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ABSTRACT: This article examines the manufacture of a set of Tokelaw toki (hafred adzes)
in New Zealand. The toki are usually thought of as functional tools but they are also a
medium through which the politics of relationships, knowledge transfer and culrural iden-

tity can be negotiated. This analysis focuses on cultural production processes ourside the
usual public forums of galleries, literature, dance and performance. The manufacrure and
documentation of these toki provide insights into the disjunctions of cultural meaning in

transnational contexts, and considers the implications these disjunctions have for muscums

and their approach to authoritative ethnographic representation.
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Introduction

In 1997, the Museum of Mew Zealand Te Papa Tongarewa
{Te Papa) acquired a set of toki (hafied adzes).' Two Toke-
lanan men, Kupa Kupa (aged 31) and Jack Kirifi (aged 28),
made the toki in 1997 under the guidance of the late Fuli
Fati, who was 80 years old at the time and had been resident
in Mew Zealand since 1972, The wokd are examples of hafred
adze forms made from a combination of indigenous and
non-indigenous materials, The acquisition of the toki was
an opportunity for the musenm to document the work of
a recognised Tokelauan master craftsman, and two younger
Tokelavan apprentices resident in New Zealand. The cir-
cumstances of the manufacrure of these oki poses questions
abaut why this group of men are making toki, how are doing

it, and whar these things mean w them.

Three authors contribuce to this article. Toki makers
Kupa Kupa and Jack Kirifi describe how they made toki
and provide insight into their roles and relationship as wki-
making apprentices. Based on writren marerial provided by
Kupa and interviews with both Kupa and Kirifi, Sean Mal-
lon contribures an analysis of their accounts and links the
discussion of them to wider anthropological discourse on
cultural production, identity, transnationalism, and issues
of ethnographic representation. Kupa and Kirifi revised and
commented on several drafts of this article. Fuli Fari passed
away in 2001 and his experiences relating 1o the making of
the roki are unforrunately nor recorded,

In the last ewo decades, the arts have been a popular
focus for scholars interested in processes of identity forma-
tion among migrant Pacific peoples and their descendants in
MNew Zealand, Literary and visual art forms, such as painting

and sculprure, and performance genres, such as film, theatre,
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music, and dance, have been the most accessible sices and
cultural pmduuﬁons for the cxp]urah'{m and puh]'tr_ CXpres-
sion of ethnic identity. Fashion and jewellery are cwo other
relared art forms where similar processes resonate (Lay 1996,
2002, Mallon and Pereira 2002, Stevenson 1996, Thomas
1996a, 1996b, Vercoe 19949), Other culwral productions
such as ngatu (Tongan barkcloth) and tivaevae (Cook Islands
quilts) have a similar significance, and are circulated and
exchanged within their communities of origin both in the
islands and New Zealand. They are presented ar weddings
and in hair cutting ceremonies, and bought and sold in shops
and weckend markets. The circulation of these objects also
extends to museums and art galleries, where they are col-
lected, displayed, and sometimes sold as works of art, The
manufacture and circulation of these items are activivies that
bring people together, preserve knowledge, and promote
idenrification with particular ethnic or social groups (Dirake
2002, Hurton 2002, Herda 2002),

In this paper, we specifically focus on toki to highlight
one example of a less public and communiry-based conrext
Fﬂr tl'.l: Furrr.l.ariﬂ:rl an :xpri:ssltun DF |:l:|'|n:il: id:ntit:’: wl: e-
Hect on how the making of these toki can be understood as
both a cultural Pmdl.u:t and a social process t]'lrnugh which
social actors are able o produce aesthetic values, ideclogical
perspectives, and identities (Mahon 2000: 467-468). We
demonstrate how identicy can be consoructed through, and
a5 a result of, social and maternial processes and representi-
tions (Butler 1990, Besnicr 1997, Mycrs 1994). This is
significant because, unlike other cultural produetions that
circulate in the very public forums of exhibitions, markers,
galleries and publications, less is published about how social
actors negotiate identiries outside the public gaze. Whar are
the private venues, negotiations, and relationships thar allow
social actors to construct personal identities in smaller and
less open social groups?

We approach this question from several perspectives.
First, the manufacture of the roki is described, and we exam-
ine the way the malcers have used this process o access infor-
mation about history, lifestyle, values, and cultural practice
in Tokelau. Second, we examine the relationships embedded
in this process to reveal how the makers sought to bridge a
gencration gap berween themselves and an elder, who as well
as being a recognised craftsman in the community was also
their grandfather, Third, we show how this transmission of
information and knowledge facilitated the reproduction of

long-established and culturally defined roles, and the forma-
tion of a sense of self-identity among the makers.

Tokelauans and New Zealand

Tokelau is an archipelago of three atolls in western Polynesia
just north of Samoa; the three villages, one each in Arafu,
Fakaofo, and Nukunonu, currently support a population
of around 1500, Since 1925, Tokelau has been under New
Zealand’s administration as a non-self-governing territory.
HWL"‘"ELH Tﬂ]-cl:lauan!. ]13.'\': l]l'll_"f' mi:g:l‘d.tl:lj ta NEW Z(‘.':ll‘:lnd
in significant numbers since the 1960s. Some arrived as part
of sertlement and scholarship schemes, and some came o
MNew Zealand of their own accord, with the assistance of
established countrymen. Tokelauans arriving in New Zea-
land have tended to settle in either Wellington or Auckland,
with smaller communities also established in Rotorua and
Taupo. From these inital migrant populations have emerged
asecond and third generation, born, raised, and educated in
New Zealand. In 1991, the mainrit:r of Tokelauans (G0%)
lived in che Wellington regional area, with just over half re-
siding in either Porirua or Lower Hutt. Many of the present
generation of Tokelauans have knowledge and expericnoe of
their parents’ culture only through their New Zealand-based
communities. Similar to the experiences of Samoan migrants
to New Zealand and cheir descendants {(Macpherson 1984),
the range of experiences of Tokelau cultre and values in
Mew Zealand vary. However, the transnational connections
htmt:n TUI“:IELIE.“E i.rl. N‘:W ZEEJJJ'“] &“[l rhl?ﬁ: i.l'l. Tﬂk‘:]au
are very strong, and chere is a very real sense in which they

form a single community (Hooper 2000: 611-612).

Tokelau material culture —

Tokelau toki

The material culture of Tokelau circulates on the transna-
tional nerwork that comprises the contemporary Tokelau
community. The importation of raw materials from Tokelau
to make items in New Zealand is common. Timber, coconut
fibre, processed pandanus for weaving, and ready-made items
such as ruluma and pearlshell ornaments are regularly rravel-
ling with migrants from, and return visitors o, Tokelau,
With the exception of Gordon Macgregor's (1937)
Ethnology of Tokelaw, little is published on the marerial
culture of Tokelau. Anthropologists Judith Huntsman and
Antony Hooper's book Tkelaw: A histovical ethnography
(1996} offers insight into the institutions and social struc-
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tures in which objects are embedded, and Huntsman has
also produced sn unpublished paper on Tokclau valuables
(Huntiman n.d.). Unforrunarcly, there is no material colure
study for Tokela along the same lines as Gerd Koch's classic
work on Tuvalu (1984) and Kiribari (1986), and Te Rangi
Hiroa's (Perer Buck) on Samoa (1930).

However, there are some useful Tokelau material cul-
ture collections in New Zealand museums. In a survey in
the lite 1970s and early 1980s of Pacific collections in New
Zealand museums, the holdings and discribution of Tokelau
material culture collections was established (Neich, 1982),
The most notable halding is in the Auckland Institute and
Museum. lis collection comprises over 95 objects acquired by
Hooper and Huntsman during the course of their fieldwork
in Tokelau during the 1970s. Provincial museums such as
Orago and Canterbury had 42 and 24 items respectively.
At the ume of the survey, Te Papa had 16 items. Presently.
the Muscum of New Zealand Te Papa Tongarcwa has over
160 items from Tokelau. although there are many duplicate
objects: for example. 43 secklaces — all very similar. Te Papa
abo has cample of things made by Tokclsans in New
Zealand, induding 2 kie tu ceremonial mat and 2 high-
fashion garment.* The holdings of Tokelau toki in Te Papa’s
collection include soveral small examples of hafied wki with
shell blades as well 35 some loose shell blades.

The coral awlls of Tokelau offer no stone for the
manufacture of adzes and other woodworking tols, Before
extensive European conracr, adee blades were usually made
from the shell of the midacma, a large species of clam. Toki
hafted with these shell blades were used in the manufacrure
of vala {canoes) and other wooden arricles such as mluma
{wooden fishing boxes) and kumere (bowls). Occasionally,
stone blades were acquired from Samoa and brought back
by Tokelauan scafarcrs. Eshnologist Gordon Macgregor men-
tons two cxamples of wki collecied in the course of his
1932 fickdwork 25 being made from material not indigenous
10 Tokelau (Macgregor 1937: 153). Archacological excava-
tions in Tokclau underaken by Simon Best in 1986 have
also ancovered several camples of adee blades made from
shell (Best 1988). Mctal blades have been utilised since the
first encounters with Europeans. The durability and grearer
effectiveness of metal made it a sensible and popular choice
among, carvers simply because it made life casier.

The archacological and ethnographic record for the
wider Pacific shows us that adze and axe blades have long
been a form of wealth and urilised as a gift and valuable

in trade and exchange (see Malinowski 1922: 354, Sillizoe
1988: 45, Kirch 1984: 46, Te Rangi Hiroa 1934: 133). Since
the first encounters with Enropeans adzes have also been
made 10 satisfy the interess of European rourists and collec-
tors. Tokelauans in New Zcaland make wki w0 ensure the
continuation of Tokelau crafts, as well as for work around
their homes and workplaces. These toki have wooden handls
and steel blades, and are bound together with nylon fishing
line and sererched and tightly bound strips of ryre rubber,
One Tokelauan living in Auckland has made and used tokd ro
construct small scale replica canoes (Jeff Evans, pers. comm.)
and 1oki are also commonly used to carve wooden tuluma
(hshing tackle boxes) from local or imported timber.

Making Tokelau toki — Niu Hila
(New Zealand) style

Although nimber is somerimes imported from Tokelau 1o
make tuluma and odher small items. the material (apart
from the lashing fibre) for making the toki described here
were sourced in New Zaland. Kupa and Jack purchased
for the adse handles locally. Jack recalls that the process
of collecting the material was very important to them in
esublishing 1 relationship of trust with Fuli. He says, "We
felr it was important to find and collect the marerials for
ourselves so our grandfarher knew we were serious abour the
task, although this followed an inidal search with Fuli who
taught us what to look for.” The search for potential adze
handles often involved three-hour treks into environments
where Kupa and Jack could find suitable fallen trees,

While there was 2 concern with recreating a distine-
tive Tokelau toki, there was also 2 desire to make voki thar
Kupe and Jack felt were distinctively their own., Fuli was
open minded about this and was more concerned thar the
tool was lashed correcily and its structure was intace. Each
toki is comprised of three pares: the kau wki (adze handle),
the lau toki (blade) and the lan kafa (lashing). In the fol-
lowing paragraphs, Kups Kupe describes the manufactusing
process.

Kau toki (the adze handles)

The selection of the branch 1o make the kau roki is a careful
and defiberate process. Only branches that show the potential
to be shaped into one of the required kau toki are selecred. It
is no just a cise of cutting any branch and trying 1o fashion
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Fig. 1. Unworked adze handles. Photograph by Jan Nauca

a handle from iv. In the sclection of the branch, allowance
is given for extra length and width. 1f, during the shaping
process, the mistake s made of cutting too decp into the
wood or removing too much. then the exra allowance en-
bles corrections to be made without wasting a potentially
good branch.

The kau toki were selected from tree branches thar
diverged on angles berween 45 and 90 degrees. This was 1o
take advantage of the natural strength found in the fusion
where one branch forks off from anodher. The kaw wki were
fashioned from branches cut from wrees thar had fallen na-
rally. or from dnifrweod found along the local coastline. All
but one of the kau toki are from branches of the willow
no specified measurements when creatng the dimensions of
the kan soki. The crucial sequirement is that they be cither
short or long enough 10 allow for a comfortable grip and o
practically serve their purpose.

After selecting 3 branch with the right angle, an assess-
ment is made 1o decide which end will form the handle and
which end will hold the blade. It is not a marter of picking
any end; time and resources are wasted if, after completing
the toki, it is found that as a tool it doesn’t carve effectively.
A branch can be thick when it is first cur from a tree, bun
once it starts to be shaped it quickly becomes smaller. When
the handle is shaped, it is important that the inner angle (or
axil) where the branch forks is not cut into by any woal. As
this area will absorb much of the force from the pounding
mation when using the toki, even a small cut made in this
area will cause it to erack. This crack will gradually increase
in size, eventually rendering the kau toki ineffective, When

preparing the flar surface for the blade o rest in, there should
be just enough space 1o accommaodate half the actual length
of the blade.

Lau toki (the blade)

Histarically, rola blades were made from cur damshells, bus
for the New Zealand toki. steel blades were used. Origimally,
clamshell from Tokelau was sought for usc in making this
sct of woki. Unformunarely, restrictions on the importation
of endangered species prohibited it from being used in New
Zealand.

With the coccption of one rype of 1woki, the toki koko,
the steel blades selected for use in making the toks were flar.
Each blade was cur to bt neady on the prepared surface of
the bandle. The sharpened edge of the blade is positioned
on top. The blade is sharpened and ground inwo shape usning
blades), menal pipes that were round in sccoon were cut in
edges called kina’ were carefully cut away. This makes 2 cru-
cial difference vo how much wood is removed in cach siroke
of the carving acrion. and how neatly this is done. This is

Lau kafa (coconut fibre lashing)

Making lau kafa used o bind the blade to the handle is 2
time-consuming task. The raw dried coconut fbres used to
muake lau kafa were imported 10 New Zealand from Tokelaw.
The fibre required for the ki was aken from the inner
husk of specific types of mature coconuts. When cnough
suitable coconuts are husked. the husks are soaked in the
lagoon, held down by rocks or other large heavy materials.
The fibsous husks remain submerged for up to three months

Afver the fibres of the coconur husks are rinsed thor-
oughly in fresh water, they are put out in the sun to dry.
Later they are cleaned, in order to produce the long smooth
fibre lengths that will become the lau kafa. A fow strands
(amo) of fibre arc scparated at a time, rolled on the thigh
and joined, and then braided together using a rechnique
called “tupe lau toly’, which produces a three-ply braid that
is flar bur tightdy bound together. The lashing of the blade
to the haft requires a technique that ensures that the blade
is held securely to the handle. It also creates a design in the
overlaying of the fibre that is practical bur also tidy and

aesthetically pleasing.’
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Fig 2. The complete Toki set named:

a  Toki-honihoni (FE11344)

b Toki-hila (FE11346)

¢ Toki-kolo (FE11349)

d Toki-ualoa (FE11351)

¢ Toki-ualoa (FE11353)

f  Toki-ualoa (FE11352)

g Toki-hila (FEL1345)

h  Teki-honiboni (FE11348)

i Toki-koko (FE11350)

i Toki-koko (FE11347)
Toki-honihoni
A small adze used for carving derailed areas of a vaka, such as the
Hoor and lower ends of the sides of a vaka that are generally difhoult
to reach when using the bigger wld with longer handles. Ir is also

used o carve and shape the insides of tluma.

Negotiating relationships

A signihcane part of the woki-making process was the op-
portuniry it provided for Kupa and Jack to work with their
grandfather Fuli Fati. Fuli was well respected and enjoyed
a prominent and infuendal role in communicy affairs, de-
Lpilé h IL'il'l.H jt'l N:‘:W zeal:!.[]d. TJl.t \\'.tdEITULC{'lJ'Ll cl:JrnrnLLn:i[‘_,.r
regularly consulted him on a wide range of matters. People
often ravelled from throughour Mew Zealand to seek his
assistance and advice. Th ey would consult him on issues of
land ownership in Tokelaw, the construction of 'valea’, and

general aspeces of Tokelaw custom and wraditons,

Toki-hila
A larE:u:' adze used to carve the b-au.{_v or hulls of the vala
Toki-koko

An aclee with 2 curved blade used for shaping our the rounded base

of wonden bowls and the interior base of canoes.

Toki-ualoa
A |ung handled adze used for ca rving the areas difficult to access
with other adzes for exam p|c. 1.{:1:]:- wooden bowls, and the inreriar

“V* sides of a vaka.

Paris of the toki:

Kau toki {adze handle)
Lz roki (the blade)
Law kafa (lashing]

]-j |1l: il I'I-El':i.l,:ll ] I"'I}' -]:l.'.l N:hl F

There is a Tokelau saying ‘He toeaina ke nofo i e
muli vaka' ("an elder to sic at the stern of the canoe’). This
acknowledges the wise counsel and trusted guidance of an
elder and the urmost importance of having an elder presen
as protector. In this regard, Fuli was often called upon to
guide, oversee, and represent Tokelau people and communi
ties at a local and national level, These occasions included
national sporting and cultural evenes, Government meetings,
and affairs in the Tokelau lslands. Fuli was also recognised
as a healer of physical illness, and of illness accribured o
supernaruiral phenomena.

In many Polynesian languages, the term rufuga/

tohunga reters w an expert or specialist skilled in a ask or



16 Tichinga, Number 14 (2003)

set of related tasks. Within certain activities, such as hunting
and fishing, rattooing, and house and canoe building, highly
skilled individuals specialise in, oversee, and control aspects
of the work. In some island-based cultures, special riruals
and ceremonies mark different stages of these activitics.
The presentations made to these experts for their work can
include valuables and food or cash. This form of payment
often amounts to a massive commitment of resources from
the commissioning parry.

Historically, in other parts of the Pacific, the or-
ganisation of some specialised trades resembled the formal
arrangements of the European apprentice and guild system
(Goldman 1970:255). Individuals with an apritude and
talent for a particular activicy would artach themselves o a
tufuga associated with that specialist craft, In the apprentice
tutelage. In Tokelau, the kind of knowledge possessed by the
individuals known as tufuga or specialist in other places is
acknowledged as being the preserve of the older generation
of men who arbitrate and make decisions on behalf of the
village. Some elders, like Fuli Fani, have become iconic Aigures
in their migrant community, represent Tokelau culture, and
are widely perceived as guardians or custodians of culural
knowledge. According ro Huntsman and Hooper, thase en-
trusted with ‘steering’ the village and who arc responsible
for the villages' safery are the toeaina (eldersiold men). They
remark thar:

An elder, if present, is the sp-uk::spcnon in even the most ca-
sual gathering, For example, it is almost impossible to clicit any
information abour any aspect of Tokelaw life {or anything clse for
that matter) from a younger persan if alder ones are present, All
questions are simply referred ro them..., The stiquette of respect
requires a persen entering an clders presence, w approach guicdy,
to sit formally with crossed legs, and 1o remain silent unil spoken
1., Elders are continually being consulied, asked permission,
appraised of intentions by others, whe are secking approval and
sanctions of their plans {1996: 46-47),

In MNew Zealand, similar pratocols apply, and this creates dif-
ficulties for the passing on of knowledge in an environment
where there is lictle relevance for the customary use of that
knowledge. Due in part to the language barrier, Jack talks of
his feeling of nervousness/respecr when approaching clders,
especially in formal contexts, In fact, as a younger person, you
are expected to say very lirtle ar all. Even informally, there is
great pressure o act appropriately, use the correct language,
and find the right vocabulary to express yourself. Jack says,

“The respect thing is good, it's important, you can't get too
close. This was the same for my parents’ generation.” Kupa
and Jack's approach o Fuli was conditioned by a lifetime
n:rF]iving within these culrural cxpcctatinnﬁ, burt {'i‘lrnil].r ties
created a useful link across the generation gap.

Kupa first approached Fuli about of the possibilicy
of making toki. The idea and inspiration came when Kupa
was visiting Fuli and noticed that he was working on a large
‘tuluma’ (tackle box) with a toki, carving it from a section
of pine, Kupa had never seen a aki being used before that
day, and was fascinated on this occasion. Previously, Kupa
had undertaken learning sessions with Fuli thar had focused
mainly on genealogy and family history. Prior o making
the toki, Kupa found himself becoming restless and need-
ing something more ‘hands on’ and practical 1o work on.
Secing the toki being used inspired him to pursue the art
of ki making.

It was convenient that Fuli was Kupa’s grandfather.
However, Kupa considered that just because he was one of
many mokopuna (grandchildren) it did not mean thar his
grandfather would agree to teach him the making of roki.
As well as the protocols related vo respect, intergencrational
differences and reswicrions relating ro access ro, and control
of, knowledge can often create communication bareiers.

However, in this case, Kupa and Jack did not expericnce

this difficulry,

The politics of knowledge

Ohwer many years since his childhood, Kupa had became
familiar with Fuli’s artitudes and personality. He made it
known to Fuli from a very early age (11 years) thar he had
an interest in Tokelau history, ares, and crafis. After schoal,
Kupa would visit Fuli’s house, knowing thar he would be
sitting outside working on an arr or craft project. After
sicting with Fuli regularly, it seemed to Kupa thar Fuli
gradually expected him vo be there each day. Initially, Kupa
just warched Fuli working on making something, bur afrer
some time he cventually asked if he could help. Kupa soon
found he was less a specrator than a pupil. Together over a
period of 20 years they completed various projects, including
the making of kahoa (mother of pearl shell pendants), heu
(scoop nets}, kupega (fishing nets), and afa (netting gauges)
and hika (nerting needles).’

Through his childhood and into his teens, Kupa came
to learn and accumulate a wealth of information about ge-
nealogy and family history. When Kupa asked Fuli to teach
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him how to make toki, his grandfather was more than willing
to show him, Duc to the long relationship they had enjoyed
over the years, Kupa found himself in a privileged position
of trust, This was an important aspect of the relationship
because, according to Kupa, Full would often say that many
of the things he was about to teach him were things that few
other Tokelauans knew. Kupa recalls thar, although Fuli was
a very loving grandfather, he was careful abour the things
that he would teach and to whom. Kupa was under the
impression that certain knowledge was to be kept within
the family, it noc kepr to himself,

Secrecy is a familiar shroud that often obscures the
work of cultural producers in the Pacific. For example, in
Tokelau fishing, knowledge relating to the Aner points of
technique, the selection of baits, and the handling of currents
was very closely guarded and usually only taughr ar sea in a
‘hands on’ context (Hooper 1985: 19). In Maori and Samoan
cultures, the work-sites of tufugaare often restricred in terms
of access 1o the work-site as well as the knowledge. Specific
details of the work are protecred. In the case of making the
woki and working wich Fuli, there were several reasons for
this kind of secrecy. One reason, Kupa explains, is that Fuli
detested a person who was Takamaualugd’, liverally someone
making our to be greater than they actually are. Fuli, in
his role as teacher and senior figure, raught humility and
respect to all his children and mokopuna, He knew well that
knowledge could be used to someone’s advantage to elevate
themselves to a higher social status, without having earned
this through the appropriate channels. It is frowned upon
to act fakamaualuga’ and most Tokelavan people are very
familiar with the social stigma associated with this type of
behaviowr. Fuli was careful abour passing on his ‘gifts”, pardy
because he didn't want to risk people being misinformed.
Meither did he want any person using information for their
personal gain. According to Kupa, Fulis explanation for
most th 'Lnsﬁ WS bﬂsﬂj oan E]'l fisri.:!.l.'l b{:l!‘tl’;. KLIPE 53}"5 rhﬂ!‘
Fuli believed that every person receives a gift from God that
they may use to help others. Thus Fuli was open to the idea
rhﬂ[ hi.ﬁ- gi{'tﬁ ﬂri{ﬂﬂwlﬂ.‘dgﬂ CDEJJI'.{ b: Pﬂﬁﬁ:d on o sameane
he trusted. Jack reminds ws thar projects and other similar
activities are often Ir:[:lt secret until tl'u::.r are almost com F]:r:.
Nou know how iris. .., he says, Restrictions are put in place
partly to keep specialist knowledge and techniques secret
aﬂd fonﬁncd xn] f.l:rtq.irl PEIJP'C or rn|.|:."i i'".l.t :]SI.'! o Prﬂtﬂc*
the progress and direction of acrivities (and those involved)
from ourside interference.

While working on projects, Fuli would carefully scru-
tinise Kupa and Jack’s workmanship and would critique their
technique and attitude. He encouraged speed with learn-
ing, and emphasised repetition for information retention.
Jack remembers the sessions extending over a morning or
afternoon, for several hours, once or twice a week for several
menths. Fuli demanded absolute focus on the ask ac hand
because he knew that learning could be both an excinng,
rewarding cxpericnce and a boring onc if the tasks were
too lengthy. Fuli would often stop them in their work and
insist they rake a break, Gradually, Fuli expecred derail and
accuracy from his apprentices so that, whatever the project,
the work done conformed to ‘'na aho kua leva' - the old
ways as he had learned. Fuli made it clear thar while there
arc those elders that have specialised knowledge, there are
also those thar are ‘toeaina rauanoa’ = just elderly with not
much to offer in terms of knowledge. Kupa says Fuli was
sympathetic toward people of the younger generation who
soughr ‘ancient’ knowledge. This was parely because he had
spent a liferime accumularing this knowledge. This was not
because he wanted 1o know certain things, bur because it
was part of everyday living and a means of survival. Kupa
recalls that Fuli was inspired to share his knowledge because
he felr a sense of loss, with the passing away of so many
Tokelau elders and the experiences and memories they took
with them. In migrant and diasporic communities, a sense
of loss can fuel the desire to cling to culoural actribures thar
are disﬁnc:ll\":‘. Thtrl: :iS 3 d.:g'ﬂ: uF EEE“E'Y ]Il'.l w]'tat PE{TPI:
discard and transform, and how they go about doing this,

As the ij:r_‘t Prnr_‘r::r.{,l:r_l, Fuli instructed his dppren-
t‘i.i::s on th‘: Funct'[ﬂrl a.l'ld. Purpﬂi: nFt]'l: tﬂki. Ht tﬂl.'d. m[iﬁ:ﬁ-
explaining how to obtain and use the marterials in Tokelau,
::ll'_-u_ri.b'lng th:llr ﬁmrclll}', ﬂ.l'l.d dim.lﬁsirlﬁ WI'Lﬂt Enmprumis«l:s
can be made in the manufacturing process. He sought o
demonstrare the place of the item within the Tokelau culwre,
and o locate the object in a cultural concext of use as well
as manufacture. Through weaching, Fuli could demonstrare
and share his knowledge and relate some of his expericnces
to his students, Fuli was also Hexible and open to new ideas,
and allowed his students to express themselves in cheir work
and innovate. Part of the process of manufacturing the roki
was customising and making use of the materials thar were
readily available. Fallen willow trees near a local stream
provided wood for the handles and steel chisels and pipe
were used to make the blades. There were also artempis o

innovate and signify creative ownership in the making of
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Fig 3. Fuli Fari, Fakaofo, Tokelau ¢, 1970s, Photograph courtesy
Kupa Kupa,

the ki, Jack draws our atention to the incorporation of
small decoranive elements such as notches or accentuared
curves in the wooden handles, so thar each wold is slighdy
personalised and rhe identity of the maker distinguishable.
This apportunity for innovation highlights Fuli's articude
to innovation not only in the marerials used bur also in in-
terpretation of the roki’s form. However, it reveals a strange
contradiction, because, while Fuli crp@ﬁtcd his appn:nricn:—s
o conform o the ‘na aho kua leva' the old ways as he had
learned, he perhaps saw the old ways as being not altogether
about what was being made, but bew it was being made. This
suggests that Fuli had less concern with orying o live up o
an image of an idealised past, which can n:-:.qil:.r be seen as a
More Il:gj tima‘t: a.nd 'autl'l.i:nti{." Way to |::u:.

Having complered 2 toki each, conforming 1o ‘na
aho kua leva', Kupa and Jack often discussed adding a Hair
of creativiry to the remaining toki they had yer to make,
without compromising the effectiveness of the toki as a tool,
Thf}r me:d:d to 'anrpnr:th Si mph: :li:si.grl_li inl‘.u t]'i: tuki
they made, as they saw the manufacturing process as an art
form, not just as an exercise in making a rool. Kupa and
Jack explained to Fuli thar they wanted to ‘reu’ (decorate)
the toki so thart it would be an objecr pleasing ro look ar and
admire. Fuli’s response to this was simple, ‘e manaia’ (it looks
nice). Fuli's sureness and confidence in his teaching and ap-
proach reinforces his role as a master craftsman and elder and
demonstrates his ability to apply his skills and knowledge in
a new situation. For Fuli, the marerials available to him in

the present could be the ideal and just as authentic as those

Fig 4. Fuli Fati making a fishing net. Photograph by Nomman Heke,

of the past. He was less interested in achieving ‘culural au-
tl'l.i:nﬁi:il:y‘ iTI mit:f‘lﬂjﬁ hﬂ:au.ﬂ: that a.ul:['.u:n HIEI“}' Was more
significantly embedded in other aspects of the work,
Experts skilled in vaka building, fishing, and scafar-
ing will have limired opportunities to employ their skills in
a New Zealand urban context.* While many Tokelau men
could apply their knowledge of fishing in Tokelau equally
well in New Zealand, the social organisation behind such
ﬁﬁl'l.ihg expedjt'mh:t may not be as formalised or structured as
in Tokelau. Likewise, the values and signihcance of the “fish-
ing trip’ may not be the same. However, this doesn't mean
that specialisc knowledge from island situations cannor be
transported and applied elsewhere. For example, individuals
specialising in more porwable forms of knowledge such as
indigenous medicine and healing are often consulted for their
advice and expertise outside the village contexe. Comparable
data shows experts in other fields actively working abroad

and internationally.’
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Clockwise from above left
Fig 5. Shaping the handles (Kupa Kupa, Jack Kinfi. Fuli Fari, Porirua, New Zcaland 1997). Phomograph by Jan Nauta
_.__n_r Assermnbling the adzes. PR “.:__h____“__T by Morman Heke.

Fig 7. Lashing the adze blade with coconur fibre cord. Phowgraph by Norman Heke,

Making toki — making meanings
The making of toki provide a uscful case study for the way
negotiations of identity and place are occurring in marerial
forms and cultural productions that don't circulare in the
public domain. Unlike many forms of literarure, and visual
and performing arts, the toki are not for presentanon w a
particular audience. They are not destined for a commercial
market, to advance a m._h_..r.:_uq potfit of View, or o make
overt social or polincal commentary. Debates around gender,
ethnic, class, and narional and sexual identities are often
embedded in the very public expressions of ary, lterarure,
and performance; however, the same debates are also found
m are lorms u.:..:l.— m..-q_.“’n_nnﬂ.t.-.:.r not s ﬁ-.HuHuPHFH-._:_.W -b qlm.-ﬂ
public gaze.

We privilege the toki in this case study because they
are an example of a group of objects outside the more ac-

cessible visual and rextual forms, Their manufacrure draws

attention to alternative venues and processes through which
cuiltural values and ethnic identities can be expressed. Toki,
like other cultural productions created by ethnic minorities,
can be used in *....the mediation of ruprures of ime and his-
tory — to heal .._Fu.n_.._ﬂ.ﬁ_..u in cultural r-.:.,_....._n.._.w...._ historical
memaory, and identity between generations...” (Ginsburg
1991 104]

When the manufacture of the toki was first initased,
the intention w make ‘raditonal’ replicas entircly from
indigenous material was paramount. This was becanse ac-
quiring the ‘authentic’ marerials would reflect the makers
cultural comperency and the ‘authentcity” of the objecrs they
were making. It is orue thar the value and significance of the
toki can be ﬁ...:___.. found in the matcrials from which .m._..d..
were made. The value arached 1o maverials often affects the
value attached to ”r:.__mu. bt ___d.n..r. are not the same (Friedel:
1993: 46). It may seem that the use of steel blades and willow
branches in the final product compromised the desire for ‘au-
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thenucity’. However, this disappointment was cranscended
when the process of manufacture, and the relationship and
other benefits this entailed, became more significant chan
the marerials used to make the toki. In making the ki, the
significance of the materials was not intrinsic to them but
was ascribed by the makers. Yer working with and lashing
the ‘authentic” Tokelau lau kafa (coconut fibre) instead of
synthetic fishing line offered a rangible and wetile culrural
connection thar somehow broughe Tokelan and Tokelaw's
past closer to the present.

The process of making ki offered the benefis of
relationship and knowledge acquisition. For Kupa and Jack,
]ﬁhﬁwi:dgr a.]:mut T‘JLCEJZ'IJ. liﬁ:wa:r's El.r:ld "I.'B.ILH:S- gi:rll: rat::d a
sense of belonging and an identification with the Tokelauan
culrure from which they derived. As Kupa and Jack worked
witl’! t]'l.: matl:]'i.a]."i and carme Loy EPF ﬂ:i.':i ate tl'l.E hkil]i n:L]u'Ln:lJ
to make toki, they also learnt about the Tokelau context for
its use and manufacture, For Kul::;l and _T.'n:lr... to usea thinE,
or j.l'.l. lhis case ITIa.kE al llling. I“'i d IL'I.:IJ.I:IJ.IEH:;' appmpl‘ia[: wﬁ:f'
became a way of experiencing culture directly — becoming
part of the medium of signs that constitutes thar culwure
(Csikszenomibalyi and Rﬂuhherg—Haltun 1981: 51). This
process has social benehits for Kupa and Jack, because pos-
ﬂh[ng Tj‘lib !-{nuwl::‘dg:: dcmarcatr_'i t]'“.'m {ﬂﬁ mal-’.l'_'m:l !"I'C“Tl
those thar do not. [t imbues them with a form of cultural
capital that gives them power and leverage (Bourdieu 1984:
114115, Lash 1993: 197). This cap:ital locates them within
a social position and sets them on 2 social rajectory that
ultimately has more meaning and value than merely pos-
sessing a toki on its own.

Ir1 this way, the toki can be undersiood as both 2 mare-
rial and symbalic production. In the context described here,
the funcrional value of the toki as a wol is less imporant
than irs symbolic value. The rali becomes symbaolic of a set
of relationships, as well as the transmission of knowledge.
Fult’s selection of his apprentices, as well as his teaching
methods, added value o the knowledge of ki making. A
sense of identity for Kupa and Jack was generated through
the acquisition of this knowledge. Kupa and Jack were not
seeking to make the adzes 1o build a vaka or a ruluma. Rather
they were invested in initating a relationship with the maseer
craftsman, their grandfather, and in receiving knowledge thar
would inform and allow them to create a sense of self or who
they thought they should be. In the acquisition of this know-
ledge, they were seeking to become more closely connected

to their heritage and values they considered more Tokelauan

than non-Tokelavan. [n this situation, cultural knowledge
becomes the basis for ethnic recognition and allows for the
preservation of cultural boundaries and (in this case) familial
relarionships. As Kupa said of the experience:

[ had gained a strong sense of identity within this role as a student.
This is because Fuli served as a valuable link in my effores not anly
to learn aspects of Tokelaw ars and crafts, bur also in my search
to understand who 1 was as a Tokelauan living in New Zealand.
My learning sessions with Fuli have sevealed many things abour
him as 2 [rersin, but also about m}u:lr. These sessions satished my
longing to learn about whe Lwas and where [ orginally came from,
Fuli had 2 natural = ndi:m::,-' [0 EMpower me with knnwl:l:lgr. that
was special because it was Icnmu]nfg‘;: that oo every orher Tokelau
person had the privilege 1o gain,

And Jack:

YYou can learn to make che ki, but the person vou learn from makes
adifference, the relationship might be different, [owas a humbling
experience, and the expenience was the essence, By making the wki
| have come 1o appreciate more the things that [ wook for graned
— the hardships of our parenes. It was a step back for me, gening
away from the rar race, it was a rreasured rime,

Finding a role — reclaiming the past
The manufacture of toki to facilitate the transfer of know-
ledge and the exploraton of cultural identity 15 not an
isolared occurrence. As mentioned earlier, identities are ne-
gotiated through other forms of cultural praduction among
Pacific Island people in New Zealand, most nowbly in the
visual arts, performance, fashion, and jewellery. Closely
relaced to the Tokelau toki are developments among some
contemporary New Zealand Maori artises, who have become
tecognised for their skills in the making of Mion toki and
other wood-warking tools.' We want to mention one Miaori
woki maker here w highlight che significance of the toki-
making process in another cultural context. Like Kupa and
Jack, some Maon toki makers are not necessarily interested in
making the tola for building, bur rather w recover specialised
knowledge and skills through constructing them,

Maori toki maker Anaru Rondon, in a reference o0

his interest in things of che past, has been described as liv-
ing “hetween the worlds of yesterday and today’ (Tamarapa
zﬂﬂ'z: ]54}. AS somonne li‘a':ing :iTI EE'lﬂ Pﬂstmlﬂ‘ﬂiﬂl Ptf'ﬁent,,
Rondon often felt he did not At into the mainstream New
Zealand system and thar he was culturally isolated from
the Miori system. Through making toki and collaborating
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with ather artists experimenting in the same adve-making
technology, Rondon has been able to reconstruct some sense
of cultural idendity and belonging. In his interview, Rondon
refers to the psychological aspecs involved in making toki.
He speaks of the physical challenges of the process and the
strong spirit or wairua that is part of the labour intensive
task, claiming that the ‘mahi’ (work) and the materials used
are imbued with chis spirit {Tamarapa 2002:158). In regard
to relanionships; Rondon speaks of the face to face' nature
of the manufacturing process thar is important when he
is teaching other people. In passing on his knowledge, he
emphasises the ‘physical, spiritual, and intellectual’ relation-
ships of the exchange between teacher and student (cited in
Tamarapa 2002: 158). This was also an importane element
in Kupa and Jack’s expenience.

If the sole purpose of making a toki is o eventually
use it to shape umber, then there are less arduous and less
time-consuming methods of acquiring a suitable adze or
tool. So what lies behind the modivation o make ki and
engage in such a labour-inrensive and difficulr rask? The
process of working with materials such as stone, wood,
and fibre, and understanding their qualivies, sirengths, and
wealiiesses offers social and culeural benefits, Part of the at-
traction and interest lies in working with the materials that
people from the past (in this case, toki-making ancestors)
wuuld I':LH'\"E‘ wur]:l:d wit]]. Knm’!cd.gﬂ ﬂﬁ ﬂ.nd masrl:r}" OVer,
these matenals brings the past and a more ‘authentic’ way
of life closer to the present. In some cases, contemporary
artists have developed a high level of skill in making these
tools, and in time they themselves have become representa-
tive af a ‘traditional’ skill ser — masters of the tools and cheir
manufacture in their own right, The value of these meanings
and the process of the knowledge exchange is given visibilicy
when the toki is complete.

In this way, the marterials and manufacruring process
become symbaolic of an idealised past, a way of life distant
geographically or, in the case of Maori, considered lost, as
part of the process of colonisation. In this process of recovery,
they create a tangible link to the past and are able o redis-
cover or lay claim to a cultural or ethnic identity.

In the making of Tokelau and Miori twoki, the ac-
quis':tiun of new skills creates a 'Falirics -urlmuw]:dgc and
ignorance’ that reinforces specific relationships and roles
between those who possess knowledge and those who do
not (Appadurai 1986: 57). The individual becomes cultural
producer, expert, tufuga, and artist. The meaning and signifi-

cance of making toki reconfigures it (the toki) in a symbuolic
order, and the process of making of the toki reproduces a
social ordering of relationships, specifically those of power
and hierarchy relating to knowledge.” In this case of making
toki, knowledge itself and the relationships formed as part of
the exchange are more important than the toki as an object.
In reference to the importance of the relationship between
master and apprentice, Jack said of Fuli that *It could have
been anything, bur not anybody.” This indicates thar the
choice of particular object or thing to be made is arbitrary,

Conclusion

By describing the making of Tokelau toki in New Zealand,
we hope to draw accention o how cultural productions can
mediate social action and facilitate processes of culrural ex-
change and the formation of cultural values and identities
(Csikszenemihalyi and Rochberg-Halton 1981, Csikszent-
mihalyi 1993, Besnier 1997, Marcus and Myers 1995: 31,
Myers 1994). It is widely understood that identity is almost
unfixable. Indeed, there are no universally accepied criteria
fosr what constitutes a successful search for identity (Movitz
1989 286). However, social actors often wemporarily seck
our, larch on to and create self-expressions of idenrity in order
to make sense of the particular circumstances, and social and
cultural situations, they find themselves in.

Inspired by contemporary understandings of gender
and sex identity (Bucler 1990, Besnier 1997), which insist
thar idenrity at large is construcred by a variery of processes,
i.l'il;.‘JudI' I'IE mi.'iﬂ.lr matrrial, ai'll:[ i:ujl:u.raj ::latiunships, hicm'r—
chies, representations, and transactions — we hope to have
argued that idenrity emerges asan outcome of a performarive
process, or processes of making andf/or doing things. The
toki makers' sense of their own ethnic identity does not
precede their practice. It is through what they do that they
creane themselves. This is not to privilege toki making as the
only process through which identity can be constructed, but
rather to sec it as one example of a process (and a context)
thar is less publicly accessible and under-documented.

If ethnic identity can be determined by a con-
formity to or with a shared set of culoural ideas, then craft
malking like other culral productions such as dance and
performance help maintain and give shape 1w these ideas.
People tend to want to hold on o distinctive cultural at-
tr!'but::-s bmﬂﬁ: lJ'.L:‘:f.'lJ‘c What d.l:m arcates t[‘lv.‘_rrl ﬁ'ﬂm Oth:l's

and makes them distinctve, Culwral productions often bind
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similar people together with a collective voice or interest, and
can reflect a sense of a collecrive history or experience.

For material culture studies and related disciplines
interested in the social processes that help shape and creare
identity, it is worth considering the way materal representa-
tions not only symbolise these ideas bur facilicate and create
the processes in which a sense of identity is an outcome. In
this specific context, the funcrion of these wki is nor just to
carye End shapc U'r:rll'ﬂ:r.. hL]l‘ (8] ]'Idr.l carve End Shap: a Sensc
of identity, one that connects and empowers the individual
socially. In the same way that Fuli developed his skills shap-
ing vaka hulls and making fishing boxes and other ols as
a young man, and subsequently carved for himsellfa role in
his island community, his grandsons Kupa and Jack have
developed their skills fashioning toki and creating roles and
idenrities for themselves in their migrant community.

The creation of the toki and the significance they are
given by the makers reveal alternatives for interpreting the
cultural productions of Pacific peoples in New Zealand (com-
pare Anita Herle 2002: 246), This is parcicularly important
for curators and interpreters of Pacific cultures in museums.
As objects circulate and are recontextualised across a transna-
tional context, anthropologists, museum curators, and other
researchers should be more aware of the meanings thar don’t
necessarily circulate in the more public contexts and media.
V:l'.l LIS 1.“1 tl'l F‘U‘IJHE a.l'.ld P‘fi"fﬁtf Tﬂquirﬂ: Dﬂn.‘iid:rﬂ ti.'ﬂ]'l &5 .ﬁit‘,‘.ﬁ
where people meet and negotiate their differences, similari-
ties, and mutual inl::rdtp:nd::nc: (O Neal 1999: 224). In
the museum contexe, it is convenicnt for curarors working
with Pacific marerial culture to be guided in their interpre-
tations by accounts of how culwral productions were used
in other places and rimes. It is afien convenient to pick up
an island-based ethnographic text. To whar extent should
we rely on marerial culture studies based in the islands o
understand the significance of the same marerial produced
in contemporary Mew Zealand? While these sources estab.
lish a benchmark For comparison, we have to be careful to
generare local ethnographic and documentary accounts of
the meaning of things. If an object’s value is dependent on
context, we cannot assume homogeneity in an increasingly
rransnarional world. In the absence of local ethnography,
curators have to be cognisant not only of the connecrions
bur alse the disjuncrions berween the spaces where objects
originate and circulare and the meanings people give to and

make through them in new locations.

Postscript
Since making the toki, Kupa and Jack have joined other
Tokelavan men and have begun construction of an outrig-
Eff \.'a]ca. I]'I. tl'l.iﬁ :n{.ll:a\r[}ur rhc}r ]13."."1: l:ﬂ:i‘!':d a El.'fd.l. d:‘.’ﬂl
of communiry support, especially since Fuli passed away in
2001, Elder men from the community have been invited
o visit the work site and with other younger members of
the Tokelau community have offered words of encourage-
ment. The progress is also being monitored by people in the
Tokelau islands indirectly and through word of mouth. There
is a regular dialogue berween Tokelavans in New Zealand
and those in Tokelau, Word of events or projecrs percetved
as being of benefir to Tokelau tend to draw widespread ar-
tention. The acquisition of the toki by the museum and the
subsequent initiation of a project to build a vaka created a
broader interest and awareness in the work thar Kupa and
Jack had been doing. The revelation of their interests and
achievements within the public domain created a new role
and identiry for Kupa within the local Tokelau communiry.
Kupa has raken on a leading role in the vaka building proj-
ect. He says char while he ean never replace his grandfather
he can act as the facilitator to enable the group to maintain

their vision,

1 have EJJ'A'.:II:iJ." commirted l1'|.‘_r"5|:|f 0 shnring the knnwi:dg: thar
was gifred to me. T have made a start by continuing with the vaka
projece. This is in the face of excreme sense of loss with the passing
an of Fuli Fad, The Tokelan culmre is no doubr unique, despire
various references to our culmre being similar to other Pacific Island
cultures especially from those islands that are closest o us, such
as Samoa, Tuvaly, and the Northern Cook Islands. When 1 reflec
on the arts that [ have been taught | realise that although there are
similarities with other island groups, there are also si.gniﬁc:anl: dif-

I"-EDE]'I.CE! l.'ha‘ et us apart even 'FI"'JI'H our CID\SE“ I'ICiE]'IIIJDIJ.FS.
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Endnotes

The adzes’ muscum registration numbers are FED11344 1o
FEO11333.

The kie tau incorporates processed pandanus from Tokelau as
well as syntheric marerial from car packing cases. It was made
lv}r members of Ko Faw [’:::[Japc o Lower Hute in 1991 ({Mu-
ST TEgistration number FE10246), The fashion garment
was made by Safata Atoni Lapana, and was the winner of the
contemporaryd traditional category at the st ever Takelau
fashion event, Lakei Tokelaw, held in Porirua in Movember
2000 (Museum registration number FED11598/1).

Two of the toki ualoa in chis ser are lashed wich clear synrheric
fishing line.

I Samoa, house and canoe building in particular have histories
of groups or guilds having their own rademarks, convennons,
and standards (Te Rangi Hiroa 1930: 84<0). In some instances
in Samoa, the apprentice/ master relationship continues wday,
although ir is much less formalised. Some specialise rales con-
rinue to find a necessary and respecred place in some Pacific
societies, with tufuga carrying titles or being associared with
particular families. However, the cash economy and introduced
products have rendered some tifuga roles and erafts obsalee,
a5 Customary I:ﬂcl]_'i- ﬂ.nd. L'I[CI'.IE]JS- are now I::IS[E}" I.'f'PJ.ﬂ.de. I'.'l}"
imported and mass-produced alternarives. Tufuga who have
moved from the village context to overseas locations have found
new rales or relinquished their roles altogether.

A complered scoop ner was presented 1o Te Papa dusing i
official opening day on 14 February 1998 by the Tokelau per-
furming group Maragi Pikifaru (Musewm registration number
FEO11158).

Three recent vaka-building projects incude one among the
Muknnonu Communicy of the Hurt Va"qr in W-:“ingmn.. a
small scale effort in Auckland, and a projecr recently inidared
by Kupa Kupa and his group in Porirua during the develop-
ment of this paper.

Samoan tufuga, for example, have found a demand for their
CUSIOMmAry services in Samoean communities ourside Samoa.
ln Mew Zealand, a mifuga faifale {expert house builder) has
buile two Samoan fale (one of the fale is the PlaMer Pasifika
rescarch fale bulr in the Museum of Wew Zealand 1997) and
is being sought by a thind Uniced States-based client wo build
another. Similarly, Samoan mfuga taracu (moooing experts)
are also regularly working in New Zealand, Australia, Hawai'i,
the United Staves, and Europe tattooing Samoans and non-Sa-
maans. And Maori waka wohunga are building waka {canoes)
in Hawai'i and sharing their knowledge in associations such
as the Polynesian Voyaging Sociery.

These individuals include Wiremu Puke and Warren
Warbrick.

In regaed 1o power and knowledge, it is significant to note the
authority and objectivity of Kupas account of how the oki
is made. It is a very general account and proscriprive in s
tone.
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