Tuhinga 14: 61-75

Copyright © Te Papa Museum of New Zealand (2003)

Te Papa and New Zealand’s Indian communities

— a case study about exhibition development

Stephanie Gibson

Museum of New Zealand Te Papa Tongarewa, PO Box 467, Wellington, New Zealand (sgibson@tepapa.govr.nz)

ABSTRACT: The Museum of New Zealand Te Papa Tongarewa (Te Papa) has a mandare
to represent the diverse cultures of New Zealand. Different migrant communities are
profiled in the Muscum’s Community Gallery every two years. The exhibition develop-
ment process relies heavily on the reladonship berween the Museum's exhibition team and
a voluntary Community Advisory Group. The third community exhibition to be held in
the Communicy Gallery is about the Indian communides in New Zealand, called AAINAA
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Introduction

The publication of community histories in connection with
museum exhibitions has increased significandy over the last
rwo decades,” The actual process of developing communiry
exhibitions has also been explored in recent museological
liverature, but little has been writren abour the New Zealand
experience.” This paper offers a case study on a common,
burt relaively undocumented experience: the relationship
berween an exhibition team and its community advisers,
and how they develop a community exhibition within a
particular conceprual framework.” The case study is AAINAA
— Reflections through Ineian weddings, the community exhibi-
tion currently on display at the Museum of New Fealand Te
Papa Tongarewa (Te Papa).*

A key question addressed by this paper is whether Te
Papa’s exhibition process meets the needs of its communi-
ties as required by its mandating Act of Parliament and by
its own corporate principles, which express the Museum's
philosophy and guide its pracrice.

Te Papa — the framework

Under the Museum of New Zealand Te Papa Tongarewa
Act 1992, the mission of the Museum is to act as a forum
for the nation to tell the stories of all New Zealanders. A
Board controls and maintains the Museum, One of the key
funcrions of the Board is to enable communities to con-
tribute to the Museum. According to secrion 8 of the Act,
‘the Board shall:

{a) Have regard 1o the ethnic and culwural diversicy of the
people of New Zealand, and the contributions they have
made and continue o make to New Zealand's cultural
life and the fabric of New Zealand saciety:

(b} Endeavour to ensure both thar the Museum expresses
and recognises the mana and significance of Maori,
European, and other major traditions and culeural
heritages, and that the Museum provides the means
for every such culture to contribute effectively to the

Muscum as a statement of New Zealand’s idenrity
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Te Papa’s founding concept was developed through
an extensive consultative process, emphasising ‘narratives
of culture and place’, the idea of forum, the bicultural part-
n&rship berween Maori and Pakeha (which includes a wide
lil'LEE Uftlhnic EmLIPSJ, m:l d]‘\":lw :l'l.ldi:ﬂ.{.:ﬂ'.s. Thi.ﬁ Eﬂncﬂpt
is reinforced by Te Papa’s corporate principles, which also
emphasise biculturalism and the Museum as a waharoa —an
entryway for exploration of culwural identdry. These ideas
are expressed within the conceprual framework of Tangara
Whenua (those who belong to the land by right of firse
discovery) and Tangata Tirin (thoss who belong o the land
by right of the Treaty of Waitangi, 1840) (Te Papa Annual
Repaort 2001: 1). The building itself reflects this bicultural
framework: Tangata Whenua exhibits are located on one
side of the building and Tangara Tirid exhibits on the other.
Linking the two is a display on the Treary.

Within the Tangata Tirt precinct sits a major long-
term exhibivion called Pasgports, which cells the story of migra-
t'lﬂ-rl o ML'W Zﬂ.land OVET ﬂ'l:' |a£t 2'][} }-’:—arﬁ, Hi:r: r_‘l'k:' Etur;cs
of different ethnic groups find expression on the exhibition
floor. But the space is limited, and the narrative of Pasparss
relies on examples of individuals or single family’s lives. Bue
within Ssperes is a shor-term exhibition space called the
Communiry Gallery where Te Papa profiles a different mi-
grant community every two vears, |his space allows for an
ongoing programme of highlighting the conrtributions of a
diverse range of cultures in addition to that offered within
the overview of Pessports. The Community Gallery is a per-
manent and integral part of the exhibition programme.

The intent of the Communicy Gallery is to provide a
national plafform for communities to tell their own storics
and present their rreasured objects in parmership with Te
Papa. During the development of the Te Papa concept, the
Community Gallery was seen as a way of ‘enlisting the ener-
gies of minoricy ethnic groups who would not otherwise be
represented in the museum’.” The Communicy Gallery helps
Te Papa keep in touch with various communities and build
ongoing relationships. So far, three different communities
have been profiled — Chinese, Dutch, and Indian.® Mir-
roring this commitment to migrant communities, Te Papa
profiles a different iwi (Maori tribe) every rwo years within

the Tangata Whenua precinct.

Definition of community

Much has been written abour the definition of community

in relation to museums.” Echniciry, location, origin, belief,

sexuality, profession, and interest are all ways of creating
communities,

Definitions of community at Te Papa have been based
on wi and migrant ethniciry. These particular concepts of
community may vary in upcoming vears to allow for broader
interprecation (for example, the gay and leshian communi-
ties}, as the Museum is aware that community identities are
complex, constantly changing, and overapping. Individual
identities are also complex and people may belong to more
than one community. As Christine Mullen Kreamer notes,
‘museums must learn to understand the namre and Hexibilicy
ofindividual and group identities, as well as the permeability
of borders and boundaries’ (in Karp e af. 1992: 380). In
addition, it must be remembered that professional groups
within the museum are also communities and are each other's
audiences for ideas and suppore (Perin in Karp er af 1992
187). Ideas and attitudes abour a external communicy may
be generated chat relate more to the interior culture of the

musenm than to the community itself.

Community stories in
national museums

It is now widely accepred that communities should have
some say in how they are pormrayed in museums, The In-
ternational Couneil of Museums (ICOM) Code of Erthics
for Museums states thao

A museum is an institution in the service of society and
of its development. ... The museum has an important
duty to develop its educational role and atrrace wider
audiences from all levels of the community, locality, or
group it serves. It should offer opportunities for such
people to become involved in the museum and w support
its goals and activites. Inreraction with the constituent
Eﬂmmunit_‘,’ iﬁ An :i.nl:vl:ErE] Fa.rt uf.l.‘c.‘iﬁﬁing ﬂ'l:‘ i:duc:kl.‘.inn:ﬂ
role of the museum and specialise staff are likely to be

required for this purpose.”

Like other recently developed national muscums
around the world, such as the Canadian Museum of Civi-
lization and the Mational Muscum of Australia, Te Papa
has commirtred permanent exhibition space w telling com-
municy stories to allow for muldple histories and poines of
view. Museums have accepted that communities may be best
equipped to tell their own stories and should be involved in

any exhibitions about themselves.
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Communiry exhibitions in national museums have a
civic function, enabling visitors to learn abour the culture of
a particular community and irs conriburion 1o the nation
{Bennetr 1997: 20). Tony Bennett notes that bicultural and
muldculural museums, which are committed to telling the
staries of all their communities, may be more aptly described
as ‘sancruaries of example” where no one way of life is ideal,
bur where diversity, rolerance, and understanding are cel-
ebrated (Bennert 1997: 21).

But where national museums tend to focus on ideas
of national identiry, regional and local museums tend o
explore the experiences of their local populations, There
are advantages to this approach in thar they may be more
Hexible in their response to loeal conditions. They may have
a smaller geographical area to represent and can be more
focused on displaying ‘contmbutory history’, or contributions
made by ordinary people to national development (Firzgerald
2001: 59). Above all, a local museum may be able to hand
over more control to the community in the development of
the exhibition than is possible in a larger national museum.
For example, a local museum may have fewer stakeholders
(less sraff, fewer community representatives), shorter and
ﬂlmPIEr I:xlliIJiLi.un ijc"p't:l.upml:n‘t Fm:ﬂ:‘, Iﬂ! L?.PIIIEJ. i.:n-
vestment, and shorter display periods. In contrast, Te Papa’s
on display for two years, and require greater resources and
capital investment, The implications and dangers of hand-
ing complete control over to a community are, therefare,
all the grearer.

Local museums in New Zealand have also demonstrar-
ed a new commitment to the importance of the communicy
over the last 15 years. For example, Te Manawa in Palmerston
Morth has run a communiry exhibition programme called
"Origing’ since 1998, Based on the estimare thar at least 50
different ethnic groups reside in the Manawaru region, the
TMUsSeuIm :I'r.l.ad.: 4 Camim i.l::l'nl:rl.t o i:rlvul‘ﬂ: ak J.'I‘La.n}r Emups
as possible in its exhibition programme. Even some of the
Sma.] II:S[' cnm muni!}-‘ gfﬂ].lpﬁ, EI.EI_J'I nlL tl'.l.l: Ch“ﬂzm. I'.L:VE hﬂ:n
profiled. The exhibitions take abour four to six months to de-
velop and are on display for abour six months. Their budgets
and resources are comparatively small, The exhibitions are
co-curated in the sense thar museum staff offer professional
advice and technical expertise, and the communities provide
ideas and cultural knowledge.®

Local museums such as the Perone Seuders Museum

in Wellington have also successfully used a community ac-

cess model in which the power base shifts from the museum
o the community. Peone Sertlers Museum eicher initiares
ot responds to community approaches by inviting groups
into the museum and wurl-r.lng in Fartn:nﬁ]‘l.ip with them
to create exhibitions, publications, and public programmes
{including annual festivals). In past exhibitions, communicy
representatives met independenty of muscum staff to discuss
content, and were facilitated by a researcher chosen by the
community and contracted by the museum. Museum staff
only provided advice and technical support (Mealing and
Sawicka 1997: 58-61).

The Indian communities

in New Zealand

This paper examines Te Papas model, which has been de-
veloped since opening in 1998, as applied in the case of the
[ndian community in New Zealand. A4INAA - Reflections
throrigh fndran weddings is the third exhibition in the Com-
municy Gallery, and rells the stories of Indians in New Zea-
land through an examination of the rituals of marriage, Te
Papa had already established a relationship with the Hindu
community through the development of Passporss, and the
Indian communiry as a whole was eager to be represented
by the Museum. Fram Te Papa’s perspective, their stories
provided many facets and issues to explore.

The Indian community is distinctive, has a high profile
within New Zealand life, and has contributed greatly to the
fabric of New Zealand sociery. It is not possible, however, to
see it as a single entity. It is incredibly diverse — from thind-
gl::m:lar'li:ln N:w zﬂjﬂ.ﬂdc“ to recent :immig;’ants wif]'l dllr-
ferent religious backgrounds —and it was immediately clear
th:lt TC P.:IP:] “"ul.lld. ]'“:ﬂ'.l o wﬂ]’k Elﬂﬂt}r "o'l".i tE'l rcprﬂ:ntnt'n'l:ﬁ
in order to understand the complexities of caste, religious,
and regional differences.

The first Indians arrived in New Zealand during
the late 1800s. Most came from the regions of Punjab and
Gujarar, following indentured labour to Fiji and on to New
Zealand, or knew of this country through Bridish army links.
They were mainly male, single, and rended not to serde. But
after 1900, the number of Indians coming permanendy o
Mew Zealand increased. In 1920, amid a climare of grow-
ing prejudice against Indians and other Asian migrants,
the New Zealand government introduced a permit system
thar gready restricted the number of Indians who could

come here. As a result, the number of new migrants from
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India dropped. However, of those who did make ic here,
a greater proportion were women and children. By 1945,
families (mostly ::rfsimplu::p::rs and fruiterers) had become
established, and second-peneration New Zealand Indians
were becoming increasingly important in the demographic
make-up of the communiry. By 1981, aboutr 45% of the
total New Zealand Indian population had been born here
{Stanstcs New Zealand 1981).

The 1987 milicary coup in Fiji changed this, causing
a large number of Fijian Indians to migraze ro New Zealand
over the next decade, By 2001, there were over 62,000 Indi-
ans living in New Zealand. OFf these, roughly 30% had been
born in India, 30% in New Zealand, and 30% in Fiji. The
remainder (less than 10%%) came from east Africa and else-
where (Staristics New Zealand 1981, 1995, 1996, 2001 ).

In addition to this range of origins within the single
description of “Indian’ was the addirional complicarion of
religious diversicy. The main Indian communities in Mew
Zealand come from the three largest religious groups who
Sikh. The Hindu community is the largest, followed by the
much smaller Muslim and Sikh groups. They all have strong
community associations, which are often centred around
their places of worship (ie, the Hindu remple, the Muslim
mosque, and the Sikh Gurdians or temple). A significant
Indian Christian community is also present in New Zealand
but is not dealt with in AAINAA. The exhibition team and
Community Advisory Group felt that the Christian wedding
was a well-known ritwal throughout New Zealand society
and did not require discussion in a space devoted to diversicy.
In retrospect, however, Indian Christian weddings would
have provided opportunitics to explore points of difference
and would have been more inclusive,

Community consultation process

The first issue in the development of A4INAA — Reflections
through Indian weddings was establishing a relationship
with the different groups identified as constituting the
‘Indian communicy’. This process followed a model already
established by the previous community exhibitions. About
18 menths before the exhibition was due to open, Te Papa
invited the Wellington Indian Association to nominate six
people to meet with Te Papa staff to discuss the exhibition
project and issues affecting the lives of Indian people in New
Zealand. The Indian Association was asked o nominate

local people from diverse backgzrounds based on the follow-

ing criteria: age, gender, religious affiliadon, and length of
residence. The Association is mainly Hindu and, therefore,
this meeting was not inclusive of other Indian groups.

The purpose of this inital meeting was 1o ascerrain
levels of community interest and to seck nominations for a
larger group to attend a one-day brainstorming session at
Te Papa called ‘Blue Skies’, where any idea for an exhibition
could be suggested. The Blue Skies process was also used For
the Durch community project. This session was a once-only
chance to involve as many Fcup]: as pnﬁih]c from around
New Zealand in direct dialogue with Te Papa staff.™

To ensure thar the process was as inclusive as possible,
Te Papa astempted o include representatives from different
religious groups. Over 30 people participared in the Blue
Skies session, which was facilitated by a New Zealand Indian
academic and Hindu, Dr Sashi Meanger." They came from
avariery of backgrounds and included individuals who were
not members of the established organisations. However, not
all groups had responded to the Museum's early overrures,
and this caused consultarion issues larer in the project, par-
ticularly with the Indian Muslim communicy.”

The purpose of Blue Skies was for the Indian commu-
nities to guide Te Papa in terms of the stories and issues that
should be covered by the exhibition. The goal for this session
was to answer the following questions: who was the Indian
community, what storics were to be told in the exhibition,
how was the story 1o be told, and who was o be included
in the working group?

As in the case of the previous community exhibi-
tions, Te Papa developed ideas to assist the discussion and
decision-making processes. Owing 1o a desire to change
the chronological formar of the preceding community
exhibitions, Te Papa's (::m::l:Ft Leader of H'i.-:mr}r tabled an
exhibition concepr based around marriage. Marriage has
always played an important partin the lives of Mew Zealand'’s
Indian communities and was seen as providing a rich unify-
ing theme for an exhibition. Through the wedding ritwal, Te
Papa would be able to look ar culrural and religious prac-
tices, personal experiences, and wider stories of community
life. Tt was argued thar most visitors would understand che
concept of marriage regardless of cultural background, bur
that there would be many opportunities for cross-cultural
surprize and engagement in showing how marriage riruals
are played our in Indian society in terms of different belief
systems, aestherics, and symbolism. In addirion, the design
for such a theme would be visually interesting and attractive
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to visitors and might be more evocative than an arthodox
representation of migrant history.

MNonetheless, other story prompts were given to the
Blue Skies participants: the impact of leaving home, prob-
lems and experiences in a new socicty, Indian contributions
to sociery, important events and personalities, penerational
change, connections with the old socicty, and distineriveness
of the New Zealand Indian communities. The participants
were asked to keep in mind whar objects could tell the
storics, the limited space of the exhibirion, the exhibition’s
rarget audience, whart associated events could be linked in,
and whether they wanted their exhibition w be similar w0
other exhibitions in Te Papa or whether they wanted 1o do

By the end of the Blue Skies session, Te Papa staff
had gained community support to focus the exhibition on
the wedding as a pivotal event, and that within this topic,
notions such as generational change and culrural difference
{both within Indian communities and wich the host com-
munity} could be explored.

Community Advisory Group

For its community exhibitions, Te Papa calls upon volunteers
to form a Communiry Advisory Group to provide culrural
knowledge and expertise to the exhibition project. This
recognises the right of the communicy to tell its own stories
as described in section 8(b) of the Ace “thar the Museum
provides the means for every such culture to contribure of-
fectively to the Museunt.

Te Papa asked the Blue Skies participants to put their
names forward for the creation of the Community Advi-
sory Group, which would assist the exhibition team. Several
people submitced cheir curriculum vitae for consideration.
Te Papa confirmed the involvement of five volunteers who
represented a range of backgrounds: a women's support
lawyer, a past president of the New Zealand Indian Central
Associarion, a post-Waorld War Two migrant and elder,” an
academic and Hindu priest, and a teacher (four women and
one man, all over 35 years of age)."* They were all very expe-
rienced in community work and event planning. The elder
had been involved with the wider Tangata Tiriti exhibition
at Te Papa (FPasgpores), making her the most experienced in
terms of how Te Papa worked. The group was completely
Hindu because they were the anly ones who submitced

their names. They were alse all from Wellingron for praeti-

cal reasons: it was cheaper and easier For Te Papa to host a

The Community Advisory Group was, however, es-
sentially a self-selecred Hindu group. In hindsight, a mote
inclusive group {including Sikh and Muslim representatives)
would have made the exhibition process easier in terms of
consultation. To some degree, the Community Advisory
Group could access these other communicy nerworks, bur
on the whole Te Papa needed 1o ralk to the other commu-
nities separately to ensure full consultarion, Furthermore,
five individuals could neither represent the complexity of
the Indian communities nor speak on behalf of everyone,
Many voices in the communicty can be lost when authoricy
is delegared to represencarives {and the same can be said
for museum professionals, who are usually drawn from
middle-class university praduates). Only constant dialogue
(as noted by Lavine in Karp er af 1992; 143). Therefore,
the exhibition team kept the channels of communicarion
open with people in the community beyond the Community
Advisory Group.

The Communiry Advisory Group decided ro meet at
Te Papa every two to three weeks in the evenings. This was
the major, sustained point of conract for dialogue berwesn
Te Papa and the Indian communities. Key members of the
exhibirion ream were always present, and other staff members
attended for relevant agenda items (for example, interpreta-
tion, text review, education, and publ'::: events).

Both staff and committes members were commirted
to the project beyond normal working hours, Working on
community projects requires all involved to be personally
committed and fexible. Community members gave freely
of their time as well as patience and erust in unlocking
culrural doors. They had to be prepared to meet in the eve-
nings after their work days were finished, and staff had to
be prepared to travel o meet communicy members in their
OWnN environment.

The role of the Communicy Advisory Group was
to focus on the content and interpretation of the exhibi-
tion: in particular, to help give expression to the exhibition
concept, provide guidance, establish networks and provide
access into the community, verily information, test ideas
ﬂ_ﬂd Eiw r:ﬂdha‘;k] a.l'ld ﬁuppnrt tl'.l.l: :xhihitiun team, Th:
Community Advisory Group was invited to comment on
the main themes of the exhibition, the design concept, the

name and tagline of the exhibition, the audiovisuals based
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on communicy interviews, the content of the object labels,
the content of Te Papa Onscreen (Te Papas in-house informa-
tion database), and the opening evenr, Individual commictee
memhers also made their own conriburions to the exhibition
pmjut‘t. For tx.amplc. one translated English text into Hindi
script and organised the purchase of necessary props, two
members organised groups of young people for interviews,
and one organised community groups to make the garands
for the exhibition canopy.

Nick Merriman and Nima Poovaya-Smith note

thar:

It is essential that the museum approach the parenership
with a local communiry with a degree of humiliry and a
willingness 1o listen and learn. If it cruly wishes to work
in partnership with local people and build a long-term
relationship, the museum must be prepared to recognise
that cultural authority is no longer the sole prerogative
of museums, but will need to be shared more widely (in
Kavanagh 1996: 180).

The reality of working with a museum is, however, that
communitics must operate within the museum’s formal
infrastructure (for example, resources, timeframes, and
budgets) as the museum is ultimately financially account-
able. The success of the process depends on constant
dialogue with community members 1o ensure that they
are aware of any constraints. There were times during the
exhibition project when information flows were held up and
misunderstandings developed. This was partly because the
Community Advisory Group members worked part-time on
the project whereas the exhibinion ceam worked full-time.
Consequently, they were not always kept up to speed with
developments, which often stemmed from wider issues af-
fecting muscum policy.

Although, expertise lay with Te Papa in key areas
{For example, design), staff were mindful thar community
members may have very livde idea abouwt what a museumn
exhibition process actually entails. Visualising an exhibi-
tion space, plans, and elevations can be confusing for non-
museum professionals. Tt was croucial that the exhibition
team regularly presented updares of the design concepr
and interpretative framework ar the fortnighdy meetings
w ensure that the Community Advisory Group was fully
involved. Ultimately, however, museum policy with regard
to design and text style prevailed.

The Community Advisory Group’s involvement
was significant, but ultimate authority and responsibility

remained with the Museum (as noted by Lavine in Karp e
af 1992: 141), Man:r of the Gmup's recommendations were
followed. If not, dialogue berween the members and the ex-
hibition team ensured on the whole thar understandings were
reached. In the end, however, responsibility for final design
and interpretative decisions lay with the staffl. Nonetheless,
such decisions came from grearer awareness generated by the
relationship with the Community Advisory Group (as noted
by Peirson Jones in Karp et al 1992: 224-225).

Understanding the communities

The Community Advisory Group identified that the primary
goal af AAINAA — Reflections chrowgh Indian wedding was to
‘demonstrate how Indian descendants maingain their culre
and heritage in New Zealand' and the ‘contribution of the
Indian communicy o the wider New Zealand community
through the presencation of positive examples’. The second-
ary goal of the exhibition was to “bring rogether the history
and culture of the Indian communicy as a furure resource,
aceessible to the public’ (Te Papa Minutes 2001).

A number of steps were taken to realise these gﬂals,
Key research areas for the exhibition were the meaning of
the wedding in different Indian culrures, generarional differ-
ences within New Zealand about marriage, and the impact
of class, caste, region, and religion on marriage,

The Frir.nar_v research material for the exhibition was
gathered from interviews with a wide range of people from
the Indian communities. To find porential interviewees, the
exhibition team, Dr Sashi Meanger {as an external expert),
and the Community Advisory Group developed a survey
called a “Marriage Questionnaire’. The survey was aimed ar
New Zealand Indians who were, or had been, married, The
main aim of the survey was to obrain a range of accounts of
marriage experiences from a cross-section of Indian people in
New Zealand to show the significance of marriage, the main
processes of marriage, how diverse rraditions and rituals are
maintained in New Zealand, how traditions reinforce pride
in culture and identity, and how traditions are modihed
through contace with the host society.

The Community Advisory Group approved the
survey before it was placed on Te Papas website, Publicity
was arranged through the community press, websites, radio,
television, and the Indian Associations o reach as wide a
range of community members as possible. About 500 survey
forms were sent out through various channels. By the end of
2001, about 50 responses were returned to Te Papa and an
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initial 21 were chosen for interviews. The exhibition team
selected the interviewees according to age, geographical
locarion, religion, and life experience to ensure that a wide
range of views were represented in the exhibition, These
people’s voices would direcely contribute to the exhibition
in the form of audiovisuals.

On the whole the Community Advisory Group ap-
proved the selection, but some committee members had
reservations about the range of age and geographical spread.
They noted a lack of young people, a lack of Muslim involve-
ment, and thar the range did not adequartely represent the
current make-up of the Indian communities, in particular,
thar Fijian Indians were under-represented and that Gujarari
Indians were over-represented.

How did Te Papa take

account of diversity?

The survey had largely dicrared the exhibirion team’s choices
of who would speak in the audiovisuals, Te Papa was obliged,
however, to reflect greater diversity than had been elicived
by ies first approaches to the communities (ie, the Blue Skies
session and the survey),

Museums are involved in dehning the identities of
communities by packaging them into conceps for exhibi-
tions, bur they need to understand thar proup idenrities
emerge from personal identities and that homogeneiey is
almost impossible and should not be assumed (Karp in
Karp er al. 1992: 21). The Indian communities in Mew
Zealand are incredibly complex, covering several generations,
regional differences, and different religions and castes. It was
impﬂﬂih]c o Fu“:,r represent the communities’ :xp-cril:nci:‘s,
but the exhibition team found enough commonalities and
shared practices to present an exhibition thar could be ap-
preciated by a wide range of Indian as well as non-Indian
visitors. There are differences beoween a Sikh farmer and a
Hindu docror, bur both parricipate in New Zealand society
and history, and both have ‘overlapping senses of identiry’
(Lavine in Karp et al 1992: 150).

The exhibition ream’s biggest concern was to trans-
late the cthree main different religions inte an exhibition
concept, To represent the communities as fairly as possible,
the exhibition team relied on the statistical breakdown of
New Zealand Indians, The dominant community is Hindu
{about 58%), followed by the much smaller Muslim (10%)

ﬂ.ﬂd Slk.l:'l i?%]‘ COMMnities. TJ.'IC I'Q:ll'l:!.lll'lill'lg PErceniages

include Chrisdans, Buddhists, Jains, and others (Staristics
New Zealand 1995),

The Community Advisory Group advised the exhibi-
tion ream to go for the common fearures’ and ‘avoid specific
religious symbols and rituals' (Te Papa Minuces 2001}, This
was possible throughout most of the exhibition, but to prop-
etly deseribe each of the three religion’s wedding rituals, the
exhibirion ream decided to rotate the display of cach religion’s
ritual objects and wedding costumes separately on a recreated

mandap (wedding stage) at the heart of the exhibition.”

Who worked with the communities?

Depending on the namre of the communiry, Te Papa may
contract the services of an external community adviser to
help build relationships. This process acknowledges that
culral knowledge does not always lie with museum staff,
and helps create a sense of trust berween the museum and
COMIIUNICY.

To assist the AAINAA exhibition team, Te Papa con-
tracted Dr Sashi Meanger, a New Zealand Indian academic
and a Hindu, to assist with approaching the community and
to carry out the interviews. He was chosen for his interview
experience, good communication and Indian language skills,
and respected position as an academic. He was not closely
aligned with any particular community group, and so could
move easily between them,

Such a person was crucial to the success of the survey
and subsequent interviews. He had a deep understanding of
the customs, beliefs, and values of the Indian communiries,
and was able to connect through language and elieie full
responses. Sashi’s understanding opened doors for Te Papa:
interviewess quickly relaxed in his company, wusted him,
and shared very personal stories about their lives. The exhi-
sensitivities. Although he was more comfortable interviewing
Hindu and Sikh people, Sashi was also able to interview some
of the Muslim couples. When he was absent, interviewees'
responses were less intimare.

The curators on the exhibition team were always
present at the interview sessions, and were also the major
point of personal contact with the interviewees. Other staff
members dealt with crucial matters of organisation, bur
the curators were the recipients of knowledge and personal
stories given by community members. They had the enor-
mous responsibility of translaring the information into a

form thar was truchful, sympathetic, and easily understood
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by Te Papa's diverse audiences. Thus the curatorial role was
not the traditional role nl‘t expert. The curators acted pri—
marily as advocates for the communities and their stories,
They used their professional research skills, but with the
understanding that all interpretation would be approved by
the Communirty Advisory Group and appropriate experts in
the communiry.

As word of the project began to circulate, Te Papa also
received many approaches and offers of assistance from com-
munil}r m:mbﬂl& |:|:}ru ﬂl.l tI'.l.E Cum]nu.n i.l.}" A’L! 'r'j_‘uﬁl':f' G’H’JUP.
Te Papa’s policy is to accept those offers that help advance
a project but not to involve them in the conceptual devel-
opment, People with expertise in particular fields became
involved i the implementation of pares of the project. Two
event organisers helped with opening events, A widely trav-
clled and knowledgable couple who had recenty sertled in
Mew Zealand helped with purchasing props in India, advised
on the musical insouments included in the exhibidon, and
helped wich dressing the mannequins in wedding costumes
and jewellery. Their assistance was crucial to the success of
the exhibition in giving visual implementation to key aspects
of the rituals associated with weddings.

The interviews

The buman voice resonates with beman emotion®

Oral history has become an important pare of the visiror
experience within muscums, making the experience con-
temporary and accessible {(Chew 2002: 32), Audiovisuals
are an excellent medium to convey different cxperiences
within the exhibition environment. They can convey emo-
tions, personality, and different poines of view quickly and
effectively (as noted in Pierson Jones in Karp er ol 1992
230). By giving prominence to people’s voices within the
exhibition, Te Papa provided direct communicarion wich
the visitor, leading to a much richer emotional experience.
What it means to be Indian in New Zealand is seen through
the minds of the interviewees and not through texrual me-
diation. One person’s experience does not represent how a
whole community feels, but that experience is valid in its
own right and can be woven in with other points of view
{Chew 2002: 33),

The key voices and focus within AASNAA are the
interviews. In all of its Community Gallery exhibitions, Te
Papa has placed emphasis on relling people’s stories in their
own words, Community history is more powerful and pal-

pable when communicated through the voices of people who
could be neighbours. In AAINAA, however, the interviews
play a greater role than has been attempred in the past.

In total, the exhibition ream recorded 26 interviews
{22 couples, one widow, one woman without her husband
present, and two groups of smdents). The interviewees
stories are told in 16 three-minute edited films on four
monitors (four Alms per monitor). The monitors relate to
the four broad themes explored in the exhibition, ritled:
‘Introductions’, 'Preparations’, "Weddings', and "Our World',
The topics range from practical wedding preparations o
profound philesophical discussions. In addition to the
audiovisuals, quotes were extracted from the interviews to
include in the text panels to add a personal poine of view
to the labels about the objects on display. Consequently,
the first person point of view appears in different media
throughout the exhibirion,

Most of the interviewees had already had the oppor-
tunicy to clarify their thoughes chrough the original survey,
but most were eager to share both their positive and negarive
experiences, A few people asked for certain stories to be re-
moved later when they had the chance to review and approve
the material, and special efforts were made to preserve the
anonymicy of one Muslim couple who Feared repercussions
from September 11. Ar the time of filming, however, anly
one E[,}'LlPIE aﬁj{fd Fﬂ]’ l‘].'!l: camera to IJ:' turnl:l:i DH‘W]]CE I'J'H:}'
felt uncomfortable, All the interviewees appeared to enjoy the
process and to find it rewarding. As museum professionals, ic
was a privilege to hear about people’s lives and sec their wed-
ding photographs and treasured objects. Interviewing a wide
range of people helped the exhibition team understand the
dynamics of the [ndian communities ar a personal level,

Seaff edired the film marerial in-house. The story-
boarding, editing, and production were a huge task involving
several people and many hours, Staftf were partcularly aware
of the risk of imposing their concerns and perceptions on the
actual selection. The key concerns were that all interviewees
were represented and represented fairly, and thar the informa-
tion was compelling, and not just made up of soundbites, It
was almeost impossible to convey the complexity of people’s
lives when chere were so many interviews to represent. How-
ever, the result is a rich and comprehensive resource for the
visitor, and casual observations have been made by staff that
visitors are staying at each monitor for longer than is usual.
This is due to several factors: the monitors themselves are

very attractive (housed in pink Indian-style cases with ar-
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Fig 1. Layout of the audiovisual monitors and the "bum-rails', Phorograph by Michael Hall,

tractive graphics), the themes are incriguing (for example,
‘Arranged Marriages’), and the bright pink ‘bum-rail’ is an
inviting place to rest (Fig 1).

Visitor feedback has been encouraging. People are
usually interested in hearing about other people’s lives. In
exit interviews conducred by Te Papa staff, most visitors
have enjoyed warching the audiovisuals. Comments have
included: "Shorr and respectful and sensitive videos', “In-
teractive videos — covered important things in life’, “The
interviews were very real’ (Visitor and Marker Research Unic
2002 Llnp1|hi.].

Missing voices
During the interview selection process, two major missing
voices were identified — those of young people and Indian
Muslims.

Ot of the 21 surveys initially identified for interviews,
there were fourteen Hindu couples, one Hindu widow, two
Sikh couples, and four ‘mixed marriages” (or couples from
different religious or ethnic backgrounds). Only three of the
couples were young, and only one person was Muslim. Te
PaPE. I'I.I:::d::Li [ {n] szrti.\l':!}r addn:-ss th:'il: i:mh:l:nﬂl:ﬁ.

The age range for most of the interviewees was from

the late 305 to 60s. Three young Indian cm:p]cs were in-

terviewed, bur a wider youth point of view was needed in
order 1o look at contemporary issues facing young people,
1o look ar issues of generarional change, and to appeal 1o Te
Papa’s school audience.

Two youth focus groups were organised by Commu-
nity Advisory Group members and were held at Te Papa (a
secondary school group of eight, and a reriary education
group of six}. The groups were organised at short notice, and
there was not enough time ro apply the same survey meth-
odology as before. Approached by the Community Advisory
Group members themselves, the young people were from
Hindu backgrounds and all from Wellingron. Thar said, the
focus groups were successful in terms of content, providing a
pre-marriage youth point of view in the audiovisuals,

A youth poinrt of view not represented by the exhibi-
tion is that of contemporary intermarriage. AAINAA indludes
two examples of an older generation, but not of intermarriage
berween young Mew Zealand Indians and non-Indian New
Zealanders. In retrospect, such a couple would have given the
opporiunity to consider how diverse cultures in New Zealand
are currently engaging and altering one another, thus break-
i.".E Ida"ll"!']'l I.I'.l.: b:rri:l,’s bmn ‘rl‘lcm' ﬂ.ﬂd II.I..‘iI ﬂ.ﬂd sl'l.[}w:ing
how communities within New Zealand are accommodating
each other (Lavine in Karp er 2l 1992: 146).
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The other crucial gap was the lack of a Muslim voice,
There were two key reasons why so few Indian Muslims
had responded to the survey: fear of public involvemenr
after September 11, and residual distrust of Te Papa ow-
ing to a contentious exhibition held in 1998 called Pierura
Britannica,

The news during the period of exhibition develop-
ment was dominated by the aftermath of September 11,
and by ant-immigration statements by a prominent New
Zealand politician (Peters 2002), As AAINAA was taking
place within a natonal museum, it could make a small but
positive statement abour harmony within cultural diversicy.
The Muslim community had, however, remained wary of Te
Papa since Picrura Britannica. This exhibicion featured an
artwork by Tania Kovat called Virgin fn a Condom in which
a small plastic staruerre of the Virgin Mary was sheathed in a
condom. [t was considered blasphemous by religious groups,
in particular the Muslim and Cacholic communiries, Owing
to issues surrounding the censorship of are, Te Papa did not
remove the artwork from display.

Museums may find they have conflicting obligations
to their various communities. Te Papa’s mission to be a forum
included representing divergent and controversial views. In
this particular case, however, the art community’s need for
freedom of expression and the religious communines’ need
for respect were in conflict with each other. Consequently,
there was much debate within the exhibition team and the
Community Advisory Group over the bestapproach to take
in order o repair the breach with the Muslim communiry.,
A sensitive approach was required, one which emphasised
that AAINAA would celebrate New Zealand’s Indian com-
munities and be inclusive.

The Community Advisory Group suggested Mus-
lim couples to contace for interviews, and the exhibition
team approached the Islamic Centre in Wellington and
the Federation of [slamic Associations for support, These
approaches took a long time and, as the project deadline
drew near, ran the risk of appearing tokenistic to the
Muslim community, However, three couples eventually
agreed o take part, and representartives of the Muslim
organisations visited Te Papa and approved the exhibition

concept and design.

Celebration of Indian lives —

what about the issues?
The aim of A4INAA is o celebrate New Zealand’s Indian

communitics within a wider museum policy of multicultural
representation. Bur celebrating a community can be seen
as an easy opuion. Everyone loves festivals and good news
stories. How did Te Papa acknowledge the issues within the
communities?

Museums must be careful aboutr which issues tl'ii!‘y
choose to discuss, as the selection process itself can skew the
representation of a culoure, van Karp believes char ‘commu-
nities have the responsibilicy o see that exhibirions about
themselves are more than celebratory’ (Karp in Karp et af
1992: 27), and there was much debate abour whether o
include some of the issues facing Indian people around the
world, in particular racism, caste, and dowry. The celebratory
narure of the wedding theme also precluded representing
MNew Zealand Indians who had been divorced or who had
chosen nor to marry.

It was likely that Te Papa’s audicnce would ask ques-
tions abour chese issues, pardcularly caste and dowry. The
Community Advisory Group also expected the exhibition
to address some of the serious issues in Indian life. The
exhibition team decided to consider these issues in rwo
main ways: in Tr Papa Onscreen (an in-house database
where visitors can access more informarion aboun exhibi-
rion mpii:s} and within the audiovisuals. [_'.nrls:quentl:,',
one audiovisual is devored to dowry, Experiences of caste
are part of the audiovisual called “Family and Communicy
Views'. A particular experience of racism is described in the
audiovisual 'Coming to New Zealand’. The stories are rold
in people’s own voices and are not interprered elsewhere
in the exhibition. This is a subtle approach to dealing with
issues of concern, and it requires a reasonably perceprive
visitor to note them.

Steven Lavine points our thar ‘exhibitions thar repre-
sent one group as different and exotic are common’ (Lavine
in Karp er al 1992: 141), AAINAA risks being perceived
in this way. Even though the exhibition team intended the
wedding ro act as a vehicle for deeper understanding of the
Indian communities, there was a risk that the arranged
marriage system and the complex rituals of the ceremonies
would present the Indian communities as being different
and exotic. The design of the exhibition also conrribures o
this feeling of difference. Itis intensely bright, colourful, and
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completely surrounds the visitor, thereby setting the space
apart from the rest of the museum.

However, the design is meant to engage the visitor
and lead them through the exhibition to hear the real voices
of New Zealand Indians. Te Papa’s aim was for visitors to
understand that Indians in New Zealand are MNew Zealanders
but with a unique heritage. The interviews provide cross-
cultural encounters ‘to inform people abour themselves, by
serting their culture and history side by side with others’
(Lavine in Karp ef @l 1992: 142). Interviewees were in a
variety of clothing, both traditional and western. They were
pictured in New Zealand domestic settings. and they spoke
with a u.-'a.rier_l..' af accents, iru:lmﬁng those of second and
third-gencration New Zealanders, They also directly voiced
their feelings of whar it was to be a New Zealander, lile other

MNew Zealanders — not only points of difference.

Design and interpretation

The exhibition team never assumed expertise on Indian
culture but were committed to improving knowledge and
understanding. Only a few works of scholarship have been
written on the Indian communirties in New Zealand and
much of it is about 20 years old."” The Museum’s research
thus largely relicd on the interviews, advice from community
members, and international sources. Research was carried out
und::r I‘l‘l: Euid.mﬂ: “r tl'l.: 'C.nmmun'lt}r ;‘!H.le.hﬂr].r Crmup, :Lru:].
all resules were checked with the relevant members, Primary
research marterial was also garhered from particular experts
within the communiry, such as religious leaders.

From the beginning of the project, design was a key
driver of the concepr and helped shaped interpretarion.
The exhibition Space was small and narrow with several
restricting factors: angled walls divide the space into four
main sections, with video and compurer access down one
side, and display cases down the other. The concept had 1o
fic the infrascrucrure of this space.

As lvan Karp notes, ‘exhibitions portray their mak-
ers sense of how the world is defined’ (in Karp et al, 1992;
22). The designers were not Indian, and their identity as
professionals within the museum communiey needed to be
maintained. The Community Advisory Group dictated the
overall tone of the design, and advised Te Papa w ke a
secular approach to imagery and decorations (for example,
images of Hindu gods would be offensive to Muslims), and
certain elements were given over directly o the community

{for example, the garlands were made by community mem-

bers). Images and designs acceprable to all three religions
were carefully researched and checked. But the final design
was driven by the designers’ skills and experience, and the
constraints of the Museum (for example, budgets, labour,
and timeframes).

One of Te Papa’s major forms of engagement with its
visitors is the use of language in text panels. Again decisions
were made in tandem, as the Community Advisory Group
and exhibition team decided that the rext should be inclusive
and reflect the muldiculoural commitment of Te Papa by in-
cluding Te Reo Maori in the main meroductory texe panels,
and Hindi and English in all the main labels as the national
languages of India (even though many Mew Zealand Indians
speak Gujaraci, many also understand Hindi).

There are many similarities in marriage customs
across the three main religions: Hinduw, Sikh, and Muslim.
For example. all brides have their hands decorated in henna
and are adorned in fine materials and gold jewellery, In the
segment cilled "Ceremonies’ however, it was crucial for the
design to be able 1o tell the stories of the three different re-
ligious groups, As the exhibition space is small and narrow,
only one wedding can be displayed ar a time. The design
features a mandap (wedding stage) ar the heart of the ex-
hibition where up o four mannequing can be displayed. A
wedding couple stand in the centre of the mandap Hanked
by mannequins dressed in engagement and reception saris
(Fig 2). Such garments represent the majority of irems kepr
by the interviewees; women's clothing being the dominant
keepsakes. As Hindu Indians are staristically the dominant
group, it was agreed that there should be rwo rotations of
the stage devoted to Hindu costumes and rital objects for
the first year of the exhibiton, followed by one siz-month
rotation of Sikh costumes, and a final siv-month rowmon
of Muslim costumes. Four rotations allow the display of
more objects relating to the interviewees and help keep the
ﬂhihitiun .Eﬂ:ﬁh thrﬂugj‘l.uut its m"ﬂ'—}'ﬂﬁr ]ifc‘.

The Hindu stage was designed in consulwation wich
the Community Advisory Group and, in particular, one
member who was experienced in performing Hindu rituals
(D Pushpa Wood). She assisted in the purchase and layour
of religious objects. Another committee member organised
the making of garlands for the canopy. Two external experts
from the communiry helped dress the mannequins and apply
the face decorations and jewellery. At all stages of installa-
tion, the exhibition team consulved with and were helped by

members of the community. They were the experts. How-
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Fig 2. Canopy of the mandap (wedding stage) with a Hindu wedding couple flanked by a mannequin (on the :]gh:] dressed ina receprion
sari. Photograph by Michael Hall.

[ = = Lht}r d;d h.a"ﬂ: Lo ﬁ.t thl:] E:n t.l:li: df.'iig.[l Pﬂf-'lrl"‘.'i.:l.'.‘i. F[]T
example, Dr Wood had to reduce the number of religious
objects in order to fit the mandap. The Hindu wedding is a
complex and lengthy ritwal involving fire, scent, and food
substances. It was impossible for Te Papa to give it an acrual

physical presence.

The opening event
Opening the exhibition was an integral part of building Te

Papa's relationship with the Indian communities, The open-
ing event for AAINAA was a separare project and wok abour
four months and much debare to organise. The imporrance
of such an event was keenly felt by the Community Advisory
Group, as AAINAA was the first natonal exhibiton, within a
government-sponsored institution, about the Indian people.
Everyone wanted an opening event that showcased com-
munity pride, identity, and harmony. [t was an ideal chance
to invite the Hindu, Sikh, and Muslim leaders to open the
exhibition together. This was not a religious ceremony: juse
a simple ribbon-curting ceremony (a5 specifically advised by
the Muslim communiry), but one that included everyone,
The opening event was attended by about 400 guests and
was a successful community event, fearuring speeches, music,

dance, and food. Many communiry events were planned for

the first weckend including classical and folk dancing, rangnli
art demonstrations, a fashion show, and henna painring,
&]mﬂ nFrl'll: np:ning CVENLs Wore t:il:'\l"i.sl:d, W‘hiﬁh Pri}'\r.“i:d

an occasion for wider public awareness.

Public programmes and
ongoing relationships
A community exhibition is not a stane display in a museum.
It should be a living relationship berween an institution and
members of the public. The public programmes supporting
AAINAA are an opportunity to sustain the relationship and
add context to the exhibition.

Te Papa's relationship with the Community Advisory
Group was developed solely to create the exhibition, bur
relationships are usually more complicated than those gen-
erated by immediate needs and they require maintenance
throughout che project and bevond. Tan Wedde, Concept
Leader Humanirties at Te Papa, notes that ‘critical to the
performance life of an exhibition is the sustained ownership
of it by its informed and articulate champions (Wedde 2002
unpubl.). As AAINAA was created by an exhibition team
thar was dishanded after the exhibition opened, it has been

IJ; IEL'illi bo maintaln :IL{I:LIL'I:IIE commiul |'|i‘['||-" il'l'\-'\l:rj'\"en]fn L. H-D
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one single seafl member is responsible as a “caretaker” of the
cxhibition. During the exhibition development process,
there was some discussion on the possibility of retaining
a communiry adviser on staft, as happens with iwi exhibi-
tions,'® bur owing to resourcing issucs this idea was unable
to be carried out. The challenge now is to find alternative
and appropriate means o ensure a continuing role for the
communities in the ongoing programme.

Te Papa and the Community Advisory Group did
agree in principle to developing the relatonship beoween the
Museum and the community after the exhibition opened.
Ideas included researching and publishing the interviews,
and holding seminars on related social issues (such as the
meaning of marriage, race relations, and bi- and multicultur-
alism), Some of these ideas will be implemented. Members
of the exhibition ream, the Communicy Advisory Group,
and other community experts regularly give floortalles in
the exhibition space. A successful education programme is
in place for the duration of the exhibition. A series of three
forums will be held during 2003, and an on-line education
resource is currently being developed. Full implementation
of all the ideas is, however, dependent on resources and
L‘(}:I'nmj.trl.'lll:nt.

In terms of research marerial, staff are currencly
considering the long-term storage and protection of the
interviews. Over 20 hours of recorded interviews were
collecred, whereas only one hour was used in the exhibition.
The inrerviews were recorded on digital technology for the
short-term purpose of the exhibiton. However, the marerial
is a nch resource for the communities, and Te Papa has a
responsibility to care for the material and provide access.
Staff are currently seeking long-rerm storage consent from
the interviewees, including the right to reproduce in order
o make archival copies and upgrade to another medium if
necessary.

Te Papa also needs to look ahead to when the exhibi-
tion ends. Museums need to be careful to maintain relation-
ships after an exhibition has been dismanded. Dispersal of
the exhibition at the end of its life requires sensitivity and
sympathy. As noted by lan Wedde, “relacionships with lend-
crs, communities, and project partners require constructive
handling’ (Wedde 2002 unpubl.). Collecting marerial culture
for future generations, publishing articles on the exhibition
and other associated research, and continuing festivals and
public programmes can all be ways to mainmin relation-

ships, To dare, Te Papa has not been strong in developing

such ongoing relationships, as staff resources are diverred
to maintaining the ongoing exhibition programme. At the
close of each exhibiton, however, Te Papa retains a small
long-term presence from each community within the larger
Fasspores exhibition, The Chinese and Durch communiries
are individually represented by small displays of objects and
graphics within the larger stories of immigration. The Indian
communities are also already represented by the story of one
particular migrant in this permanent part of the exhibition,
In addition to these displays, 7¢ Papa Onscreen files remain
on-line after the exhibition has closed. These are all remind-
ers of the dJ\rerSll}' of MNew Fealand.

Whart next?

Te Papa’s bicultural framework is partially successful in
providing a space and consultative process to represent the
communities of Tangata Tirit," The framework may not
be comprehensive enough to deal with all the complexities,
but it does allow for negotiation and inventive solutions.
Berween the framework and the acual reality (creared by
the sometimes conflicting imperatives of a national museum
operating within budget constraints) lics good faich on the
part of all parucipants involved in community exhibition
prajects, During the development of AAINAA, Te Papa could
not always meet its ideals owing to the complexities of both
the Indian communities and the instioution itself. Both staff
and community advisers needed to accepr contingencies and
do their best to mediare berween the ideal and the reality,

For their part, visitors may find aspects of their identi-
ties and histories in Te Papa’s community exhibitions, but
they will not find everything, The hope is thar Te Papa's
exhibitions continue to present dynamic representations of
identity and are helpful to New Zealanders and other visitors
in understanding the complexities of this councry. Museum
staff have already begun planning the next community exhi-
hition for 2004 based on the ltalian community. The [talian
Community Advisory Group will bring fresh ideas of how
they wish their communiry to be portrayed, and Te Papa
will endeavour wo fulfil its obligations o bring their stories
to a national and international audience.
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Endnotes

I For notable New Zealand examples, Petone Sertlers Museum
has published three community histories (Mealing (1991),
Ducar, Mealing and Sawicka (1992), Elenio {1995)) and
Hawhkes Bay Culvural Truse has recently published a Chinese
community history (Curham (2001)). All these publications

relate o exhibitions of the same names,

2 For international examples: Smith in Kavanagh (1991} Karp
et al. {1992); Cox and Singh in Hooper-Greenhill (1997},
For New Zealand examples: Ducat, Mealing, Sawicka (1992);
Brosnahan (1994); Cameron {1994); Mealing and Sawicka
(1997},

3 This paper is wrirten from my perspective as a history curator
on the exhibirion ream. | hope that the Community Advisory
Group's perspective may be Pub“shnd ar a larer dare.

4 This exhibiion runs from Seprember 2002 o Seprember
2004,

5 Email from Jock Phillips {previous Concepr Leader History, Te
Papa) 1o Bronwyn Labrum (Curator History, Te Papa), May
2000,

i The selecrion process for cach community exhibidon relics on
cercain criteria, including che capacity and capability of the
community (o provide assistance and resources, and whether
the communicy’s story fies into Te Papa’s overall rescarch strar-
e,

7 In particular Karp et of, (1992).

8 Clause 2.7, Educarional and Community Role of the Museum,
JCOM Code of Erbicr for Musewms, 2001,

% Email communication from Stuarr McAdam, former Assiszane
Curaror, Te Manawa, January 2003,

10 The Blue Skics session was only held once because of the
expense of Hying participants from around New Zealand.

it See larer discussion in “Who worked with the communiries?

12 Sec later discussion in ‘Missing Voices .

13 ‘Elder’ in this case meaning she was a person with mama (pres-
rige) within the local Hindu communiry.

14 Community Advisory Group members were: Mr Ashwin Gu-
lab, Mrs Ruxmaniben Kasanji, Mrs Kamil Lakshman, Mrs
Karuna Ranchod, and Dir Pushpa Wood.

15 The mandap display is explained in greater degil in “Design
and Interpretation’.

16 Chew (2002: 34),

17 Forexample Tiwari (1980}, Leckie {1981}, Taher in Thomson
and Trlin (1970},

18 Kaumatua and Kuia (elders) join Te Papa staff for the pr:ri.od

of each wi exhibition.

19 These who belong to the land by righe of the Treary of Waitangi,
1840,
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