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indicates abundance, was used to embellish the logo of
one of the world’s most wealthy brands, Apple.

In.the gallery space between the sculptures, a VR
experience gave visitors the chance to step through s
virtually carved waharoa to see an alternative digital
world. Curator Bridget Reweti explains, “As a student of
Professor Robert Jahnke, Kereama learnt that the carved
figures within the iconic style of Te Ati Awa perform acts
which are physically impossible but spiritually possible:
Their figurative forms are not bound by our human laws
of physics such as gravity or matter.” Creating ina digita
space allowed Taepa to explore realisations not available
within the physical constructs of the gallery and to connect
to an alternate spiritual sphere.

Taepa has been pushing elements of Whakapt and
a (very) brief history further since 2017, and this yefif
they came together in Transmission, at Objectspace I
Auckland. Curated by Ane Tonga, the exhibition took he
sonic traditions of te ao Maori as the starting point o2
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ntentions for Transmission, in which the series of works

oscillates between honouring atua and tupuna, exploring
nateriality and considering the way physical and digital
realms can connect and extend one another.

Nearby 1N the gallery, a stack of 3D printers took

centre stage. The stack referenced Tane both in vertical

form and In the poupou they busily printed over the
duration of the exhibition, transforming the space into
. studio of sorts. Working simultaneously, they built
portions of four poupou in the tuare style of Te Ati Awa
carving, which, once finished, were assembled to reveal
different personifications of Tane. The continuous printing
meant Taepa’s process was actively present in the gallery,
deepening the audience’s understanding of the technology
and how it was employed. Rather than presenting them
as a replacement for carving, Taepa used the 3D-printed
poupou to speak of what could be done with the machines,
a whakap1i way of working that could exist in parallel to
the whakairo of wood and chisel.

Taepa chose to use a ‘green’ PLA filament derived from
corn starch as the base material for his poupou — creating
new work from petroleum-based plastic would have been
in conflict with the kaupapa of the exhibition. Being plant
based, the whakapapa of the material also acknowledged
Tane and customary carving, while suggesting a possible
alternative to using native timbers.

Transmission’s final work, Te Oro, combined virtual
Teﬁlily and audio activation, connecting taonga puoro
Wlll? the digital space. Taepa identified Te Uira, the god
o llghtnin.g, as a potential node in a whakapapa that
Ezﬁr:lua;;szs_ digi‘t‘al Sp.aCG.S and practices within a Maori
o phyls)ic ;l igm. “Te Ul.ra is the closest parallel of a visual
VRie i L eDreser‘ltauon of electricity,” he says. In the
oy P stof:j’ .Tef Uira was _rendered in stylised human
B e 1h;tn ronllt of a ko.auau (an o.pen-ende.d CIOSS-
Pl somens could be activated Py viewers with a VR
. roller. The notes of the kdauau were recorded
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his latest S ) ?ngage audiences continues wnh.
Maclea it i;lappubllc sculpture designed for Te Uruhl
Casl'coﬂcrete £ araparaumu. Tohora is a 10-metre long,

pture that uses the traditional Aramoana

ocean waves pattern to represent the journey of whales
through Te Rau o te Rangi waters. The sculpture lies flat
along the landscape and is intended to be interacted
with by visitors. “It’s a literal pathway, ” Taepa explains.
“The idea is that you can walk on top of it and as you
do there’s a sensor in the middle which triggers audio,
allowing you to hear the sounds of whales and dolphins.”
As with Taepa’s other interactive works, Tohora implores
audiences to get amongst the artwork, engage all their

senses and experience it in every way possible.

Dame Anne ended one episode of Artefact by
“there is no static point for Maori, no classic culture-.

Taepa’s practice 1s a €ase in point. While the artist honours
the cultural knowledge tha enables him to create with

understanding, he uses everything available to make 'n
relevant for his life today in the 21st century. With his
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A continuous pathway

In sculptures, 3D-printed ‘carvings’, installations and virtual works
qrticulates Maori ideas with digital tools. Taepa’s incessently im;

Kereama Taepa

challenges the limits of material and connective strategies, says Zoe Black

ecently, I have been watching Maori TV's superb

documentary series Artefact. Each episode looks at

key objects from the history of Aotearoa, alongside
stories from knowledge holders contemplating an item’s
importance in the present day. The series reaffirms that
innovation and adaptation have always been at the heart
of Maori life. Dame Anne Salmond presents taonga that
show Maori were constantly problem solving and that
their making practices were continually responding to
what was available in the immediate environment — from
utilising unfamiliar plants, weaving weather-appropriate
clothing or being eager adopters when metal carving
tools arrived. She says it was the life of a people “always
shifting, always growing — spiralling back to the ancestors,
opening up the future”.

The work of Kereama Taepa sits easily within a
framework of reflective, incessant innovation. Over his
Career, Taepa has grounded his work within customary
Maori knowledge, while incorporating new techniques,
materials and processes in the spirit of constant change.
since 2011 he has been experimenting with 3D printing
and virtual reality — most notably producing the coveted
3D-printed heitiki which he first made in 2012. He explains
th?t connections can be made between digital spaces and
Maori philosophy: “things are there yet not there — both
AI€ tangible but yet intangible. I use new technology to
connect the now with the past, to present the beginning.”

Son of a Maori father and Pakeha mother, Taepa draws
On multiple heritages and interests in his creative life —
:i::zezrto retrp gaming, sc.ience ﬁctio.n and ﬁlm, for
T A\;va e C((i)nsmiered alongside the carving traditions of
mu]ti-layera;l Te Arawa from whom'he descends. These
S beo thclspects of Taepa’s E)raFtlce mean that Taepa
B contemporary Maori art and Corzznlezzta.?f
e reliSthfaW art = always thrcmgh the lell]S of an artist
o Crea; In pushmg boundaries and se-emg just what

€ with the tools available to him.

In 2016 Taepa presented a (very) brief history of
Aotearoa as the fifth commission of the 4 Plinths project
In Te Papa’s forecourt. Taepa topped the plinths with four
recognisable shapes, rendered in the visual language of
pixelated Space Invaders game icons. Together the symbols
— a Maorl meeting house, a bishop’s mitre, a crown and
the Beehive — formed a (very) brief history of our country
while drawing links between invasion, colonisation and
the spaces in which power exists today. Through familiar
arcade visuals and in the potent location in front of Te
Papa, the work wittingly spoke of shifting authority, rights
denied and access taken away.

Taepa’s exploration of contemporary visual culture
from a bicultural perspective was developed further in
his 2017 exhibition Whakapi, curated by Bridget Rewetl
at Pitaka Art + Museum. In Whakapt, Taepa installed
2 series of sculptural works responding to both the
pervasiveness of popular culture and the importance
of matauranga Maori within his practice. On one side
of the gallery symbols of modern life were mounted on
the wall; on the other, a line of wheku was placed in
opposition. While resembling intricately carved angfagts,
the sculptures were in fact constructed using 3D printing
technology. This process Was alluded to in the title of
the exhibition — Taepa’s new term ‘whakapi’ plays off
the word ‘whakairo’, meaning carving, i “’?13““8 =
‘oference to maggots (iro) with one o bees '(p‘)' Whee
maggots carve out organic material, bees build up [h'elrr
hive in systematic hexagonal shapes, similar to the wa)
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