Why Women’s History?” Accessed May 15, 2018. https://
   eastendwomensmuseum.org/why-women/

46 47



Museums tell narratives of ourselves. They have the potential to reinforce what we 
think about our society, or, they have the potential to alter our understanding of it.16 
The New Zealand Cricket Museum has a specialised subject from which to guide 
them. Their responsibility to broaden the knowledge on the history of women’s 
cricket is indisputable. This responsibility does not discount the fact that the 
subject of women in cricket is a more unconventional women’s history. But there 
are many museums in New Zealand which have a far wider scope to work from; 
museums which do not have a mandate to focus on an unconventional women’s 
history. Museums have a responsibility to go beyond the ‘norm’ of women’s history 
in New Zealand; a responsibility to explore the unknown stories of histories where 
women have fought against gender stereotypes. Otherwise, we are simply reflecting 
a commonly held narrative, rather than challenging perspectives.  

In 2014, Bronwyn Labrum posed the question “where are the women and the 
women’s stories, the ones that are not about culture, art, or fashion?”  In 2018, during 
an internship spent researching an undervalued history of New Zealand women 
at the NZ Cricket Museum, I asked myself this same question. Having publically 
launched the ‘Women in Cricket’ project at the Hagley Oval in March, the NZ 
Cricket Museum are on track to connecting their communities and New Zealand 
with this unconventional history of New Zealand women.  Now, I am asking you, 
the reader, where are these stories in your organisations? In your history? And what 
can you do to accentuate them?

If you want to keep track of the project, you can take a look at the museum’s website: 
http://nzcricketmuseum.co.nz/womenincricket/about/ 

Or on social media:

https://www.instagram.com/NZCricketMuseum/
https://twitter.com/NZCricketMuseum
https://www.facebook.com/NZCricketMuseum 

Or contact the museum at cricket@experiencewellington.org.nz 

The cultural sector has a responsibility to make sure that there is adequate access 
to information in isolated areas. In 2017, I was fresh to the sector and on my way 
to completing my Master of Museum and Heritage Practice through Victoria 
University of Wellington. After completing the theory part of the course, I undertook 
a practical internship in Arthur’s Pass Village, located in the Southern Alps, roughly 
between Christchurch and Greymouth. With a personal draw to the outdoors, a 
growing appreciation for natural heritage, and a role that worked with a collection, 
this felt like a great fit. 

When first approached about the internship opportunity I tried to recall anything 
Arthur’s Pass related. I had a brief memory of a trip I made a decade ago with my 
family. The only aspect of the trip I could remember was that of our dog seeing snow 
for the first time. While this was an amusing experience, it didn’t leave me with 
much to go on regarding my upcoming internship, so I approached the internship 
with a fair amount of apprehension.

This apprehension was unfounded. When I turned up, sweating thanks to the non-
airconditioned drive in my old Nissan, I was warmly welcomed and put at ease by the 
Arthur’s Pass Visitor Centre staff. I was promptly shown to my accommodation for 
the coming four months–a DOC Lodge, a well-insulated but internet less building 
which was only a ten-minute scenic walk from work. Overall, an excellent spot to 
hang my hat.

After moving in my bags, I returned to the visitor centre to be shown my new 
work area and the incredible seventy years’ worth of collected material I would be 
working with. The first thing that became apparent was the interest and investment 
the community had in their heritage. This had already shown itself through the 
initial push to acquire an intern to work with the collection. Passionate community 

16 Marstine, Janet, Jocelyn Dodds, and Ceri Jones. 2015. “Reconceptualising Museum Ethics
  for the Twenty-Frist Century a View from the Field.” In The International Handbooks of
  Museum Studies. Edited by Sharon MacDonald and Helen Reese Leahy. 69-94. John Wiley 
  & Sons. 
17 Labrum, Bronwyn. 2014. “Anniversaries, exhibitions and women’s history – part 2.” 
   Accessed May 15, 2018. https://bronwynlabrum.wordpress.com/2014/12/04/anniversarie
   s-exhibitions-and-womens-history-part-2/ 

Responsibility to 
Provide Access to 
Isolated Regional 
Collections
Elliot Steenson
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members lobbied for action to be taken regarding the historic material held within 
Arthur’s Pass National Park. Members of the community and the Department of 
Conservation felt very strongly about the need to keep the information in the visitor 
centre and so prioritised this project to see it retained. This project was fast tracked 
due to the complete refit of the Visitor Centre that is scheduled for the second half 
of 2018. With everything being moved out of the visitor centre and the future of the 
building being uncertain, the community and the workers wanted to put emphasis 
on the archive to ensure no knowledge was lost.

The project that was originally put forward was to catalogue the Arthur’s Pass Visitor 
Centre collection which included the accumulation of seventy years of stored items 
and the remnants of the Alpine Museum. In 1959, the building was constructed as 
an Alpine Museum but quickly grew to incorporate providing information services 
to Park visitors and facilitating a base of operations for Park Rangers. My role 
quickly began to expand to incorporate being an advocate and advisor for all things 

museum and heritage. With this abrupt entry into the professional Museums world, 
I quickly saw how connected the local community was to their heritage and culture.
 
This close relationship with heritage was shown through the countless visitors I had 
while undertaking this project. From the community, I had historians, past workers 
and current employees seeking information for both work and personal reasons. 
The information helped with histories being written and interpretation walks being 
constructed. Every week I had people from the public asking for information on 
various aspects of the park’s heritage. Many times, I was told that this material was 
priceless and was assured of its value. So what would happen if the material was 
moved off-site or was no longer immediately available? The people that would be 
most likely to want the information, the community, would have to travel to obtain 
it or put an order in and wait a designated amount of time. These barriers are what 
creates an initial rift between rural areas and their access to information.

From this spawned a sense of responsibility to retain the information in the visitor 
centre and make it accessible. Previously, all the information in the Visitor Centre 
was stored in a small upstairs room or dispersed through various filling cabinets. This 
made finding the useful information time-consuming and impractical. I began by 

Arthur’s Pass Visitor Centre. Photo supplied by author. 

Arthur’s Pass village. Photo supplied by author. 
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attempting to catalogue the collection and have it searchable for the public by using 
the online cataloguing platform “ehive”. Each item would be given an individual 
number, title, and location to allow for a quick search. This enabled the community 
to see what the visitor centre held and allowed for future projects or general and 
general research needs. 

This also tied in nicely with a proposed research room in the visitor centre’s new layout. 
The allocation of a space in the proposed re-design designates a clear area for people 
to go to research different Arthur’s Pass related topics. This brings the collection out 
from behind closed doors and reduces barriers to access and, hopefully, increases 
the usability of the information. By making information public, people visiting the 
area could acquire relevant information while in the environment, which provides 
context. This system also allows for non-local researchers to be aware of what is held 
in Arthur’s Pass before making the two-hour journey from the major urban centre 
of Christchurch to Arthur’s Pass Village.

Kea. Photo supplied by author. 

Devil’s Punchbowl Waterfall. Photo supplied by author. 
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Complications immediately popped up due to having increased access to the 
collections with supervision and extra handling being factored into maintaining 
the collection. Making the information more useable also puts this information 
in more physical danger as it is handled by more people increasing the chance of 
damage. More financial resources must be put towards the collection, resources 
that are not usually available. Unsure of how to proceed I decided to try and make 
the maintenance of the collections as efficient as possible by providing descriptive 
guidelines for the collection. This, in theory, would make a worker’s time more 
efficiently used, and the items could continue to be looked after adequately. After 
compiling these ‘how to’ lists I showed them to the staff and walked them through 
the key aspects. This was all in the hope that after I left, the visitor centre staff could 
continue to effectively maintain the collection. Optimising efficiency is essential 
when promoting access to information in areas with limited resources.

Throughout my internship I also discovered the huge range of items held at the visitor 
centre. Between myself, the Department of Conservation, and the community we 
managed to create a scope to better encapsulate the collection parameters. This led 
to information not relevant to Arthur’s Pass being distributed to where it was more 
applicable. From this, the visitor centre can focus on only the relevant information 
and reduce waste of resources. Without emphasis being placed on heritage there 
is the potential for future projects to be lost. While the focus on heritage was 
encouraged by the community, there was resistance regarding distribution of 
irrelevant information. Not wanting to be disconnected from their information, the 
community established a triple check system involving staff, historians and long-
standing locals to check items in question for their significance to conclusively 
decide what information was relevant.  With these discussions taking place, there 
was always an understanding within the community that this was important and 
useful work.

While these small reactions help, there is still a long way to go to making accessible 
information efficient and achievable in isolated areas. I am still trying to think of ways 
to make it work with minimal resources and I have learnt through my internship 
that sharing ideas is the best way to come upon solutions. In this, I am confident 
that the community will continue to think of inventive ways to maintain their 
collection. Even after being in the area for only six months I feel a strong connection 
to the place and will continue to, long after I have left. Due to this, I can say with 
confidence that my opinions regarding Arthur’s Pass are very biased as I seek to 
promote Arthur’s Pass Village having access to their information. The connection 
I now have to this location has given me further conviction of the need to make 
local archives accessible in local centres for local communities. Rural areas often 
get forgotten when it comes to discussions regarding museums and heritage and I 
believe that they should be a big part of these conversations. My whole experience 
has reinforced, in my mind, that the cultural sector has a responsibility to provide 
suitable access to information in rural areas.

Looking down Arthur’s Pass from Mt Bealey. Photo supplied by author. 

54 55



56 57



Responsibility: What does it mean?
 
Responsibility comes in many different forms. When I think of the word 
responsibility, I also think of words like duty, role, influence, power, and leadership. 
If you look the word up in the dictionary, it is defined as “the state or fact of having 
a duty to deal with something or of having control over someone”.1  Responsibility 
may be something that is big or small, in a broad or narrow sense–like taking your 
turn to do the dishes in your flat, or taking the rubbish out. But it can also include 
responsibilities of a wider cultural sense–like learning and sharing information 
amongst others, or looking after your friends and family.
 
But what does the word responsibility mean to the world of museums? What is their 
duty, their role, or their takohanga?
 
Museums and Responsibility
 
In 1995, The International Council of Museums (ICOM) defined a museum as 
being,

A non-profit, permanent institution in the service of society and its development, 
open to the public, which acquires, conserves, researches, communicates and 
exhibits the tangible and intangible heritage of humanity and its environment for 
the purposes of education, study and enjoyment.2 

 
Traditionally speaking, museums began as small ‘cabinets of curiosities’ which were 
usually in private collections of wealthy individuals that displayed a room full of 
curious objects. These curious objects included specimens, artefacts, artworks, and 

Talking to my 
Flatmates About 
Museums
Ruby Abraham

1 Oxford Dictionaries, s.v. “responsibility,” accessed May 27, 2018
   https://en.oxforddictionaries.com/definition/responsibility.
2 “Museum Definition,” International Council of Museums, ICOM, 
   accessed May 27, 2018, http://icom.museum/the-vision/museum
   -definition/.
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objects from the natural world, and were only accessible to a select few ‘respectable’ 
groups in society. These cabinets served as places for discovery and ways of making 
sense of the world around those that collected, but more importantly, they were 
spaces that communicated social and wealth status, often disenfranchising the 
peoples whose cultures were being collected.
 
Rolling forward 500 years or so, in our contemporary world, there are approximately 
55,000 museums worldwide that cover almost everything there is to know about 
anything, from natural and social history museums, to museums with more specific 
focuses like the Cup Noodles Museum in Japan, or the Museum of Broken 
Relationships in Croatia.3  What museums are becoming today is vastly different to 
what they used to be 500 years ago, or even twenty years ago. Their responsibilities 
have changed. Their role, power, and place within communities is no longer static, 
they are increasingly changing the way they function in society.
 
Even though this may seem obvious to those that are heavily involved in the sector, 
I wanted to know more about this, and was curious to see whether or not this 
information has resonated within the communities around them.
 
With all this in mind, I decided to sit down with a few of my flatmates who have 
backgrounds in media, design, and psychology, to talk about some of the themes of 
responsibility to see what their perspectives were, and to gain some ideas around how 
they think museums function within a community. Having informal conversations 
like this are easy to initiate, and I hope that some of these outsider insights can be 
beneficial to our own museum practice.  

What do my flatmates think?
 
Ruby: What does responsibility mean to you? When you think of the word responsibility, 
what comes to mind?
 
Emma: Responsibility is having a duty to uphold some certain kinds of values and 
actions that create a desired outcome.
 
Raima: Responsibility for me is upholding some sort of honor, or some sort 
of obligation or feeling that you are really taking on things that you value. So 
responsibility can be like how you treat your friends and family or is attached to 
what is meaningful in your life, or any sort of obligation that you’ve agreed to.

Ruby: With these ideas in mind, when you think of a museum, what do you think their 
main responsibility is for a community? What is their role? What is their duty?
 
Emma: The responsibility of a museum is to be playing an important role within a 
community, to serve that community with engagement and identity, and providing 
content that resonates with that group of people. It’s making sure that the content is 
relevant to them and that it provides meaningful information that people can use to 
make sense of the past and the future.
 
Raima: I think that the role is to both educate and inspire people and it has to 
have/is bound by history and the current societal situation. I think that they have 
an obligation to educate about the past and give different perspectives but also 
challenge people’s perspectives as well.
 
William: For me, when I go to a museum, I go for education and information. 
However the traditional idea of a museum is changing rapidly into something that 
we haven’t or didn’t even consider twenty years ago.
 

3 “Frequently Asked Questions,” International Council of Museums,
    accessed May 27, 2018, http://icom.museum/resources/frequently-
    asked-questions/.

Ruby talking to her flatmates. Photo supplied by author. 
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Ruby: Where do you think museums can be in twenty years’ time? Will their 
responsibility be different? How can museums be better fulfilling the role that they’re 
expected to be fulfilling now?
 
Raima: I think it would be interesting in terms of museums in the next twenty 
years about the influence that technology has on these spaces, because so far, at the 
moment I think we have the perfect balance. For example Te Papa uses so much 
technology in a way that’s creative and interactive–and you still have to work hard to 
get the information like at the Gallipoli exhibition, if you don’t read the information 
you don’t get that much out of it. So I think it’s about finding that balance using 
technology but also still having things to read and to see and touch.
 
It’s about using technology in a way where you can show different things or the 
same thing in a different way is because there’s so many different kinds of learners 
and minds out there.
 
William: I also think that as we’re progressing and getting further into the future, 
our generation’s history and heritage is becoming more modern–so some of the 
stuff that is beginning to show is more modern–so we’re having to change the way 
we present that–e.g. there’s an exhibition in the Auckland War Memorial Museum, 
which shows a child’s bedroom from the 90s/early 2000s, and you look forward in 
like twenty years and it’s going to be pretty cool, but for now a lot of that stuff in that 
room is what I used and played with when I was a kid.

Emilia: Our generations want to be a part of these new spaces–and to be able to 
interact with these spaces. Creating new ways of doing things is important, and 
technology is really important. Feeling like you’ve had a say is crucial–all of these 
things would contribute why we’d go to visit these spaces, and we have to leave 
having benefited from them directly.
 
Emma: It is interesting where they’re going. It’s definitely becoming a lot more 
interactive–it’s not just a picture or an object on a wall anymore, you can actually 
engage with the walls and push buttons etc. Museums should still be providing 
meaningful content that helps communities to make sense of who they are. And 
that the space serves the people and the community, and not serving a select few.
 
They have a duty to create a more accurate representation of who everyone is, and 
bring everyone together, to create better understandings.

 Responsibility moving forward
 
Time provides the opportunity for our own responsibilities and duties to evolve and 
change depending on our situations. The same can be said for the responsibilities 
that museums must uphold. It is clear that societal situations and values can heavily 
influence the shifting role of a museum, and there is a need for communities to be 
a part of this process.
 
Over the last 500 years, museums have shifted from places that only the few elite 
could enjoy, to large cultural hubs of information where communities can visit, 
explore, debate, and discuss, and can go to learn and be inspired. Museums have 
the power and responsibility to do all of these things, and they must constantly 
strive to meet social needs and expectations in creative and interesting ways. The 
conversation that I had with my flatmates certainly reflects this, and it shows that 
the general public do actually recognise and understand the changing nature of 
museums. 
 
It’s easy to assume what communities want and need to see or experience within a 
museum context, but unless we have real discussions and conversations with those 
communities–like with my flatmates–then how can those responsibilities be fulfilled? 
Perhaps by having a few more informal conversations with these communities, we 
will be able to gain a better understanding of what our responsibilities can be moving 
forward. To be a critically reflexive museum professional, means it is important for 
us to be aware of who we are responsible to, and to be open to different perspectives 
and conversations.
 
As emerging museum professionals moving forward, what is now our responsibility? 
What is our takohanga?
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On the 21st of May it was announced that Mike Dickison will be assuming the 
position as Aotearoa’s first Wikipedia-at-large. This new role will entail several 
placements at GLAM institutions around the country where Dickison will act as 
a ‘Wikipedian in Residence.’ This position does not involve editing Wikipedia on 
behalf of the organisations but focuses on training staff in how to contribute and 
engage with all parts of Wikimedia and its editing community. Wikipedia is just 
one of the projects run by the non-profit Wikimedia Foundation; others include 
Wikimedia Commons and Wikidata. Throughout his career Dickison has had 
years of experience advocating for Wikipedia to be used in the GLAM sector and 
has hosted various events to improve the representation of New Zealand endemic 
species and female scientists on the site.1  

While Dickson is the first Wikipedian-at-large in New Zealand he is part of a much 
larger global movement which works towards creating a freely accessed ‘sum of all 
knowledge.’ Wikimedians have partnered with GLAM institutions around the world 
since 2010 with the mission of ‘connecting audiences to open knowledge, ideas and 
creativity on a global scale.’2  Other Wikipedian-in-residence projects have ranged 
from creating documentary photography of Carpathian folk lore, to upskilling 
librarians in the Ivory Coast to be able to promote their heritage using Wikimedia 
platforms. It was efforts such as these that also delivered The Metropolitan Museum 

of Art with its open access policy in 2017. This collection of 375,000 images from 
The Met’s own collection is shared on Wikimedia commons, and now receives 10 
million views a month, contrasting the two million views received via the Museum’s 
own website.3

 
How has a volunteer-based website that has struggled to shake the mistrust of the 
establishment come to play such a significant role in the international GLAM sector?  
Despite how time and technology has separated how these two platforms evolved, 
there are similar factors that have shaped the knowledge shared on Wikipedia and 
that which is housed in museums. Both have been shaped by structures of power 
and privilege. Moving away from these structures is what’s driving the movement 
of open access and knowledge equity that is currently occurring on both platforms. 

Wikipedia was founded in 2001. In the 17 years that it has been active it has seen the 
community that edits it evolve and respond to shifting trends in how people find and 
appraise information.  In 2001 the online community of editors was predominantly 
white men which has had lasting effects on the contents of Wikipedia, from the 
voice in which articles are written in to the topics that are covered.4  Only 17% of 
biographies on Wikipedia are about women and the histories of minority groups 
have either been absent or written from an outsider’s perspective.5 These effects are 
now being combated by groups of digital activists that include “Women in Red” and 
“AfroCrowd”, both actively working towards diversifying the content and the editor 
base of Wikipedia. Women in Red runs monthly campaigns to increase the quality 
and quantity of articles on specific groups of women. Their welcoming community 
provides online assistance to female editors as they navigate Wikipedia’s guidelines 
and rules for content contribution. 

The Wikimedia foundation itself works hard to correct its own bias. The annual 
event “Wiki loves Africa” encourages anyone across Africa to contribute media 
that is relevant to their experience. In 2017 the theme of the event was ‘People 
at Work’ which produced thousands of images of people engaged in a range of 
occupations cross the continent. The winning photo essay was by Yann Macharez 
who photographed women harvesting seaweed in Jambiani, a village on the coast of 
Zanzibar.6  These images bring a visual diversity to the images surrounding Africa 
on Wikicommons and improve engagement in articles about the photos subject 
matters. The Wikipedia article on seaweed now includes mention of seaweed 
harvesting along with a photo essay of the women of Zanzibar at work.

The Future of 
Wikimedia and Why 

New Zealand 
Museums Should 

Pay Attention
Susan Tolich

1 Mike Dickison, “New Zealand Wikimedian at large,” Giant Flightless Bird (Blog), 21 May 2018, 
  http://www.giantflightlessbirds.com/2018/05/new-zealand-wikipedian-at-large/
2 Katherine Maher and Loic Tallon, “Wikimedia and the Met: a shared digital vision,” Medium, 
  20 April 2018, https://medium.com/freely-sharing-the-sum-of-all-knowledge/wikimedia-and
  -the-met-a-shared-digital-vision-f91b59eab2e9.

3 Ibid.
4 Stephanie Pappas, ‘Wikipedia’s gender problem gets a closer look’, Live Science, 3 December 2014, 
  https://www.livescience.com/48985-wikipedia-editing-gender-gap.html 
5Molly Redden, ‘Women in science on Wikipedia: will we ever fill the information gap?’, The
 Guardian, 19 March 2016, https://www.theguardian.com/technology/2016/mar/19/women-in-
 science-on-wikipedia-will-we-ever-fill-the-information-gap 
6 Samir Elsharbty, ‘The Stories behind this year’s award-winning photographs from Wiki loves
 Africa’, Wikimedia, accessed 7 May 2018, https://blog.wikimedia.org/2018/05/07/wiki-loves
 -africa-winners/
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In New Zealand, Dickison and Courtney Johnston have continued the works of these 
groups. Dickison has run several edit-a-thons in New Zealand to create and improve 
Wikipedia pages, including those of female scientists. These edit-a-thons focus on 
introducing newcomers to the power of Wikipedia, dispelling misconceptions 
and emphasising the shared responsibility towards improving knowledge that is 
accessible, up to date and that incorporates diverse voices. 

Johnston’s work at the Dowse Art Museum has involved hosting edit-a-thons and 
supporting researchers whose work has been to improve the gaps in Wikimedia 
content. In 2014 Johnston, in conjunction with two researchers, worked on 
improving content on 100 New Zealand craft artists. They produced Wikipedia pages 
that now serve as a linked data base. The first page they created on New Zealand 
silversmith Tanya Ashken links to other online databases, books, and connects to 
other Wikipedia pages on her contemporaries. It provides the gateway for deeper 
research for academics and interested readers alike. 

Other Wikimedia events in New Zealand include the annual Art + Feminism edit-
a-thons. This international event began in 2013 and has seen events in New Zealand 
for the past two years. This year, five workshops were held around New Zealand 
throughout the month of March. Dunedin Public Library, New Zealand Fashion 
Museum and the Mairangi Arts Centre all hosted events that sought to increase 
the online presence of female artists in New Zealand. In my personal experience, 
running an edit-a-thon is an amazing opportunity to see first-hand people learning 
through research and then their excitement as they share it to an international 
audience via the platform. One editor was blown away when they discovered they 
could add ‘accomplished fencer’ to Whetu Tirikatene-Sullivan’s Wikipedia page. 
Edit-a-thons are a space where learning and sharing occur side by side, much like 
a museum.

Bringing more voices onto Wikimedia is part of the Wikimedia Foundation’s 
strategic plan which was announced in August 2017. This strategy aims to ‘find 
alignment, rebuild trust and identify a shared direction for the 2030 horizon.’ All 
of this is built around the core ideas of ‘Knowledge as a service’ and ‘Knowledge 
equity.’ Knowledge as a service speaks to what Wikimedia will provide its users; an 
infrastructure that enables the collection and use of different forms of ‘free, trusted 
knowledge.’ Without trust, Wikimedia’s effort to create an openly accessible ‘sum of 
all knowledge’ is defeated. This has spurred the Wikimedia foundation to research 
the impact of misinformation and ‘fake news’ and how users evaluate information 
sources that they encounter online. While the research is ongoing, current findings 
are proving valuable to both Wikimedia and museums, as well as other institutions 
that are attempting to combat the effects of misinformation.7 

Eric Atie, The Making of Thatch from the Wiki Loves Africa event, 7 July 2017. https://
commons.wikimedia.org/wiki/File:The_Making_of_Thatch,_Nigeria_Photo_4.jpg. 

Yann Macherez, Gift of the Ocean from the Wiki Loves Africa event, 29 November 
2017. https://commons.wikimedia.org/wiki/File:Gift_of_the_Ocean.jpg. 

7 Guillaume Paumier and Nicole Ebber, ‘Service and equity: a new direction for the Wikimedia
   movement towards 2030,’ Wikimedia, 3 November 2017, https://blog.wikimedia.org/2017/11/03/
  wikimedia-movement-new-direction/
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‘Knowledge equity’ is the social movement which seeks to include voices that have 
been left out by structures of power and privilege.8  Wikimedia provides grants and 
research support to countries and communities whose voices and knowledge is 
underrepresented on the website. The support aims to overcome barriers preventing 
certain countries from contributing to Wikipedia, barriers which include limited 
technology, internet access and web literacy. This will be focused on in the years 
leading up to 2030.

With so much information missing from Wikipedia, why should museums engage 
with a flawed resource? Despite the widely-known misconceptions, Wikipedia still 
remains the fifth most viewed website in the world. It’s a valuable resource where 
museum staff and visitors can acquire fast information. It free, accessible and updates 
and corrects itself faster than a book or a company operated database. It would be 
a strong argument that the average person has read more Wikipedia entries then 
they have textbooks. This is aided by the fact that Google pulls information from 
Wikipedia in every search. You are reading Wikipedia without even visiting the 
website. Wikipedia is informing the world in increasingly varied ways, and in a 
strange turn of events Wikipedia is becoming trusted by unlikely groups.

In 2017 YouTube announced that it would start to link Wikipedia pages underneath 
videos that contained conspiracy related content. This announcement was made 
without consultation with the Wikimedia foundation. The irony was not lost that 
an international business giant was using a non-profit volunteer-based website to 
appear more reputable. Lawyers have also recognised that Wikipedia as a platform 
is able to quickly respond to changing cultural trends. Amanda Levendowski is a 
teaching fellow at NYU Law and is an active editor of Wikipedia.  Legal definitions 
she added to Wikipedia have been referred to in legal cases as the most up to date 
definitions for changing cultural phenomenon, most notably within the case of 
People v Barbara.9  Her research has focused on the relationship between lawyers 
and Wikipedia. She also organised the inaugural Innovation Law and Policy edit-
a-thon.  

Wikipedia, when used correctly, can improve information sharing and increase the 
efficiency of professional research. Wikipedia is not a complete encyclopaedia, nor 
will it ever be. While the website as a resource is still flawed, its strategic direction 

echoes that of New Zealand museums; to build trust within communities and to 
add missing narratives. Wikimedia is seeking engagement with museums and it 
is irresponsible to ignore it. Mike Dickison’s work this year will bring many New 
Zealanders into the fold of the global Wikimedia community. The goals that the 
Wikimedia foundation are working towards are too similar to that of the GLAM 
sector for it to be ignored. More importantly the challenges they are facing are too 
similar for us not to be combating them together. 

8 Ibid.
9 The Wikipedia article she created for ‘revenge porn’ was treated as the legal definition by
  a New York criminal court judge in the case People v Barbara. Criminal Court of the City of
  New York, People v. Barbara, no. 50193, 18 February 2014,   http://www.courts.state.ny.us/
  reporter/3dseries/2014/2014_50193.htm
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Copyright can be a terrifying concept. After four years as a Media and Image 
Researcher I like to think that I have faced (and triumphed over) every rights’ issue 
imagined, but the reality is that with each new exhibition or project come new 
challenges to overcome. At the Museum of New Zealand Te Papa Tongarewa (Te 
Papa) it’s part of my role to ensure we (the Museum) are ‘toeing the line’ when it 
comes to all things copyright, permissions and consents, but what does that mean 
and to whom really is my responsibility? With the widening dissemination of 
museum content, copyright is becoming more and more prevalent to museums and 
society in general. How do museums position themselves between the expectations 
of the public and the mandate of our governance? Furthermore, where are artists/
estates/copyright holders and our moral obligations to iwi or community groups 
positioned in this equation? As a copyright specialist working in a GLAM (Te Papa) 
institution, we often act as a mediator in these situations, balancing relationships 
and responsibilities. What is the balance and how can we ensure we get it right? 
This article will endeavour to explore some of these challenges that museums and 
museum professionals face and outline how we, at Te Papa, endeavour to approach 
each situation and inevitably create a balance between our responsibility to our 
artist/copyright holders/community groups and to the public/the museums goals.

There is a clear expectation that physical access to museum collections is no longer 
enough in order for our public to truly engage with our collections, heritage and 
knowledge.1  This is further reinforced by mandates from governance, such as boards 
and leadership teams, that digital access to collections is part of our core business.2  
What isn’t always transparent to the public or to the sector are the potential copyright, 
and moral, implications upon the museum and its staff. It is a common misnomer 
that along with the ownership of an object or artwork, comes the right to reproduce 
images/footage of the object. This is separate to the ownership and while this can be 
transferred or licensed to the new owner (the collecting institution) this isn’t always 
standard practice. Quite often museums aren’t purchasing, or receiving, the object 
directly from the copyright holder so this discussion must happen separately from 
the acquisition process.  

Both sourcing external content and securing copyright licences for Te Papa’s 
collection objects can involve extensive research and skilled negotiations. Since 2006 
Te Papa has been actively licensing its collection objects. This proactive approach 
ensures efficiency during the inevitable pressures of exhibition development and 
thus our collection has, what we refer to as, ‘the 80/20 split.’ 80% covers objects 
which have been assessed to have ‘No Known Copyright Restrictions’, where Te 
Papa is the sole rights’ holder or where we have negotiated a copyright licence. It is 
the remaining 20% of the collection where the relationship with copyright holders/
artists is tenuous, or where there are specific iwi or community groups to consult, 
or where either makers or copyright holders are unknown and cannot be found 
- which keeps me employed! Often these more tenuous situations give the more 
rewarding results and personal triumphs. With this in mind, how do we approach 
that 20% and what tactics should be taken to ensure responsibility and balance is 
maintained? 

Responsibility, 
Orphans and Work-

ing Beyond the Law: 
Copyright Best Prac-
tices and Challenges

Catriona McPherson

As a disclaimer, I will advise that, I am not a lawyer and information in this 
article does not constitute legal advice. Should you require advice please consult 
an Intellectual Property Lawyer.

Figure 1 Te Papa’s copyright licence files, 2018. Photo by Catriona 
McPherson. © Te Papa

1 Diane Zorich, Developing
   intellectual property policies: a how-
  to guide for museums (Gatineau:
  Canadian Heritage Information 
   Network, 2003), 18.
2 Museum of New Zealand Te Papa 
  Tongarewa,  “Statement of Intent 
   2017-2021,” accessed 28 May 
   2018, https://www.tepapa.govt.nz/
   sites/default/files/tp_statement_of_
   intent_2017-2021_online_002.pdf
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What is our responsibility to the copyright holder?

In order to establish a balance between the copyright holder and our directives from 
governance or expectations from the public, we must first understand the nature of 
copyright. In general terms, copyright, is a legal right which grants the maker the 
right to determine who can copy their work and how these copies are represented. 
Copyright is an automatic right that exists after the physical expression of creativity; 
it does not need to be registered and can be transferred, sold or bequeathed. Copyright 
also lasts for 50 years after the death of the maker. This means the copyright holder 
will change during its duration and could be now managed by a relative, an estate, a 
designated copyright agency, or assigned manager.
 
Given all the facets associated with copyright, it becomes the museums’ responsibility 
to ensure the relationships with copyright holders are established and maintained. As 
copyright duration spans decades and generations, negotiations and conversations 
happening now can impact the nature of the relationship your institution will have 
with future copyright holders and can impact a variety of roles in your organisation 
beyond that of curator.

That being said, there can be benefits for both copyright holders and museums 
to allow reproductions of collection objects.  Museums’ reproductions can build 
an artist’s reputation, but the sector must be mindful of artist concerns around 
commercial values of Intellectual Property (IP), misrepresentation and potential 
derogatory uses of reproductions.

Te Papa’s standard approach to copyright licensing is to offer a non-commercial 
museum use licence to copyright holders for their consideration. This licence grants 
the museum permission to: 

•	 Exhibit copies of the work3 
•	 Make documentation copies of the work in any medium, including electronic 

media (for museum records and administration purposes)
•	 Reproduce the work in museum publications (such as brochures and pamphlets), 

promotional material, educational and public programmes, in any medium, 
including electronic media – excluding commercial merchandise

•	 Reproduce or adapt the work (or a part of the work) for use via any medium 
(including, but not limited to, electronic media, such as reproduction on a 
Museum website or in an electronic guide)

While we acknowledge that a ‘one size fits all’ approach doesn’t always work for 
everyone, the above licence provides a good framework to discuss and negotiate 
specific terms. While we continue to work through the 2.5 million objects in our 
collection, we may come across specific works where we haven’t yet negotiated a 
licence or the copyright holder has requested to be contacted each time we wish to 
reproduce the object. What is the easiest course of action for such a situation? 

Say there is an object by X which is planned for inclusion in an upcoming exhibition. 
In addition to the display, the curator has identified this object as a “hero” which 
will be used across the exhibition marketing, communications’ plan, on websites, 
in education resources, in exhibition graphic panels and as part of our associated 
public programmes. Reuben Paterson’s Te Pūtahitanga ō Rehua, 2005 (Fig 2) was 
included in the exhibition Kaleidoscope: Abstract Aotearoa. Reuben’s work was 
selected by curators as a “hero” for the show as the work encapsulated the ethos of 
the exhibition and would work well to encourage excitement for the new exhibition. 
Te Papa didn’t hold an existing copyright licence for this work, but it was clear from 
previous correspondence with the artist that he would be open to licensing his 
works. Knowing this, I approached Reuben with a complete list of all potential uses 
and ‘mock ups’ where possible, attempting to be as transparent as possible.  Our 
specific uses included an education resource, family trail, press releases, marketing 
collateral, social media and even this year’s Te Papa Christmas card (Fig 4). We 
aimed to allow ample time for feedback and amendments to ensure works are 
accurately represented - after all they are a direct representation of the artist and 
should be treated thus. While the saying might be “it is easier to ask forgiveness 
than it is to get permission”, this isn’t always solid advice when it comes to copyright 
and licensing. You are more likely to get a positive response by being ‘up-front’ and 
honest with your copyright holders than seeking a licence retrospectively and thus 
losing any chance to negotiate terms or fees. Essentially, the earlier you can start the 
licensing process, the better.  The last thing you want is to hold up the printer while 
you wait on permissions, or worse, get yourself into the situation where you have 
gone to print and are still waiting on permission. Thus it is left to you to attempt 
damage control, or contemplate how to glue 1,500 booklet pages together because 
you were unable to secure a licence (true story - although luckily due to some swift 
negotiating, I did never have to actually get my glue stick out).

3 A common example of this type of use is reproduction in a
  graphic panel providing additional context and interpretation
  of the physical collection item.
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If there is one clear message on maintaining balance between governing factors and 
copyright holders, it’s transparency. We can achieve this by presenting both sides 
with planned uses and having processes/policies in place to ensure copyright holders 
feel comfortable with the ways in which GLAMs wish to reproduce copies of their 
objects and by explaining to the public why images sometimes aren’t available. I feel 
Te Papa has established a good working practice of ensuring copyright holders are 
fully aware of the museum’s plans for reproductions, but could still do more when it 
comes to informing the public and the sector of our issues regarding copyright. Not 
only would this increase public awareness about the importance of copyright, but 
may enlighten our own sector into the intricacies of our roles. 

Where does our responsibility lie when we can’t have the conversation with the 
copyright holder? 

Museums are inevitably faced with a portion of their collections where the maker 
and/or production date of specific collection objects are unknown, whereby tracing 
the potential copyright holder becomes impossible. There are also objects where, 
despite knowing the maker, the copyright holder can’t be traced. These objects are 
referred to as orphan works, but what is an orphan? How does a work become one 
and what are the risks GLAM institutions face by reproducing orphan works?

Figure 2 Reuben Paterson, Te Pūtahitanga ō Rehua, 2005 (still), digital video. Gift of the 
artist, 2011. Te Papa (2011-0015-1)

Figure 3 Installation view of Reuben Paterson’s Te Pūtahitanga ō Rehua, 2005. Photo by 
Maarten Holl. © Te Papa

Figure 4 Te Papa’s Toi Art Family Trail and 2017 Christmas card featuring Reuben 
Paterson’s Te Pūtahitanga ō Rehua, 2005. Photo by Catriona McPherson. © Te Papa
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“An orphaned work is a work which is protected by copyright but whose rights 
owner or owners cannot be identified and/or located.”4  Reproducing an orphan 
work without permission is fundamentally in breach of New Zealand’s copyright 
law, but when this impacts a large portion of an institution’s collections, it can 
have a huge bearing upon what is visible to the public. Statements have even been 
made “that often works are selected for digitisation based on the fact that they do 
not pose any copyright issues, thus creating a black hole of 20th century content”.5  
The GLAM sector is faced with the reality of becoming the mediator between an 
unknown copyright holder and our requirements to offer the public an unbiased 
view of our collections and heritage. Classifying a collection item as “orphaned” 
isn’t always a straight forward process, nor is it one approached lightly by GLAM 
institutions. As our current legislation has no provision for orphan works, some 
GLAM institutions are left to make their own decisions based on an assessment of 
risk, appropriate mitigation strategies and experience.6  

Te Papa currently has upwards of 60,000 collection objects which are considered 
“orphan works”. Similarly Auckland War Memorial Museum Tāmaki Paenga Hira, 
is faced with 50,000 works which are considered orphaned.7  To remove these from 
our collections’ online initiatives, exhibitions, or publications would greatly alter the 
visual spectrum of our museums’ respective collections. Institutions, including Te 
Papa, have developed practices to ensure that where orphan works are reproduced a 
significant search was conducted to seek the copyright holder and a risk mitigation 
policy, or process is in place should the copyright holder identify themselves. 
This due diligence, to find a copyright holder, is similarly not regulated across the 
GLAM sector but essentially endeavours to justify museums’ decision to reproduce 
the work should a copyright holder come forth. For some collection objects due 
diligence could be a simple ‘google’ search which presented no results; for others it 
may cover enquiries to Birth, Deaths and Marriages, ordering probate records, lists 
of unanswered mail and enquiries to other organisations seeking information. It is 

important that all potential avenues are searched and these enquiries are recorded. 
It is also important to assess the risk of reproducing an orphaned work; while some 
orphans may be low risk, others may be higher. For example, reproducing an object 
as part of a museums’ online collections is relatively low risk. Should a copyright 
holder come forth, the infringing content can be removed quickly and often without 
any financial implications on the institution. A printed publication, however, has a 
higher risk as the entire publication may have to be removed from circulation and 
potentially reprinted at the cost of the institution. 

It is also important to note that orphan status of a collection object is not fixed. Te 
Papa holds 25 works by the English painter and etcher, Gerald Brockhurst (1890-
1978). In 2007 these works were assessed and deemed to still be in copyright. 
Victoria Leachman, Rights Manager, then conducted various avenues of research to 
locate the current copyright holder. Correspondence was sent to known copyright 
agencies, galleries, museums and other institutions which held works by Brockhurst 
and the internet was scoured for contact information. Some gave hope of a potential 
copyright holder, until mail was returned, unopened. The objects were designated 
as orphaned and were published to our collections online in the hopes that the 
copyright holder would materialise. Early this year, as part of a Victoria University 
Summer Research Scholarship, Curator Historical International Art, Mark Stocker 
and scholar, Siobhon Moore, conducted a project researching the British etchings 
from Te Papa’s impressive Ilott Collection which included Brockhurst. Mark and 
Siobhon wished to document this internship with a blog outlining their discoveries.8  
As per Te Papa’s current practice, when an orphaned work is proposed for a further 
reproduction we perform an additional search to establish once again that the 
status is still orphaned. Since our initial research in 2007, the Tate, London has 
reproduced Brockhurst works as part of their collections online and the copyright 
ownership credited to Mr Richard Woodward. An initial enquiry was forwarded 
by the Tate to the current copyright holder and, after navigating time differences 
and technology, the copyright holder agreed to sign Te Papa’s full non-commercial 
museum use copyright licence which allows the works to be reproduced online and 
in the forthcoming blog. 

8  Museum of New Zealand Te Papa Tongarewa http://blog.
   tepapa.govt.nz/2018/04/16/etchings-that-leave-you-wide-
   eyed-and-slack-jawed/

4 Susan Corbett, “Archiving our culture in a digital environment: copyright law and 
   digitisation practices in cultural heritage institutions,” (2011), accessed 28 May 2018, 
   https://www.victoria.ac.nz/sacl/about/staff/publications/LawFoundationFinalReport.pdf
5 Naomi Korn, “In from the Cold: An assessment of the scope of ‘Orphan Works’ and its 
   impact on the delivery of services to the public,” (April 2009), accessed 28 May 2018, 
   http://www.jisc.ac.uk/publications/reports/2009/infromthecold.aspx
6 Geoff McLay, “Copyright (New Technologies) Amendment Act,” (2006), accessed 
   28 May 2018, https://www.parliament.nz/resource/en-nz/48SCCOSCAdvicefA1015_
   A2320/1413cc312606d9153449fa5dbb2b8c70f2edc272’
 7 Michaela O’Donovan, “Auckland War Memorial Museum Tamaki Paenga Hira 
   TPPA Submission, ” (2016), accessed 28 May 2018, https://www.parliament.
   nz/resource/en-NZ/51SCFDT_EVI_00DBHOH_BILL68998_1_A524747/
   e9ac5e63804ddd6709d420d8ca064acabd965cda
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Figure 5 Gerald Brockhurst, 
Dorette, 1932. Gift of Sir 
John Ilott, 1964. © Richard 
Woodward. Te Papa (1964-
0001-10)

Figure 6  Siobhon Moore 
looking at one of her 
favourite etchings by 
Gerald Brockhurst, 
2018. Photo by Rachael 
Hockridge. © Te Papa Figure 7 Screen shot of Te Papa’s Collections Online featuring Gerald Brockhurst, 2018. © Te Papa
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This process of establishing if a collection object is, in fact, an orphan work can 
take anywhere from a few hours, to months and even years. While Te Papa and 
other institutions seek guidance and reassurance from each other, our process and 
policies are in no way a perfect solution. As more and more GLAMs come face to 
face with the ‘orphan’ issue, we are confronted with the need for legislation to re-
inforce current practice. On the other side of the coin, GLAMs are well aware that 
excluding orphan works from digitisation programmes and their subsequent use 
online poses the risk that the copyright holder may never surface. As Auckland 
War Memorial Museum Tāmaki Paenga Hira stated as part of their submission 
addressing the Trans Pacific Partnership Agreement (TPPA) “Online reproductions 
of orphan works allow copyright holders to visually identify and contact the 
collecting institution to advise them of copyright holder’s details and negotiate 
permissions.”9  Each institution must weigh up the risk - financially, legally and to 
its reputation - and act accordingly until such time as legislation changes. 

When does our responsibility extend beyond the law?

There are situations where a collection object’s copyright has expired, that have other, 
moral obligations of which GLAMs must be mindful, specifically our relationship 
with iwi, hapū and whānau. Current copyright and IP legislation does not cater well 
to indigenous heritage/collections/knowledge.10  Western views of IP firmly sit with 
an individual maker of a creative work, rather than from a collective, community, 
or person on behalf of a group. GLAMs must assign their own practices, processes 
and policies to respect the wishes of the indigenous communities from which these 
taonga works come and who have ongoing relationships with these works.  As Wend 
Wendland, Director of Traditional Knowledge at the World Intellectual Property 
Organisation (WIPO), states;

The effective participation of the peoples and communities whose knowledge and 
cultural expressions are the subject of discussion is obviously crucial. In general terms, 
indigenous and other communities argue for the right to control access to and disclosure 
and the use of their traditional knowledge and traditional cultural expressions.11 

Te Papa is acutely aware of the importance of engaging with source communities 
and, through various policies and processes, aims to respect iwi and other 
communities’ moral rights surrounding taonga in our collections. Te Papa’s Mana 
Taonga Principle “affirms the special relationship that exists between Māori and 
taonga.”12  This principle governs Te Papa’s approach to Māori content. Where taonga 
is provenanced to a specific iwi, or hapū group, or taonga depicts known persons, 
support and guidance is sought before the taonga is displayed, reproduced, or made 
accessible to the public. This ensures iwi can care for their taonga, with respect to 
their custom or tikanga.13  Unlike copyright, these moral obligations of the museum 
don’t expire, thus leaving GLAMs with the responsibility to regulate the potential 
reuse of these “restricted” taonga.

So how is our Mana Taonga Principle applied to a practical setting? Ko Rongowhakaata: 
The Story of Light and Shadow was Te Papa’s most recent iwi exhibition. 
Rongowhakaata and Te Papa worked together to create an exhibition which tells 
the story of the Rongowhakaata people from their perspective. The exhibition’s rich 
object focus gave Te Papa the opportunity to engage with the iwi, hapū and whānau 
who are strongly connected to taonga within our collection and taonga which was 
borrowed from other institutions and individuals. Once such object was a Hīnaki 
(eel trap) from the 1930s made by Ere Whaitiri of Rongowhakaata, on loan from 
Tairāwhiti Museum in Gisborne. The Hīnaki was originally donated to Tairāwhiti 
Museum by Douglas Porohiwi Jones and, given the strong connection the Jones 
whānau have with the Hīnaki, Te Papa wanted to ensure the whānau’s involvement 
in the way this object was interpreted in the exhibition and online. Te Papa identified 
that the Hīnaki would be an excellent example of the innovative conservation work 
and mount making which prepared this taonga for display and planned to document 
this work with a blog and associated short documentary. Involving the whanau 
from the outset gave not only a stronger sense of the significance of the taonga 
but enlightened the understanding of the museum to the taonga; “No longer is it 
acceptable for museums not to engage their communities of interest.”14  The footage 
concurrently told the hīnaki’s story, both from the museums perspective and of 
the whānau’s connection and overall significance to the Rongowhakaata people.15 

9 O’Donovan, “Auckland War Memorial Museum Tamaki Paenga Hira TPPA Submission.”
10  Jeanne Holden, “The US Approach: Traditional Knowledge, Genetic Resources and 
    Folklore,” in Focus on Intellectual Property Rights, ed. T. J. Field, G. Clack and M. S. 
    Neely (Washington, D.C: United States Department of State, Bureau of International 
    Information Programs, 2006), 42.
11 Wend B. Wendland, “Intellectual Property and the Protection of Traditional Knowledge 
    and Cultural Expressions,” in Art and cultural heritage: law, policy and practice, ed. by 
    Barbara T. Hoffmann (New York: Cambridge University Press, 2006), 330.

12 Arapata Hakiwai, “Maori Taonga–Maori Identity,” in Art and cultural heritage: law, policy
   and practice, ed. by Barbara T. Hoffmann (New York: Cambridge University Press, 2006), 409.
13 Hakiwai, “Maori Taonga–Maori Identity,” 410.
14 Hakiwai, “Maori Taonga–Maori Identity,” 411.
15 Museum of New Zealand Te Papa Tongarewa, Behind the scenes: Preparing a hīnaki (eel trap) 
   for an iwi exhibition (2017), YouTube video, 4:53, posted by “Museum of New Zealand Te 
  Papa Tongarewa”, 2 October 2017, https://youtu.be/sNdlR2pR64I?list=PLbjj-GAgB5yS8Q7u9a_
  Qabq4lFsOcJWm3
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Both interpretations intertwine the overarching exhibition theme of innovation 
and community focus. By including both interpretations of the taonga, the public 
were presented with a more insightful look into a significant object. The knowledge 
imparted by the whānau could not have surfaced if Te Papa had not been open to 
iwi, hapu and whānau involvement. 

Te Papa’s approach isn’t a perfect example. We acknowledge that our current approach 
has limitations which effectively hide a significant portion of the collection from the 
view of the public and are looking at ways to follow an approach of “Responsible 
Discovery”, whereby taonga is released to Collections Online prompting conversation 
and potential debate, thus giving the source community the chance to view, respond 
and request removal, if necessary. Our guiding policy currently acts as a ‘closed 
by default’ measure and, while we acknowledge some taonga should have certain 
restrictions in place, much of the taonga is currently unavailable to access online. 
This is because it hasn’t been assessed for iwi clearance, meaning we don’t yet know 
if, or who should be consulted in regards to its reproduction. We are no longer in 
a position to remain ambivalent about indigenous cultures, or their connection to 
taonga and museum collections. We can see that through active involvement and 
consultation we are able to present a more rounded and enlightened interpretation 
of these objects/taonga. While legislation and current IP doesn’t cover all the needs 
of indigenous people and community groups, museums are in a position to set 
presidents within the GLAM sector to ensure responsibility of caring for taonga 
extends beyond caring for the physical.

Conclusion

There is a clear correlation between copyright and responsibility in the GLAM sector. 
As museums open their collections via digital means, copyright will become more 
prevalent to society and sector. Keeping the balance between the expectations of the 
public, directives from governance and our copyright holders, iwi and community 
groups isn’t always an easy task, especially when the expectations of both sides are 
continually moving and changing. What, therefore, becomes more relevant for 
the GLAM sector is our ability to change alongside our copyright holder, iwi and 
community groups and the public. The approach we have taken in the past may no 
longer be relevant. We should encourage transparency and open communication. 
By remaining as transparent as possible, we open up the lines of communication and 
understanding to best cater for both parties. While we may never find the perfect 
solution to all our issues regarding copyright, consents and permissions, we can 
remain proactive in our approach and open to discussion and debate.

Figure 8 Screen shot of Preparing a Hīnaki (eel trap) for the Rongowhakaata exhibition, 
video as developed by Rongowhakaata Iwi Trust and Te Papa.
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Ruby Abraham 

Originally  from  Wellington,  Ruby  is  a  Victoria  graduate  with  a  BA  in  Art  
History  and  Religious  Studies  and  is  currently  finishing  her  Masters  degree  in  
Museum  and  Heritage  Practice.  Ruby’s  interests  lie  in  researching  and  writing  
for  GLAM  institutions,  and  is  a  strong  advocate  for  community  inclusivity  and  
accessibility  to  art  and  heritage. 

Zoë Colling  

Zoë job shares the Heritage Programmes and Outreach Delivery role in the Heritage 
Collections team at Auckland Libraries. She completed a Master of Information 
Studies at Victoria University in 2010. She writes and draws autobiographical 
comics for fun.

It’d be great if you could please include somewhere that ‘Ungooglable things’ was 
first published in the Central City Library zine ‘Lib-life stories 2’.

Fresh and Fruity

Fresh and Fruity (Mya Morrison Middleton (Ngāi Tahu), Hana Pera Aoake (Ngāti 
Mahuta, Ngāti Raukawa, Ngāti Wehi Wehi) is a collective based in Aotearoa. 
Hobbies include: sharks, yoga and disengaging with Pākehā vampires. Fresh and 
Fruity is a sexy new look. 

Cherie Jacobson

The  books  in  the  current  stack  next  to  Cherie’s  bed  are  mostly  non-fiction.  
She  loves  stories  about  real  people  and  places,  but  also  enjoys  making  them  up  
which  is  why  she  has  a  background  in  theatre.  Cherie  is  currently  undertaking  
a  Postgraduate  Diploma  in  Museum  &  Heritage  Studies  at  Victoria  University  
of  Wellington. 

Tiffany Jenks

Tiffany Jenks is a recent graduate of the Victoria University Museum and Heritage 
Practice Masters. She is currently based in Gore as a Collections Cataloguer with 
the Southland Region Heritage Committee. Tiffany has a love for the past and looks 
forward to a career of sharing this passion with people.

Contributors Catriona  McPherson   

Catriona  found  her  perfect  job  in  2014  when  she  was  brought  on  as  the  Media  
and  Image  Researcher  for  the  exhibition  Gallipoli:  The  scale  of  our  war.  Since  
then  she  has  enjoyed  the  diversity  her  role  brings  and  is  an  active  advocate  
for  Open  GLAMs,  knowledge  sharing  and  all  things  copyright,  licensing  and  
permissions.

Jess Mio 

Nō Tauranga Moana ahau (nō te whenua o Pirirākau)
Ko Ngāti Pākehā tōku iwi
Ko Jess Mio ahau

I’ve studied German, music, art history and reo Māori through University of 
Auckland and Te Wānanga o Aotearoa, and have had the privilege to work in a 
public art gallery (Aigantighe, Timaru) and currently a museum (MTG Hawke’s 
Bay, Ahuriri Napier). As an art curator, my role is mostly to develop exhibitions, 
public programmes, and collections of art on behalf of the community. 

Amiria  Puia-Taylor

Māori  (Ngāti  Te  Ata  Waiohua  me  Ngāti  Tiipa)
Cook  Islands  (Ngāti  Karika,  Ngāti  Vakatini/Bishop)
Samoa  (Schwalger)  and  Tahiti  (Pomare)

Amiria  Puia-Taylor  was  born  in  Central  Auckland  and  raised  in  both  South  
(by  way  of  her  turangawaewae  in  Waiuku)  and  Central  Auckland.  The  marriage  
of  both  regions  has  her  now  residing  in  the  South  Central  Auckland  suburb  
of  Onehunga.  Amiria  is  the  founder  of  mural  arts  initiative  Painting  for  the  
People,  which  was  born  out  of  the  heart  of  Otara.  Formally  trained  with  a  BA  
in  Visual  Arts  and  MA  in  Arts  Management,  her  unique  skill-set  helped  her  
inform  her  visual  arts  practice  as  a  Community  Muralist.  Her  multi-disciplinary  
works  can  be  found  all  over  Auckland  -  large-scale  murals,  performance  art  
pieces,  audience  activations  and  in  exhibitions.  For  the  last  ten  years,  she  
has  actively  been  learning  and  practicing  the  teachings  of  her  elders,  her  art  
communities  and  has  been  connecting  the  links  between  the  old  and  young.  
Working  with  youth  is  where  Amiria’s  passion  stems  from  and  she  seeks  
to  expand  the  importance  of  arts  education  and  the  development  of  urban  
contemporary  arts  for  young  people.  Some  of  her  works  deal  with  untold  
stories  of  the  ngāmana  whenua  o  Tāmaki  Makaurau  and  the  importance  of  
Kaitiakitanga  -  caring  for  the  land  and  sea  as  a  way  to  educate  and  empower  
youth  to  take  ownership  of  their  kainga  -  home.  
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I whānautia ai e au i te tau 1988

He uri ahau ō ngā hau e wha, mai i te taha ō tōku pāpa: nō Ngāti Te Ata Waiohua, 
Ngāti Tiipa me te whānau Pomare ō Tahiti.

Mai i te taha ō tōku māmā ko Ipu Karea (Cook Is.) Kō Ngāti Karika, Ngāti 
Vakatini/Bishop ōku iwi.

Me te whānau Schwalger ō Malie, ki Sāmoa.

I whanau ai ā Amiria Puia-Taylor ki te tonga ō Tāmaki i tipu ake ki tōna tūrangawaewae 
e rua kō Waiuku me Grey Lynn hoki. Ko te hononga o ērā kainga mōnā, e noho 
ana ia ki te paewhenua i raro i te maunga tupuna ō Maungakiekie, ki Onehunga. I 
whakatūria ai ā Amiria he kaupapa mō nga rangatahi ko Painting for the People. 
Arā, nāna i timata ai te kaupapa mō ngā rangatahi me ngā hāpori kei roto i te tonga 
ō Tāmaki, tata ki Ōtara. I whakangunguhia ia he tohu paetahi ō ngā toi ataata me 
he tohu paerua ō ngā whakahaeretanga toi hei whakamōhio i āna mahi auaha. Ka 
kitea ana mahi maha - i roto i te Tamaki-makau-rau, ko nga mahi toi, nga ngohe o 
te hunga whakarongo me nga whakaaturanga o Hine te iwaiwa. Mo nga tau tekau 
kua pahure ake nei, kua kaha tana ako me tana mahi i nga whakaakoranga a ona 
kaumatua, ona hapori toi, me te honohono i nga hononga i waenga i nga koroheke 
me nga taitamariki. Ko te mahi tahi me te taiohi ko te wahi e puta mai ai te hiahia 
o Amiria, ka rapu ia ki te whakarahi i te hiranga o te ako toi me te whanaketanga 
o nga mahi taiao mo nga taiohi. Ko etahi o ana mahi e pa ana ki ngā kōrero maha 
ō ngā mana whenua o Tāmaki Makaurau me te nuinga o te mahi Kaitiakitanga - te 
tiaki i te whenua me te moana hei huarahi, hei ako me te whakamana i ngā tamariki 
ki te tango i tō ratou kainga.

Elliott Steenson 

My name is Elliot Steenson. I have recently completed my Master of Museum and 
Heritage Practice at Victoria University of Wellington and completed an internship 
in Arthur’s Pass Village. I am new to the industry and interested in all aspects of the 
sector.

Susan Tolich 

Susan Tolich began her work in museums as a science communicator, working in 
the planetarium and butterfly house at Otago Museum. She recently completed a 
Master of Museum and Heritage Practice at Victoria University. During her masters 
she interned as a ‘Wikimedian in Residence’ at Auckland War Memorial Museum 
Tāmaki Paenga Hira. She currently works there as a collection technician in the 
Information, Library and Enquiry services team.




