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My son Kauri te Piha: 2017 

Ko Ruapekapeka tōku maunga 
Ko Waiomio tōku awa 

Ko Ngāti Hine tōku hapu 
Ko Miria tōku marae 

Ko te Rapunga tōku wharetūpuna 
Ko Te Piha Reihana tōku papa 

Ko Beverly Joan Stephenson tōku mama 
Ko Piripi Haunui Morunga tōku hoa rangatira 

Ko Kauri te Piha Reihana – Morunga tōku taonga 

Ko Tia Reihana-Morunga tōku ingoa 
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ABSTRACT 

Arts as means to negotiate relationships is not a new concept. However, notions of 

interculturalism, and how we approach culturally centred relationships in arts, is significant 

when considering a specific Indigenous lens, or perspective (Hindle et. al, 2011; MacFarlane, 

2004; Salter, 2000; Whitinui, 2007, 2010).  

This doctoral research, ‘Te mana motuhake o te kauri: A kaupapa Māori exploration of 

intercultural praxis’, is conducted in Aotearoa/New Zealand, and Australia, with Marrugeku 

Dance Theatre, an interdisciplinary theatre company with residency in Yawuru Country, 

Broome, Western Australia. Identifying themselves as intercultural company, Marrugeku 

Dance Theatre communicate philosophies of professional practise, that involve performers 

from different cultural backgrounds, and the navigation of Indigenous and non-Indigenous, 

story and knowledge (Swain, 2006, 2010, 2014).  

To critically contribute to intercultural discourse on a wider issue, this research also reflects 

on contentions revealed when trying to correlate Marrugeku Dance Theatre intercultural 

praxis, to distinct academic intercultural literature. As a result, an investigation of how 

Indigenous landscapes, people, and perspective, facilitate culturally distinct settings, disrupt 

meanings of interculturalism.  

As manuhiri (guest) engaged in research with other Indigenous and non-Indigenous 

communities and landscapes, I have engaged a Kaupapa Māori theory, 

whakawhanaungatanga methodology. Situated in the culturally distinct stories of participants, 

the research also includes the critical Indigenous perspective and pūrākau of the researcher.  

In this thesis combative points of convergence that have attempted to navigate discourse, 

culminate in the development and introduction of a distinct intercultural framework ‘te mana 

o te rākau kauri’ (the authority of the kauri tree). Reflective of Marrugeku Dance Theatre arts 

praxis, critical engagement of relevant scholarly literature, and, my own distinct lens as Ngāti 

Hine and kaupapa Māori researcher, ‘te mana o te rākau kauri’, attends to the equitable 

inclusivity and authority of Indigenous communities within interculturalism. 



iv 

ACKNOWLEDGEMENTS 

For my son who resides on every page and in every lived moment of this thesis.  

My husband, my husband, my husband… taku hoa rangatira… Piripi Haunui Morunga. No 

words can explain expect one… Always x 

My mum, who passed away whilst in the midst of writing this thesis. This is for you too 

muma. I got there! … and yes I still can’t spell. I love you and I miss you. Thank you for 

driving me to dance class every day, for sewing endless sequins, and for smiling that way 

when watching me perform. You were the first person to have faith in this journey.  

Thank you to my supervisors Nicholas Rowe and Mera Lee-Penehira who provided an 

abundance of truth, friction, faith, grounding, criticism, encouragement, and support in my 

growth and emerging independence as an academic. My learning from you both occurred in 

various landscapes. You made it tangible and rigorous, and I feel so very grateful to have 

shared this with you both.  

Thank you to my supportive family in the Dance Department, The University of Auckland. 

Thank you to my rangahau whanau MAI, the Māori and Indigenous doctoral network. 

To Marrugeku Dance Theatre artists Eric, Josh, Miranda, Ngaire, Serge and Edwin, thank you 

for being so generous of yourselves…  

Yawuru Country, Gadigal Country & Gumbaynggirr Country and communities…  

To the incredible and generous Rachael Swain and Dalisa Pigram. Taku tuakana, thank you 

for making safe spaces, critical places, and significant contributions to this thesis. And thank 

you for welcoming Kauri, Piripi and I into Marrugeku Dance Theatre and the many 

landscapes we inhabited.  

It has been a humbling exploration.  

Arohanui koutou 



v 

PREFACE 

Gumbaynggirr Country… A narrative, that was a story, waiting to become a pūrākau. 

Intercultural reflections, of a Māori girl, from Coffs Harbour 

 
Reihana (2016): Gumbaynggirr Country, N.S.W Australia 

I am the old highway. 
Integrated to gravel overgrown in branch, to beach 

I am the old highway 
Looking down to recollections of feet to place 

Hands to air and mind to vacancy 
Yelling into destinations that uncover country 

My country, but not my country 
New Highway not my highway 

From mud to tar 
From then to now 
From there to here 

From her to her 
The road less travelled, the road with story, a road with memory. 

I am the old highway 
Tia Reihana-Morunga (2017) 
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I am staring at the computer screen and there is an anxious feeling in my stomach as I re-

read the words written in an email from a colleague “We would like to have a Māori welcome 

of some kind… a powhiri? A mihi? Could you please co-ordinate something, I don’t quite 

know the right term as it is not my area of expertise’… My eyes keep scanning over these last 

few words of the sentence… ‘It is not my area of expertise’ … ‘It is not my area of 

expertise’… ‘’It is not my area of expertise’.  

‘It is not my area of expertise’ is a common response that I have encountered from well-

meaning practitioners faced with the prospect of engaging in the delivery of Māori content in 

diverse contexts of Arts education. ‘I am not Māori so I wouldn’t know’; and ‘I don’t want to 

offend’, have also been common statements delivered during times of cultural interaction and 

uncertainty. As a Māori arts practitioner I too negotiate these liaisons within personal and 

professional environments. As Ngāti Hine, I sometimes ponder what expertise do I possess, 

that must therefore place me in this position to negotiate these relationships on others behalf. 

More importantly if I inform on how to do something ‘Māori’ is there also an ethical 

understanding in your doing?  

From my conception, in my mother’s womb, I have inhabited landscapes of intercultural 

consciousness. I guess my expertise might actually be considered my living reality. I was born 

in Aotearoa, my mother is 1st generation Russian Australian, my father Māori. My 

grandmother born in Russia, grew up in China. My great grandmother was married to a 

French man who died in the war. My grandfather was English, but my mum over the years 

refused to accept this was the case (a conversation well beyond the scope of this thesis). 

Born in Aotearoa, and having grown up in Australia, culturally distinct and often volatile 

environments, were and remain, an everyday navigation. I grew up in a small town on the east 

coast of Australia… called Coffs Harbour. There were no other Māori where we lived. At 
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school in Australia we never learnt about Māori, or Indigenous Australian culture. History 

lessons began with the discovery of Australia by Captain James Cook1.  

During the journey of this thesis, I returned to Coffs Harbour with my son Kauri to reconcile 

my own histories, and places. I wanted to disrupt my own senses of belonging, that for the 

most meant I omitted the validation of Indigenous custodians of Country. It was personal 

pilgrimage to old surf, swimming, and fishing places I knew. Old houses, new memories to 

foster a recognition that this place, my place, Coffs Harbour… wasn’t.  

This place is Gumbaynggirr Country.  

As manuhiri (guest), my travel to Australia to work with Marrugeku Dance Theatre and the 

investigation of intercultural praxis, have unearthed my own maze of cultural awareness, and 

competence. Not just regarding my ongoing experiences as an Indigenous academic, but also 

my own personal histories. Māori educationalist Angus Macfarlane (2004), contends life 

experiences inform how people “interact with their environment” (p.7). Statements of “It’s 

not my area of expertise” are therefore complex in the equitable validation of others.  

Through my doctoral research I am thankful for the ongoing mediation, of my own personal 

and professional histories, as means to make meaning of culturally distinct settings. Returning 

to Gumbaynggirr Country was one of many re-imaginings, of how to deal with my own 

experiences of, “not my expertise” unconsciousness.  

My own ‘unconsciousness’ of Indigenous Australian Country, and how I may work with the 

‘unconsciousness’ of others, pertaining to my own whenua in Aotearoa, are ongoing critical 

landscapes. As are my own negotiations of identity.  

                                                
1	British	explorer	&	navigator	first	recorded	European	contact	with	Australia	and	first	recorded	
circumnavigation	of	Aotearoa,	New	Zealand		
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I am in this thesis, as are my whānau. I understand inherently that culture is always in a state 

of flux, and cannot be fixed to one absolute place, or in the case of the intercultural 

framework offered in this study, a rākau (tree). However, how we locate ourselves in 

relationships with fundamentally different cultures, are powerful considerations to our 

participatory wellbeing. Māori Marsden (2003) writes, 

Culture is the most powerful imprinting medium in the patterning process of the 
individual. The interiorised patterns/images/stereotypes/symbols and convictions 
which motivate members to action organise communal activity, established social 
institutions and standards of behaviour (p.34).  

Marsden (2003), presents important provocations to recognise, that you cannot possibly be an 

expert in the participation of others culture. It’s not a skill to attain. All my years spent as a 

young girl in Gumbaynggirr Country, do not mean I now have expertise in the ideologies of 

others. My colleague who I talk about in the beginning of this preface, has spent their whole 

life in Aotearoa… yet has little or no awareness to the culture of tangata whenua (original 

inhabitants, Indigenous people of Aotearoa). 

This research is for her too.  

A koha (offering) for reconciliation, in how we ethically re-imagine the equitable 

participation and authority of Indigenous communities. Not as experts, but as willing 

participants, all open to making the journey back to their own Gumbaynggirr Country 

landscapes.  
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CHAPTER 1 

Te mana o te kaupapa  

(the authority of the research intent) 

 
Figure 1:  

Miria Marae, Wairere urupā (cemetery)Waiomio. My son Kauri te piha Reihana-Morunga, 2015.  

1.1 Introduction 

Ka omio omio nga wai Waiomio: The swirling waters of Waiomio 

The swirling waters of my whenua (connection to earth), this place, Waiomio2, is my 

tūrangawaewae3. My son Kauri is pictured on the graves of my father and uncles. In the 

                                                
2	Waiomio	–	region	that	is	located	in	Te	tai	tōkerau	(Northland,	Aotearoa/New	Zealand)	
3	Tūrangawaewae	–	tu	(stand)	waewae	(legs	and	feet)	refers	to	a	place	of	belonging.	The	landscape	that	your	
ancestors	are	from	that	gives	an	embodied	connection	and	sense	of	identity.	
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foreground, my meeting house ‘Te Rapunga’ can be seen. This picture reflects the purpose of 

this research, providing ‘the grounding’ for my own integrity as researcher and Ngāti Hine4. I 

have slept here, wept here, laughed here, buried my father here, my sister, my whānaunga 

(extended family), and the whenua (afterbirth of my son). Over recent years as an adult, 

wānanga (gatherings for teaching and learning), along with my whānau have also fortified a 

connection to a living history that I did not experience as a young child growing up in 

Australia. The picture looks back towards my marae Miria, which was named after the 

Camillia flower. The name of my whare tūpuna (ancestral meeting house), Te Rapunga, can 

be generically translated in English as ‘to seek’. On the marae the names of the buildings are 

reflective of traditional activity and korerorero (discussions and debates), which continue, 

swirling round and round, just as the waters of Waiomio (the river), until a pathway forward 

is found. 

Reflecting this knowledge, the history of my tūpuna (ancestors), who are buried amongst the 

landscapes, this place, this land holds many pūrākau (culturally grounded stories) that have 

informed my approach for this thesis. The swirling waters also represent the vastness of self, 

and within this thesis culturally centred praxis is based in the diversity of the lived experience. 

This multifaceted and moving reality shapes personal response and professional reflexivity.  

‘Te mana motuhake o te kauri’ (the relational and autonomous strength of the kauri tree) 

explores internal and external landscapes of the lived experience that exist beyond the 

physicality of location, to find what it means to feel a sense of belonging to place. It offers a 

critical Indigenous framework of intercultural praxis, via the inclusion of Indigenous 

community knowledge.  

Intercultural praxis that is activated by our connection to a place suggests that its experience 

moves with you, shaping a sense of self that is in constant states of flux and flow (Smith & 

                                                
4	Ngāti	Hine	–	Aotearoa/New	Zealand	Iwi	(Indigenous	tribe)	located	in	Te	tai	tōkerau	(Northland)	
Aotearoa/New	Zealand.	Descendant	of	female	ancestor	Hineamaru.		
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Fitzsimons, 2000). Contentions about boundaries that may be informed by ideologies of 

culture and identity, and land as a place of knowledge acquisition, are situated in Indigenous 

informed philosophies, as a means to interact with the world (Chinn, 2007; Friedel, 2011; 

Johnson, 2012; Marsden & Henare, 1992; Penetito, 2009; Oritz, 2007; Royal, 2004, 2004a, 

2005a; 2009; Scheuerman, Gritter, Schuster & Fisher, 2010).  

In the flux of my own connections to place, which in this PhD journey involve Waiomio 

(Northland region of North Island, Aotearoa), Waitakere (region in West Auckland, 

Aotearoa), Tāmaki Makaurau (Auckland, Aotearoa), Gumbaynggirr Country (East Coast of 

Australia), Yawuru Country (Broome, Western Australia), and Gadigal Country (Sydney 

NSW, Australia), intercultural praxis is approached from a distinctly Kaupapa Māori 

philosophy (Holmes & Bishop, 1993; Macfarlane, et. al. 2008; Smith, 1995, 1997, 2003a, 

2003b 2005a, 2005b, 2012). Graham Hingangaroa Smith (2005b) discusses transformative 

praxis within Kaupapa Māori theory and methodology, as a negotiation of “cultural 

backgrounds and life circumstance” (p. 9) connected to place, and the stories that people 

share. Within this research, personal and professional backgrounds provide points of 

convergence in which to make meaning from relationships. Whakawhanaungatanga (the 

establishment of culturally and maintenance of culturally respectful and responsive 

relationships) methodology further facilitates the significance of relationships within the 

culturally distinct landscapes of the thesis.  

1.2 Te mana motuhake o te kauri (the autonomous and embodied authority of the 

kauri) 

‘Te mana motuhake o te kauri’: A Kaupapa Māori exploration of intercultural praxis is a 

study conducted in Australia with Marrugeku Dance Theatre. Marrugeku Dance Theatre are 

an interdisciplinary theatre company currently based out of Yawuru Country, Broome, 
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Western Australia5. Communicating a philosophy of professional practice that involves 

performers from different cultural backgrounds, Marrugeku Dance Theatre describe 

themselves as an intercultural company utilizing a creative process inclusive of Indigenous 

and non-Indigenous, story and knowledge.  

Working with Marrugeku Dance Theatre involved engaging a critical lens and socio-cultural 

discourse specific to Australia. The intercultural theatre company provided a unique 

opportunity to investigate culturally centred praxis that is inclusive of Indigenous community 

representation, interpretation, and facilitation. In this research, relationships and the 

generation of knowledge are examined as specific to localities of land and country, and 

therefore Indigenous philosophies of place and people.  

A whakawhanaungatanga lens that is reflective of my own Ngāti Hinetanga (research ethics 

informed by my own family and tribal protocol) brings a distinctive viewpoint and critical 

Indigenous voice. As researcher and manuhiri (guest) engaged in a culturally distinct research 

inquiry, whakawhanaungatanga connects me to the research process as a participant sharing 

story and pūrākau (stories situated within a Māori worldview, as discussed further in Chapter 

2, Section 2.5, p. 81) through embodied experiences. Whakawhanaungatanga also provides an 

important critical Indigenous lens through which to consider frameworks of interculturalism, 

and the authority and validation of Indigenous community and knowledge. 

The negotiation of environment as a means to co-create knowledge identifies this research as 

an exploration of Indigenous informed, intercultural arts praxis. Kaupapa Māori’s Indigenous 

critical reflexivity argues that Indigenous approaches to shared cultural spaces may be 

facilitated, and the significance of this to relevant communities. In response to the research 

intent, the gathering of relevant literature revealed contradictions with current frameworks for 

                                                
5	Yawuru	Country	and	people–	Indigenous	Australian	territory	and	its	people.	The	Indigenous	people	are	the	
traditional	custodians	of	the	Yawuru	Country/land	and	waters	in	and	surrounding	Rubibi	(Broome	town	ship)	in	
the	Kimberly	region	of	Western	Australia.	Marrugeku	Dance	Theatre	situate	themselves	as	a	dance	Theatre	
informed	by	a	Yawuru	country,	custodian	and	community	perspective.		
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interculturalism. As such, this thesis accumulates data through the research process to offer an 

independent framework, ‘te mana o te rākau kauri’ (Chapter 6, p. 222), which considers 

intercultural praxis, and acknowledges the authority of Indigenous community participation 

and facilitation.  

The research with Marrugeku Dance Theatre involved ongoing interviews and observations 

during the creative and choreographic collaborations for a professional performance and tour 

of Cut the Sky6. The tour took began at the Perth Festival7, and continued overseas to Europe 

and the Pacific, eventually returning to Australia. Over a period of three years, Marrugeku 

performed in formal theatres, local community houses, and outdoor environments in cities and 

remote Indigenous Australian communities. My research with Marrugeku Dance Theatre was 

conducted over the three-year period in formal and informal settings in Yawuru Country, 

Broome, Western Australia, and Gadigal Country, Sydney Australia.  

In Yawuru Country, Broome and Gadigal Country, Sydney, I examined how Marrugeku 

Dance Theatre determined Intercultural ideologies and praxis. My observations of rehearsals 

and site specific explorations informed semi-structured interviews with participants. Visits to 

particular places also provided stimuli for discussing participant experiences, relationships, 

and the distinct environment they inhabited during rehearsals. Further, contemplating the 

authority of landscapes within the research supported ongoing theorising of place-based 

knowledge and education specific to Indigenous community (Chinn, 2007; Friedel, 2011; 

Penetito, 2009; Johnson, 2012; Oritz, 2007).  

Whakawhanaungatanga (the establishment of culturally respectful relationships) 

methodological meaning making considers culturally centred praxis that is equitable, 

responsive to difference and place, aware of movement and moment, and therefore the 

                                                
6	Cut	the	Sky	–	A	multidisciplinary	and	dimensional	work	exploring	issues	of	climate	change	and	environmental	
sustainability	in	five	Acts,	with	a	set	design	involving	a	huge	gas	pipeline	emerging	from	floor,	poetry,	song,	and	
ongoing	visual	projections.	This	work	toured	remotre	and	urban	Australia,	the	Pacific,	and	Europe	from	2015.		
7	Perth	festival	–	Festival	located	in	Perth,	Western	Australia.	Argued	as	being	Australia’s	longest	running	
cultural	festival.		
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individual. Within the complexities of ethical cross-Cultural research paradigms (Braun, 

Browne, Ka’opua, Jung Kim, & Mokuau, 2013; Islam & Banda, 2011), Indigenous 

facilitation, and the authority of relevant Indigenous community knowledge, provides critical 

rigour in redefining intercultural ideologies. Accordingly, this thesis offers further 

considerations pertaining to culturally distinct discourses. Drawing on knowledge from 

Marrugeku Dance Theatre, and a vastness scholarly discourse, Indigenous authority is 

situated as a means to re-engage with a political, historical, and socially relevant intercultural 

framework, as discussed in Chapter 6, ‘Te mana o te rākau kauri’ (the authority of the kauri 

tree).  

This thesis advances Kaupapa Māori theory and whakawhanaungatanga methodology as a 

culturally responsive approach for wider Indigenous frames of reference. As an Indigenous 

researcher and manuhiri (guest), the theory and methodology provide a specific research 

protocol that requires me to conduct respectful research relationships, attentive to the 

communities in which the research is located (Berryman et. al, 2013; Tuhiwai-Smith, 1999, 

2012). Relationships to people and place were therefore a key characteristic of this research, 

as I negotiated the culturally positioned experiences of participants through their sharing of 

narrative, story, and my own pūrākau (culturally specific self-narrative).  

I too negotiate intercultural circumstances through my own internal and external 

environments. These connect to my personal and professional histories, which are informed 

by different cultural understandings. Being Indigenous and a tangata whenua (Indigenous 

person) of Aotearoa/New Zealand who grew up in Australia comes with a unique way of 

being in the world, and therefore this research. This research is deconstructed in response to 

my own specific Indigenous understanding as a researcher, and Ngāti Hine. These 

relationships provided further agency to create a responsive and relational intercultural 

framework to address the ongoing complexities and contentions of the research environment. 
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1.3 Intercultural praxis 

A challenging area of this research has been determining acute and definitive articulations of 

intercultural discourse. My own experiences as a researcher in a culturally distinct setting, the 

analysis of Marrugeku Dance Theatre praxis, and engaging with intercultural scholarly 

discourse, have provided a diversity of meaning making. Areas of contention have occurred 

throughout, especially in reconciling the vastness of culturally diverse intercultural academic 

analysis with what the Marrugeku Dance Theatre interpret as intercultural. I have interacted 

with such contentions and reconciliations in critically shaping my own emerging Indigenous 

informed intercultural theory ‘Te mana o te rākau kauri, as presented in Chapter 6 of this 

dissertation.  

Taking into account the complexity and diversity between Western academic discourses and 

the Indigenous foundations of this research, a description of Intercultural is offered as 

relational experiences that occur between people with distinct cultural, personal, and 

professional histories (Alkman, 2012; Aman, 2013; Burford, et. al. 2012). Intercultural 

describes a relational discourse that occurs in environments comprising distinct backgrounds, 

culture, and knowledge.  

Within Marrugeku Dance Theatre, consideration of distinct ways of being in the world 

presented particular contexts for the investigation of interculturalism. Background, culture, 

and knowledge are situated in Yawuru – and extended Indigenous Australian communities. 

The co-artistic director of Marrugeku Dance Theatre, Rachael Swain’s statement (Chapter 4, 

p. 161), “It is not intercultural work just anywhere”, highlights interculturalism as an 

exploration outside the formalised dominant frameworks that may often occur in institutional 

settings, and frameworks.  

A significant reality for this inquiry was the intercultural praxis occurring outside the logic of 

Western constructs and intercultural frameworks in the Marrugeku Dance Theatre. However, 

within Marrugeku Dance Theatre praxis, the ongoing relational networks of Indigenous and 

non-Indigenous participation remain. It is therefore important to state that intercultural praxis 
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is viewed not only through the experiences of Indigenous participation, but also determined 

through Indigenous facilitation and non-Indigenous reciprocity. 

1.4 Landscapes and research questions 

‘Te mana motuhake o te kauri’ (the relational and autonomous strength of the kauri tree) is 

driven by the key question: How does the creative praxis of Marrugeku Dance Theatre 

facilitate intercultural experience? The research inquiry considers what is significant in an 

Indigenous informed context that navigates Indigenous and non-Indigenous experience, 

connection and consultation. Marrugeku Dance Theatre regard themselves as an intercultural 

company (Swain, 2006, 2010). Therefore, a critical inquiry addresses representations of 

intercultural praxis as a means to provide a deconstruction and re-framing of culturally 

distinct discourse and settings.  

The experiences of performers within Marrugeku Dance Theatre also feed the research 

investigations into intercultural praxis. The narratives and stories of participants involve 

personal and professional experiences. In particular, the critical Indigenous inquiry addresses 

the representation and facilitation of Indigenous communities working with Marrugeku Dance 

Theatre. This is especially valuable because Marrugeku Dance Theatre situate themselves in 

consultation with Indigenous Australian knowledge systems in particular 

The research investigates how Indigenous Australian culture is presented, interpreted, and 

included in choreographic tasks, creative research, and performances. A cross-Indigenous 

whakawhanaungatanga approach deliberates the significance of Indigenous consultation, 

facilitation, and voice. Intercultural praxis is therefore considered as being distinctly located 

within community landscapes, and social settings. Marrugeku Dance Theatre provide a 

specific example of an Indigenous framed perspective of interculturalism that is inclusive of a 

particular socio-historical and political context.  

The research is situated in Yawuru Country, Broome, and Gadigal Country, Sydney, 

Australia, and provides a distinguishing socio-cultural agency that works in acknowledging a 
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colonial history involving the marginalisation, assimilation and politically violent assault of 

Indigenous Australian communities. As a self-described “Intercultural” theatre on “the nexus 

of Indigenous and non-Indigenous experience” (Swain, 2014, p. 100), Marrugeku Dance 

Theatre actively respond to Indigenous Australia’s ongoing lived experience of colonisation. 

As such, Marrugeku Dance Theatre highlight a poignant place for Indigenous Country and its 

relationships to a wider One Nation8 notion of Australian culture.  

Complex cultural considerations within Marrugeku Dance Theatre, revealed via a Kaupapa 

Māori whakawhanaungatanga lens, offer new understandings of human experience within 

culturally distinct landscapes. This thesis accumulates data in a culturally distinct research 

context to present an intercultural framework that further considers interculturalism and the 

equitable involvement of Indigenous community perspectives and knowledge (see Chapter 6, 

p. 217). The relational intercultural framework will be significant for global Indigenous 

communities advancing equitable Indigenous relationships, and for autonomous Indigenous 

knowledge in wider communities.  

An expansive exploration of the key research theme will be guided by the following 

questions: 

1. How does the praxis of Marrugeku Dance Theatre facilitate equitable experience, 

which is responsive to difference, place and people?  

This question investigates Marrugeku Dance Theatre praxis and its potential for culturally 

responsive experience. Culturally responsive experience is discussed as being inherently 

                                                
8	One	Nation	Australia	–	as	a	political	philosophy,	one-nation	conservatism	reflects	the	belief	that	societies	
have	obligations	towards	each	other.	There	is	particular	emphasis	on	the	obligation	of	privileged	and	wealthy	
to	the	poorer	parts	of	society.	One	Nation	was	formed	in	1997	in	Australia	by	Pauline	Hanson,	David	
Oldfield	and	David	Ettridge,	who	alleged	that	the	increasing	division	in	Australian	society	was	caused	by	
government	policies	favoring	immigrants	and	indigenous	Australians	at	the	expense	of	the	white	Australian	
majority.	Arguing	that	other	political	parties	were	out	of	touch	with	mainstream	Australia,	One	Nation	
promised	to	drastically	reduce	immigration	and	to	abolish	"divisive	and	discriminatory	policies	…	attached	to	
Aboriginal	and	multicultural	affairs.	
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connected to cultural competence that fosters an awareness of place, and the people of a place 

(Indigenous Communities) (Bishop & Hall, 2000; Gay, 2010; Penetito, 2009; Sleeter, 2000, 

2009; 2012; Smith, 1995a). Equitable encounters and the consultation of culture are also 

regarded as important for participant self-determination and validation (Smith, 2003a, 1995a). 

In this research, the validation of participants and their communities is approached through 

shared narrative and Indigenous story (Archibald, 2008; Benteruaka, Muecke & Roe 1984; 

Babour, 2005, 2011; Lee, 2005, 2008, 2009).  

Each culturally distinct story is considered expressive of a participant’s ways of being in the 

world. Respectful of the distinct cultural understandings that exist, multi-layered intersections 

of participant experience are connected to the relationships they have with each other, and the 

environment they inhabit. This relational discourse is critically located within a Kaupapa 

Māori whakawhanaungatanga methodology that involves research observations, interviews, 

and my own embodied experiences (pūrākau) as Ngāti Hine and researcher.  

This reciprocal interaction between narrative, story, and pūrākau (personal and culturally 

located stories) is a site for cultural responsiveness, and a tool to develop cultural competency 

(Ladson-Billings (1995, 1995a, 2006). Competency within interculturalism attends to cultural 

distinctiveness, not just the problematic binaries of Indigenous and non-Indigenous contexts. 

Intercultural relationships are considered to be inclusive of the diversities of identity, self, and 

personality. Cultural responsiveness and difference therefore require that Marrugeku Dance 

Theatre mediate layered formalities of participant diversity in culture, performative skill, 

protocol, and socio-political and historical circumstance. 

I also investigate how participants in Marrugeku Dance Theatre navigate the inclusivity of 

Indigenous perspectives through layered formalities. The facilitation of Indigenous 

community is particularly significant, as Marrugeku Dance Theatre deliberately place their 

Intercultural praxis within a wider Australian political discourse of the dispossession, ongoing 

colonisation and marginalisation of Indigenous Australia. This doctoral study therefore 

considers how Indigenous perspectives of being attentive to difference, place, and people 

articulate decolonising methodologies that address current frameworks of Interculturalism, 
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and the disruption of Eurocentric conceptions of difference (Aman 2013, Tuhiwai-Smith, 

1999, 2012).  

2. How does Marrugeku Dance Theatre intercultural praxis facilitate the inclusion of 

Indigenous knowledge? 

This question involves the examination of how Indigenous ways of knowing and doing occur 

in Marrugeku Dance Theatre praxis. As an Indigenous research inquiry that situates itself in 

the lived experience, the study investigates creative arts and community settings, facilitated 

by Indigenous knowledge, people, and Country. The investigations include the self-

determination and facilitation of rehearsal tasks, the involvement of Indigenous Australian 

elders and community members, the experience of Indigenous participants, and the responses 

to Indigenous perspectives from non-Indigenous participants and extended relevant 

communities.  

Marrugeku Dance Theatre communicate the inclusivity of an Indigenous perspective that is 

distinct to Yawuru Country and community (Swain, 2006, 2010, 2014, 2015). Indigenous 

participants working within a formalised approach to professional theatre also present 

reflections on the inclusivity and representation of Indigenous knowledge.  

The contributions of Indigenous participants and relevant community members in Marrugeku 

Dance Theatre are significant within this thesis. Distinct participant perspectives informed by 

an Indigenous worldview have created a complex intercultural discourse. As a Kaupapa 

Māori researcher, considerations pertaining to current frameworks of intercultural discourse, 

were considered for their adequacy in the equitable, ethical, and validation of Indigenous 

participants. As such, the way Marrugeku Dance Theatre facilitate Indigenous knowledge 

within their intercultural praxis addresses the authoritative inclusivity of Indigenous 

community as equitable intercultural praxis. 

During the research, my observations, the participatory narratives, and Indigenous storytelling 

provided opportunities to reveal how Marrugeku Dance Theatre navigate, interpret, 
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experience, and perform Indigenous Australian knowledge. Additionally, the facilitation of 

Indigenous knowledge through distinct relationships to place, land and Country 

communicates Indigenous philosophies specific to land-based learning (Burarrwanga, 2013; 

Penetito, 2009). Relationships to place as a characteristic of intercultural praxis are considered 

a key feature of Indigenous facilitation.  

Within Marrugeku Dance Theatre, landscapes and Country are also identified as 

characteristics of belonging and identity. How participants locate themselves in an Indigenous 

perspective of Country is explored as a means to create performance. Cultural sensitivity and 

authenticity is significant in the representation of Indigenous knowledge. The lived 

experiences of non-Aboriginal participants within Indigenous Australian landscapes are 

therefore compelling in the investigation of intercultural praxis. 

By focusing on Marrugeku Dance Theatre’s facilitation of Indigenous knowledge in 

intercultural praxis, the intercultural frameworks that exclude Indigenous communities in 

wider academia are revealed. Further, the reclamation of Indigenous histories and community 

inclusivity is advanced. My own ethical considerations as an Indigenous researcher have 

heightened my agency in critically engaging in the equitable validation and authority of 

Indigenous communities. The research findings on Marrugeku Dance Theatre, and reflections 

on their facilitation of Indigenous knowledge, provide a strong base from which to construct 

an Indigenous framework of interculturalism, as offered to the reader in Chapter 6.  

Within Indigenous consultations of place and people, are views that address the appropriation 

of Indigenous knowledge, and the subsequent application of a colonising lens to participants’ 

lived experiences. The inclusion of Indigenous knowledge in the praxis of Marrugeku Dance 

Theatre reveals consequences for the inclusivity, interpretation, and representation, of 

Indigenous culture in wider socio-cultural contexts, and communities (Barnhardt & 

Kawagley, 2005; Nakata, 2002, 2005, 2007a, 2007b, 2010). 

‘Te mana motuhake o te kauri’ considers formal contexts and communities in the creative 

arts. Reflexivity within Kaupapa Māori theory considers knowledge, and in particular how 
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Marrugeku Dance Theatre navigate Indigenous perspectives within the constructs of 

professional arts practice and performance. The contrasts found between understandings of 

traditional and contemporary Indigenous dance, the intercultural protocols employed during 

rehearsals, the touring of the production Cut the Sky, and the performers own distinct lived 

experiences, reveal critical insights into the facilitation of Indigenous knowledge within 

distinct ideologies of intercultural praxis. 

3. What do Kaupapa Māori theory and whakawhanaungatanga methodology, reveal about 

Marrugeku Dance Theatre praxis, and interculturalism?  

Kaupapa Māori research attends to a critical reflexivity that contemplates difference, and the 

significance of Indigenous perspectives of intercultural praxis. This question argues for the 

acquisition of knowledge that occurred whilst I was working in Australia with Marrugeku 

Dance Theatre. As Ngāti Hine and manuhiri (guest) travelling to another Indigenous Country, 

there were particular characteristics of conduct situated in my own distinct cultural 

worldview. The realities of working with others attending to culturally centred praxis 

determined my distinct positioning as a Kaupapa Māori researcher, and the consequent 

development of an intercultural framework. 

Through the application of a whakawhanaungatanga lens, my agency in the inclusivity and 

autonomy of voice revealed complex approaches to interculturalism. Accordingly, applying a 

whakawhanaungatanga lens in the research engaged not just with Marrugeku Dance Theatre 

praxis, but also the vast scholarly discourse pertaining to interculturalism, culturally 

responsive praxis, and the validation and authority of Indigenous knowledge and community. 

As a Ngāti Hine woman, my culturally informed knowledge communicates my personal 

experience. As I was working with non-Māori in this study, my research protocol needed to 

foster difference in culturally distinct settings. Whilst working with Marrugeku Dance 

Theatre, and engaging in a deepened investigation of the scholarly literature, the 

interconnection between theory and worldview were in constant states of flux. Because they 

were responsive to the research participants and landscapes visited, the 

whakawhanaungatanga methods informed understandings of culturally situated relationships. 
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The experiences of participants were also shaped by their own sense of identity. In providing 

a multiplicity of lived experience to examine, contributions to intercultural praxis are seen as 

being situated in my own culturally attentive lens as Indigenous researcher.  

A critical Kaupapa Māori lens engaging with intercultural praxis and the inclusion of 

Indigenous story and non-Indigenous narrative, also advance a decolonising rigour. 

Discussing culturally responsive praxis, the importance of cultural competency, and 

Indigenous participation is significant. Within a wider intercultural discourse, scholarly 

arguments are problematic when void of Indigenous voice. As such, hegemony and 

assimilative approaches to intercultural frameworks are argued distinctly from my perspective 

as an Indigenous Kaupapa Māori researcher (Aman, 2013; Bishop & Hall, 2000; Hindle et. 

al., 2011; Smith, 2005a, 2006).  

The research question therefore involves the consultation of an Indigenous worldview, in 

particular the theorising of Kaupapa Māori as a culturally responsive and inclusive philosophy 

(Berryman et. al, 2013; Bishop, 2003; Bishop & Glynn, 1999). Along with critical 

contemplation of transformative praxis located in a Māori worldview, and immediate tikanga 

(protocol) as a researcher, come the acquisition and reflexivity of knowledge; namely, 

approaches to culturally distinct settings, interculturalism, and the validation, authority, and 

wellbeing of Indigenous knowledge, community, and landscapes. 

1.5 Indigenous discourses  

In this thesis, the term Indigenous is used as a means to acknowledge people, place, and 

praxis. Angelina Castagno and Bryan Brayboy’s (2008) definition was used to determine who 

should be considered an Indigenous participant in Marrugeku Dance Theatre: 

Indigenous peoples are those who have inhabited lands before colonization or 
annexation; have maintained distinct, nuanced cultural and social organizing 
principles; and claim a nationhood status. Indigenous peoples are both self-identified 
and are recognized by members of their community. (p.944) 
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Castagno & Brayboy (2008) also argue a depth of belonging that is relational to a distinct 

environmental, social, historical and political discourse. The Māori scholar Charles 

Āhukaramu Royal (2004) further elaborates an understanding of Indigenous people and 

culture, arguing that in “formal Indigenous culture” (p. 5), people consciously engage in the 

“articulation of the features of the natural world into the activities of the culture” (p. 4). For 

iwi Māori (distinct Indigenous tribes of Aotearoa/New Zealand), the articulation is informed 

by the natural world and can be understood as tikanga, or protocol, that are determined by 

Māori hāpu and whānau, community, environment, and whakapapa Māori. 

Marsden & Henare (1992) discuss whakapapa Māori as a narrative genealogy that connects us 

to each other. Ātua (gods and goddesses) and the origins of life are stories taught to 

strengthen relationships of interconnectedness between the “Creator, the universe and man” 

(Marsden & Henare, 1992, p.2). This relational discourse remains today within iwi Māori as a 

means to inform socio-political and educational discourses. Royal (2009) writes that 

“mātauranga Māori can be described as a ‘heritage-inspired’ knowledge system whose 

proponents speak of the ‘wisdom of the ancestors” (p. 11). Marsden & Henare (1992) and 

Royal (2009) describe deep relationships to the environment and everyday living.  

Although no fixed definition is offered in this thesis to explain Māori knowledge and 

traditions, a deepened understanding is offered through the writings of Ngāpuhi9 Māori elders, 

Marsden (2003), Marsden & Henare (1992), Annie Mikaere (1994, 1995), and Te Ahukaramū 

Charles Royal, (1998). As an Indigenous person from Aotearoa, I am intrinsically involved in 

the experiences of other Indigenous participants, and performers. As an Indigenous researcher 

engaged in Kaupapa Māori research, my own worldview provides distinct insights and points 

of reference. My own pūrākau (culturally situated stories and philosophies) provided the 

motivation for this thesis. Further, the development of intercultural praxis has been enriched 

by my own ways of being in the world as Ngāti Hine, and remaining observant of 

relationships with people and the environments we inhabit.  

                                                
9	Ngāpuhi	–	iwi	(tribe)	located	in	te	tai	tōkerau	(Northland	region)	of	the	North	Island,	Aotearoa.	
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For Indigenous Australians, The Dreaming encompasses relationships and belonging. People 

living within Indigenous communities are fulfilled through ancestral connections to Country 

(Burarrwanga, et. al 2013; Casey, 2011; Glowczewski, 1998; Torres, 2006). Australian 

anthropologist Lynne Hume (2004) writes, “The Dreaming is the sacred knowledge, wisdom, 

and moral truth permeating the entire beingness of Aboriginal life…” (p.237). Perhaps this 

beingness is best expressed through Indigenous Australian educationist Pat Mamanyjun 

Torres (2006) who talks of her own dreaming as an:  

…extensive array of knowledge that was linked to land, people, the cosmos, and our 
spirituality, […] taught to us on a daily basis by our kinfolk and reinforced on our land 
whenever we passed sites of significance or animals, plants and people with which we 
were interrelated. (p. 25)  

Torres (2006) also reflects on relational paradigms that emphasise the interconnectedness of 

indigenous ways of knowing and doing. Ways of understanding are lived through shared 

stories and experiences of the everyday within the classroom represented by the community in 

which you belong. An awareness to kinship was fundamental to my working with Marrugeku 

Dance Theatre. Whakawhanaungatanga, involving the culturally responsive establishment and 

development of relationships, was therefore the philosophical grounding of the research. 

Kaupapa Māori theory also asserts that research relationships are ethically competent with 

regard to the histories and social cultural circumstances of participants. An awareness of the 

impact of processes of colonisation on Indigenous Australian communities was crucial in 

working with Marrugeku Dance Theatre as a means to develop intercultural praxis. Since the 

invasion marked by the arrival of Captain James Cook in 1770, and the subsequent first 

settlement at Sydney cove in 1788, Indigenous Australia has suffered enduring dispossession 

and disempowerment of their knowledge building processes and systems (Bourke, Bourke & 

Edwards, 1994; Everitt & Fitzsimons, 1994; Torres, 2006). However, the past 30 years have 

seen an increased awareness and acknowledgement of Indigenous Australia. Elevated voice, 

independence and admission of indigenous perspectives have improved validation in an 

otherwise dominantly Eurocentric society.  
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Understanding how conceptions, definitions, and the imaging of the terms indigeneity and 

Indigenous have long been responsive to dominant discourses and values has been imperative 

in my navigation of Indigenous community and knowledge. Decolonising agencies associated 

with Kaupapa Māori research have emerged in the validation of communities long subject to 

processes hegemony and assimilation (Smith, 1990, 2003a, 2003b).  

Māori scholar and arts practitioner Te Ahukaramū Charles Royal (2004) argues that the 

underpinnings of Indigenous and indigeneity terminology are positioned and dominated by a 

“socio-cultural perspective arising from a history of colonization. That is to say, our tendency 

has been to associate this term with a group of people, rather than with a worldview, a set of 

values and a way of being in the world” (p. 1). With regard to the implementation of an 

Indigenous phraseology as a confrontation of colonisation, Royal (2005) contends that 

Indigenous and indigeneity are static ideologies of place, and peoples. What was once 

represented an advance for the body politic, may suffer what Royal (2004) calls a “reductive 

formulae” (p. 8), engaging generic or simplified acknowledgements of Indigenous 

communities that become problematic for the ethical engagement of culture.  

Discussing the Indigenous experience within global contexts, Indigenous Māori and Canadian 

scholars, Roger Maaka and Chris Anderson (2006), also contend that Indigenous community 

and knowledge are often interpreted and positioned within particular dominant and colonial 

literatures. Maaka and Andersen (2006) argue that Indigenous communities existing within 

individual collectives “represent a specific, localized manifestation of indigeneity” and “need 

also to be understood against the larger (usually both in population and material resources) 

nation-state/colonial society within which they are situated” (p.10). Within Marrugeku Dance 

Theatre, the socio-political circumstances highlighted by Maaka and Andersen (2006) are 

considered in intercultural praxis that locates Indigenous community knowledge as distinct to 

Country, within a wider Australian societal discourse (Lo, 2010). 

Representations and the facilitation of Indigenous Country, long subject to colonisation and 

the dispossession of culture, are raised through storytelling specific to distinct landscapes and 

kinships. In Marrugeku Dance Theatre, Yawuru Country in particular, and the knowledge 
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associated with Yawuru communities, is positioned against dominant discourses informed by 

colonial logic, frameworks and systems (Lo, 2010; Swain, 2006, 2014). The struggle, conflict 

and authority associated with the research participants and their relevant communities 

revealed in this thesis contribute to the advancement of intercultural praxis.  

1.5.1 Indigenous experience 

In its navigations of intercultural praxis, this thesis also considers non-Indigenous experiences 

of Indigenous community, knowledge and perspectives. At Marrugeku Dance Theatre, there 

were opportunities to critically observe the participation in Indigenous knowledge by non-

Indigenous participants. Negotiations of culture are explored as being responsive to 

Indigenous Australian perspectives of Country and community. In exploring this relationship, 

landscape, storytelling, and the facilitation of custodians and elders are applied as processes 

of praxis.  

Wider experiences of Indigenous knowledge that involve relationships to the environment and 

its inhabitants may also involve, as Royal (2004) discusses, “alternative view[s] of Indigenous 

and Indigeneity” (p. 3), that is potentially determined by your “length of tenure” (p. 2). 

Within non-formal Indigenous contexts, having such a knowing of place can also create 

agency for European cultures to “seek to find expression for the natural world in human 

cultural expression” (Royal, 2004, p. 4). Within extended ways of thinking about Indigenous 

and indigeneity, Royal (2004) argues a “possible epistemology of indigeneity, one that sees 

indigeneity as a dimension of the human experience and grounded in a feature of the human 

condition” (p. 3). In this thesis, ‘human conditions’ are explored as a catalyst for storytelling. 

Stories describe the participants’ experiences of each other, and the Indigenous Country they 

inhabit and explore in Marrugeku Dance Theatre. Experiences of indigeneity are also revealed 

in the narratives of non-Indigenous participants. 

Artistic director Rachael Swain (2006, 2010, 2014) also advances the inclusivity of 

Indigenous and non-Indigenous storytelling as a characteristic of Marrugeku Dance Theatre 

intercultural praxis. Intersections with a wider scholarly discourse on how indigeneity might 
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therefore shape, determine or unsettle current intercultural ideologies are further explored in 

this PhD research; in particular, through the involvement of Marrugeku Dance Theatre, the 

significance of Indigenous community facilitation and frameworks to interculturalism as 

ongoing sites of reflexivity.  

Considering non-Indigenous experiences of Indigenous knowledge, Jeffery Sissons (2005) 

expands on Royal’s (2004) research pertaining to Indigenous communities and their 

significance to wider societal contexts. Sissons (2005) presents a thought provoking 

understanding of Indigenous situated in contexts of political activism. Arguing from a depth 

of socio-political-historical discourse, Sissons (2005) attends to Indigenous understandings as 

a responsive discourse to colonialism. Sissons (2005) argues for indigeneity as living and 

doing that is in essence about “Eco – Indigenism” (p. 24), and a “closeness to nature” (p. 23). 

Sissons (2005) also contends “Eco-Authenticity” (p. 41), or self-determination of Indigenous 

people, speaks back to colonised ideologies that determine Indigenous identity and create 

oppressive stereotypes. Within his argument, Sissons (2005) writes: 

The politics of authenticity needs to be replaced by a politics of belonging and 
connection. Indigeneity is not primarily an individual biological or cultural identity; it 
is a mode of belonging to places, communities and nations. It is also a type of 
connection between people who belong to these places, communities and nations in 
Indigenous ways (p. 58) 

Ideologies of placed based knowledge and education (Penetito, 2009), as argued by Sissons 

(2005), look towards human experiences of environment. Indigeneity and Indigenous are 

suggested as embodied extensions of geographical tenancy, residency, relationship, and 

location.  

In response to Sissons (2005), a distinct intercultural participatory discourse that utilises 

Indigenous approaches to indigeneity also raises questions about non-tribal, non-formal 

experiences of Indigenous culture and knowledge. An Indigenous experience, or claims of 

indigeneity, are highly problematic with regard to globally situated histories, and the 

dispossession and colonisation of Indigenous communities. It was therefore important to 
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make clear distinctions in working with Marrugeku Dance Theatre, and my own 

representations of non-Indigenous experiences of Indigenous knowledge.  

In this research, Indigenous community and knowledge are located as being different to lived 

experiences of indigeneity that can be shared with non-Indigenous people (Royal, 2004). 

Within Marrugeku Dance Theatre, this means there are clear distinctions between Indigenous 

ways of being in the world and the experiences that non-Indigenous performers and audience 

have with the same localities. It is important to distinguish differences between what Royal 

(2004) advances as a formal Indigenous people and indigeneity as a human experience. As an 

Indigenous researcher embarking on an intercultural inquiry, it was important to establish 

respectful responses to Indigenous Australian and Aotearoa Māori worldviews. In no part of 

the research inquiry is belonging or definitive knowing by non-Indigenous of these formal 

Indigenous communities suggested.  

In Aotearoa, Māori scholar Ani Mikaere (2004) is critical of proposals that offer an 

“equivalence” (p. 3) in the belonging of non-Indigenous or pākehā rights to Indigenous Iwi 

Māori. Particularly in socio-historical-political contexts, Mikaere (2004) argues that pākehā 

claims to Indigenous understandings are often devoid of historical admission and recognition 

of wrongdoing. Suggesting an “insecurity about their identity” (p. 5), Mikaere (2004) argues a 

problematic intention in the assertion of Indigenous belonging. Mikaere (2004), as discussed 

by Royal (2004), attends to indigeneity that is determined by the duration of tenure in a place. 

Generational in argument, this view also contends that internal relationships with nature and 

the cosmos are primarily absent from non-Indigenous tribal communities.  

In line with Mikaere (2004) and Royal (2004), this research situates itself in a formal 

Indigenous facilitated environment that includes non-Indigenous participant narratives and 

lived experiences. This relationship is considered characteristic of Marrugeku Dance Theatre 

intercultural praxis. As such, obligatory deliberations of indigeneity as part of the human 

experience and navigation of distinct culture occur in the facilitated formal Indigenous 

environment. There is critical contemplation of how Indigenous knowledge may therefore 



 

21 

inform extended Indigenous and non-Indigenous communities, both within Marrugeku Dance 

Theatre and the research inquiry. 

1.6 Background and the framing of research landscapes 

This doctoral research is an evolving inquiry that comes from my personal and professional 

histories as Ngāti Hine and arts practitioner. A career as a dance educator in English medium 

state schools10 and work towards my master’s research dissertation, Classroom Kōrero: An 

exploration of relationships and the delivery of Māori Arts in the mainstream dance 

(Reihana-Morunga, 2013), have also provided ongoing enriching cultural consultations, 

which are further investigated in this research.  

My master’s research, Classroom Kōrero (Reihana-Morunga, 2013), revealed diverse 

challenges in the experiences of dance teachers engaged in the delivery of Māori content and 

knowledge in their classrooms. Praxis informed by personal and professional histories, and 

the expectations of the professional schooling institution, often resulted in minimal or 

excluded Indigenous lesson content. Conle et al. (2000) argue that epistemology and our 

cultural interpretations are “conditioned by the particular vantage points made possible and 

opened up to us through personal and professional histories” (p. 371). In Classroom Kōrero 

(Reihana-Morunga, 2013), participant teachers conveyed particular pedagogical choices and a 

degree of anxiety in the delivery of Māori content as a direct response to their individual 

backgrounds. This instability provided direction for exploring potential transformative 

intercultural approaches in the arts environment; in particular, the responsive inclusivity of 

Indigenous knowledge and communities that addresses the wellbeing of Indigenous learners 

in the formal classroom.  

                                                
10	English	medium	secondary	schools	in	Aotearoa/New	Zealand	may	also	be	referred	to	as	public	or	state	
English-medium	schools.	Predominantly	funded	by	New	Zealand	government,	they	implement	the	New	
Zealand	curriculum	to	students	aged	12	–	18	years.		
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The findings from Classroom Kōrero addressed teacher training, teaching resources and 

relationships with relevant Māori communities. However, addressing the immediate needs of 

teachers remains problematic for Indigenous communities, as does the advancement of 

culturally responsive and authentic arts praxis.  

In Aotearoa/New Zealand, Indigenous community involvement has occurred agianst a history 

of colonisation, assimilation, and marginalisation of Māori knowledge in education (Bishop, 

1996; Tuhiwai-Smith, 1999, 2012). Classroom Kōrero (Reihana-Morunga, 2013) suggests 

that assimilative ideologies continue to interpret, facilitate, normalise, and represent culturally 

distinct learners. The acknowledgement of culturally preferred pedagogy and people of place 

remains challenging within professional praxis, resulting in teaching anxieties and student 

dislocations that affect wellbeing in the learning environment.  

At the completion of my master’s research and the commencement of my doctoral 

investigation, access to teaching resources and Indigenous community knowledge and support 

remained problematic for me as Ngāti Hine and academic. Colonial frameworks that 

determine a hierarchy of wellbeing are limited in cultural awareness, competency and 

responsiveness (Bishop, 2003; Bishop & Berryman, 2006; Bishop & Glynn, 1999; Bishop & 

Hall, 2000).  

What resonated most with me was teaching narratives describing a multiplicity of teaching 

identities informed by personal lived experiences. In their research narratives, teachers 

communicated a fragmented sense of understanding and belonging to their own cultural 

identity. Teachers also communicated that they struggled to locate themselves within an 

Indigenous perspective, and therefore with learners in their classrooms. My own pūrākau as a 

teacher and Ngāti Hine engaged in the delivery of culturally responsive arts pedagogy 

connected me to the stories of teachers who, despite the best of intentions, remained naive to 

Indigenous perspective and the inclusivity of culturally responsive praxis.  

This doctoral research continues from the earlier inquiry that contends personal and 

professional histories, understandings of culture, and the autonomous inclusivity of 
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Indigenous knowledge. Addressing contexts where cultural diversity is largely understood 

through Eurocentric frameworks and scholarly discourses highlights the significant role of 

Indigenous localities, and their facilitation (Bishop, 2003; Castagno & Brayboy, 2008; 

Macfarlane, 2004). Where a history of colonisation marginalises the inclusivity of Indigenous 

perspectives, what does it mean to look at equitable praxis that responds to difference, place, 

moment and the individual?  

Within my own Ngāti Hinetanga, whakawhanaungatanga is means by which to engage with 

the world and its inhabitants. Culturally reflective relationships are attentive to heritage, 

genealogy, and whakapapa. Within an arts praxis and cross-Indigenous research framework, 

working with Marrugeku Dance Theatre provided powerful possibilities for investigating a 

deepened critical facilitation of landscape, people and praxis in the Arts.  

The following story tells of whakawhanaungatanga (the culturally relevant and responsive 

establishment of relationships) with Marrugeku Dance Theatre. From the initial meeting with 

artistic directors Rachael Swain and Dalisa Pigram in London, United Kingdom, to sharing 

coffee and cronuts with Rachael in Sydney, Australia three months later, Cronuts and 

Crocodiles traces the beginning stages of my research relationship with Marrugeku Dance 

Theatre, which ended with my first formal research visit to Yawuru Country, Broome, 

Western Australia. It acknowledges the coming together of my research motivations as an arts 

practitioner, inspired by culturally responsive praxis. Between the confluence of personal and 

professional histories, my master’s research, and my then positioning as an emerging 

academic, a point of convergence occurred, resulting in my participation with Marrugeku 

Dance Theatre and the beginnings of this PhD inquiry. 
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1.6.1 Crocodiles and Cronuts: A pūrākau11 

London seemed a faraway place to meet Marrugeku Dance Theatre artistic directors Rachael 

Swain and Dalisa Pigram. Rachael was from New Zealand, and Dalisa, Australia. We knew 

the same people, and we had inhabited the same places. It was the “Indigeneity in the 

Contemporary World Conference” in London, November 2013. Rachael Swain (New 

Zealand, Pākehā) and Dalisa Pigram (Indigenous Australian of Yawuru, Bardi people) were 

also there to present a paper on their current praxis, involving their intercultural dance 

theatre. 

Creative practice was communicated as being reflective of informed in-depth relationships 

with community and Indigenous Australian Yawuru12 knowledge systems located in Broome, 

Western Australia. I was really interested in the idea of inter-cultural dialogue, and the 

inclusivity of Indigenous people.  

My coming to London as an emerging researcher at the beginning of my doctoral journey had 

been a time of great anticipation. It was my first international conference. It had indigeneity, 

performance and globalisation as a central theme, and I was to meet other researchers with a 

commonality of interest pertaining to Indigenous cultural content and knowledge. I was 

bright eyed, and bushy tailed with anticipation. 

Unfortunately, my enthusiasm was reduced as early as the first few sessions on the first day. I 

left several presentations troubled at the manner in which research within Indigenous 

contexts was being conducted by non-Indigenous academics. Representations, interpretations, 

and understandings of Indigenous knowledge had me feeling uncomfortable. This was 

particularly poignant when Iwi Māori or Indigenous Australian culture was in focus, and, 

                                                
11	Pūrākau	–	A	personal	and	distinct	story	that	is	reflective	of	my	own	cultural	meaningmaking,	knowledge	and	
world	view.		
12	Yawuru	–	Traditional	custodians	of	the	land	and	waters	in	and	surrounding	Rubibi	(Broome	town	ship)	in	the	
Kimberly	region	of	Western	Australia.		
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despite the best of intentions of presenters, I found several of the presentations disrespectful 

to the relevant Indigenous communities.  

I recall a paper delivered by an American academic that discussed toi moko13. 

Representations and explanations of these cultural taonga (treasure) were exempt from 

informed and culturally responsive methodologies. Visual displays were upsetting for Māori 

in the audience. At the conclusion of the presentation, many were vocal in challenges 

concerning the keynote speaker’s explanation and definition of Mātauranga Māori 

(knowledge) systems. There was a lack of relationships that placed the needs, ideology and/or 

ontology of Māori culture, whānau, hāpu, and Iwi at the centre of its inquiry.  

As a fledging Indigenous researcher, I thought of Aotearoa, where we are able to meet in 

culturally safe places, to share and argue themes pertaining to Indigenous cultural knowledge 

and its diverse contexts. I thought that to some extent I had been wrapped in korowai 

kakahu14, and that my attendance at the London conference was a slap of ‘otherness’. 

By the second day of the conference, there emerged a pool of protest amongst attending 

Indigenous researchers. Objecting voices from Aotearoa, Aboriginal Australia, and First 

Nations Canada were heard throughout in response to particular presentations. I remember 

feeling weighed down by discussions. I thought about an article I had read sometime prior by 

Māori scholar, Graham Hinengangaroa Smith (2003b). What resonated with me was Smith’s 

(2003) advocacy of the revitalisation of Māori imagination, which moved beyond engrossing 

“politics of distraction” (p.2). It contemplated processes of de-colonisation as a site of 

distraction and reaction that place colonisation at the centre of argument, rather than the 

needs of Indigenous peoples. 

                                                
13 Toi moko	–	Also	known	as	mokomokai	or	Upoko	Tuhi	are	preserved,	dried,	tattooed	heads	of	Māori.	
Originally	preserved	for	love	and	respect	of	a	family	member,	or	a	war	trophy	that	was	riduculed	and	in	times	
of	peace	would	be	returned.	Following	colonisation,	the	heads	were	traded	and	now	remain	in	museums	
across	the	world,	much	to	the	distress	of	iwi	Māori	who	are	engaged	in	ongoing	requests	to	have	them	
returned.	
14	Korowai	kakahu:	Māori	clothing	cloak	made	in	traditional	or	contenporary	processes.	Can	be	distinct	for	
formal	wear	and	specific	to	the	whakapapa	(history)	of	wearer	and	family.		
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As Smith (2003b) suggested, I was reacting, distracted by contesting understandings of 

knowing and doing in academia. I was also, as Smith (2003b) states, acknowledging 

increased responsibility as an Indigenous academic to feel free from “the influence of the 

reproductive forces of dominant society” (p.2). As an emerging researcher, who till now had 

somewhat begrudgingly courted with the lot of an academic, I could also sense a potential 

place to stand, like I had in the secondary school class room many years prior. I better 

understood the importance and uniqueness of Indigenous voice within academia, and the 

potential value that Indigenous knowledge held within diverse global communities. 

The mood of appropriation, and marginalisation eased when Rachael and Dalisa presented 

their paper. The work of Marrugeku Dance Theatre seemed a consummate of relational 

narratives integrating intercultural relationships shaped by Indigenous perspective. Dalisa 

and Rachael discussed the companies ‘listening to country’ (Swain, 2010, p, 14). They 

explained pedagogy and creative practice, where embodiment is contemplated as a response 

to internal and external landscapes. In pictures, they showed dancers of all cultural 

backgrounds in landscapes making dance, working in communities, and with custodians and 

elders. 

Listening, I was inspired to think of Indigenous creative practices as means to gain a deeper 

respect for intercultural relationships necessary in creative arts. What was Marrugeku dance 

Theatre doing that could inform the practices of the academics attending the London 

conference? What was it about their practices that could inform the pedagogy of teachers in 

schools? For Rachael, a non-Aboriginal woman living and engaging in Indigenous culture, I 

wondered, what was her story? As an academic, what was it about her practice that seemed 

non-existent in the methodologies and paradigms of many of her peers in London?  

Advocacy to present a non-Western understanding of embodied knowledge and kinaesthetic 

movement also emerged. It demonstrated alternative means to understand the body and 

surrounding environments. This was particularly interesting to me as a school teacher, in 

considering contentions with schooling environments that value a particular dominant 

Western European approach to learning, aesthetics, and assessment. What other 
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conversations are had within the creative practices of Marrugeku? Especially when these are 

shared in an intercultural community context that is attempting to create space for unique 

and different histories? 

I thought about how their practices could inform the approaches of the teachers involved in 

my recently completed master’s thesis – the teachers who communicated anxiety when 

engaged in the delivery of Indigenous content, or anxiety due to the lack of involvement with 

Indigenous communities – the conflicting relationships teachers had deliberated with self, the 

delivery of Indigenous content, the Indigenous student, and the Indigenous community.  

For me, it highlighted the value of what Marrugeku Dance Theatre are creating, and I felt 

inspired to learn more.  

At the conference I was able to connect further with Rachael and Dalisa. This meeting was 

followed another in Sydney, Australia… in a café in Sydney over coffee and cronuts, where I 

was able to unpack and discuss my own research interests in creative arts, intercultural 

relationships, and the transformative possibilities that exist within Indigenous community 

contexts. What emerged from our whakawhanaungatanga was an invitation to spend time 

with Marrugeku Dance Theatre, Yawuru Country, Broome, Western Australia. I was invited 

to partake in reciprocal/participatory observation and interviews.  

From London to Sydney to Broome, the initial meeting with artistic directors Dalisa and 

Rachael resulted in an invitation to engage in further research. In this inquiry, it was essential 

to have a broad mindset about Marrugeku Dance Theatre, and unearth a chronicle of events 

with which to inform the inquiry. Section 1.4 provides a contextual discussion of Marrugeku 

Dance Theatre. It is followed with further contextual information in Sections 1.5 & 1.6, 

pertaining to the specific landscapes and locations of Marrugeku Dance Theatre that connect 

to Yawuru Country, Broome, and relevant socio-political discourses. 
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1.7 Marrugeku Dance Theatre 

 
Figure 2:  

Yawuru Country, 2014 

Connection here… Commitment here, is under skin. This place is under her skin… under 

skin is red. 
Reihana (2014). 

Marrugeku Dance Theatre is an Australian company, currently based in Yawuru country, 

Broome, Western Australia. Marrugeku Dance Theatre’s ethos advances an interrogation of 

inter-relational vocabularies between Indigenous story and non-indigenous narrative. Co-

artistic director Rachael Swain (2014) describe Marrugeku as “an intercultural performance 

company working at the nexus of Indigenous and non-Indigenous experience, creating large-

scale dance theatre productions in Indigenous communities” (p. 100). Swain (2006) advances 

distinct connections of culture, identity, and community within Marrugeku Dance Theatre 

creative praxis. Relationships are promoted as recognising the inclusivity and guidance of 

Indigenous Australian communities.  

According to Swain (2014), company praxis that involves embodied explorative 

conversations with landscape is also a means of ‘dancing back’15 to a wretched history of 

dispossession, assimilation and colonisation of Indigenous custodianship, wellbeing, and 

                                                
15	Dancing	back	–	Process	of	political	performance	and	creative	praxis	that	challenges	a	history	of	colonisation	
through	dance	and	performance.	
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livelihood within Australia. Academic Jacqueline Lo (2010) also discusses Marrugeku 

methodologies as an “attentiveness to community consultation… ensuring that the cross-

cultural processes… [have] the endorsement of elders, but also, more importantly in view of 

the region’s history of racial administration [a] process of community healing” (p. 51). Lo 

(2010) advances the significance of the way Marrugeku Dance Theatre explore collective 

identities and revive repressed histories through creative practices of Indigenous protocol, and 

extensive community consultation.  

Co-artistic director Swain (2014) expands on Los (2010) statements, writing that Marrugeku 

Dance Theatre provide a “contemporary Indigenous experience of ‘being in place’ and 

‘seeing country’ [that reflect how] ‘art making’ and ‘culture making’ can encourage audiences 

to ‘listen differently’ for Indigenous approaches to meaning and knowledge’ (p. 100). Swain 

(2014) suggests that Marrugeku Dance Theatre paradigms of cultural inclusivity may be 

unsettling to particular socio-cultural white Australian discourses that currently exist in 

Australia. As a researcher, cultural inclusivity and critical reflexivity encourage a point of 

departure for intercultural conversations that contend the wellbeing of indigenous 

communities, and their unique locations. They also contemplate the value of Indigenous ways 

of knowing and doing within extended communities.  

Marrugeku Dance Theatre emerged in 1995, after the performance of the work Mimi16, 

commissioned for the Stalker Theatre Company17 by the Perth Festival18. Rachael Swain and 

the company worked collaboratively with Indigenous dance artist Michael Leslie19, 

interpreting “stories of Mimis, tall thin spirit beings” (Swain, 2006, p. 20). Swain (2006) 

discusses the significance of culturally responsive relationships that were entered into with 

                                                
16	Mimi	–	Marrugeku	Dance	Theatre	production	first	commissioned	in	1996,	performed	at	the	Festival	of	Perth.	
Explored	relationships	between	humans	and	the	spirit	world	in	an	interdisciplinary	performance	that	involved	
Indigenous	storytellers,	dancers	and	stilt	walkers.		
17	Stalker	Theatre	Company	–	an	Australian	physical	theatre	company.	Founded	in	1989,	Stalker	has	toured	
outdoor	and	indoor	productions	to	remote	and	urban	locations	across	Australia	and	to	Europe,	Asia	and	Latin	
America.	
18	Perth	Festival-	founded	in	1953	by	The	University	of	Western	Australia,	the	Perth	International	Arts	Festival	is	
the	longest	running	international	arts	festival	in	Australia	and	Western	Australia’s	premier	cultural	event.	
19	Michael	Leslie	–	Aboriginal	dancer,	choreographer	and	arts	educationalist.		
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Leslie, and the Kunbarllanjanja mob20 who are the traditional custodians of Country and the 

Mimi stories.  

Swain (2006) reflects on the significance of the community informed relationships 

experienced during the production of ‘Mimi’. Intrinsic connections with people and their 

landscapes provided an integral intercultural praxis that became the artistic intention in the 

conception, imagination, and ongoing evolution of Marrugeku Dance Theatre.  

Early works by Marrugeku, Mimi and Crying Baby21, were developed during the company’s 

residency in Kunbarllanjanja Country, a remote community in Western Arnhem Land, 

Australia. Swain (2006, 2010, 2014) talks extensively about the ‘coming together’ of people 

to explore the intent of Marrugeku works, shaped by current and historical stories of place. 

The production ‘Crying Baby’ involved Indigenous urban dancers, musicians and physical 

theatre practitioners, kunwinjku22 dancers and Kunbarllanjanja storytellers and musicians. 

The creative process that negotiated Indigenous elders and community leaders was also 

inclusive of non-Indigenous artists and narrative. Schafer & Smith (2003) discuss ‘Crying 

Baby’ and themes that revolve around concepts of “birth to displacement, and, colonisation 

and its continuing impact”, where “stories of the company’s non-Indigenous members 

complement the narratives that weave through and weave together …” (p. 189). The 

interwoven dialogue of Marrugeku Dance Theatre identified by Schafer & Smith (2003a) also 

involves the advancement of an Indigenous voice. Within the praxis of Marrugeku Dance 

Theatre, there exists a deliberate cultural consultation of Indigenous and non-Indigenous 

Australia through shared narrative and story (Swain, 2006, 2010).  

                                                
20	Kunbarllanjanja	Country	–	a	remote	community	in	Arnhem	Land,	Northern	Territory,	Australia.		
21	Crying	Baby	is	a	large-scale	outdoor	work	incorporating	physical	theatre,	video	and	traditional	Indigenous	
dance,	music	and	storytelling	in	an	intercultural	performance	that	involves	‘Djang’	dreaming	stories	from	
Northwestern	Arnhem	Country.		
22	Kunwinjku	–	Kunwinjku	(Gunwinggu	or	Gunwinjgu),	also	known	by	the	cover	term	Bininj	Gunwok	or	Mayali,	
are	an	Australian	Aboriginal	people	of	Northern	Australia	
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The unique contexts that appear when Indigenous and non-Indigenous narrative co-operate 

are also critically reflexive of socio-cultural themes of colonisation and assimilation. 

Indigenous storyteller Thompson Yulidjirris23 (2014), who provided the story for Crying 

Baby, is thoughtful on the significance of a socially conscious intercultural discourse: 

First thing I can say, I think its gamak (very good) that new story and old story go 
together. I will start with Crying Baby, this place, somewhere behind Coopers Creek. 
The story starts at Croaker Island, finishes up at Gapari. That little boy, he was crying, 
all the time crying, all the time crying for food. If you let that little boy crying all the 
time, little boy will make rainbow come, will kill you all. Like this mob, white man 
came and take children away, might be I can’t see them when they grow, they go away 
from mother and father, no one looking after them. I draw that story in that book. 
White man collect all them children. Take away, never come back. We have to look 
after them kid, or then that rainbow angry, coming to kill all…Telling that story, that is 
a good way to teach so those balanda (white people) can learn too. Might be they got 
no mother and father too, those balanda children. Might be they got rainbow serpent 
too. (p. 6) 

Yulidjirris (2014) commends the layered narratives of Marrugeku Dance Theatre praxis in 

Crying Baby that draw on the Indigenous Australian historical and generational trauma24 of 

The Stolen Generation 25. However, possible provocations are also offered within the story, as 

a moral reflection of a human experience that involves distinct emotion, loss, and survival.  

As Yulidjirris (2014) suggests, these experiences can be reflected upon by non-Indigenous 

too, thus deepening the potential associations of Indigenous and non-Indigenous company 

members, extended communities, and audiences.  

                                                
23	Thompson	Yulidjirris,	born	in	the	county	Gunbalanya(Oenpelli),	is	a	senior	Aboriginal	artist	who	belongs	to	
the	clan	Djalama	and	speaks	Kunwinjku.	For	many	years,	Thompson	had	been	instructing	young	and	emerging	
artists,	as	a	painter,	as	well	as	a	respected	Aboriginal	dancer.	
24	Generational	trauma	–	trauma	that	is	transferred	through	generations,	impacting	upon	individuals	and	
families.	For	Indigenous	communities,	generations	of	genocide,	colonisation,	marginalisation	and	the	
dispossession	of	identity	and	culture	can	be	understood	within	frames	of	intergenerational	suffering,	
hegemony	and	ill	wellbeing.		
25	The	Stolen	Generation	–	The	term	‘Stolen	Generations’	is	used	for	Aboriginal	people	forcefully	taken	away	
(stolen)	from	their	families	between	the	1890s	and	1970s	under	the	government	assimilation	policy.	Many	
never	saw	their	parents,	siblings	or	relatives	again.	Because	the	period	covers	many	decades,	“generations”	
(plural)	rather	than	“generation”	is	used.		
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Yulidjirris (2014) envisages how Balanda are able to locate their selves in Indigenous 

Australian story, and also contemplates an understanding of Indigenous ways of knowing and 

doing in outside, yet relevant communities. In encouraging a reconciliation fostered from 

distinct, authentic Indigenous voice and story, this research argues for relationships shaped by 

history, identity, and culture as a means to further develop intercultural praxis. 

In 2003, Marrugeku Dance Theatre shifted to Yawuru Country, Broome, Western Australia, 

the home of several founding members. Since moving to Broome, they have produced 

Burning Daylight,26 Buru,27, Cut the Sky,28 and a series of international choreographic 

laboratories29 involving the gathering of Indigenous performance artists.  

The work of Marrugeku Dance Theatre provides an exploration of how Indigenous and non-

Indigenous culture, identity, and community, interact. Performance narratives and stories aim 

to reveal the history of place and its people. This doctoral inquiry will focus on Marrugeku 

Dance Theatre’s praxis, which is, as artistic director Rachael Swain (2010) states, inclusive of 

a “deeply negotiated intercultural methodology” (p. 14). This methodology is advanced as 

being informed by relationships with community, and Indigenous Yawuru knowledge 

systems. The Indigenous foundations of the ensemble must also negotiate the narratives of 

diverse cultural participants, and histories that reside within landscape and community. This 

ongoing negotiation of place and its distinct people is, as Swain (2014) states, an 

“intercultural – Indigenous” (p.100) approach to place and performance.  

                                                
26	Burning	Daylight	–	Marrugeku	Dance	Theatre’s	first	Broome	based	production,	performed	in	2006.	Situated	
in	Broome	community	contexts,	it	looks	at	the	relationships	between	Aboriginal,	Japanese,	Malay	and	Chinese	
local	inhabitants.		
27	Buru	–	a	work	for	children	looks	into	the	six	Yawuru	seasons.	
28	Cut	the	Sky	–	multidisciplinary	work	originally	staged	in	Broome,	Yawuru	Country.	Explores	environmental	
sustainability	and	climate	change.		
29	International	choreographic	laboratories	–	trans-Indigenous	and	intercultural	exchange	in	Australia,	
Aotearoa/New	Zealand	and	Noumea.	Processes	explore	notions	of	contemporary	dance	theatre	in	Indigenous	
circumstances,	as	well	as	site	specific	explorations.	
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This research exploration of how Marrugeku Dance Theatre connect to the Yawuru 

communities of Broome, Western Australia requires that the reader have an informed frame 

of reference for the significant research landscapes. Accordingly, the contextual research 

relationships are discussed in the following sections. 

1.8 Marrugeku Dance Theatre and Rubibi, Broome, Western Australia 

Yawuru Country, also known as the Broome shire, is located in the Kimberly region of the 

northwest of Western Australia. Rubibi30, a traditional name for the Broome area, is country 

for its traditional custodians, the Yawuru people. Other Indigenous people are also 

represented in Broome, and these include the Djugun and Goolarabaloo. There are Ngumbari 

and Jabirr-Jabirr to the north of Yawuru country, with Nyikina and Mangala to the east and 

west, and Karajarri and Nyangumarta to the south. Although each people have their own 

distinct language, there also exists a sharing of cultural traditions and protocol (Yawuru 

RNTBC, 2011).  

Broome represents a unique mix of history and heritage in Australia. A collage of social and 

historical contexts exists amidst the colonial subjection of white Australia, the pearling 

industry, and the enduring custodians of Country, Indigenous Australia (Broome, 1998; Choo, 

2011; Glowczewski, 1998; Lo, 2010; Taylor, Doran, Parriman & Yu 2014). This inter-

relational habitation of living, land and country is acknowledged as a rich source of 

underlying themes for the work of Marrugeku Dance Theatre. Swain (2014) writes:  

Broome’s culturally complex, and at times painful history, and its current interrogation 
under the Native Title act was clearly having a significant impact on our work. Static 
definitions of culture seemed to be eroding the community’s confidence in the ways it 
had negotiated shared ground between separable cultures over the past century and the 
interwoven life-worlds of those Yawuru and those non-Yawuru and multi-ethnic 
decent. (p. 106) 

                                                
30	Rubibi	–	Indigenous	Australian	term	for	Broome,	Western	Australia.	
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The cultural complexity that Swain (2014) contemplates draws together an appalling past of 

policy and politics, representative of a racist and intolerant dominant ‘white Australian’ 

discourse (Ang & Stratton, 1998; Jakubowicz, 1989; Van Krieken, 2012).  

Broome has emerged from the precedent set by the past establishment of Indigenous 

Australian reserves, designed to separate Indigenous and non-Indigenous populations. Curfew 

policies clearly mandated in town planning and mapping infrastructure made Aboriginal 

presence in town illegal after 6pm. The Indigenous population was forbidden to mix with the 

Asian community. Intermarriage was prosecuted as prostitution, and children from these 

unions were sent away from Yawuru lands to remote missions (Lo, 2010). These actions were 

reflective of National policies that included the Immigration Restriction Act of 190131, 

Western Australian Aborigines Act of 190532, and the introduction of the Assimilation policy 

in 193733.  

Social policy planners and researchers Bev Kliger and Laurie Cosgrove (1999) write that 

historically, Indigenous people living in Broome were “(often forcibly) relocated there”  

                                                
31	Immigration	Restriction	Act	1901	–	The	Immigration	Restriction	Act	1901	was	an	Act	of	the	Parliament	of	
Australia	limiting	immigration	to	Australia	and	forming	the	basis	of	the	White	Australia	policy,	which	sought	to	
exclude	all	non-Europeans	from	Australia.	
32	1905	WA	Aborigines	Act	–	reserved	for	Royal	assent	on	23	December	1905	and	commenced	in	April	1906.	It	
was	an	Act	that	governed	the	lives	of	all	Aboriginal	people	in	Western	Australia	for	nearly	60	years.	The	Act	
created	the	position	of	Chief	Protector	of	Aborigines	who	became	the	legal	guardian	of	every	Aboriginal	child	
to	the	age	of	16	years	and	permitted	authorities	to	'send	and	detain'	Aboriginal	children	in	institutions	and	in	
‘service’	(work).	The	Aborigines	Act	1905	was	repealed	by	the	Native	Welfare	Act	1963	on	1	July	1964.	
33	1937	Assimilation	Policy	–	in	1937,	the	Commonwealth	Government	held	a	national	conference	on	Aboriginal	
affairs,	which	agreed	that	Aboriginal	people	‘not	of	full	blood’	should	be	absorbed	or	‘assimilated’	into	the	
wider	population.	The	aim	of	assimilation	was	to	make	the	‘Aboriginal	problem’	gradually	disappear	so	that	
Aboriginal	people	would	lose	their	identity	in	the	wider	community.	Protection	and	assimilation	policies	which	
impacted	harshly	on	Indigenous	people	included	separate	education	for	Aboriginal	children,	town	curfews,	
alcohol	bans,	no	social	security,	and	lower	wages.	It	entailed	state	guardianship	of	all	Aboriginal	children	and	
laws	that	segregated	Indigenous	people	into	separate	living	areas,	mainly	on	special	reserves	outside	towns	or	
in	remote	areas.	
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(p. 53). These dislocations of kinship and the taking of people from their land are recognised 

in Australia as ‘The Stolen Generations’34. Swain (2014) writes that as a result, Indigenous 

Australian people have endured “a loss of connection to parenting, family, the practices of 

song, dance and language and the transmission of Indigenous knowledge systems and direct 

ceremonial connection to country” (p. 102). The reality that the governments physical 

implementation of the assimilation policy only halted in 1970, explains why, less than 50 

years later, there remain immediate generations living with the emotional and spiritual 

ramifications and trauma.  

Broome’s history also reflects a lasting connection with the pearling industry. Research by 

anthropologist Barbra Glowczewski (1998) details how workers arrived in Broome from 

“Indonesia, Malaysia, and the Philippines and [where] the Japanese divers and Chinese 

merchants gave birth to Broome’s Chinatown” (p.204). Glowczewski (1998) outlines how, 

from the late 1800s through the 1900s, the pearling industry brought various Asian ethnicities 

to Broome as cheap labour.  

Despite Australia’s 1901 Immigration Restriction Act35, or White Australian Policy36, 

exemptions were made to enable the ongoing tenure of Asian workers. Academic Christine 

Choo (2011), who has extensively researched inter-ethnic relationships in Western Australia 

                                                
34	The	Stolen	Generations	–	The	term	“Stolen	Generations”	is	used	for	Aboriginal	people	forcefully	taken	away	
(stolen)	from	their	families	between	the	1890s	and	1970s,	under	the	government	assimilation	policy.	Many	
never	saw	their	parents,	siblings	or	relatives	again.	Because	the	period	covers	many	decades,	“generations”	
(plural)	rather	than	“generation”	is	used.	
35	Australian	Immigration	Act	–	The	Migration	Act	1958	is	an	Act	of	the	Parliament	of	Australia.	Its	long	title	is	
“An	Act	relating	to	the	entry	into,	and	presence	in,	Australia	of	aliens,	and	the	departure	or	deportation	from	
Australia	of	aliens	and	certain	other	persons”.	The	Migration	Act	1958	is	the	current	legislation	governing	
immigration	to	Australia,	and	has	been	amended	a	number	of	times.	The	1958	Act	replaced	the	Immigration	
Restriction	Act	1901,	which	had	formed	the	basis	of	the	White	Australia	policy,	and	abolished	the	dictation	test,	
replacing	it	with	a	universal	visa	system	(or	entry	permits)	and	removing	many	other	restrictions	in	the	1901	
Act.	
36	White	Australia	Policy	–	The	‘White	Australia’	policy	describes	Australia’s	approach	to	immigration	from	
federation	until	the	latter	part	of	the	20th	century,	which	favoured	applicants	from	certain	countries.	The	
abolition	of	the	policy	took	place	over	a	period	of	25	years.	Following	the	election	of	a	coalition	of	the	Liberal	
and	Country	parties	in	1949,	Immigration	Minister	Harold	Holt	allowed	800	non-European	refugees	to	remain	
in	Australia	and	Japanese	war	brides	to	enter	Australia.	Over	subsequent	years,	Australian	governments	
gradually	dismantled	the	policy	with	the	final	vestiges	being	removed	in	1973	by	the	new	Labour	government.	
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during the early 1900s, explains that many Asian workers were brought to Broome for “back 

breaking industries, especially in ‘the tropics’, which [were] considered to be unsuitable for 

whites” (p. 466). Attitudes towards the role of Asian migrants in Australia, and their work 

capabilities and conditions, are highlighted in research by Choo (2011). Racially framed 

policy led to bigotry, which in turn resulted in conflict.  

Segregation, oppression, colonisation, discrimination, and the horrific circumstance of 

extermination are threads running through historical Broome, and its culturally unique 

peoples (Lo, 2010). For Marrugeku Dance Theatre, this history has provided an atmosphere 

that, as Swain (2014) states, involves community “relationships to country, steeped in loss, 

removal, deportation and the ghostly presence of multiple cultural traditions and stories” 

(102). Swain (2009, 2010, 2014) also emphasises Marrugeku’s motive in dancing back37 to 

such circumstances, engaging a deconstruction, decolonisation, and reclamation of the past 

through creative practice that reveals story and listens to country38.  

Today Broome is home to a growing tourism industry that has brought with it a large increase 

in population. Its history, inclusive of Japanese, Malay, Pilipino, Chinese and Malaysian 

peoples, is, as Swain (2010) tells it, “apparent in every face” (p. 27). A diversity of identity is 

also reflective in Marrugeku Dance Theatre performers. The histories of performers play an 

important role in the navigation and creation of creative praxis, as does the inclusion of 

distinct Indigenous Australian stories.  

1.9 Marrugeku Dance Theatre and Australia  

Understanding how Marrugeku Dance Theatre advance intercultural praxis, whilst situated in 

Yawuru Country, Broome, requires consideration of cultural discourse in the wider societal 

                                                
37	Dancing	Back	–	Process	of	political	performance	and	creative	praxis	that	challenges	a	history	of	colonisation	
through	dance	and	performance.		
38	Listening	to	Country	–	Listening	to	Country	aimed	to	explore	new	choreographic	processes	and	site	specific	
choreographic	philosophies	informed	by	Indigenous	knowledge	and	Country.	Creative	praxis	focused	on	
intercultural	narratives	and	Indigenous	storytelling	as	means	to	discover	new	knowledge.	Narratives,	songs	and	
dance	to	respect	the	land	and	help	reveal	that	specific	Indigenous	community	agencies	are	valued.	
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contexts of Australia. In this section, cultural discourse is critically located within historical 

contexts of Australia’s racial and cultural policy. In advancing my own cultural 

responsiveness to others in this thesis, it would be unethical not to discuss a racist history that 

confronts Indigenous Australia. It is a complex conversation that is well beyond my 

comprehension, and the scope of this research. However, it is important acknowledge 

distinctions and differences within the contexts of this inquiry, that critically connect 

Marrugeku Dance Theatre with socio-cultural discourses that are distinct to Yawuru country, 

Broome, Western Australia.  

Broome’s history (discussed in Section 1.5) contains deep narratives that negotiate a 

relational merge of people and culture. The interracial relationships of Broome, which have 

endured racially driven Australian policy and politics, are also a source of intercultural stimuli 

for Marrugeku Dance Theatre. Academic Jacqueline Lo (2010) contests attitudes towards 

multiculturalism in Australia that are informed by colonial consciousness. In particular, Ho 

(2010), reveals specific histories of culturally distinct communities in the Northern territories 

of Australia: 

Multicultural Australia did not begin, as is generally held, in the 1970’s with the 
official demise of the White Australia policy. Northern Australia was a multicultural 
place where Asians and Aboriginal communities traded, coexisted, and procreated 
prior to the British presence on the continent… The Australian story is largely 
constructed in terms of black/white race relations… The histories have been 
conveniently forgotten because they do not extend British history… (p.50) 

Lo (2010) suggests socio-cultural contexts outside what might be considered the dominant 

historical perspective. Lo’s (2010) research also promotes the significance of Marrugeku 

Dance Theatre in the rediscovery of these stories, through exploring an Australian “cross-

cultural history” (p. 50), that involves “an enhanced sense of collective identity and agency” 

(p. 57). Lo (2010) offers critical insights pertaining to research that emphasises relationships 

between people and place within Marrugeku Dance Theatre. Within the complexity of racial 

marginalisation and assimilation, interculturalism reveals the potential for decolonisation and 

the retelling of history through the praxis and performances of Marrugeku Dance Theatre.  
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Consideration of community discourse also offers an essential critical Indigenous lens 

through which to engage with the research inquiry. How Marrugeku Dance Theatre approach 

intercultural praxis, and the inclusivity of Indigenous communities is significant. Historically, 

speaking back to colonial constructs also considers transformative consciousness in relation to 

how Indigenous communities experience themselves, and non-Indigenous communities 

experience indigeneity.  

Academics Ien Ang & Jon Stratton (1998) are also thoughtful in their research pertaining to 

the telling of cultural histories shaped by dominant societal groups. They contend: 

There is a gap between the neat official representation of “multi-Cultural Australia”, 
on the one hand, and the contradictory everyday experiences and historical memories 
of these people, on the other – experiences and memories which remain unaccounted 
for, or are even denied and disclaimed, by the official discourse. (p. 26) 

Research by Māori academics Russell Bishop (1996) and Linda Tuhiwai Smith (1999) further 

contemplates embedded dominant discourses. In Aotearoa, New Zealand the distinct voice of 

European pākehā has had a commanding role in the shaping of educational, social, and 

political circumstances of tangata whenua, the Indigenous peoples of New Zealand. Bishop 

(1996) and Tuhiwai Smith (1999, 2012) stress how history can be experienced, remembered 

and imparted differently, depending on the perspectives of the narrator.  

In response to the research by Lo (2010), Ang & Stratton (1998), Bishop (1996) and Tuhiwai-

Smith (1999, 2012), it is important to acknowledge that there currently exists a retelling of 

Indigenous communities and multiculturalism in Australia. This deconstruction of the 

dominant colonial discourse is explored within the intercultural works of Marrugeku Dance 

Theatre. As Swain (2014) writes, within the work of Marrugeku there exists an “embodied 

reclamation of memory as a place” (p.95), where cultural identities are navigated “across 

national boundaries and, at times Indigenous boundaries, to achieve an identity politics which 

is grounded in a specific place yet is characterised by a fluid connection to multiple places 

and peoples” (p.118). Swain (2014) advances a recovery of story that is intent on the retelling 
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and relocation of history, which, as Tuhiwai-Smith (1999, 2012) argues, advocates the de-

colonisation of dominant discourses. 

As critiqued by Ang & Stratton (1998) and Lo (2010), multiculturalism in relation to 

Aboriginality can be explored as a process of social assimilation within the broader landscape 

of Australia. Sociologist Robert Van Krieken (2012) contends that narratives of assimilation 

and multiculturalism involve the “Aboriginal population and the question of their assimilation 

or integration into white society”, and the “successive waves of differing types of migrants to 

Australia” (p. 500). Professor of Sociology Andrew Jakubowicz (1989) describes the 

processes of Australia’s social integration as working towards an amalgamation of a supposed 

“culturally homogeneous body politic” (p. 69) involving the “development and 

implementation of policies which assumed the natural superiority of the dominant cultural 

practices of Anglo Australian society” (p.73). Extending on critical themes put forward by 

Van Krieken (2012) and Jakubowicz (1989), Ang & Stratton (1998) are more direct in claims 

that the homogenous body politic representative of Anglo Australian society adopted 

multiculturalism as a means to discount history and potentially discard its “shameful, racist 

past” (p. 25). Ang & Stratton (1998) claim that within the ideology of multicultural Australia, 

an everybody gets along image prevails as an avoidance of Indigenous Australia. Arguing the 

social denial of racial realities, Ang and Stratton (1998) describe how the: 

…repressing the discourse of “race” rather than acknowledging its power in the 
Australian cultural imagery, and dealing with its ideological implications, 
multiculturalism has allowed the possibility for the conservative renovation of 
racializing discourse as an aspect of a renewed emphasis on assimilation and on a 
“mainstream culture” whose whiteness is unspoken but undeniable. (p. 38) 

Suggesting a somewhat passive aggressive existence for multiculturalism Australia, Ang and 

Stratton (1998) reflect on the importance of recognising particular socio-cultural contexts that 

reveal historical approaches to race relations in Australia.  

In line with Ang & Stratton’s (1998) call, academic discourse pertaining to multiculturalism 

and Indigenous Australia has been critical of a time-line of Governmental policy and 
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occupation that is reflective of British origins and moral ideologies. From the arrival of white 

settlers and the establishment of the first penal colony in New South Wales, Britain took 

extended ownership of lands, informed by the position that there were no prior occupants. 

British notions of living at the time constructed culturally specific expectations of what 

qualified as inhabited lands.  

For Indigenous Australians, whom historian Richard Broome (1998) writes had “occupied 

Australia for 2000 generations before Europeans”, the infliction of a settler creed upon 

country and culture would radically disturb life. Seen as a land without people and law, 

Australia was considered a colony of Britain and decreed a place of Terra Nullius39 (p.41). 

What followed was a systematic marginalisation and dispossession of Indigenous Australians 

from their lands. For Indigenous Australian people dispossession was detrimental to their 

wellbeing. As Broome (1998) states in The Great Australian Transformation, “Without treaty 

– Indigenous people, their lands and its wealth, and Aboriginal law, language and religion 

were overlain by Civilizing Mission [bringing a] sense of destruction and change to the 

natural world” (p. 17). Providing a full picture of the dislocation imposed upon Indigenous 

Australia is well beyond the scope of this research. It is, however, vital to acknowledge a 

trauma so deeply threaded through the socio-cultural historical contexts of Australia, and its 

relational circumstances for generations of Indigenous and non-Indigenous Australians. 

For Indigenous Australian communities in the 19th Century, policy moved from the falsities of 

Terra Nullius, to assimilation with an intention, as Van Krieken (2012) writes, to “absorb the 

Aboriginal population into white society, relying heavily on the mechanism of converting 

them to Christianity” (p. 501). Ang & Stratton (1998) discuss the process of cultural invasion 

as determined by race theories that informed political consensus:  

                                                
39	Terra	Nullius	–	Terra	nullius	is	a	Latin	term	that	means	land	belonging	to	no	one	or	no	man's	land.	In	
international	law,	a	territory	which	has	never	been	subject	to	the	sovereignty	of	any	state,	or	over	which	any	
prior	sovereign	has	expressly,	or	implicitly	relinquished	sovereignty	is	terra	nullius.	Sovereignty	over	territory	
which	is	terra	nullius	can	be	acquired	through	occupation.	International	sea	and	celestial	bodies	would	come	
under	the	term	terra	nullius.	
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In a very straight forward way, “race” marked the conceptual limits of the national 
imagined community, sanctioning the state to exclude or, in the case of the Aborigines, 
to extinguish those considered racially  undesirable, that is those who are not 
“white”. (p. 29) 

Scott Poynting and Victoria Mason (2008) are also direct in their research pertaining to 

assimilation, identifying a “race relations policy” that was “applied when ‘the Aboriginal 

race’ did not ‘die out’ as had been generally anticipated and indeed widely assisted” (p. 232). 

Despite the best of motivations, the ideology of a white Australia, was put in jeopardy due to 

monumental conversions in government policy and law.  

The Indigenous people of Australia were ‘awarded’ citizenship in 1967, in what Krieken 

(1998) advances as a shift in Australian political climate encompassing “perspectives more 

consistent with de-colonisation and the recognition of Indigenous people’s rights and cultural 

integrity” (p. 504). Other pivotal points for Indigenous Australia occurred with the native title 

high court decisions of Mabo40 in 1992, Wik in 1997, and the structure of the Native Title Act 

in 1993 (Kilger & Cosgrave, 1999).  

In 2006, Yawuru were granted native title by the federal court for lands in and around 

Broome. Since that time, the Yawuru community has created a cultural management plan as a 

culturally relevant framework for Country and resource management. Yawuru law man and 

elder Patrick Dobson (2011) reflects on future sustainability: 

We are here because this is Yawuru country and it is important that it is sustained, not 
just within the confines of our Conservation Estate, but the whole of the Yawuru 
Estate, it is so important for us to be able to marry the different types of knowledge – 
scientific and the cultural, the western and the Indigenous. We have the ability to 

                                                
40	Mabo	–	recognised	the	land	rights	of	the	Meriam	people,	traditional	owners	of	the	Murray	Islands	(which	
include	the	islands	of	Mer,	Dauer	and	Waier)	in	the	Torres	Strait.	The	Mabo	Case	challenged	the	existing	
Australian	legal	system	from	two	perspectives:	Firstly,	the	assumption	that	Aboriginal	and	Torres	Strait	Islander	
peoples	had	no	concept	of	land	ownership	before	the	arrival	of	British	colonisers	in	1788	(terra	nullius);	and	
second,	that	sovereignty	delivered	complete	ownership	of	all	land	in	the	new	Colony	to	the	Crown,	abolishing	
any	existing	rights	that	may	have	existed	previously.	
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create something innovative that will bring about a new way of thinking and engaging 
with country, which will have implications not only for our country, but for the region 
and the nation… Ultimately, our cultural map is about the sustainability of the planet. 
(p. 20) 

The potential connection between Indigenous and Western ways of understanding is 

significant in respect to the reconciliation of past atrocities against Yawuru country. 

Attending to cultural distinctiveness is also significant in the current contexts of Broome, 

where, as Kliger & Cosgrove (1999) state, there still exists a “continuing lack of respect for 

Aboriginal communities…from the special controls of planning to the lack of understanding 

of the spiritual, physical and emotional relationship of Aboriginal people with country” (p. 

58). In response to Kliger & Cosgrove (1999), Dobson (2014) contemplates relational 

reciprocity from his own positioning as a Yawuru elder. He emphasises the importance of 

entering into this relationship with a clear autonomous voice. As elder and cultural advisor to 

Marrugeku Dance Theatre, relational reciprocity is also significant to how Dobson brings this 

knowledge and community spirit to the distinct intercultural agency of the company.  

Comprehending the wider societal significance of Marrugeku Dance Theatre intercultural 

praxis is an important factor in the research process. My developing competency as manuhiri 

(guest) researcher in Yawuru Country has advanced an awareness through which to critically, 

and authentically, engage with relevant socio-cultural, and historical realities. My own 

experiences of interculturalism with Marrugeku Dance Theatre, and the whanaungatanga 

methodological philosophies of this research intent, also critically inform further discussions 

of intercultural frameworks navigated later in this research dissertation.  

When reflecting upon multiculturalism and Indigenous culture in Australia, it is important to 

make clear distinctions between Indigenous first peoples and other ethnic communities. Ang 

& Stratton (1998) concur that debates about multiculturalism should not include Indigenous 

Australian people being classed as another “ethnic minority” (p.29). For Indigenous 

communities, making this distinction is also seen as a means of establishing clear identity as a 

‘race’. According to Ang & Stratton (1998), doing so enables them to make “distinct political 

claims as the original inhabitants of the land, and not to be lumped into the non-distinct liberal 
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pluralist imagery of multiculturalism” (p. 29). Within the research inquiry, Ang & Stratton 

(1998) also provide a critical lens through which to clearly approach the cultural diversity of 

participants within Marrugeku Dance Theatre – in particular, the location of Indigenous 

performers, landscapes and the communities to which they belong. 

Having lived in Australia from 1980–2000, I can also reflect upon these complexities as a 

Māori, and as the granddaughter of Russian migrants who fled from China to Australia post 

WWII. I recall the racial inclinations of friends and community, and people expressing 

expectations that those coming to Australia should ‘Be Australian’. Many of these people 

were themselves children of immigrants. I also acknowledge the shifting image of the outsider 

throughout my time growing up in Australia. From Asian and Eastern Europeans, to Muslims 

and the current discourse over ‘The war on terrorism’, there exist harsh conversations 

pertaining to multiculturalism.  

Babacan and Babacan (2007) discuss the current multicultural climate within Australia as a 

manifestation of negative discourses on asylum seekers, and the war on terror. They identify 

old racism, involving beliefs about inferior ethnic communities, as a means to confirm new 

racism, where the ethnic groups are held as a threat to current ways of living in Australia: 

Over the last ten years, the climate for refugees, asylum seekers and immigrants has 
become more and more unwelcoming. The discussion and debates around asylum 
seekers, terrorism and the war in Iraq have been interwoven with issues relating to 
Australian values and the national identity and have ultimately reinforced particular 
discourses and types of patriotism. There has been a deliberate attempt to unite some 
parts of the community while excluding others. The new forms of patriotism that have 
emerged are racialized and draw boundaries of inclusion and exclusion. Who is an 
Australian, what are Australian values, and what is ‘un-Australian’ have been re-
defined resulting in the marginalization, criminalization and exclusion of the 
‘voiceless’ ‘other’. (p. 31) 

Babacan and Babacan (2007) are critical of political intentions to ostracise and create social 

objects of otherness. These challenges of multiculturalism in today’s world raise concerns 

pertaining to cultural meaning systems and worldviews.  
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Contemplating the ‘otherness’ raised by Babacan and Babacan (2007), and the conscious 

shifting of how we validate difference, this research with Marrugeku Dance Theatre, which 

engages critical Indigenous approaches to intercultural praxis, is significant. Reflections on 

culturally distinct discourses are prevalent, as I engage the scholarly literature in interplay 

with the vast complexity of socio-cultural-political circumstance specific to Australia. As an 

Indigenous researcher from Aotearoa/New Zealand, I locate my own distinct history as a 

point of reference from which to critically discuss distinct contexts. As researcher, it is also an 

ethical expectation that I engage in socio-political discourses relevant to Marrugeku Dance 

Theatre, and my own interpretations of intercultural praxis.  

1.10 Marrugeku Dance Theatre in Yawuru Country 

Within wider Australian contexts of cultural consultation, Marrugeku Dance Theatre 

articulates itself in a specific residency in Broome, Yawuru Country. Site specific 

relationships with a specific Indigenous Yawuru community exist and inform this research 

dissertation against a depth of socio-political discourse. 

Marrugeku Dance Theatre has held residency in Broome, Yawuru country since 2006. Co-

artistic director Dalisa Pigram, and several trustees, are Yawuru. These intrinsic connections 

suggest specific protocol and praxis within Marrugeku Dance Theatre. Swain (2010) writes of 

the value of these relationships, acknowledging Dalisa Pigram’s engagement as Yawuru in 

Marrugeku’s Cut the Sky production processes: “Dalisa facilitated the complex cultural 

negotiations around the development or contemporary Indigenous dance with her Yawuru 

elders” (p.31). The negotiation of relationships, in particular between Marrugeku Dance 

Theatre and Yawuru, is essential to Marrugeku Dance Theatre’s intercultural praxis, and a 

key strand of inquiry in the research.  
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The long and sustained relationship to place is supported by the inclusion of Yawuru elders41 

in rehearsal and production processes. This connection with Yawuru traditional custodians 

brings a connection to ‘Bugarrigarra’, which is at the core of the Yawuru worldview. 

Common English translations of Bugarrigarra are the Dreamtime or Dreaming42. Each 

country within Australia has its own name and intrinsic relationship to what can be 

collectively understood as Indigenous Australian cosmology, or ‘The Dreaming’. However, 

this generic translation is inappropriate and problematic when it gives rise to dream or myth 

interpretations, as in something that has occurred in the past. It is therefore very important to 

be clear that further discussion and interpretation of Yawuru ‘Bugarrigarra’ is well beyond the 

scope of my worldview, and this thesis.  

Anthropologist Lynne Hume (2004) has studied the English terminology used to translate 

Indigenous Australian cosmology into conceivable Western concepts. Within anthropological 

academia, Hume (2004) acknowledges the value of ‘The Dreaming’, and the elusiveness of its 

intrinsic understandings. Hume’s (2004) research reflects on language and the deeper 

meanings that are located beyond particular Western interpretations and articulations of 

knowledge. Nevertheless, Hume (2004) still describes The Dreaming as “a narrative mythical 

account of shaping the world” (p.238). This explanation becomes dubious when Western 

conceptions of myth and narrative are applied to Indigenous notions of spirituality and 

embodiment of country. As such, value exists in an autonomous Indigenous voice to discuss 

such business authentically. Law man and elder Patrick Dobson (2011) offers an explanation 

of Bugarrigarra for Yawuru country: 

Bugarrigarra is not an historic event that created our world at the  beginning of time. 
It is not detached from contemporary life. It continues to exist and is the spiritual force 

                                                
41	Law	men	and	Law	women	–	Aboriginal	ceremonies	are	concerned	with	acting	out	The	Dreaming,	its	laws	and	
stories.	Traditionally,	men	and	women	had	different	roles	in	ceremonies	and	these	roles	varied	from	language	
group	to	language	group.	Roles	in	ceremonies	would	vary	considerably	depending	on	the	reasons	why	the	
ceremony	was	being	held.	Some	ceremonies	were	for	men	only,	others	were	for	women	only,	and	both	men	
and	women	had	their	own	particular	spiritual	and	sacred	objects.	Sometimes	this	is	talked	about	as	men's	
business	and	women's	business.	
42	The	dreaming	–	The	Dreaming	is	infinite	and	links	the	past	with	the	present	to	determine	the	future.	It	is	the	
natural	world,	especially	the	land	or	country	to	which	a	person	belongs,	which	provides	the	link	between	the	
people	and	The	Dreaming.	
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that shapes our ongoing cultural values and practice, our relationships with each other 
and the obligations and responsibilities that we have to each other that form our 
community. It requires respect at the interface of change and development. (p. 13). 

Yawuru woman Pat Mamanyjun Torres (2006) also conveys the ways in which Bugarrigarra 

practice and relationships are lived within the community. Speaking of Indigenous knowledge 

systems in Yawuru Aboriginal Australia Torres, (2006) tells of the: 

…extensive array of knowledge that was linked to land, people, the cosmos, and our 
spirituality, […] taught to us on a daily basis by our kinfolk and reinforced on our land 
whenever we passed sites of significance or animals, plants and people with which we 
were interrelated. (p. 25)  

In the words of Dobson (2011) and Torres (2006), distinct connections of place are adhered to 

as something inseparable from living. These ways of being which have provenance in the 

past, continue today in current contexts, story, and ceremony.  

The living, tangible, spiritual contexts of Bugarrigarra, as distinct to Yawuru country, are 

important to the work of Marrugeku Dance Theatre. With the relational knowledge that has 

emerged from their extended residency in Broome, Marrugeku Dance Theatre have been able 

to enter into a relationship with place, and people. The characteristics of this relationship 

provide a point of departure for the research inquiry, as it contends representations of 

Indigenous culture in distinct cultural settings. Swain (2006, 2010, 2014), argues that 

Marrugeku Dance Theatre have an embodied praxis within Yawuru perspectives, that engages 

“Intercultural Indigenous” and “Listening to Country” methodologies. According to Swain 

(2006, 2010, 2014), Indigenous story provides the catalyst for conversations and meanings of 

place in Marrugeku praxis.  

Indigenous communities, knowledge, Country, self-determination, kinships, and the distinct 

cultural interface of Broome landscapes support the multi-layered praxis of Marrugeku Dance 

Theatre. This research endeavours to critically engage with the complex convergence of 

culture and identity. An Indigenous, Kaupapa Māori, whakawhanaungatanga inquiry will add 



 

47 

to understandings of this well-associated setting of place, people, culture and identity. 

Interculturalism is approached from a distinct Australian context that considers Yawuru 

communities, Marrugeku Dance Theatre, and wider Australian societal circumstances. The 

study of Marrugeku Dance Theatre praxis, along with a thorough engagement with the 

intercultural scholarly discourse, will provide an enriched critical reflexivity with which to re-

consider current intercultural frameworks, and the facilitation of Indigenous community 

knowledge.  

1.11 Significance 

A Kaupapa Māori inquiry is specific to Indigenous communities involved in the research. In 

particular, it offers multi-layered Indigenous facilitation towards the negotiation of culturally 

diverse contexts. In formal contexts pertaining to cross-cultural, culturally responsive and 

intercultural discourse, there exists self-determination and validation of Indigenous 

communities. The validation of Indigenous communities is important when current contexts 

of interculturalism are determined by Eurocentric frameworks.  

Within Aotearoa/New Zealand, unsettling and redefining the dominant colonial constructs of 

relevant and responsive cultural consultations is necessary. My past research pertaining to the 

authority of Indigenous Iwi Māori knowledge in culturally diverse and institutional settings 

has provided ongoing critical reflexivity in my work as a secondary school teacher. This 

research will bring further culturally relevant insights into the interpretation and 

representation of Indigenous communities by non-Indigenous people, communities and 

frameworks. As such, this research will provide critical feedforward for the wellbeing, 

validation and equitable participation of Iwi Māori in culturally distinct settings. Exploring 

the authority of Indigenous insight will help reveal the further authority, autonomy, and self-

determination of Indigenous communities within intercultural and colonial constructs.  

The research will also be valuable to Indigenous communities, educators, and policy makers, 

interested in deconstructing current institutional approaches to learning. There is an ongoing 

argument in scholarly literature involving current contentions on learning and assessment in 
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education (Bishop & Glynn, 1999; Bishop & Hall, 2000; Bishop, O’Sullivan & Berryman, 

2010; Grierson, 2003). By unravelling areas of potentiality concerning the value of 

Indigenous knowledge to intercultural praxis, this research is a re-imagining of culturally 

centred practice for learning. It confronts culturally dominant attitudes to teaching, 

encouraging culturally responsive teaching and learning. 

Decolonising research processes contest particular Western dominated cultural contexts of 

embodied knowledge and practice. Historical recollection within dance curricula that honour 

a critical Indigenous voice disrupts a dominant discourse established during processes of 

colonisation. Therefore, critical reflexivity pertaining to the representation of Indigenous 

culture, and people, in arts praxis supports a succession of self-determination, and the 

sovereignty of self and culture (Tuhiwai-Smith, 1999, 2012; Smith, 2005a). It directly assents 

to locations of hegemony in arts praxis, and contends present policies, paradigms and 

ideologies.  

An examination of intercultural arts praxis that is located within Indigenous ideologies 

contributes to the accession of knowledge related to cross-cultural and multicultural 

approaches to interculturalism. In Chapter 6 of this thesis, I offer ‘te mana o te rākau kauri’ 

intercultural framework as a critically thoughtful response to my research with Marrugeku 

Dance Theatre. It is an intercultural structure that contests a particular dominant Western 

European discourse (Aman, 2012, Bishop & Glynn, 1999; Bishop & Hall, 2000; Bishop, 

O’Sullivan & Berryman, 2010; Metge & Kinoch 1978; Pai, Adler & Shadiow; 2004; Salter, 

2000; Savage et. al, 2011; Smith, 2003a, 2003b, 2004; Smith 2007a, 2007b). The framework 

offering is significant in terms of rethinking how we engage in cultural discourse that is 

ethical, reciprocal, and critically challenged via the facilitation and authority of Indigenous 

logic.  

1.12 Mana as a philosophical guidance to the thesis chapters 

The naming of each Chapter in this research dissertation is framed by Māori philosophical 

conceptualisations of mana. Mana can be determined as authority of self, relationships and, 
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the way in which we engage with ourselves, whānau, hāpu, Iwi, the environment and its 

inhabitants, and the cosmos. Mana also guides how we position ourselves in these 

environments, and the obligations and accountability that are part of our relational positioning 

(Barlow, 1991; Love, 2004; Marsden, 2003; Pere, 1998; Simmonds, 2011; Yates-Smith, 

1998, 2003a, 2006). For Iwi Māori, the many interconnected living states of mana are 

provided through our intrinsic connections to whakapapa, ātua (deities), and tūpuna 

(ancestors).  

In this research, ‘mana tangata’, as Roskruge (2011) argues, encompasses “our actions, 

beliefs, and relationships [and]… status” (p. 244) with others and our environment. My own 

understanding of mana tangata has been inherently determined through my relationships and 

conduct with people, and place. The way I conduct myself with other Indigenous 

communities reflects upon my own wellbeing, and the mana of the personal and professional 

communities to which I belong. My mana as a researcher is enriched by attending to the mana 

of research participants, their relevant communities, and the landscapes to which we all 

belong. Further, by attending to the mana of research participants and their communities as 

researcher and manuhiri, I enrich my own mana wahine identity, which is inherently linked to 

my own whanau and hapu. 

In a cross-Indigenous, intercultural research context, attending to the mana of others involves 

a high level of cultural competence to ensure the cultural safety of the research. As such, I 

have shaped each chapter of this thesis to be tika and pono (ethically correct) in the 

interpretation, representation, and critical reflection of research communities, scholarly 

discourses, and my own whānau knowledge as Ngāti Hine. In each chapter, there is a focal 

consciousness that tends to each research dimension and mana of the inquiry, literature, 

participants, and researcher.  

Within research, considerations of status are unsettling in the face of specific power 

discourses that can be located within formal institutional research (Tuhiwai-Smith, 1999, 

2012). I have situated myself within a ‘mana wahine’ discourse (Mikaere, 1995; Pihama, 

2001, 2002; Simmonds, 2011) to provide a culturally responsive and relevant lens through 
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which to engage with the word views and knowledge of others. My position is as manuhiri 

(visitor) engaged in a relational whakawhanaungatanga methodology, which acknowledges 

the authority, knowledge and contributions of participants, the research intent, literature, and, 

my own Ngāti Hinetanga. 

1.13 Overview of Chapters 

Chapter 2, ‘Te mana o te tikanga’ (the authority of custom and protocol), presents a 

discussion of Kaupapa Māori theory and whakawhanaungatanga methodology. I will argue 

that the researcher as manuhiri engaged in Kaupapa Māori provides a culturally responsive 

research experience. The chapter will reveal my own experiences as a researcher engaged in 

culturally distinct settings with Marrugeku Dance Theatre. Indigenous relationships with the 

environment will be explored in-depth, and argued as a point of convergence for discovering 

knowledge. In particular, the research protocol was determined by my own culturally specific 

worldview, and how this engaged with others. My own pūrākau as Ngāti Hine and the role of 

culturally distinct narrative storytelling within a cross-Indigenous context are discussed. 

Chapter 2 also reveals specific academic discourse that suggests the significance of Kaupapa 

Māori theory and methodology in extended Indigenous and non-Indigenous environments. 

Chapter 3, ‘Te mana o te tangata’ (the authority of the people), introduces the Marrugeku 

Dance Theatre to the reader. As researcher and manuhiri, my role in the framing of this 

written dissertation was to consider the representation and voices of research participants, and 

the communities to which they belong. This chapter provides a formal thesis mihi 

(recognition) that acknowledges who they are, and where they are from. Formally introducing 

Dalisa, Joshua, Miranda, Eric, Edwin, and Rachael provides insight into the following 

chapters and key discussions. It is also an important protocol within the reciprocity of this 

research to assert the authority and contributions of Marrugeku Dance Theatre to the research. 

Chapter 4, ‘Te mana o te kaiwhakaari’ (the authority of the performer) provides critical 

reflection pertaining to Marrugeku Dance Theatre interpretations and implementations of 

interculturalism. I draw on the narratives and stories of Eric, Edwin, Josh, Rachael, Dalisa, 



 

51 

and Miranda to provide specific insights into interculturalism, and the authority of Indigenous 

perspective in Marrugeku Dance Theatre praxis. The participants’ experiences of the 

worldviews of others, and the role of relevant Indigenous communities in the facilitation of 

relationships, are investigated. The key themes revealed in relation to Marrugeku Dance 

Theatre intercultural praxis provide significance points of departure for further navigation of 

interculturalism, and the equitable inclusion of Indigenous communities.  

Chapter 5, ‘Te mana o te kairangahau’ (the authority of the researcher), is an exploration of 

scholarly literature pertaining to the research inquiry. Focusing on interculturalism and 

culturally responsive praxis, Chapter 5 also engages my distinct critical Indigenous lens as the 

researcher. Bringing to bear my own culturally specific ideologies as a Kaupapa Māori 

researcher provides specific insights into interculturalism, and the authority, inclusivity, and 

facilitation of Indigenous community knowledge. If Marrugeku Dance Theatre are to advance 

themselves as an intercultural dance theatre, rigorous navigations of scholarly discourse 

pertaining to intercultural frameworks and logic are essential. Locating a culturally responsive 

investigation of the literature also supports the significance of Indigenous understandings of 

culturally distinct discourse. In particular, Indigenous scholarly theorists are explored as a 

means to critically reconsider the current frameworks of interculturalism outlined later in 

Chapter 6.  

Chapter 6 ‘Te mana o te rākau kauri’ emerges as an intrinsic response to the research thesis. 

Considerations and contentions from the investigation of the literature, and the significant 

knowledge gained in the field research with Marrugeku Dance Theatre, provided strong 

agency for the creation of this chapter. ‘Te mana o te rākau kauri’ presents an intercultural 

framework specific to the equitable inclusion, and validity of Indigenous knowledge and 

community.  

Chapter 7, ‘Te mana o te rangahau’ (the authority of the research), presents a summative 

consideration of the research findings. Chapter 7 works through contributions revealed 

through methodological rigour and close reading of the relevant literature. The challenges and 

contentions of the research are also presented to the reader.  
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The Kaupapa Māori theory and whakawhanaungatanga methodology that are supported 

within a critical Indigenous perspective do not attempt to advance one particular truth, or 

reality. ‘Te mana o te rākau kauri’ offers a reflexive and embodied account of my experiences 

whilst engaged in an Indigenous research inquiry with Marrugeku Dance Theatre. This 

research inquiry is also a personal journey toward more equitable and meaningful ways to 

engage with others. In particular, this research is about the validity and self-determination of 

Indigenous communities like my own, who remain engaged in the dreaming, reimaging, and 

manifesting of decolonisation. 

1.14 Conclusion 

Te mana motuhake o te kauri: A Kaupapa Māori exploration of intercultural praxis 

investigates how the intercultural praxis of Marrugeku Dance Theatre facilitates a culturally 

responsive experience. Culturally responsive praxis (discussed in more detail in Chapter 3, 

Section 4.11) attends to Indigenous and non-Indigenous experience that is equitable and 

responsive to difference, place, moment and individuality. In an extended approach, the 

research reflexively inquiries into how Marrugeku Dance Theatre interpret and implement 

culturally responsive praxis and facilitate the transfer of Indigenous knowledge, via a 

Kaupapa Māori whakawhanaungatanga lens distinct to my own positioning as researcher.  

Research relational formalities are also important in relation to the diverse multi-positioning 

that occurs in Marrugeku Dance Theatre and the participant performers. Socio-cultural 

political contexts that are unique to Marrugeku Dance Theatre’s residency in Yawuru 

Country, Broome, provide specific perspectives that are advanced as being Indigenous and 

multidimensional in cultural inclusivity.  

This chapter has provided detailed information about the meaning and significance of the 

specific research questions, including how the research emerged, and a 

whakawhanaungatanga narrative that explains the initial research relationships. A contextual 

discussion of Marrugeku Dance Theatre and Yawuru country in Broome was included to 

provide the reader with important background necessary to understand the distinct cultural 
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interests associated with Marrugeku Dance Theatre praxis. Further background to my unique 

positioning as researcher engaged in a cross-Indigenous, whakawhanaungatanga inquiry was 

also included. 
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CHAPTER 2 

Te mana o te tikanga  

(the authority of custom and protocol) 

 
Figure 3:  

My reflection onto Yawuru Country, 2014. 

Tree and grass and everything else got a heartbeat  
everything is living 

Dalisa Pigram, 2014 

2.1 Introduction 

‘Te mana o te tikanga’ (the authority of custom and protocol), will discuss the Kaupapa Māori 

and whakawhanaungatanga theory and methodology of the research. In a culturally 

responsive, critical Indigenous exploration, this thesis investigates: How does the creative 

praxis of Marrugeku Dance Theatre facilitate intercultural experience? The following text 

will discuss culturally situated relationships that are determined through personal and 

professional histories, and a particular worldview. 
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Engaging a critical Indigenous methodology, the research also contemplates Indigenous 

knowledge and its significance to extended communities. Kaupapa Māori is situated as a 

culturally responsive methodology and theory that validates local Indigenous communities, 

and their connections to land and each other. As co-artistic director Dalisa Pigram (2014) 

states, the landscapes “got heartbeat” and are therefore considered as sites of relational 

knowledge acquisition. 

Arranged in distinct sections, this methodology chapter is approached as connecting intrinsic 

and external landscapes that create distinct relationships with self, participants, and the 

environment. This approach to the research inquiry is valued as a means to engage with 

Yawuru Country, and the participants of Marrugeku Dance Theatre.  

As Ngāti Hine (Indigenous woman from Aotearoa), I also hope to enrich the reader’s 

connection to the inquiry through the inclusion of visual stimuli depicting Yawuru Country. 

These visuals, and my own pūrākau (culturally embodied narratives), offer deepened insights 

into the research methods and lived experience.  

Section 2.2 discusses Kaupapa Māori research as a culturally responsive critical Indigenous, 

methodology and theory, exploring the significance its role in a cross Indigenous inquiry 

locating reflexive conversations about indigeneity, community and creative arts pedagogy. 

Section 2.3, Whakawhanaungatanga Methodology focuses on relationships – the 

establishment and value of people, place and country responsive to Indigenous knowing and 

living. The relational structures of Kaupapa Māori and embodied participation of researcher 

and participants are discussed, and arguments presented for the role of relationships in the 

living and creation of knowledge.  

Next, Section 2.4 explores whakawhanaungatanga as methodology and its intrinsic 

underscoring of the research. Relationships are seen as extending beyond researcher and 

participants binaries, to incorporate land, whenua, environment, and the cosmos. The 

discussion of the underlying themes of land-based knowing highlights environment as 
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pedagogy (Johnson, 2012; Penetito, 2009). This section also discusses my location as Ngāti 

Hine, and the negotiation of Indigenous intercultural environments. 

Section 2.5 discusses pūrākau, storytelling, and narrative as culturally responsive 

methodologies. The value of pūrākau, narrative and story as means to discover meaning is 

also discussed in relation to shared lived experiences. Honouring the narrative and story 

between distinct cultural understandings, and the researchers own culturally specific pūrākau, 

are discussed as intrinsic characteristics of the research.  

In further recognition in the inclusivity of narrative research, Section 2.6 looks to a qualitative 

research paradigm as informing the Kaupapa Māori research intent. Qualitative methods, in 

particular narrative and phenomenology, are discussed as tools deemed supportive of a 

Kaupapa Māori research inquiry. 

Section 2.7 focuses on formal structures, relationships and conversation as means to gather 

information for the research. A multidimensional and layered relational network of 

connections involving environment, people and place, and how these relationships were 

attended to, is presented as composing the research design. Discussions pertaining to 

interviews, semi-structured interviews, interviews as chats, observations, journals and visual 

stimuli are explored as distinct means of relational research knowledge acquisition. In respect 

to relationships and my positioning as the researcher, the limitations and ethical 

considerations of the research inquiry are also discussed. Section 2.7 finishes with an analysis 

of collection and conversation relating to the gathering and meaning-making approaches. 

Reflecting a narrative story, Whakawhanaungatanga validity is expressed within the human 

experience.  

2.2 Kaupapa Māori 

This research is supported by Kaupapa Māori methodology and theory. Within inter-cultural 

contexts, Kaupapa Māori provides the means to critically engage with participants, whilst 

maintaining the Indigenous agency of a particular place, its people, and their relevant 
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communities. When working in distinct cultural contexts as Ngāti Hine, Kaupapa Māori 

meanings, its origins, and my own lived understandings as researcher are connected to 

Mātauranga Māori teachings. Māori scholar Māori Marsden (2003) writes: 

 Kaupapa is derived from two words, kau and papa. In this context ‘kau’ means ‘to 
appear for the first time, to come into view’, to ‘disclose’. ‘Papa’ means to  ground for 
foundation. Hence. Kaupapa means ground rules, from principles, general principles 
(p.66). 

Marsden (2003) discusses the connection between intention and doing, or the Kaupapa 

(intention/focus) and tikanga (protocol) through which they are implemented. Kaupapa and 

tikanga are connected and inform each other. My tikanga as researcher is intrinsically guided 

through experiences and knowledge passed down from my ātua (gods and guardians), tūpuna 

(ancestors), and whānau (family).  

The experiences of our ātua and tūpuna provide Iwi Māori with guidance for the relationships 

we have with ourselves, each other, and the environment. Marsden (1992) also discusses 

whakapapa Māori (genealogy) as a narrative genealogy that connects us to the “Creator, the 

universe and man” (Marsden, 1992, p. 2). Within this relational approach, this research 

inquiry is further grounded in acknowledging relationships to Papa or Papatūānuku, our 

Earth Mother, the earth or whenua. Supported in a consciousness of wairua and mauri (spirit 

and life force) (Love, 2004; Marsden, 1992, 2003; Pere, 1991, 1998), and working as Ngāti 

Hine in culturally distinct Indigenous contexts, affiliations to philosophical place-based 

methodologies and Indigenous connections to people, landscape and environment are 

essential frames of reference by which to conduct myself.  

Kaupapa Māori theory and whanaungatanga methodology, that contend my place as manuhiri 

(guest) in another Indigenous Country, offer potentiality by which to validate and reflect upon 

distinct Indigenous individual and community understandings of place. Within this research, 

relationships to place and Indigenous perspective are also contemplated as equitable 

knowledge in which to frame intercultural discourse. ‘Te mana motuhake o te kauri’ How 

does the creative praxis of Marrugeku Dance Theatre facilitate intercultural experience? is 
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an exploration of Indigenous community practice and knowledge. Its critical Indigenous lens 

reflects upon societal and cultural frameworks, whilst locating Indigenous community, socio-

political, and historical reciprocities. Scholarly considerations in the autonomy and facilitation 

of Indigenous community knowledge challenge current Western intercultural frameworks that 

determine the experiences of the community through hegemony and assimilative logic. 

Kaupapa Māori provides forethought for Iwi Māori cultural, political, and social preferences 

(Henry & Pene, 2001; Hoskins & Jones, 2012; Pihama, Cram & Walker, 2002; Smith, 1997; 

Tuhiwai-Smith, 1999, 2012). Historically situated in the labours of Iwi Māori working for 

Tino Rantatiratanga43, Kaupapa Māori is constantly birthing theoretical and methodological 

developments (Pihama, 2012; Smith, 1997, 2003a). Māori scholar Graham Hingangaroa 

Smith (2012) argues that Kaupapa Māori provides “space for thinking and researching 

differently, to centre Māori interests and desires, and to speak back to the dominant existing 

theories” (p. 11). Smith (2012) identifies clear cultural and political characteristics, involving 

ongoing action and analysis imperative to an “interweave” of “radical potential” within 

Kaupapa Māori (p. 13).  

In my relationships with Marrugeku Dance Theatre and related Indigenous communities, it 

was important, as Smith (2012) contends, to consider how Kaupapa Māori investigations 

“lead to transforming outcomes that allow Māori still to be Māori, and also enable successful 

participation in all aspects of New Zealand life” (p. 16). With regard to my relationships with 

non-Māori in this thesis, Kaupapa Māori discourse fostered the validation of these others’ 

own independence and cultural autonomy. As an Indigenous researcher, inspirited by the 

decolonisation of culturally distinct institutions and frameworks, the engagement of Kaupapa 

Māori is vital to critical thought on intercultural praxis in Aotearoa and global settings. 

                                                
43	Tino	Rangatiratanga	-	Tino	–	Essentially,	‘self’,	‘reality’,	and	Rantatiratanga	–	Evidence	of	breeding	and	
greatness.	This	term	is	considered	as	‘absolute	sovereignty’.	It	appears	in	the	Māori	version	of	the	Treaty	of	
Waitangi,	first	signed	by	the	British	Crown	and	Māori	chiefs	(rangatira)	in	1840.		
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More broadly, my navigation of Intercultural praxis suggests that Kaupapa Māori is strategic 

to the unsettling of social inequalities responsible for the oppression of Indigenous 

communities (Pihama, 2012; Pihama, Cram & Walker, 2002; Smith, 1997; 2003a). My 

agency extends from distinct experiences during international conferences, where 

representations of Indigenous culture and community were extremely problematic (Chapter 1, 

p. 22). My master’s research, Classroom Kōrero (Reihana-Morunga, 2013), also revealed 

ongoing contentions pertaining to the wellbeing of Iwi Māori knowledge, students and their 

communities within Aotearoa/New Zealand English medium schools (Chapter 1, p. 18).  

In its critical validation of different cultures, Kaupapa Māori demonstrates an intrinsic 

capability for engaging in the worldviews of others. As researcher and manuhiri (guest), there 

is tikanga (protocol) I have applied to my research journey. Within this thesis, I critically 

contemplate Kaupapa Māori in relatively theoretically unchartered waters, as pertaining to 

global and culturally distinct contexts that engage with a diversity of identity, genealogy, 

landscape and story. Māori scholar Leonie Pihama (2012) writes: “The point [is] that we have 

always been theorists… our ancestors have always theorised about the world…Kaupapa 

Māori theory is shaped by the knowledge and experiences of Māori. It is a theoretical 

framework that has grown from both mātauranga Māori and from within Māori movements of 

change” (p. 5). Pihama (2012) locates the distinct voice and potentiality of Kaupapa Māori, 

extending innovative understandings of meaning making that our tūpuna (ancestors) have 

long engaged. Seeing this way of being in the world as exclusive, or monocultural in its 

facilitation, is limiting to the potentiality of experience that occurs in this thesis. In this thesis, 

I also respectfully theorise ‘about the world’ – arguing through a specific lens as an 

Indigenous person from Aotearoa.  

Artistic director Rachael Swain (2010) writes of a “deeply negotiated intercultural 

methodology” existing in experiences that occur whilst working with Marrugeku dance 

Theatre (p. 14). The methodology that involves relationships with community, and Indigenous 

Yawuru knowledge systems, must also negotiate the narratives of diverse cultural participants 

and histories that reside within these environments.  
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In considering culturally distinct relationships that involve Indigenous Australian community, 

Indigenous Australian academic Mary Graham (2009) suggests that a Kaupapa Māori 

approach acknowledge a “direct bearing on the stories of people” (p.75). Therefore, a method 

that values a definitive intertwining of story and landscapes, people and place, pūrākau and 

whenua, and kinship and country is fundamental. In discussing human agency of place in 

research, Graham (2009) asserts land-based methodologies as vital to Indigenous 

understandings:  

Place underpins inquiry in the deepest ontological sense, inasmuch as, from an 
Indigenous point of view, it is the fundamental existential quantifier: it informs us of 
where we are at any time, thereby at the same time informing us of who we are. (p. 75) 

The who asserted by Graham (2009) is fostered as a distinct Indigenous voice within Kaupapa 

Māori, which encompasses a critical Indigenous reflexivity that replies to Indigenous history, 

lived experiences, logic and knowledge acquisition. Challenging Western methods of inquiry, 

it greets cross-Indigenous, intercultural conversations, whilst challenging a particular Western 

European dominant discourse (Tuhiwai-Smith, 1999).  

Challenging intercultural frameworks that are limited in their equitable validation of 

Indigenous communities is paramount. By working with Marrugeku Dance Theatre and 

engaging in a rigorous critique of scholarly literature, I will add to Kaupapa Māori meaning 

making and discourse by providing a culturally responsive re-thinking of intercultural theory, 

research, and praxis.  

Within a cross-Indigenous research landscape, Kaupapa Māori also creates a purposeful 

discourse shaped by Indigenous voice. Working with Marrugeku Dance Theatre required the 

equitable acknowledgement of land based creative practice. As manuhiri (guest), particular 

protocol, although tangibly different in look, sound, and process, from my own Kaupapa 

Māori environments, still engaged relevant Indigenous thought, action, and logic.  

Experiences shared through embodied creative arts praxis, also provided guidance for 

relationships with the participants, environment, and the cosmos. In this reality, Kaupapa 
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Māori affirms that arts and culture are interconnected in all areas of life. This inquiry 

therefore contends a means of intercultural common understanding, not knowledge, with 

other Indigenous and non-Indigenous cultures. In particular, Yawuru country and Indigenous 

people of Australia are acknowledged as custodians of Country, who foster a deepened, 

intrinsic relationship to environment and its inhabitants. A relationship guided through 

whakawhanaungatanga ways of being created a distinct relational discourse. Relationships 

with participants and their relative communities created further complexities, and agency for 

cultural responsiveness.  

Kaupapa Māori offers a responsive, responsible approach to working with Indigenous people 

in intercultural contexts. Rachael Wolfgramm (2008) discusses the dynamics of intercultural 

research from the perspective of a Kaupapa Māori researcher. She writes that Kaupapa Māori 

is a “culturally attuned instrument which enables investigation and understanding of an 

Indigenous worldview [and is] also a transformative research approach that provides for 

culturally informed theory building” (p. 3). Wolfgramm (2008) also places agency in the 

complexities faced by the researcher in identifying and embedding in processes that allow for 

personalised “structuring of assumptions, values, concepts and orientation to emerge” (p.3). 

The considerations highlighted by Wolfgramm (2008) extend the agency of Kaupapa Māori 

methodologies and theories that are grounded in relationships to self, and environment. 

As Ngāti Hine with Russian, English, French whakapapa, I too negotiate internal intercultural 

ways of being in the world. These research experiences in Aotearoa and Australia work 

within expansive conversations pertaining to Indigenous knowledge. As wahine (Māori 

woman), my application of Kaupapa Māori is framed by my own sense of knowing and 

doing, which is shaped by my unique understandings of Mātauranga Māori and tikanga. In the 

honouring of critically fuelled transformative encounters, it is therefore considered that 

Kaupapa Māori can engage purposefully within a wider Indigenous discourse.  
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2.2.1 Kaupapa Māori as a ‘Culturally Responsive Methodology’ 

Intercultural Indigenous relationships are a predominant characteristic of this research. 

Research participants from Marrugeku Dance Theatre, from a diversity of cultural, ethnic, 

personal and professional backgrounds, shared stories in response to their distinct 

experiences. Kaupapa Māori whakawhanaungatanga methodology encouraged a relational 

and cooperative discourse in response to participant stories. The emphasis placed upon 

genealogy, Indigenous Country, acknowledgement of different ideologies, and the personal 

and professional histories of culturally diverse identities, encouraged reciprocity between 

myself and other Indigenous and non-Indigenous people and communities in the research. 

With regard to relationships that occur in a cross-Indigenous context, Māori scholar Linda 

Tuhiwai Smith (1999) writes: 

What is more important than what alternatives Indigenous peoples offer the world is 
what Indigenous peoples offer each other. The strategies that work for one community 
may well work for another. The gains made in one context may well be applied 
usefully in another. The sharing of resources and information may assist groups and 
communities to collaborate with each other and to protect each other. The development 
of international protocols and strategic alliances can provide a more sustained critique 
of the practices of states and corporations. The survival of one community can be 
celebrated by another. The spiritual, creative and political resources that Indigenous 
peoples draw on from each other provide alternatives for each other. Sharing is a good 
thing to do, it is a very human quality. To be able to share, to have something worth 
sharing, gives dignity to the giver. To accept a gift and to reciprocate gives dignity to 
the receiver. To create something new through that process of sharing is to recreate the 
old, to reconnect relationships and to recreate our humanness. (p. 110)  

Within the cooperation advanced by Tuhiwai-Smith (1999), agency also exists in resisting the 

appropriation of Indigenous knowledge. Tuhiwai-Smith (1999, 2012) is reflexive about what 

can occur between Indigenous community coalitions. My relationship with other Indigenous 

people and communities in this research also provided important critical reflexivity pertaining 

to interculturalism, and the authority and significance of Indigenous facilitation.  

A critical, culturally responsive lens supports the representations, interpretations and 

appropriation that can occur in culturally distinct cooperation; in particular, relationships that 
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involve transmission and facilitation of Indigenous knowledge in non-Indigenous contexts. In 

the cross-Indigenous context of this research, I needed to engage ongoing thought towards 

equitable culturally responsive methodologies, and how I, as researcher, represented, 

involved, and discussed my relationships with Indigenous participants, and communities.  

Further, Māori educationalist Mere Berryman (2013) writes that the culturally responsive 

researcher can promote an “uncovering of ideological frameworks to bring forth authenticity 

of mutual personalities’ (p.17). Berryman (2013) also advances participatory inter-

relationships as experiences for inquiry, where “participants and researchers are encouraged 

to bring their identities and ideologies to the research table so that these authentic selves 

inform the co-creation of new knowledge in a third space” (p. 5). In this inquiry, the third 

space acknowledged by Berryman (2013) occurred as participatory site specific research 

conducted in Yawuru country. It involved a whakawhanaungatanga approach to enable an 

Indigenous intent, specific to Indigenous knowledge and supportive of Indigenous community 

aspirations.  

Kaupapa Māori whakawhanaungatanga methodology and cultural responsiveness focus on the 

establishment and maintenance of relationships via culturally appropriate means (Bishop 

1996; Gibbs 2001; Mane 2009; Macfarlane 2004; Tuhiwai – Smith 1999, 2012). Being 

responsive to people of diverse cultural backgrounds and communities in this research meant 

emphasis was placed on connections people had to each other and genealogical, tribal, 

country living and histories. African researcher Bagele Chilisa (2012) writes that a culturally 

responsive approach to research should “acknowledge local histories, traditions, and 

Indigenous knowledge systems that inform them” (p.161). In line with Chilisa’s (2012) 

argument, providing space to hear and respond to the individual, where communication was 

inclusive of personal and professional histories, was essential. Conversations searched for 

genealogical and family connections, where place, history, and identity provided an enriching 

basis for, and development of the research relationships. The questions, “Who are we?” and 

“Where are we from?”, were important beginning points. The inclusion of Marrugeku Dance 

Theatre community histories and knowledge (Chapter 1, Sections 1.7, 1.8, 1.9, 1.10) also 

fostered a more honest approach to participatory possibility and autonomous inclusivity for 

participants confronting everyday realities and injustices.  



 

64 

Reciprocity between myself, as researcher, and the participants was important in establishing 

trust and respect. Attentive to the value of relationship building, scholars Berryman, SooHoo 

& Nevin (2013) advance a co-creative culturally responsive research approach, which 

involves “reciprocity, dialogue and relationship building” that is “mutually evolving”, and 

where “the same concerns and issues also became those of the researchers, and the 

participants become part of the common purpose and group that drives the research” (p. 12). 

Berryman, SooHoo & Nevin (2013) are highlighting a relational discourse where research 

intent and process are informed by the needs of participants.  

Attention to the communicated needs of the Marrugeku Dance Theatre and their relevant 

communities shaped the formalities of knowledge acquisition. It was important that I was 

responsive to my position and place. Accordingly, I did not enter into a shared space with a 

set interview schedule or expectation. My position as an Indigenous researcher placed 

importance on having respect for Country. As such, my travels outside to particular 

landscapes were at the invitation, or under the direction, of community members. It was also 

necessary to navigate around studio and other professional commitments. Several days were 

spent in a shared space before a schedule for formal interviews was collectively decided. 

Acknowledging that my attendance in rehearsal should respect the agency of Marrugeku 

Dance Theatre rehearsal processes, deadlines, and outcomes, I tried to be conscious and 

compassionate within the research.  

The culturally responsive protocol that I employed whilst working with Marrugeku Dance 

Theatre was framed in mātauranga Māori for manuhiri (guest). My protocol as manuhiri was 

informed by my own tikanga, or social discourse experienced on marae. Being welcomed on 

to marae as guest through a process of powhiri44 involves distinct tikanga (protocols) that 

move the guest from the status of waewae tapu45 to noa46. Further, distinct tikanga (protocols) 

                                                
44	Powhiri	–	A	ritual	encounterof	being	welcomed	onto	marae,	landscapes,	buildings,	places	that	follow	distinct	
Māori	tikanga	(protocol).	
45	Tapu	–	State	of	person	ro	environment	that	can	be	considered	through	tikanga	as	being	in	states	of	being	
sacred,	prohibited,	restricted,	forbidden	and	under	the	guardianship	of	kāumatua,	tūpuna,	and	ātua	



 

65 

of powhiri are followed within the process of being welcomed onto whenua (land) as 

manuhiri (guest).  

The knowledge that is associated with powhiri ritual is well beyond the scope of this thesis. 

However, its philosophical understandings have informed my approaches as researcher, both 

in Aotearoa and other distinct Indigenous landscapes. Being welcomed to Country, and being 

attentive to protocol when we arrived, was an ongoing negotiation. Although there was no 

formalised ritual, there were important discourses pertaining to history, location, and 

community. Different to our own Ngāti Hinetanga, a flexible awareness of being in spiritual 

and contestable landscapes influenced the pace, location and direction of the research 

throughout. I needed to be attentive to the people of place and custodians of the land. 

2.2.2 Indigenist research  

This Indigenous Kaupapa Māori inquiry conducted in Australia considers the significance of 

Indigenist research. Within a cross-Indigenous context, Kaupapa Māori critically engages 

with interculturalism, through the distinct critical inclusivity of Indigenous Australian 

communities. A cross-Indigenous exploration extends to include critical conversations in 

intercultural, Indigenous Australian, and culturally responsive literature. Torres Strait Islander 

and academic Lester-Irabinna Rigney (1999) identifies the key principles of Indigenist 

research, which include: resistance toward the recognition and self-determination of 

Indigenous Australian and Torres Strait Islanders; political integrity involving a critical socio-

cultural discourse; and the privileging of Indigenous voice that is a rebuttal of colonised and 

dominant discourses. Rigney (1999) advances Indigenist research as a means to: 

Uncover and protest the continuing for of oppression confronting Indigenous 
Australians. Moreover, it is research that attempts to support the personal, community, 
cultural and political struggles of Indigenous Australians to carve out a way of being 

                                                                                                                                                   
46	Noa	–	A	state	of	place	and	person	that	can	be	experienced/lived/placed	following	tapu.	Experienced	as	being	
without	restraint,	unrestricted,	free	to	move	in,	and	amongst.	
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for ourselves in Australia in which there can be healing from the past oppressions and 
cultural freedom in the future. (p.117) 

Conscious of Rigney’s (1999) discussions, and as a non-Indigenous Australian yet Indigenous 

Māori researcher conducting research in Indigenous Australian contexts, I needed to consider 

how Kaupapa Māori is responsive to Indigenist bearings. The Kaupapa Māori 

whakawhanaungatanga inquiry has been culturally sensitive and active towards the 

Indigenous Australian foundations of the research. An evolving consensus of inquiry, focused 

on Marrugeku Dance Theatre, who advanced an Indigenist methodological philosophy to their 

praxis. The intercultural pedagogy informed by Indigenous knowledge unique to Yawuru 

Country was conversant with the research approach, allowing me to navigate Indigenous 

knowledge and Indigenous informed relationships pertaining to the environment. By doing so, 

I created a relational discourse and means to engage in conversations attentive to Indigenous 

autonomy. Throughout, an awareness of culturally relevant and specific methodologies was 

paramount. 

The landscapes of the research inquiry involved formal and informal experiences with 

Indigenous knowledge, and community. Visiting local sites in Yawuru Country, Broome, was 

informative, providing valuable information about the communities and landscapes I was 

inhabiting. As one of several non-Indigenous Australian participants, Yawuru community 

members offered activities and gave direction to visit particular sites of interest.  

During my visits, exercising socio-cultural critical reflexivity and empathy revealed what 

Indigenous academic Martin Nakata (2007b) identifies as “contemporary and historical 

positions” (p.7). Having the competency to look beyond romanticised ideologies of 

Marrugeku Dance Theatre in Yawuru Country was important to engaging in an equitable 

research relationship (Smith, 2003a, 2003b). In accordance with Nakata (2007b), the 

contemporary and historical positions of Yawuru Country discussed earlier in Chapter 1 (pp. 

31-46) were confirmed in my lived experiences, as expressed in written and visual form 

throughout this thesis. 
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2.2.3 Culturally diverse participants and research environments 

Being culturally responsive involved the validation of difference. Difference was not only 

revealed through the autonomous voice of Indigenous and non-Indigenous participants; it also 

existed in the diversity of settings, environments, and contexts. Exploring historical, social 

and political contexts as a non- Indigenous Australian Māori researcher required a culturally 

responsive, critically engaging approach. Deliberations on how to respectfully and ethically 

include the voices of diverse participants, whilst negotiating my own immediate bias, were 

ongoing. Roxanne Bainbridge, Mary Whiteside and Janya McCalman (2013) discuss research 

relationships that involve a diversity of Indigenous and non-Indigenous participants. 

Advancing reciprocity, they state: 

We propose a culturally safe and culturally respectful framework that does not value 
Western over Aboriginal epistemologies, does not reproduce colonial relations or the 
exploitation of Aboriginal people through research. (p.276) 

Banibridge, Whitside and McCalum (2013) adhere to a primary ethical commitment. 

Flexibility in settings, from the rehearsal studio to the personal residence of participants in the 

company of their families, was part of the research terrain. Across all these environments and 

relationships, interpersonal interactions were guided by tikanga (protocol) as the fundamental 

approach.  

Maori academics Russell Bishop (1996) and Jo Mane (2009) suggest that tikanga can be seen 

as tika (what is right for the collective), pono, (integrity, truth spiritual connection), aroha 

(compassion, care, empathy for others and self), awhi (helpfulness towards others), manaaki 

(hospitality), and tiaki (offering guidance when asked). Tuhiwai Smith (1999, 2012) also 

discusses the values and practices of Kaupapa Māori research, highlighting: aroha ki te 

tangata (a respect for people); kanohi ki te kanohi (the seen face you present to people face to 

face); titiro, whakarongo, korero (look, listen then speak); manaaki ki te tangata (share and 

host people, be generous); kia tupato (be cautious); kaua e takahia te mana o te tangata (do not 

trample on the mana of people), and kia mahaki (don’t flaunt your knowledge). All of these 

distinct forms of conduct provided a pivotal guideline in my relationships with others in the 

research. 
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Aspects of my own Ngāti Hinetanga (protocol that is specific to my own tribal region in 

Aotearoa) were also fundamental to how relationships were fostered, knowledge shared, and 

participation encouraged. Invitations to gatherings and the sharing of food, provided in places 

chosen by participants, encouraged mutual space to engage in research. Shared spaces during 

rehearsals also provided opportunities to offer support and be helpful.  

Being an observer and participant in the rehearsal process also provided insight into the 

formal production components of Marrugeku Dance Theatre’s current production, Cut The 

Sky. My travels to Australia and the conversations shared in Yawuru Country, Broome, and 

Gadigal Country, Sydney, were often instigated via experiences in the rehearsal process. 

What might usually be considered a private setting was made accessible, providing unique 

insights into creative praxis and intercultural facilitation.  

Theatre academic and ethnographic researcher Gay McAuley (2006, 2008, 2009) discusses 

the observer within the rehearsal process, stating: “Observation of the rehearsal process 

provides vivid insights into dynamically shifting and contingent nature of theatrical meaning 

making (2008, p.276). Attentive to the power and presence within the relationship, McAuley 

(2009) argues that the researcher may be “positioned more or less overtly by the practitioners, 

may be given a part to play within the process, may be more or less consciously excluded 

from certain aspects of the work [and] may even be asked to leave the room (p.80). McAuley 

is laying out the potential positioning of observer.  

McAuley’s (2009) summary highlights my own accommodations and varied research 

experience with Marrugeku Dance Theatre. I experienced all modes of research participation 

and facilitation. In working with Marrugeku Dance Theatre, my research agency and time-line 

had to respectfully respond to their immediate performance praxis and outcomes. As such, 

observation occurred outside particularly demanding stages of the rehearsal processes, such as 

technical or dress rehearsals. As researcher, manuhiri (guest), and outsider, I entered spaces 

where I was not, and did not expect to be, involved in creative, choreographic practices. 

Interviews took place at a time best suited to respondents, which usually meant after hours, or 
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during lunch breaks. Formal and informal conversations also happened at participants’ 

residences, and the buildings of community organisations.  

In the negotiation of relationships that met the needs of Marrugeku Dance Theatre, 

opportunities still occurred to meet the demands of institutional doctoral research. The 

relationships formed meant that participants were forthcoming, respectful and responsive. As 

Indigenous scholars Roianna West, Lee Stewart, Kim Foster & Kim Usher (2012) state, 

within an Indigenous inquiry, “participants can reflect on their place in the world and use this 

reflection to engage in social transformation. In other words, Indigenous research by an 

Indigenous researcher ensures that participants are able to speak for and represent 

themselves” (p. 1584). As such, knowledge and the discovery of knowledge is situated in the 

experiences and knowing of participants.  

Arguments put forward by West and colleagues (2012) promote the value of the self-narrative 

within a formal research inquiry. This is particularly purposeful when non-Indigenous are 

included in an Indigenous research inquiry. As an Indigenous, intercultural exploration, this 

research sought the voices of participants, as a means to reveal knowledge and understanding.  

The intentions of Marrugeku Dance Theatre as intercultural practitioners resonate within this 

Kaupapa Māori inquiry situated in Australia, and engaging with Indigenous and non-

Indigenous participants. These conversations are limited within academia. As West et al. 

(2012) state, “Historically, tensions between Indigenous peoples and the broader research 

community have primarily been related to issues of power and control” (p. 1583). The 

existence of a dominant colonising discourse within scholarship is also argued by many 

Indigenous academics, long resistant to Western European ideologies (Bishop &Glynn, 1999; 

Bishop, O’Sullivan & Berryman, 2010; Tuhiwai - Smith, 1999, 2012; Simon, et. al, 2001).  

Working with Marrugeku Dance Theatre in an intercultural inquiry has overtly fostered 

Kaupapa Māori and Yawuru discourse and theories. Value was placed on knowledge 

acquisition that extends beyond immediate Māori environments, meeting the research intent 

for both non-Māori participants and the researcher’s own communities. Relational in intent, 
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the Kaupapa Māori whakawhanaungatanga framework proved culturally responsive to the 

needs of research participants and relevant communities. By extending research beyond 

immediate Māori environments to be inclusive of other Indigenous cultures, a potential space 

was created.  

Distinct Indigenous and non-Indigenous contexts contemplate the evolving significance of 

Kaupapa Maori as a tool of intercultural research engaging in a wider discourse of Indigenous 

knowledge. In this research, a Kaupapa Māori framework was respectful to the agency of 

Indigenous participants and communities. Working within Indigenous worldviews also 

fostered, what Aman Sium, Chandi Desai and Eric Ritskes (2012) describe as, communities 

where “critical Indigenist Spaces [and] new directions and possibilities for decolonization” 

can occur (p. xi). Decolonisation is located in the tentative connection between Indigenous 

and non-Indigenous that echoes Indigenous relationships to power, place and identity. To 

foster such critical reflexivity within the research, Kaupapa Māori was also engaged as a 

critical Indigenous theory.  

2.2.4 Kaupapa Māori as a ‘Critical Indigenous Theory’ 

As a culturally responsive methodology, Kaupapa Māori also rigorously contends the socio, 

political, and economic contexts that impact upon Iwi Māori and Indigenous communities. 

Kaupapa Māori is political. In this research, it sought to engage with inequalities and 

injustices that have occurred with research participants and their communities. Within 

Marrugeku Dance Theatre, this meant attending to Yawuru histories, and wider societal 

relationships between Indigenous and non-Indigenous Australians. Bainbridge, Whiteside and 

McCalman (2013) state that “researchers working with Aboriginal partners are confronted 

with an array of historical, social, and political complexities” (p. 275). In ‘Te mana motuhake 

o te kauri’, such confrontations are discussed in Chapter 1, in terms of the complexities 

pertaining to the equitable wellbeing of Indigenous Australians.  

Māori scholars Smith (1995, 1997, 2003a, 2005a), Bishop (1996, 2003, 2010), Mane (2009), 

Tuhiwai Smith (1999, 2012), and Webber (2008, 2009) have contemplated a Kaupapa Māori 
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analogy to critical inquiry. Identifying agency in a Māori methodology to analyse existing 

power structures and societal inequalities, Smith (1995, 1997, 2003a, 2005a), Bishop (1996, 

2003), Mane (2009), Tuhiwai Smith (1999, 2012), and Webber (2008, 2009) offer a critical 

lens for the significance of Indigenous knowledge, and its strength in challenging a colonial 

status quo. In this thesis, such strength was applied to reconsider culturally distinct 

environments, and the authority of Indigenous communities within current intercultural 

frameworks. A critical Kaupapa Māori theory and methodology engages with intercultural 

praxis, whilst being mindful of relationships, forthcoming on subjectivity, and critically 

reflexive about dominant discourses (Kovach, 2009; Wilson, 2008).  

Norman Denzin and Yvonna Lincoln (2008) have also contemplated critical relationships. 

Arguing the value of relationships between Indigenous knowledge and academic research, 

Denzin & Lincoln (2008) assert that a critical Indigenous methodology is “ethical, 

performative, healing, transformative, decolonising, and participatory” (p. 2). Margaret 

Kovich (2009) concurs, suggesting that the union between the critical and Indigenous also 

introduces a decolonising perspective within the paradigm. Decolonisation in this research 

occurred in the deconstruction of dominant intercultural frameworks, and by offering an 

Indigenous framework, ‘Te mana o te rākau kauri’ (Chapter, 6), with which to engage in 

interculturalism.  

‘Te mana o te rākau kauri’ framework is a critical theoretical offering from this thesis. 

Framed through Kaupapa Māori whakawhanaungatanga philosophical experience, it offers an 

Indigenous perspective from which to equitably engage in culturally distinct settings. Shaped 

through relationships with participants and the literature, ‘Te mana o te rākau kauri’ also 

affirms what Indigenous knowledge has to offer wider non-Indigenous communities. 

Education scholars Joe Kinchole and Shirley Steinburg (2008) argue that decolonising 

relationships with Indigenous communities and landscapes encourages “conditions that allow 

for Indigenous self-sufficiency while learning from the vast storehouse of Indigenous 

knowledge’s that provide insights into all domains of human behaviour” (p. 135). Such 

insights occurring within this thesis foster the authority of Indigenous communities within 

interculturalism.  
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‘Te mana o te rākau kauri’ is a critical decolonising tool for engaging in intercultural praxis, 

and a relevant outcome for the advancement of Indigenous authority. Relationships that are 

equitable, attentive to difference, and validating of relevant Indigenous landscapes and 

communities are paramount in ‘Te mana o te rākau kauri’, as is the autonomous participation 

of Indigenous community in intercultural frameworks. Bainbridge, Whiteside and McCalum 

(2013) write that: 

Decolonization research advocates building a coalition of knowledge, relevance, 
practical application, and a vision for Aboriginal people. However, it requires more 
than a simple shift in the conceptualization of the research process. With the 
development of a new paradigm comes the need for different way of perceiving reality, 
thinking about what is possible and new ways of doing. Such shifts often lead to 
innovative approaches and repertoires of social sciences. (p. 276)  

Bainbridge, Whiteside and McCalum (2012) place emphasis on how our relationships with 

each other form our realties and identity. Consideration of how relationships with Indigenous 

communities may further inform our lived experiences is therefore considered an integral part 

of decolonisation. Kaupapa Māori Theory, and ‘te mana o te rākau kauri’ framework provide 

a critical Indigenous lens through which to shift concepts and frameworks, and re-

conceptualise colonial constructs.  

It is important, however, to remember that colonisation and its effects are ongoing. The idea 

that one-day we will exist in a ‘decolonized state’ is unrealistic. Rather, decolonisation is 

encountered as an existing resistant state, which Sium, Desai and Ritskes (2012) argue is 

“oppositional to colonial ways of thinking and acting [which] demands an Indigenous starting 

point [that] privileges Indigenous life, community and epistemology” (p. ii). Kaupapa Māori 

and considerations of how Marrugeku Dance Theatre conduct intercultural praxis are 

significant to the advancement of Indigenous privilege. Further, the opportunity to rigorously 

engage with current intercultural scholarly literature (Chapter 5) provided a depth of critical 

reflection in which to further frame equitable intercultural theory.  

The research inquiry also considered the significance of Indigenous knowledge in non-

Indigenous contexts. A study involving Indigenous ways of knowing and doing as a source of 
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social reflectivity needs to consider the appropriation and assimilative characteristics of 

institutional research. Sium, Desai and Ritskes (2012) are being critical in asking: “What are 

the balances between assimilation and/or integration and cooperation for decolonization? 

How can Indigenous peoples form strategic alliances that both contest continuing colonial 

action at all levels, while respecting difference and local contexts?” (p. 7). Using a critical 

Indigenous lens to navigate the contentions faced was important in tending to the 

interrelationships highlighted by Sium, Desai and Ritskes (2012).  

The relationship between Indigenous knowledge, non-Indigenous knowledge and the 

academy present cultural landscapes that interact with each other. Arguments pertaining to the 

self-determination and autonomy of Indigenous knowledge must still at many levels engage in 

a relationship with non-Indigenous, Western logic ways of living, knowing and doing. Torres 

Strait Islander academic Martin Nakata (2007b) has discussed the negotiation of Indigenous 

and Western European discourse in depth. Focused on Indigenous Australian education 

issues, Nakata (2007b) has constructed ‘The Cultural Interface” (p. 7) as a contested space, 

where Indigenous and Western European knowledge come together:  

In this space are histories, politics, economics, multiple and interconnected discourses, 
social practices and knowledge technologies which condition how we all come to look 
at the world, how we come to know and understand our changing realities in the 
everyday, and how and what knowledge we operationalise in our daily lives (p. 9). 

In this thesis, Nakata’s (2002, 2007a, 2007b, 2010) theorising is discussed in relation to the 

intercultural framework offered in Chapter 6. Research that rejects Indigenous knowledge as 

separate from lived experience is considered essential to critical thought in the development 

of intercultural praxis attentive to Indigenous communities. Critical of separating Indigenous 

knowledge from its localities and communities, Nakata (2007b) writes that there is a 

difference between “learning about” and what is then “known” (p.9). There is a strong 

emphasis on living as means of knowing. This is particularly important when looking at the 

location, representation and interpretation of Indigenous knowledge in formal contexts, and 

therefore intercultural discourse.  
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As a Kaupapa Māori researcher engaged in a cross-Indigenous, intercultural study in 

Australia, a unique context was created that navigates Indigenous knowledge from distinct 

cultures. Within critical reflexivity I have a responsibility as researcher to critically 

contemplate my own positioning, ownership, and affirmation of Indigenous voice. Identifying 

my own living experiences as an Indigenous researcher engaged with other Indigenous 

communities, I must still clearly define difference, and ownership of knowledge. 

In Australia, Indigenist research methodologies engage in the agency of Indigenous Australia. 

Academics Vicki Saunders, Roianna West and Kim Usher (2010) argue that at the heart of 

Indigenist research is a “critical awareness of the need to discover the ways knowledge is 

produced and how particular knowledge’s are rendered legitimate and perceived as superior to 

others” (p. 3). Themes of institutional reflexivity are earnest in this inquiry, as it engages with 

the representation of Indigenous knowledge and its significance within community and formal 

intercultural discourse. It is also important to value and validate autonomous Indigenous 

voice, whilst remaining accountable and forthcoming about subjectivity (Kovach, 2009 and 

Wilson, 2008). As researcher, my subjectivity is situated in a particular Kaupapa Māori lens 

as Ngāti Hine. 

2.3 Whanaungatanga Methodology 

Researching the intercultural praxis of Marrugeku Dance Theatre, Kaupapa Māori, 

whakawhanaungatanga philosophies shaped the research relationships. A 

whakawhanaungatanga method focuses on the establishment and maintenance of relationships 

through culturally appropriate means (Bishop, 1996; Gibbs, 2001; Mane, 2009; Macfarlane, 

2004; Pihama, Cram &Walker 2002; Tuhiwai - Smith, 1999, 2012). Being culturally 

appropriate in this research involved being responsive to a diversity landscape, where 

relationships are inherently formed by people and place. 

The word whakawhanaungatanga can be understood as: whaka – to cause something to 

happen, or the doing or action of something; and whānau which is representative of a family 

group and underpins the core of the Māori social structure (Smith, 1995). Whānau can be 
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your immediate family, and whānaunga (extended family). The question No hea koe? (who 

you are and where are you are from?) enriches relationships, and reveals knowledge in the 

genealogical histories of people and place. Within the question lies a depth of understanding, 

well beyond the scope of this thesis, which connects to Mātauranga Māori (Māori knowledge) 

and whakapapa (genealogy), and determines how we live in relation to each other and the 

environment.  

Land or Country is also a context for creating practice and creative reflexivity. Within 

Marrugeku Dance Theatre, agency is placed in the story landscapes, which are used as 

personal and choreographic stimuli. Engaging with this pedagogy required a methodology 

that viewed humans’ relational status within the world. Whanaungatanga provides a deepened 

sense of engaging with the environment and cosmos. It provided necessary guidance when 

working in a cross-Indigenous context and locating myself as manuhiri in a Country other 

than my own. Within Indigenous contexts, Tuhiwai Smith (1999, 2012) writes of this way of 

being in the world, stating that “Indigenous people have philosophies which connect humans 

to the environment and to each other, and which generate principles for living a life which is 

sustainable, respectful and possible” (p. 109). The importance of environment, and our place 

within it, provides a point of departure for the work Cut the Sky by Marrugeku Dance Theatre. 

By using Country and Indigenous informed knowledge’s as creative intent, there exists 

agency anchored in environmental sustainability. Having Country as a fundamental and 

intrinsic locality therefore established whenua as a relational articulation of 

Whakawhanaungatanga as methodology.  

The relationships that framed the design, integrity, and growth of this thesis are reflective of 

the values associated with whanaungatanga, which Māori academic MacFarlane (2004) 

advances as being essentially “about the heart of relationships” (p. 65). The way relationships 

were entered into determined the depth of inquiry, and its appropriateness to the distinct 

socio-cultural, political contexts was necessary to any kind of progress. The strong 

relationships with participants led to extended experiences with community leaders and 

organisations. For example, meetings with the Yawuru Registered Native Title Body 

Corporate offered knowledge pertaining to socio-political, historical contexts of Indigenous 

Australia, and the experiences of Yawuru, Broome. Local stories told by Indigenous 
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Australian Yawuru residents about periods of racial and assimilative government policies in 

Australia were revealing about the intentions of Marrugeku Dance Theatre intercultural 

praxis, and their performance productions. 

Building and maintaining equitable, meaningful, and respectful relationships with participants 

of Marrugeku Dance Theatre revealed approaches to interviews and observation experiences. 

Interview times and locations were guided by participant priorities, needs, and values. Place 

and culture played determining roles in how I gathered knowledge.  

Discussing her own Indigenous research and the importance of relationships, Donna Kurtz 

(2013) states that Indigenous methodologies are “relationship based and shaped along the way 

by local knowledge and traditions and acknowledge life experiences and stories as authentic 

ways of knowing” (p. 223). The approach of ‘Te mana o te rākau kauri’ in using local 

knowledge as a means to conduct intercultural praxis was realised through my relationships 

with Marrugeku Dance Theatre. Trust, respect, reciprocity, and patience were key 

characteristics of the relationship. More importantly, the transparency of the research intent, 

and its relevance to participants and their communities provided an important connection 

through which to gather knowledge.  

Angus Macfarlane (2004) identifies whanaungatanga as an affiliated group or people united 

through a shared understanding, commonality and interest. In the research process, there 

existed many points of convergence in relationships with Marrugeku Dance Theatre. 

Interpersonal, intrapersonal, environmental, spiritual, and professionally placed connections 

with participants enriched the concepts and ideas navigated in this thesis. Wilson (2008) 

writes, “The shared aspect of an Indigenous ontology and epistemology is the rationality 

(relationships do not merely shape the reality, they are the reality) (p. 10). This emphasis on 

interconnectedness reflects the Kaupapa Māori methodology and ontology, where 

whakawhanaungatanga and a sense of kinship are important.  

Accordingly, a whakawhanaungatanga approach encompasses a network of personal and 

professional relationships, whereby a doctoral study is grounded within an inclusive 
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methodology that attends to the specificities of distinct cultural backgrounds. It encapsulates 

reciprocal and respectful connections, so that Indigenous and non-Indigenous participants can 

be supported within a critical self-reflexive doctoral investigation. 

2.3.1 Whenua, Country, and whanaungatanga methodology 

Within this Indigenous, intercultural research inquiry, there exist distinct words for land or 

environment. The primary words used to describe an Indigenous Australian, and Māori 

relational consciousness to land are Country and Whenua. Specific to each culture, there also 

exists deep intrinsic understandings of these terms unique to localities and people. In this 

discussion, it is important to state that representations of Indigenous Country are well beyond 

the scope of this research, and my own knowledge. What I aim to offer is some insight for the 

reader as a means to engage more equitably with the thesis content, and key arguments 

pertaining to culturally relevant and responsive intercultural praxis.  

A whakawhanungatanga research inquiry encompasses relationships that are inclusive of 

people, place, environment, and the cosmos. This relational discourse draws strongly on 

ideologies based within earth, or whenua as its own consciousness (Love, 2004; Mikaere, 

1991; Pere, 1988, 1991). Whenua, as a living organism that is full of pūrākau (culturally 

responsive, moral stories and knowledge), and our birthrights as Māori, are strengthened with 

knowledge and connection to place. Discussing Māori relationships and knowledge of 

Papatūānuku (mother earth), tohunga Māori Marsden (2003) writes:  

Papatūānuku was the personified name for earth and whenua was the common name. 
Whenua is the term for the natural earth and the placenta. This is a constant reminder 
that we are of the earth and therefor earthly. We are born of placenta and therefore 
human… Man is part of this network and the other forms of life are its siblings. They 
share with each other the nourishment provided by mother earth (p. 68).   

Marsden (2003) highlights the network of life that is at the core of Māori knowledge. These 

vast earthly systems connect us to past, present, and future, and human beings to other living 

beings.  
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As wahine (Māori woman), my own understanding of whenua is instinctual and hereditary. It 

is a relationship with landscape that is enriched through whakapapa (cultural genealogy), 

lived experiences such as giving birth, and various tikanga (distinct protocols informed by my 

whānau, family and whakapapa, genealogy), that include the burying of my son's whenua 

(placenta) at our tūrangawaewae whenua (tribal and spiritual land). As a Māori woman, I am 

able to intrinsically locate myself through the Pūrākau (personal stories reflective of my world 

as an Indigenous woman of Aotearoa) of ātua (gods, guardians), tūpuna (ancestors), and 

whānau (family and extended families) (Mikaere, 1994, Pere, 1991; Pihama, 2001, 2002; 

Simmonds, 2011; Yates-Smith, 1998, 2003, 2006). Such knowledge informs my own distinct 

tikanga (actions, protocol, morals) as mother, and whanau (family), hapu (sub-tribe) and Iwi 

(tribe) member.  

As Ngāti Hine and researcher travelling internationally, my knowledge and lived experiences 

of whenua (landscape) travel with me. They shaped the establishment and maintenance of 

relationships entered into when conducting research within the whenua, or Country of other 

Indigenous peoples. Working with Marrugeku Dance Theatre in Yawuru country, 

whakawhanaungatanga guided me through the validation of landscapes, and revealed core 

principles framed by Country and kinship. Asking respectful questions of history and location 

was paramount. Seeking appropriate permission to visit place, and patience in having no 

expectations pertaining to the sharing of story were also important.  

In this thesis, visuals are also used to communicate my journey to different landscapes to the 

reader. Some story is offered as insight to Indigenous Country, and my own site specific 

reflections as manuhiri (guest), in the whenua (land) of others, provide another critical layer 

to the research. My own experiences provided points of reference for discussion with 

Marrugeku Dance Theatre. Yawuru Country was different to my own whenua, yet I was 

aware of the significance of story, family, responsibilities, protocol, respect and 

connectedness to place and each other as means to live.  

Although my own tikanga (protocol) from Aotearoa was not overtly used in my work with 

Marrugeku Dance Theatre, it provided safety and an awareness of engaging in a meaningful 
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and respectful way with the Theatre and their relevant communities. By acknowledging a 

land, Country, whenua based relational discourse, opportunities to develop the research 

inquiry occurred within culturally responsive and respectful contexts.  

For Indigenous Australia, Country is a term used in English to describe land that is, as Wright 

et al. (2012) state, “sentient, sapient, multidimensional, and intertwined with Indigenous 

kinship, ancestry, law, language, and culture” (p. 58). Wright et al. (2012) emphasise a 

connection of people to land that encompasses all areas if living. Land and living are 

inherently interconnected within understandings of Indigenous Australian dreaming, or 

Bugarrigarra which is distinct to Yawuru county and people. Indigenous Australian Yolnu47 

woman, Laklak Burarrwanga (2013), discusses the interconnection between people, land and 

all its inhabitants:  

Country has many layers of meaning. It incorporates people, animals, plants, water and 
land. But country is more than just people and things, it is also what connects them to 
each other and to multiple spiritual and symbolic realms. It relates to laws, custom, 
movement, song, knowledges, relationships, histories, presents, futures and spirit 
beings. County can be talk to, it can be known, it can itself communicate, feel and take 
action. Country for us is alive with story, law, power and kinship relations that join not 
only people to each other but link people, ancestors, place, animals, rock, plants, 
stories and songs with land and sea. So, you see knowledge about Country is important 
because it’s about how and where you fit within the world and how you connect to 
others and to place. (p. 145)  

The deepened relationship explained by Burarrwanga (2013), provides some insight into the 

agency of Marrugeku Dance Theatre praxis that includes Indigenous Yawuru perspectives 

and knowledge. As manuhiri (guest) and researcher, having the competence to validate 

knowledge that is associated with Yawuru Country was therefore essential. Acknowledging 

the living relationships of other Indigenous and non-Indigenous participants while actively 

seeking personal narrative and story in Yawuru Country was also important. These 

negotiations of distinct worldviews as they relate to people and environment were complex. 

                                                
47	Indigenous	Australian	people	inhabiting	North-eastern	Arnhem	Land	in	the	Northern	Territory	of	Australia.	
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As Ngāti Hine and researcher, my discussions of whenua are by no means proposed as a 

definitive explanation for all Māori Iwi. Within both Māori and Indigenous Australian 

perspectives there is, however, a conscious logic that land, spirit, body and the mind are 

inherently connected. As Sium, Desai & Ritskes (2012) state: 

Indigenous connections to the land are spiritual. Relationship to the land, and not in a 

romanticized or fetishized ‘noble savage’ sort of way, generate the knowledge (and Theory) 

that is required for survival. The spiritual is not absent from theory or day-to-day decisions. 

Each of these (mental, spiritual, material) are wrapped up, entangled, and enmeshed in one 

another. (p. v) 

In line with Sium, Desai and Ritskes (2012), whenua and a whakawhanaungatanga 

investigation highlight the bearing of Country within Marrugeku Dance Theatre praxis. 

Intercultural contexts also consider the role of whenua and country in non-Indigenous 

experience. Relationships between Indigenous and non-Indigenous are argued by Marrugeku 

Dance Theatre co-artistic directors Dalisa Pigram and Rachael Swain as being transformative 

for the colonial constructs long responsible for the marginalisation of Indigenous Australian 

communities (Chapter 4, Section 4.3.2).  

Indigenous academic Mary Graham (2009) discusses place and country as means for 

transformative experience, stating that “by acknowledging the importance of context, 

interaction and social construction of meaning, it is assumed that place has either a direct or 

indirect bearing on the stories of people, both in the sense of ‘point of reference’ and of 

impact or influence” (p. 72). Graham (2009) strongly advocates for place as a significant 

feature of Indigenous methods of inquiry.  

Contemplating the depth of Indigenous relations to Country as extending beyond distinctions 

of physical and spiritual states of being, Graham (2012) argues: “There is never a barrier 

between the mind and the creative; the whole repertoire of what is possible continually 

presents or is expressed as an infinite range of dreamings” (p. 76). These infinite and 

connected understandings of place are explored in Marrugeku Dance Theatre through the 
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stories of Nyikana/Walmajarri48 poet and participant Edwin Lee Mulligan. Edwin provides 

story that is inherently embedded in landscape and knowledge of Country. As such, shaping a 

research inquiry enveloped by land and its relevant relationships was significant in the 

acquisition and dissemination of research discourses.  

Other members of Marrugeku Dance Theatre also expressed an inherent relationship to place 

as a means to inform their creative practice. Land or Country may therefore be considered a 

process of pedagogy and creative stimuli. Within a whakawhanaungatanga framework, this 

further enriched the fabric of relational understanding informed by people and place.  

2.3.2 Relationships– ‘he tangata he tangata he tangata’ 

Relationships within the research are at the core of this inquiry. Responsive to distinct 

Marrugeku Dance Theatre members with distinct cultural backgrounds, there was also an 

underlying Indigenous voice distinct to country. As such, relationships were also inclusive of 

the surrounding environment, and its inhabitants. 

In the research, relationships were informed by a diversity of contributions, along with my 

offerings as manuhiri (guest) researcher and participant. Explaining who I was and why I was 

there was an important ongoing necessity of the research journey. Upon my initial arrival in 

Broome, the sharing of pepeha (formal greeting that shares genealogical history) and story 

relative to my personal and professional history were essential to establishing the research.  

Travelling with my family during the field research also provided opportunities to share story 

outside formal research structures. Indigenous Canadian researcher Donna Kurtz (2013) 

discusses the importance of Indigenous methodologies that honour cultural traditions and 

                                                
48	Walmajarri	–	Aboriginal	skin	and	language	group,	from	the	desert	areas,	south	of	the	Fitzroy	Valley,	Western	
Australia.	
48	Nykina	–	Country	&	people	located	in	the	West	Kimberley	region	of	Western	Australia.	
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protocols of local communities. Advocating for research respectful of community elders and 

the contentions of academic contexts, Kurtz (2013) also discusses the positioning of the 

researcher. Kurtz (2013) writes that Indigenous researcher positioning requires community 

trust, thus:  

In locating oneself, personal historic details are offered in respect to ones’ family and 
land, and in case others know your people or the land you are from and can relate to 
who you are. By sharing these personal details, the person is also asking for mutual 
trust based on these relations and connections. (p. 218) 

Indigenous First Nations academic Margaret Kovach (2009) concurs with Kurtz (2012). She 

argues for the bearing of the researcher’s story in support of a collaborative community 

protocol, stating, “In asking others to share stories, it is necessary to share our own, starting 

with self-location (which) provides an opportunity for the research participant to situate and 

assess the researcher’s motivations for the research” (p. 98). As a guest Indigenous researcher 

in Yawuru Country, being able to share my own relationships to people and place revealed 

important information to Marrugeku Dance Theatre and participants who did not know me. It 

also provided an opportunity to acknowledge my own history, people and place, thereby 

giving reassurance in unknown and remote locations. 

Relationships informed by Country (discussed on p. 75) also extended to the surrounding 

environment inhabited during the research. Conversations with participants about personal 

and professional relationships often involved discussions pertaining to spiritual or non-

human, non-tangible, non-material ideas, feelings or concepts. Relationships were also 

informed by different degrees of spirituality and engaged all life forms. As wahine, embracing 

ways of knowing that envelop spiritual and natural relationships that extend to whanau, hapu, 

iwi, flora and fauna provides a connection to our mauri (life force). This holistic approach to 

life suggests nature within nature, kinaesthetic consciousness and the human body’s 

relationship to landscape and environment. This lens offers an alternative point of departure 

from which to view my research experiences, and these tikanga are seen as features of 

consciousness found within my cultural experiences, daily living, feeling, acting and deciding 

(Marsden, 2003).  
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Acknowledging these relationships within their own cross-cultural, intercultural, Indigenous 

Australian research that engaged with Bakawa Country, Northern Australian researchers 

Sarah Wright, Kate Lloyd, Sandie Suchet-Pearson, Laklak Burarrwanga and Metalena Tofa 

(2012) reflect upon methodologies that move beyond a human/nonhuman binary. In relation 

to working with storytelling, Wright et al. (2012) claim:  

…that in research, storytelling consists of verbal, visual, physical and sensual elements 
that inform dynamics and ongoing dialogues between humans (academics/co-
researchers/family members), and between humans and nonhumans (animals, water, 
wind). Acknowledging and engaging with the embodied, more-than-human nature of 
research contributes to an enlarged understanding of how knowledge is co-produced, 
experienced, and storied. (p.39) 

They are arguing for the importance of embodied research approaches when working amongst 

Indigenous community. My travels to distinct Indigenous Country in Australia revealed how 

intercultural praxis within Marrugeku Dance Theatre considered story, landscape, and 

animals. Environmentally reflective relationships provided reference points to engage 

participants and community in formal and informal conversation. For example, the crocodile 

story dreamt by Marrugeku Dance Theatre performer Edwin Lee Mulligan, (discussed further 

in Chapter 4, p. 124) was explored collectively through visits to see crocodile.  

Following visits to a local crocodile rescue centre, Marrugeku Dance Theatre members 

explored the animals’ internal and external characteristics in rehearsal tasks. Such examples 

of verbal, physical, and spiritual explorations of animal and landscape connect to Indigenous 

Australian ontologies that are distinct to Country. As participant, my own experiences of 

travelling to visit the crocodiles, hearing the stories of Edwin, and watching movement 

explorations provided a deepened conceptual and philosophical consideration of Marrugeku 

Dance Theatre intercultural praxis. 
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2.4 Mana wahine and the positioning of researcher 

Kaupapa Māori whakawhanaungatanga methodology also connects to a distinct mana wahine 

discourse (Irwin, 1990; Hutchings, 2013; Mikaere, 1995; Pereira, 2011; Pihama, 2001, 2002; 

Simmonds, 2011; Yates, 1998, 2006). Mana wahine makes visible the diverse sharing of 

stories, allowing for an exploration of the realities of wahine, self, and identity in relation to 

our role with whānau, hāpu and Iwi. Mana wahine discourse challenges colonial constructs 

within Aotearoa that have marginalised female Iwi Māori, histories, tikanga (protocol) and 

autonomy. With regard to my participation within this research, it provided space in which to 

determine my own realities and knowledge as researcher and culturally diverse wahine. 

Within community and scholarly contexts, mana wahine unearths, reactivates, revitalises and 

re-envisions, decolonised states of being for wahine and their whānau. A mana wahine 

discourse provides a complete telling of a Māori woman’s experience. The enrichment of my 

experience through the pūrākau (stories) of my wahine ātua, tūpuna, and whānau (knowledge 

from goddesses, ancestors, and family women) has provided further critical insight into my 

unique position as researcher.  

As Ngāti Hine and wahine, I also acknowledge the Russian, English, and French whakapapa 

of my mother, and years spent as a child growing up in Australia. These characteristics have 

created a collage of self that informed my approaches and responses as researcher and 

participant. I acknowledge a multi-layered self that has experienced an array of internal and 

external, inter-cultural, and cross-cultural experiences within personal and professional 

contexts. These experiences, which remain in constant states of flux, also provided the 

motivation for ‘Te mana motuhake o te kauri’.  

Māori academic Melinda Webber (2008, 2009) addresses the complexities of identity for 

Māori academics in her work. Webber (2008, 2009) asks what it means to be Māori in 

contemporary global society, and how this sense of identity informs the relationships we have 

with ourselves, each other, and others. Averse to the use of term Māori in relation to a 

“collective but heterogeneous identity” (p. 1), Webber (2008, 2009) is critical of a discourse 

that over defines and does not recognise diversity. It was important that I recognise my own 
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diversity or uniqueness in this research, and how it created a critical platform to facilitate the 

gathering of knowledge.  

My identity, self, and whakapapa are evident in this study. As an Indigenous researcher, there 

is also a consciousness that advances the autonomous and authoritative voice of Indigenous 

knowledge. This multi-layered account provides multi-layered reflections administering a 

holistic framework of interpretation. As a participant in the research, Bishop (1996) states the 

Kaupapa Māori researcher should be involved “physically, ethically, morally and spiritually” 

(p. 216). Indigenous Canadian Academic Jo-Ann Archibald (2008) expands on Bishop’s 

(1996) discussions. Referring to philosophical concepts of holism, Archibald (2008) describes 

an “interrelatedness between the intellectual, spiritual (meta-physical values and beliefs and 

the Creator), emotional, and physical body and behaviour/action) realms to form a whole 

healthy person” (p. 11). Marsden (2003) concurs, offering perspectives that avoid the 

disjunction between secular and spiritual, mind and body, body and environment. As such, 

my positioning within the research inquiry encompassed tactile, auditory, verbal, kinaesthetic 

and spiritual conversations with people and places.  

Kaupapa Māori also offers a multidimensional positioning as insider and outsider. Working 

with Marrugeku Dance Theatre emerged from a professional commonality of performing and 

creative arts. Prior understanding, values and assumptions associated with my background as 

an Indigenous choreographer dancer and teacher created distinctive relationships. These 

relationships, which may be considered a “pragmatic necessity” (Fraleigh & Hanstein, 1999, 

p. 102), meant that I entered Country, and rehearsal spaces as insider and outsider.  

The roles of insider and outsider may co-exist in fluidity and flux within research (Mullings, 

1999; Naples, 1966; Tosh, 2000; Tuhiwai - Smith, 1999, 2012). As insider and member of the 

Indigenous arts community, I was granted access to the stories of participants and support 

networks of other Indigenous academics. Within these communities, I was able to share new 

and existing knowledge that supported the research inquiry. Linda Tuhiwai Smith (1999) 

writes that “the critical issue with insider research is the constant need for reflexivity (to 

consider) their processes, their relationships and the quality and richness of their data and 
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analysis” (p. 137). Tuhiwai Smith (1999) highlights the need for critical reflexivity to ensure 

the validity and relevance of the research intent. Accountability in my connection and 

relationship with Marrugeku Dance Theatre and their relevant communities was important, 

and provided an underlying agency for the research. In my initial communication with 

Marrugeku Dance Theatre, I discussed tangible contribution that the research could offer 

relevant communities. The validation of Indigenous participation in interculturalism, 

unsettling of colonial constructs, and the critical reflexivity for their current praxis made 

possible through a long term relational research discourse were highlighted as significant.  

As a research outsider, the reality that I was a member of an institution gathering knowledge 

for academic and assessment research purposes was ongoing. My intentions, needs and 

outcomes were often seen as separate by participants deeply involved in the rehearsal and 

performance processes. Accordingly, my movements, availability, support, expectations, 

patience, research assertions needed to be flexible from day to day. Mullings (1999) discusses 

the positionality of the insider and outsider researcher as a state of flux, which challenges 

Western research logic associated with dualistic constraints:  

The binary implied in the ‘insider/outsider debates are less than real because it seeks to 
freeze positionalities in place and assumes that being an ‘insider’ or ‘outsider’ is a 
fixed attribute. The ‘insider/outsider binary in reality is a boundary that is not only 
highly unstable but also one that ignores the dynamism of positionalities in time and 
through space. (p. 340)  

As an Indigenous researcher, self-reflexivity and the fluidity of movement enabled through 

understandings of insider and outsider positioning provides a form of validation for the 

research. As manuhiri (guest), my own positioning from outsider to insider, guest to friend 

and whānaunga (extended family member) remains ongoing. In Kaupapa Māori, insider and 

outsider are argued as both being accountable, responsive, and intrinsic to community 

(Tuhiwai-Smith 1999, 2012; Smith, 1995, 2004). This means that my sense of belonging and 

accountability to Marrugeku Dance Theatre, and their relevant Indigenous communities, has 

remained forthright.  
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2.5 Pūrākau, storytelling, and narrative as culturally responsive methodology  

This section of Chapter 2 engages with Indigenous story, narrative, and pūrākau as means to 

explore the experiences within ‘Te mana motuhake o te kauri’ (Lee, 2005, 2008, 2009). 

Indigenous storytelling (Benterrak & Muecke, 1996) and a narrative method of inquiry 

(Barbour, 2005, 2011) were applied to the stories of participants to inform the discovery of 

knowledge relevant to Indigenous intercultural praxis.  

Relational to the intercultural frameworks and Indigenous knowledge that were explored in 

this research, Kaupapa Māori theory advances the validity of shared storytelling. Attentive to 

the individual, non-Indigenous narratives, Indigenous Australian story, and my own Māori 

pūrākau, occupy shared and distinct research spaces. The agency of pūrākau, story and 

narrative also supported protocol that was respectful to participants and their relevant 

communities.  

2.5.1 Pūrākau  

As Ngāti Hine, a way of being in the world is talking, hearing, and learning through shared 

pūrākau. Pūrākau amongst my whānau occur as means to share knowledge and explore life. 

From origins that talk about the separation of Papatūānuku, earth mother, and Ranginui, sky 

father, pūrākau continue to exist within current Māori society as a way to engage with the 

world (Lee, 2005, 2008, 2009).  

Pūrākau are also applied with scholarly discourses and involve the sharing of Indigenous 

knowledge as means of understanding ways of being in the world (Lee, 2005, 2008 & 2009). 

For Iwi Māori, who are rich in oral histories, stories are a way of representing truth and 

imparting knowledge. Bishop (1996) states that within Kaupapa Māori, “Narrative inquiry is 

aimed at uncovering the many experiences […] emphasising complexities rather than 

commonalities” (p. 24). These complexities can be found in this study within the intercultural 

community contexts of participants involved in the delivery of Indigenous embodied 

knowledge.  
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For some non-Māori, pūrākau may not seem very different from narrative inquiry. However, 

as Māori scholar Jenny Lee (2008) states, pūrākau assumes a “Māori cultural view on the 

topic, the narrative, the analysis and ethical issues” (p. 76). This is particularly important in 

locating culturally responsive meaning and validating knowledge throughout research 

processes. 

In the sharing of knowledge with Marrugeku Dance Theatre, it was important that I was able 

to locate and validate shared conversations from my own positioning as Māori researcher. 

Working with pūrākau methodology encouraged explorations of embodied community based 

Indigenous knowledge systems that were connected to the research. Pūrākau also fostered an 

understanding, and awareness of participants’ lived experiences. My experiences as 

researcher were communicated with pūrākau to participants, and now to readers of this thesis. 

Pūrākau provided equitable means by which to locate myself in culturally diverse formal and 

informal research landscapes.  

Within Kaupapa Māori critical inquiry, pūrākau also exist as decolonising and deconstructive 

of dominant discourses associated with the body and space. Considering embodied cultural 

responsive narratives, and the role these may play in the deconstruction of dominant aesthetic 

values, Shapiro (1998) suggests that a shift from disembodied knowing to an embodied 

knowing, may question traditional forms of dance pedagogy, and the image of the dancer that 

represents European hierarchical values and traditions. This critical socio-political reflexivity 

therefore provides exploration through pūrākau of dominant understandings of the lived 

experience.  

As a Māori wahine (Indigenous woman from Aotearoa) researcher, pūrākau are located in 

personal story, auto-narrative, written words, visual pictures, and poetry in this thesis. My 

embodiment of pūrākau endeavours to acknowledge how personal experiences have shaped 

reflective questions and critical thinking that accentuate issues of cultural distinctiveness. As 

Archibald (2008) writes, “stories, personal experience, poetry, art, “talks” about traditional 

teachings, and critical essays about historical, political, and cultural issues…present various 

and diverse portraits of Aboriginal life” (p. 17). The critical Indigenous lens that occurs in the 



 

89 

lived experiences of pūrākau offered an alternative point of departure for engaging in the 

research. These tikanga (practices and protocol) are features of consciousness found within 

my cultural experiences, daily living, feeling, acting and deciding. Within this intercultural, 

cross-Indigenous research context, pūrākau revealed relevant knowledge as Ngāti Hine, by 

which to engage with others.  

2.5.2 Indigenous Australian storytelling  

As methods of inquiry, pūrākau and narrative also acknowledge the significance of 

Indigenous Australian relationships to Country that are shared through storytelling. 

Bugarrigarra, the Yawuru word for The Dreaming (Chapter 1, Section, 1.7), embeds all living 

things to place, informing ways of living and viewing the world (Yawuru Registered Native 

Title Body Corporate, 2011). Whilst working with Marrugeku Dance Theatre, the storytelling 

communicated by Indigenous participants and community members revealed intrinsic 

relationships to Country. Discussing their own experiences in working with Yawuru, 

Indigenous community members and custodians Krim Benterrak and Stephen Muecke (1996) 

discuss storytelling as means to communicate knowledge. They describe Yawuru elder and 

lore man Paddy Roe’s intrinsic storytelling:  

Paddy Roe, for instance, constantly talks about Bugarrigarra as story, as song, as a 
power he controls and as things do with particular places. To talk  Bugarrigarra about 
these places is to talk about ‘spirits’ one cannot see, about  the ‘rainbow snake’ rising 
up from the springs; it is to talk about the special way which disrupts the uniformity of 
everyday language. It is a bit like the talk  we call poetry, attributing it with special 
qualities of transcendence. (p.18)  

Benterrak and Muecke (1996) argue the deepened connection to Country that is shared 

through story. This interrelationship between experience and environment, which was shared 

throughout this research, provides insight and motivation for Marrugeku Dance Theatre 

intercultural praxis. As a visiting Indigenous researcher in an Indigenous environment, 

validating the autonomy of culturally preferred pedagogies was important (Berryman, Soohoo 

& Nevin, 2013; Smith, 2003a, 2006). Doing so suggests a formal research nexus that connects 

Māori and Indigenous Australian knowledge in equitable relational dimensions.  



 

90 

Archibald (2008) offers further insight into the gathering and understanding of distinct 

Indigenous story, advocating that research be able to listen, understand situations, use 

instincts and intuition, and raise and respectfully respond with related issues. In working with 

Indigenous Australian participants, it was important to allow respectful space for the sharing 

of story. Interviews did not follow a formal format of question and answers, or time 

restrictions. Depending on the environment and the depth of conversation, it was also not 

expected that all information would be included in the research inquiry. Respect for the 

inclusion of particularly sacred information or knowledge was necessary.  

Simple statements, such as “I won’t say too much about that” (p. 156) by Marrugeku Dance 

Theatre performer Eric, pertaining to his own acquisition of Indigenous knowledge that is 

distinct to his own Country, or following my intuition in not pressing certain inquiries, 

fostered a culturally responsive and respectful research space. Wright et al. (2012) also 

discuss the inclusivity of story as “encouraging certain connections, suggesting themes, 

propelling activities, opening possibilities and sometimes closing them off” (p. 41). The 

‘closing off’ discussed by Wright et al. (2012) is a culturally responsive agreement that some 

knowledge is not meant for research acquisition. Instead it suggests, as Wright et al. (2012) 

state, “open spaces for reflection and engagement with the vulnerabilities, limitations, and 

possibilities of how and what we know” (p. 42). The how and what I knew when listening to 

story was not without its complexities. Hearing Indigenous language without translation, and 

my own limited cultural awareness, presented ongoing limitations in my conscious 

comprehension of knowledge that was not my own, nor ever would be. Accepting that there is 

‘knowing, in my unknowing’ helped address the possibility of unequitable behaviours as PhD 

researcher, in the interpretation, representation and appropriation of knowledge that was not 

of my own worldview, or ontological meaning making.  

Marrugeku Dance Theatre performer Miranda Wheen (2015) provides an ethical insight to 

relationships that involve the acquisition of Indigenous knowledge. As a non-Indigenous 

person engaged with Indigenous knowledge systems, Wheen (2015) argues, “I think that part 

of my responsibility as an outsider is to sit with the unknown, and knowing that there are 

things that I will not understand” (Chapter 4, Section 4.3.1, p. 177). Not searching for the 

absolute in this thesis challenges the traditional ambitions of Western Academia to define and 
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discover, and a Eurocentric history of anthropological scholarly discourse (Irwin, 2002; 

Tuhiwai-Smith, 1999, 2012). As such, the potential appropriation of Indigenous ways of 

knowing and doing becomes a critical site of research consideration. The inclusivity of 

Indigenous story therefore works to unsettle past colonial constructs by validating 

autonomous voices of Indigenous communities connected to this research. 

2.5.3 Narrative 

The narrative employed in this study concerns the ways we make meaning about life (Bishop, 

1996; Bowman, 2006; Cortazzi, 1993; Gay, 2010; Wilson, 2008). Delivered via personal 

histories, conversations and interviews with Indigenous and non-Indigenous participants, it 

involved investigative methods of subjective interpretation (Blumfield-Jones, 1995; Cortazzi, 

1993).  

Graham (2009) argues the value of sharing participant narrative and its location to place, 

stating that “the recounting of stories, personal and collective, is premised on the idea that the 

lives and relationships of persons are shaped by the stories that communities of persons 

negotiate and engage in to give meaning to their experiences” (p. 72). For Marrugeku Dance 

Theatre participants, the sharing of narrative meshed experience with inhabited communities. 

Cortazzi (1993) advances narrative as valuing the “what I know, learn, feel, do, and how I do 

it and why” (p. 6). By providing important points of self-reflexivity, participants were also 

able to share their insightful individual histories.  

‘Te mana motuhake o te kauri’ engaged a narrative paradigm to provide multiple layers of 

understanding and the articulation of ideas associated with lived experiences. As a research 

tool, sharing story opens up the complexity of human experience, and the multiplicity of 

voice, where none is considered privileged or authoritative (Bishop, 1996). Bowen (2006), 

states that narrative enquiry can address how “people weave identities for themselves, with 

pasts linked to presents and futures (who we are in a relationship, who we’ve been and who 

we are becoming) (p. 8). This is particularly prevalent for Indigenous cultures, and therefore a 

relevant tool when working toward an Indigenous methodological Kaupapa Māori agency.  
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For non-Indigenous participants, the location of their narratives amongst Indigenous story and 

community was particularly significant. By providing further insight into underlying themes 

pertaining to interculturalism, the non-Indigenous perspective revealed the consequences of 

Indigenous facilitation. In particular, it revealed critical thought toward intercultural 

discourse, and how Marrugeku Dance Theatre has framed culturally distinct performers 

within acute Indigenous Australian perspectives and landscapes.  

In Australia and Aotearoa, Indigenous stories inform current relationships with people and the 

environment. Geneva Gay (2010) advances the role of narrative in such circumstances as 

“powerful means for people to establish bridges across other factors that separate them (such 

as race, culture, gender and social class)” (p. 3). In the thesis, the narrative provides bridges 

that facilitate the unique perspectives of practitioners and participants. Participant narratives 

provide visibility, and a rigorous investigation of Marrugeku Dance Theatre interculturalism. 

Critical reflexivity relating to the representation of Indigenous knowledge in extended 

communities is also prevalent. 

2.6 Qualitative research 

Within this research, qualitative research methods inclusive of narrative and phenomenology 

support a Kaupapa Māori, critical and culturally responsive investigation. While its 

foundations are in Western origins of knowing, phenomenology as a qualitative paradigm 

within a Kaupapa Māori inquiry is used collaboratively in narrative, as affirmation of 

participant realities and lived experiences. Accession to knowledge and meaning is conveyed 

through a qualitative, phenomenological, narrative inquiry that concedes to Māori 

philosophies for using stories to impart knowledge (Bishop, 1996). Qualitative elements of 

knowledge analysis were also utilised to recognise relationships, cultural contexts and a 

commonality of themes in the narratives, story, and pūrākau.  

Denzin and Lincoln (1997) state that qualitative research is “endlessly creative and 

interpretive” (p. 82). For the purposes of this thesis, interpretation that allows for other 

perspectives beyond a single community is situated in Indigenous theories and methodologies. 

In consideration of distinctive research relational discourse, Mullings (1999) writes: “In the 
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search for alternative ways of knowing and interpreting the world, many social scientists have 

begun to re-examine the benefits of qualitative techniques” (p. 337). As such, my examination 

of qualitative methods considered their role in supporting Kaupapa Māori within a culturally 

diverse research environment, where relationships between phenomenological narrative and 

pūrākau offered an inter-cultural and relational academic discourse. In particular, narrative 

and phenomenology provided culturally relevant non-Indigenous ideologies to respectfully 

explore the lived experiences of non-Indigenous participants.  

Qualitative methods of research also provided relevant tools with which to engage embodied 

creative praxis. In research inclusive of kinaesthetic knowledge, and the relationship of the 

moving body in space and landscape, the qualitative inquiry in ‘Te mana motuhake o te kauri’ 

offered reflections on dance and the creative arts. The storytelling voice of participants was 

supported in an inquiry open to the layered analysis of human behaviour within various dance 

and theatre contexts.  

Fraleigh and Hanstein (1999) suggest that “qualitative methods are particularly applicable to 

dance in its multivalent nature [because] dance is qualitatively constituted in movement and 

experience” (p.viii). Movement and experience within Marrugeku Dance Theatre was 

considered with a distinct Indigenous and qualitative lens. Responsive to embodied modes of 

investigation, the intercultural praxis of the company, and authority of Indigenous Country 

and community, provided rich knowledge for critical consideration. 

Although qualitative research stems from Western ways of knowing, several Indigenous 

scholars have explored ways in which qualitative inquiry may intersect with Indigenous 

methodologies. Margaret Kovach (2009) writes that the “current field of qualitative research 

is an inclusive place” (p. 27), where Indigenous ways of contextualised knowledge may find 

an ally. Wilson (2008) describes Western paradigms as limiting to Indigenous cultural 

enquiries, and advocates a mixed method approach that offers interpretive meaning making 

and thematic analysis where the narrative or story is “available for interpretive analysis by 

others” (p. 132). Ray (2012) writes that the inclusion of non-traditional systems is acceptable 

if they benefit Indigenous anti-oppressive agendas. In this research, a qualitative narrative 
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inquiry inclusive of relational accountability, Indigenous ways of knowing and the 

intercultural experiences of participants was employed as an instrument to discover meaning. 

2.6.1 Phenomenology 

In discussions of narrative, story, and pūrākau as participatory locations of knowledge, 

phenomenology is implemented as a tool to navigate lived experiences (Kingsley, Phillips, 

Townsend & Henderson-Wilson, 2010). African academic Bagele Chilisea (2012) writes that 

phenomenology is about human experience, and involves “individualised conceptions of 

social phenomena and personal assertions rather than generalisations and verifications” (p. 

33). Specific to partnerships in Australia between Indigenous communities and non-

Indigenous researchers, Kingsley et al. (2010) advance phenomenology as a means to discuss 

the human experiences of Indigenous people who have “traditional knowledge and a strong 

relationship with the landscape” (p. 3). They reflect on “human experiences, consciousness, 

and the meaning of how humans view the world” (p. 3) as having potential to respond to 

Indigenous Australian ways of knowing and doing. Communicating the lived experiences 

relational to Indigenous knowing in this study therefore required a phenomenological mode of 

expression and embodied reflexivity.  

In ‘te mana motuhake o te kauri’, the reverse of what Kingsley et al. (2010) advance has also 

been considered. As Ngāti Hine navigating the lived experiences of non-Indigenous 

participants in a Kaupapa Māori discourse, phenomenology offered culturally connective 

meaning making in discussing participant realities.  

Phenomenology studies the multidimensional relationship between the environment and lived 

experience (Sellers-Young, 1998). The research is located within a Post-Cartesian paradigm, 

where the “lived experience” views the body as its own consciousness (Fraleigh 1987, p.15). 

Within this logic, the kinaesthetic body and its experiences are considered the foundations for 

knowledge acquisition. As researcher and participant, my own shared thesis pūrākau, which 

are reflective of the site specific field research, involved viewing the relationships of the body 

as a “complex imaginary construction”, rather than the separation of mind and mental life 
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(Harris, 2000, p.244). This was particularly significant when watching Marrugeku Dance 

Theatre rehearsals.  

Challenges to the aesthetic, and the holistic body awareness, experienced in distinct locations 

and sensory environments were particularly complex. For example, whilst working in Yawuru 

Country, being willing to embrace somatic viewpoints that denote the dynamic living body 

that exists in space and time (Hanna, 1995) allowed for a holistic perspective of body 

awareness to be explored within narrative, Indigenous story, and pūrākau.  

Explorations of embodied Indigenous knowledge were therefore inclusive of a 

phenomenological narrative to communicate participants’ holistic lived experiences. Within 

this thesis, the lived experiences of the participants and myself are located as a multi-layered 

and felt depiction of embodied knowledge. Doing so encourages wider interpretations and 

possibilities outside Western academia structures of knowledge and knowledge acquisition, 

for communicating an Intercultural research setting that is inclusive of Indigenous knowledge 

systems.  

Dance academic Alys Longley (2003) writes that a phenomenological approach provides a 

“philosophical and methodological overview or way of perceiving research that works from a 

holistic embodied understanding” (p. 29). In ‘te mana motuhake o te kauri’, embodied holistic 

understanding is argued as encompassing individual biological (embodied kinaesthetic), 

intellectual, emotional, social, gendered, artistic, and spiritual experience within cultural, 

historical, and geographical locations (Barbour, 2011). The articulation of movement is 

recognised as a means to challenge traditional forms of pedagogy and knowledge (Shapiro, 

1998). In particular, current intercultural frameworks are argued as being limited in their 

validation of embodied and Indigenous knowledge systems. 

Whilst working with Marrugeku Dance Theatre, phenomenological processes of practice 

guided research involving kinaesthetic, verbal, visual, and ideational investigations of 

landscape (Nimkulrat, 2007; Smith & Dean, 2009; Sullivan, 2009). In ‘te mana motuhake o te 

kauri’ these are offered to the reader in philosophical and tangible ways – ranging from the 
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sharing of my own immediate responses in site specific pūrākau and visuals, through to 

thought and reflection. Susan Stinson (1995) believes that dance research requires thinking in 

movement. Stinson (1995) suggests that this deeper understanding or way of knowing informs 

writing, producing “sensory rich images” where the reader may “feel words and not just see 

them on the page” (p.40). Karen Barbour (2005) concurs, writing that the phenomenological 

narrative presents: 

…lived movement experiences in even more engaging ways, where the distance can be 
shrunk between author and reader, and where emotional and kinaesthetic empathy can 
grow with ‘characters’ in the story, while the story is revealed and interpreted by the 
reader. (p.40). 

As an Indigenous creative practitioner engaged in academic discourse, the capability for 

sharing knowledge in a more appropriate, embodied, and reflexive way was significant. As 

Barbour (2005) suggests, I was ‘more engaged’ and able to locate myself within the formal 

constructs of institutional research in a more critical and equitable way.  

2.7 Interviews 

To support the narrative within the Kaupapa Māori whakawhanaungatanga inquiry, methods 

included semi-structured in-depth interviews, interviews as chat, and informal ongoing 

conversations (Bishop, 1996; Fina & Perrino, 2009; Fontana & Frey, 2008; Kovach, 2009; 

Tripp, 1983). Once the participants had agreed to share their story, it was important to ensure 

voice, representation and reciprocity. Assuring that participants were given opportunities to 

check transcripts, and give feedback on structure, content, and sequence, was necessary in 

establishing a respectful voice.  

At my first meeting with participants in Yawuru Country, Broome, I was able to make 

individual arrangements to meet for the first informal interviews. Times during lunch breaks 

seemed most suitable in fitting in with the demands of the Marrugeku Dance Theatre 

rehearsal schedule. During our shared lunches in this first week, I was then able to organise 

formal interview times to follow. These interviews also occurred outside the rehearsal space, 
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over shared food, and during family gatherings at home residences. As manuhiri (guest), it 

was important that the first round of interviews was inclusive of a formal introduction to the 

research. As researcher, it provided an opportunity to mihi (acknowledge) participants and ask 

them about their personal, and professional backgrounds. Being able to mihi individual 

participants was a culturally centring process, showing respect and acknowledgement, whilst 

offering space for their own stories and narratives to be heard.  

Throughout the research, my interviews with Marrugeku Dance Theatre were often 

unstructured, and transient in time and location. Being flexible allowed for a more relaxed and 

relevant setting in which to respectfully gather data and knowledge. Kingsley et al. (2010) 

discuss interview processes as non-Indigenous Australians working within Indigenous 

contexts: “Probing questions were used throughout the interviews to develop the discussion. 

The interviews were not constrained by an interview guide, rather the researcher tried to allow 

the informants to lead the way, and flexibility in questions was used to explore other issues” 

(p. 6). My adaptability to environment and research settings was important in creating space 

for Marrugeku Dance Theatre participants to reveal ‘other issues’. For example, being able to 

meet outside rehearsal and formal settings provided more privacy in being able to discuss a 

wider range of themes and issues.  

Marrugeku Dance Theatre participants were not only of Indigenous descent, nor associated 

with any one ethnic group. The five participants included performers, community members, 

and artistic directors. The research fieldwork comprised research observations, ongoing 

informal conversations, and a minimum of two formal, semi-structured interviews. Research 

interviews occurred over a 12 – 36-month period. The prolonged period provided a rich 

longitudinal collage of lived experience, where we were able to refer back to rehearsal 

experiences as means to critically reflect upon relationships and performative outcomes.  

Characteristic of Indigenous methodology, the open co-constructed approaches provided 

opportunities for a diversity of experiences between myself and the participants (Fina & 

Perrino, 2009; Tripp 1983). Experiences shared in the interview processes also validated 

knowledge and understanding beyond the spoken word. By fostering a multi-voiced 
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disclosure, the interview process supported collaboration as means to reveal participant lived 

experiences. The interviews and conversations in ‘Te mana motuhake o te kauri’ can also be 

considered an emotional and spiritual experience.  

Wright et al. (2012) write that the “‘behind the scenes’ emotional work of preparing for 

research, building relationships and rapport with others, thinking, conversing, and 

representing is typically removed from conventional academic accounts” (p. 45). However, 

within this Kaupapa Māori whakawhanaungatanga inquiry, the value of establishing and 

maintaining culturally responsive, reciprocal relationships is recognised. These relationships 

fostered meaningful processes inclusive of formal research techniques and interviews. 

Whanaungatanga relationships with Marrugeku Dance Theatre participants allowed 

challenging issues to be addressed during the research process. There was a shared 

commitment relating to the wellbeing of Indigenous communities in relation to relevant 

social, political contexts and frameworks.  

During the research interviews, participants shared personal and professional histories. Taking 

a holistic approach helped ensure that the gathering of participant story did not appear as an 

“extractive exercise serving the fragmentation of knowledge” (Kovach, 2009, p. 99). 

Marrugeku Dance Theatre stories revealed a diversity of challenges in the creative Indigenous 

community environment whilst engaging intercultural praxis. Cultivating trust was essential 

in providing a safe place for interaction, reflexivity, and accountability. Participants needed to 

feel comfortable in sharing their stories that sometimes spoke of adversity in unique personal 

and professional settings.  

After the formal interviews, transcriptions were returned to the participants for review. The 

transcriptions were accompanied by my own free-hand responses to the interview. 

Participants reviewed transcripts, responding verbally or by e-mail. These interactions 

supported the development of ideas. In particular, Marrugeku Dance Theatre discourse 

provided a critical point of departure from which to engage with the literature associated with 

this thesis. My interviews and observations present a distinct experience of intercultural 

praxis. As researcher, reflecting on this knowledge, and the relevant literature, provided 
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enriching challenges and supported critical thought. My relationships with Marrugeku Dance 

Theatre and the engagement of literature birthed ‘te mana o te rākau kauri framework’ 

(Chapter 6) as means to equitably consider Indigeneity and intercultural praxis.  

2.7.1 Interviews as chats  

The formal interviews in the research were conducted as ongoing conversations between 

myself and Marrugeku Dance Theatre. During our informal conversations, issues were often 

uncovered to be raised later in formal recorded conversations. Bishop (1996) states that 

interviews as chats form a crucial part of the narrative. Kovach (2009) concurs, arguing that a 

less structured method provides more flexibility and breath to the story, reducing the 

dominant role of researcher as the storyteller. Fontana and Frey (2008) also discuss the 

“greater breath” of unstructured interactions that refute “how to rules” and allow the 

researcher to adapt to the “ever changing situations” (p.134). During my formal research with 

Marrugeku Dance Theatre, ever-changing situations were the norm. Conversations over 

dinner, at airports, participants’ homes, local parks, travelling in vehicles, and in quite periods 

during rehearsal intervals led to an of array impromptu moments important to the overall 

research theorising. As artists, and therefore peers, we were able to discuss personal and 

professional experiences that raised issues pertaining to the research intent. We could then 

agree to explore these issues further in formal interviews, especially when they related to the 

intent of the research into the experiences of Marrugeku Dance Theatre intercultural praxis. 

2.7.2 Observation 

Observations were also a valuable tool for the research. Gay McAuley (2008) states that 

observation provides “vivid insights into the dynamically shifting and contingent nature of 

theatrical meaning-making, revealing [how] meaning in the theatre is constructed by actors 

together with other artists and craftspeople…” (p. 277). Reflective of ‘Te mana motuhake o te 

kauri’ methods, establishing respectful relationships was important prior to commencing my 

observations. The timing of observations needed to be flexible in terms of the heavy rehearsal 

schedule that Marrugeku Dance Theatre maintained. Artistic directors Rachael Swain and 
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Dalisa Pigram provided a timetable with agreed periods of observation, and these mostly took 

place in formal indoor studios. Although not always the case, interviews occurred at the end 

of observational periods, which provided critical points for discussion  

Observation as a means of knowledge acquisition is by no means an absolute representation 

of the live happening; there is a filtered understanding from participant to observer. My role 

as observer and therefore outsider moved alongside my positioning as Indigenous researcher 

and insider. My outsider and insider status provided ongoing research complexities.  

Tuhiwai Smith (2012) writes about the importance of reflexivity when researching as insider 

and outsider researcher: 

At a general level, insider researchers have to have ways of thinking critically about 
their processes, their relationships, and the quality of richness of their data and 
analysis. So too do outsiders, but the major difference is that insiders have to live with 
the consequences of their processes on a day-to-day basis for ever more, and so do 
their families and communities. (p. 138) 

Guided by Tuhiwai Smith (2012), I applied critical thought in my role as researcher engaging 

in distinct relationships with relevant communities. As an Indigenous creative artist, I was 

connected with Marrugeku Dance Theatre and also accountable to my own community and 

whānau. The maintenance of such relationships offers a positioning of insider, and an ethical 

accountability to Indigenous communities in Aotearoa and Australia.  

As observer and outsider watching the creative practices of Marrugeku Dance Theatre, I 

would always sit to the side, watching and writing. It was during these times, even when 

present with my young infant son, that I was most recognisable as academic researcher. 

During rehearsal conversations and decisions, I was excluded from process and discussions. 

As such, my observation of Marrugeku Dance Theatre intercultural praxis was holistically 

distant in embodied understanding, and experience.  
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As insider, outsider, and observer, my own cultural, personal and professional positioning as 

Ngāti Hine, was significant. Discussing cultural positioning within research and observation, 

McAuley (2009) writes:  

The fact that there is no such person as neutral or transparent observer, and that any 
analysis and even any description will bear the imprint of its own cultural moment, 
does not, however, invalidate the record. Readers of the record will also be reading 
from within their own cultural moment, as readers of all sorts have always done, and 
understanding is an ongoing, always incomplete process. (p. 80) 

According to McAuley (2009), our bias as researchers is inevitable. Advancing a subjective 

honesty to how knowledge is gathered and presented, means acknowledging that my 

discussions of Marrugeku Dance Theatre are limited by my own immediate way of being in 

the world. McAuley (2009) raises the issue of ethical agency in creative processes. As such, 

my own observations of Marrugeku Dance Theatre can be considered significant insights of 

the research process, not infinite representations of knowledge and praxis. 

In further discussion of product and process, although primarily focusing on ethnography49, 

McAuley (2010) also argues that observational processes be inclusive of participant 

negotiations. Consultations involving recordings of research being fed back to participants 

are, as McAuley (2010) states, a means to reveal something beyond the “performance object” 

(p. 78). With regard to my observations with Marrugeku Dance Theatre, a focus on the 

creative praxis was an underlying theme to my research inquiry. Exploring embodied praxis 

and knowledge could not have occurred if I had only attended the final product, or 

performance. During interviews, my immediate observations of rehearsal praxis provided 

points for critical discussion. During this time, my limited understandings of relationships and 

processes were further expanded by participants.  

                                                
49	Ethnography:	Empirical	research	of	people,	society,	and	culture.	



 

102 

2.7.3 Group interviews and conversations 

Following observations, collective gatherings were often organised with participants as means 

to continue conversations, and conduct semi-formal, recorded and non-recorded interviews. 

During gatherings, feedback and evaluation of observations, interview questions, and the 

sharing of key ideas occurred. Although they did not take place within a Māori cultural 

setting, these gatherings were informed by my own cultural specifics as Ngāti Hine. So while 

not called “Hui” (Bishop, 1996, p. 221), the gatherings to discuss the research intent did 

involve Māori cultural practices, including mihi (formal acknowledgements), karakia 

(blessing and prayer in te reo Māori language), and the sharing of kai (food).  

During these gatherings, my responsibilities were to ensure the facilitation of discourse as a 

shared and safe experience. Jo Mane (2009) describes how the inclusion of tikanga (protocol) 

in her research encouraged participants to feel “that they could trust me to involve them in as 

many aspects of the process as possible” (p.118). Kovach (2009) also highlights the 

importance of trust, because it “elevates the research from an extractive exercise serving the 

fragmentation of knowledge to a holistic endeavour that situates research firmly within the 

nest of relationship” (p.99). Collective gatherings over food were a means to ‘nest’ and 

nurture relationships in a place of trust and mutual respect. They fostered collective support 

through being able to meet and discuss things together, and provided enriching opportunities 

to learn more about each other outside the formal rehearsal studio.  

Compared to what might be considered formal and isolating interview settings, a more 

culturally responsive environment may occur when gathering in groups and kinship. Being 

together allowed for transparency and encouraged the sharing dialogue about intercultural 

praxis, socio-political discourse, and Indigenous arts practice.  

2.8 Research journal and visual documentation 

In ‘Te mana motuhake o te kauri’, story represented through written word and visual stimuli 

opens up the complexity of human experience, and a multiplicity of voice (Bishop, 1996). 

Chilisa (2012) expands upon the significance of research stimuli, also identifying how, 
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Indigenous research and knowledge can be located in “oral traditions, stories, legends, 

language, and artefacts” (p. 39). During my research process, I kept journals containing my 

written responses and photographs. These occur as data throughout this thesis, supporting 

each chapter’s distinct intent and critical discussion. 

As a mode of personal inquiry, the use of journals and visual stimuli contributes to the 

research process (Barbour, 2005). Complete with written reflections, personal descriptive 

accounts, vignettes and informal korero (conversations), they are a living record of what I 

know, learnt, felt, did before and during, and why (Cortazzi, 1993). Dance academic Susan 

Stinson (1998) advocates that kinaesthetic knowledge applied to body and paper represents 

dance and research in a more meaningful way, allowing the reader a deeper understanding of 

embodied knowledge.  

Reflecting on dance writing, and its embodiment and role in research, dance academic Karen 

Barbour (2005) believes it allows for critical experimentation between intuitive and 

theoretical knowledge. Fraleigh (1987) concurs, advancing aesthetic perspectives and 

phenomenological methods as means to describe lived experiences of dance.  

For Māori who are rich in oral histories, the moving body, action, song, and stories are a way 

of representing truth, and imparting knowledge. Different stories and different embodied 

ways of sharing these stories represent different approaches to truth and meaning in life. they 

are shared via “waiata (song), mōteatea (poetry), pakiwaitara (folk tale, legend) and kauwhau 

(moralistic tale)” (Bishop, 1996, p. 25). In this thesis, movement and recorded responses of 

the body to landscape provide methodological insights. In particular, these site specific 

explorations of Australian Country further informed my research reflexivity, and relationships 

with community.  

The journals and visuals provide a kinaesthetic memory in which to engage in an equitable 

dialogue. They are a transparent record of my own research journey, revealing experiences 

that are distinctly placed in my own way of being in the world. As such, they do not claim to 
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provide absolute definitions of different worldviews and Indigenous knowledge to which I do 

not belong.  

2.9 Collection and conversation 

Self-reflexivity is a form of validation for ‘Te mana motuhake o te kauri’. It has been a 

complex process to clearly articulate values, experiences and influences in a culturally distinct 

research setting. Together, the participatory observations, journals, personal histories, visual 

stimuli, conversations and interviews represent a collage of diverse lived experiences. It has 

been challenging to engage in meaning making protocols that are collectively equitable to the 

diversity of participants, their shared knowledge, and the communities to which they belong.  

Their lived experiences were recorded using various techniques of knowledge acquisition. It 

was important that the collation and analysis involved inclusive methods that fostered 

interaction between knower and known, and the “complexity, depth and somatic resonance of 

participant relationships” (Longley, 2003, p. 35). Respecting the agency of participant 

relationships within Kaupapa Māori theory and methodology involves showing respect 

towards the facilitation and autonomy of voice throughout, in particular Indigenous 

community voice.  

Accordingly, the gathering and reflection of participant voice within this thesis works with 

large sections of narrative and story to avoid a fragmentation of representation. After 

interviews, my written research reflections included notes on time, space, language, body 

expression, and personal response. When transcripts were completed, they were returned to 

participants for review along with my notes. Once approved, transcripts were then critically 

navigated for reoccurring themes. Kingsley et al. (2010) discuss thematic reflexivity as a 

means of “categorising topics into priorities [which involve] thinking about words, sentences, 

paragraphs and all the details of interviews and trying to interpret the answers to the topic” 

(p.6). Within the examination of themes, emerging ideas still need to be respectful of 

participant voice.  
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During the analysis of research, themes and patterns were located in the following sources: 

1. Interviews 

2. Researchers journals containing written response and poetry 

3. Participatory observations 

4. Video and photographic documentation  

The use of these techniques as a form of knowledge collection assists in maintaining what 

Blumenfeild-Jones (1995) describes as “fidelity or faithfulness”, to ensure that what is being 

shared maintains “honesty, exactness and factual integrity” (p.26) to the story told. The 

implementation of a range of knowledge acquisition tools in the research provided a greater 

breadth of reflexivity.  

I transcribed recorded formal and informal interviews, whilst simultaneously noting 

reflections, responses and questions. These were shared with participants, and included 

requests for clarification or deeper discussion in following conversations. The clarification of 

voice was particularly important when working with respondent, Edwin Mulligan. Edwin 

only learnt English as a young man and speaking in his own language meant that I often was 

unable to translate, repeat or comprehend some deep meanings and knowledge connected to 

Country. Transcripts that included my own reflections were important in development of this 

thesis, providing the respondents with opportunities to change, review, approve and, in turn, 

provide their own written reflections.  

2.10 Methodological ethical considerations and limitations. 

Kaupapa Māori is political, and political is personal. Applying an Indigenous critical lens to 

the personal and professional experiences of participants in Marrugeku Dance Theatre created 

challenges in representing worldviews other than my own. Further, there were limitations in 

positioning myself as an Indigenous Māori researcher in an Indigenous Australian art setting. 

Ongoing pragmatic thought was required to ensure that the research remained relevant, and 

respectful, to connected Indigenous communities.  
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2.10.1 Not my land, not my people, not my World 

My experiences with Edwin (raised in Section 2.9) involving the translation of Indigenous 

Australian knowledge and logic are one example of many ethical considerations in this thesis. 

Respecting Edwin’s language, knowledge, and community meant that my expectations as a 

researcher of assimilating meanings to English language and logic were inappropriate. In a 

decolonising research paradigm, I realised that even if translation were available, it would be 

limiting of knowledge, offering only generic examples of meaning making. Accordingly, to 

claim that ‘Te mana motuhake o te kauri’ can communicate an absolute depth of Indigenous 

Australian knowing and understanding would be unethical. Despite the ongoing challenges, 

my knowing of the unknown still revealed a vast becoming of intercultural praxis framed in 

relationships, people, and place. 

In ‘Te mana motuhake o te kauri’, intercultural praxis is also presented as being inclusive of 

cultural protocols, values, and behaviours that are ethical, respectful and useful. Praxis, 

theory, and methodology provided a collective convergence in which to stabilise a holistic 

approach to interculturalism. My experiences of intercultural praxis were multi-layered, and 

inclusive of my own participatory protocols. Reflections and experiences of intercultural 

praxis are not just offered as an observation of Marrugeku Dance Theatre; they are embedded 

in the methodological actioning of this thesis, and the reflexivity of scholarly literature. In 

each context, responsive and relevant protocol was fundamental. 

Graham (2009) writes that research that involves Indigenous community protocols and 

perspectives should involve “trust, respect, equity and empowerment” (p. 72). Advancing a 

culturally responsive research approach, Graham (2009) highlights reciprocity inclusive of a 

self-critical reflexivity, and the validation of Indigenous community. As a wahine (woman) 

from Aotearoa, and despite my own years spent growing up in Australia, my own 

interpretation of wellbeing and the needs of participants was limited by my own in-

experiences of Yawuru Country, Marrugeku Dance Theatre, and their relevant communities.  

Throughout the journey of ‘Te mana motuhake o te kauri’, there have been cultural 

differences to negotiate, and a need to develop my cultural competence of Country, people, 
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and place. These cultural differences were also compounded by limited time spent in Country 

and place. Despite the research spanning three years, my time in each location was limited to 

one or two, three-week period per year. As such, my own voice and realities are limited.  

How particular Yawuru stories and community are interpreted is also defined by the limited 

time spent in Country. Archibald (2008) states that for respectful interpretations, the 

researcher should “live or interact with the people for a long time… [so the researcher] is or 

becomes a member of the community” (p. 26). Financial constraints and my own family 

commitments made it challenging to spend long periods of time in Yawuru country, away 

from Aotearoa. Supplementary trips to Gadigal Country, Sydney, Australia to meet with 

participants, and emails and skype sessions were therefore important to maintaining 

connection, and exchanging information. For participants, it highlighted the importance of 

narrative and story as means to represent knowledge.  

Another consideration was having competency to communicate and interact respectfully, 

positively, and comfortably within Indigenous, and non-Indigenous communities. 

Collaborative conversations occurred through the sharing of narrative, story, and pūrākau 

engaged in a process of cross-cultural participatory knowledge acquisition. Being able to talk 

and listen across cultural, personal and professional borders was essential. Māori scholar 

Kathy Irwin (2002) cites the work of anthropologists Metge and Kinloch (1978), who 

contemplate the complications of sharing information when a difference of cultural 

background exists. Irwin (2002) argues that talking past each other in personal, interpersonal, 

cultural, institutional and structural contexts can promote confusion. Further, New Zealand 

educationalists Russell Bishop and Ted Glynn (2010) argue that: 

The research not only needs to have particular skills or competencies, but also needs to 
participate in ways that other participants use to construct meaning. The researcher-as-
participant needs to know and participate in the sense-making processes of the culture. 
Just as ‘cultural competency’ within a context of unequal power relations is 
problematic, so is not knowing or understanding how cultural participants construct 
meaning of their world. (p.178) 
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My own embodied experiences in Country fostered participatory competency in working with 

Marrugeku Dance Theatre to reveal how meaning making occurs. Visits to place and 

landscape provided insights to Marrugeku Dance Theatre creative praxis. However, my 

experiences do not present a whole or authoritative truth. As Wright et al. (2012) state, there 

exist “open spaces for reflection and engagement with the vulnerabilities, limitations, and 

possibilities of how and what we know” (p. 42). Such vulnerabilities are acknowledged in this 

research into the intercultural practices of Marrugeku Dance Theatre, in the negotiations of 

relational responses, different places and identities, and exploration of narrative, and story. 

Within the complexities of the experience, it was impossible to reach a point absolute 

certainty in the analysis of these relationships. 

2.10.2 Discussions of Indigenous Australian knowledge  

In any inquiry that involves Indigenous methods and theory, a depth of academic Indigenous 

academic argument will exist. Ethical research with Indigenous peoples requires responsible 

research that is accountable to the relevant communities (Bishop, 1996; Bishop & Glynn, 

1999: Chilisa, 2012; Kovach, 2009; Mane, 2009; Smith, 1999, 2012).  

In ‘Te mana motuhake o te kauri’, the way Indigenous Yawuru knowledge systems are 

discussed and represented is significant in terms of Kaupapa Māori discourse. As stated 

previously, although Indigenous, I am not an Indigenous Australian. There are significant 

differences to highlight when not claiming the use of Indigenous as a homogenous and 

ideological collective. Reporting a collaborative and narrative inquiry with Indigenous 

Australians, Kingsley et al. (2010) are also wary of collective interpretations and 

representations of knowledge, stating that “there is still a danger of invalid results due to 

inaccurate assumptions and interpretation of data from a non-Aboriginal viewpoint” (p. 4). 

Beverly Mullings (1999) expands on this, emphasising that the “researcher’s knowledge is 

always partial, because his/her positionality (perspective shaped by his/her mix of race, class, 

gender, nationality, sexuality and other identifiers), as well as location in time and space will 

influence how the world is viewed and interpreted” (p. 337). Ongoing participant feedback 

and evaluation was necessary in this study to respectfully attend to culturally broadened 

conceptualisations of knowledge and experience. Characteristic of Kaupapa Māori research, 
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reciprocal negotiations were important to the correct communication and presentation of 

findings. 

While remaining limited in some areas of knowledge, it was vital that I had a certain level of 

competency to work with Marrugeku Dance Theatre; in particular, in terms of understanding 

the socio-political-historical contexts of Indigenous communities. Maintaining an equitable, 

non-deficit frame in the representations of Indigenous voice and culture was paramount. 

Kurtz (2013) is also reflective about how the researcher engages in presentations of 

Indigenous knowledge. Kurtz’s (2013) argument that research should be informed by an 

understanding of “historical colonisation” and “ongoing colonial practices” (p.226) 

challenged my own status quo. It was essential that I become aware of significant socio-

political-historical discourse to be able to ethically and conscientiously engage with the 

communities I was representing.  

2.10.3 Decolonisation is multidimensional 

Awareness of colonisation and its effects on the inclusivity of Indigenous knowledge, people, 

and place has been a decisive consideration in my work with Marrugeku Dance Theatre, and 

my own whānau (families) and Iwi Māori in Aotearoa. Self-critical reflexivity about my 

personal and professional practices to acknowledge my own colonised understandings is 

imperative. My distinct Kaupapa Māori lens is also constructed from my own lived 

experiences of colonisation as an Indigenous woman and artist. Māori scholar Valance Smith 

(2003c) discusses the different ways in which Māori and non-Māori perceive performing arts 

and the effects of colonisation, and how these multiple ways of knowing narrate perceptions 

of landscape, living, and history. Smith (2003c) argues notions of the ‘colonised Imagination’ 

and its consequences for how we as Indigenous performing artists engage with each other and 

the world. I also have also become aware that as a PhD candidate, I may place the agency of 

the institution as paramount, and actively readjust to a distinct Western school of thought 

when watching others move, thereby creating significant disruptions to my own imagination.  
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In her considerations of colonisation, and the undoing of hegemony, African researcher 

Bagele Chilisa (2012) discusses the reclamation of colonised spaces. As a participatory 

experience for the researcher within the research process, it engages with my own 

decolonisation of thought, understanding, and logic towards Indigenous Australia. Discussing 

the rediscovery of “history culture, language and identity” (p. 14), Chilisa (2012) argues that a 

decolonisation agency for the researcher also “involves a process of interrogating the captive 

mind… (p. 15). Sauder, Roianne, and Usher (2010) concur, arguing that making the decision 

to adopt an Indigenous methodology is difficult, especially when it “encounters the dominant 

view of and ways of knowing” (p. 4). Chilisa (2012), and Sauder, Roianne and Usher (2010), 

made me wary of my own potential dominant positioning in this thesis. As a non-Indigenous 

Australian researcher responsible for the representation of others, I am accountable to 

relationships embedded in an Indigenous intercultural context. 

2.10.4 Relationships, research, realties 

My relationship with Marrugeku Dance Theatre existed prior to the ethics application and 

approval for this study. It was eight months after the initial meeting in London that I received 

a from Marrugeku Dance Theatre to conduct research with them. Upon receiving University 

of Auckland ethics approval, I sent a formal letter of introduction to Marrugeku Dance 

Theatre Artistic directors, Dalisa Pigram, and Rachael Swain. In the letter, I re-introduced 

myself, the interests of the planned research, and explained that it was not a prerequisite that 

participants be of Indigenous decent. The requirements were that participants be performative 

or non-performative community members of Marrugeku Dance Theatre and involved in their 

current productions. After receiving a positive response from Marrugeku Dance Theatre, 

another letter was sent to the artistic directors and community members containing further 

information about the intent of the research.  

As an Indigenous researcher, kanohi ki te kanohi (face to face) was an important in the 

establishing and care of relationships with Marrugeku Dance Theatre. This meant ongoing 

trips to Australia to meet with participants. Beyond the formal recorded interviews, there were 

trips to community-based organisations to meet with local community members and 

custodians. During these meetings, I was given the opportunity to introduce myself, discuss 
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the intent of the research, hear story and narrative, hear concerns, answer questions and, in 

time, go through the ethics requirements of the formal University consent forms.  

It is important to communicate that this thesis is not inclusive of all performers, community 

members, trustees, and artists involved with Marrugeku Dance Theatre. Some members did 

not return their ethics forms. For personal and professional reasons, other performers were 

unable to meet the research requirement of attending interviews. They are not discussed in the 

research, to be respectful and ensure that they not incorrectly and unethically represented. 

Participants are not anonymous in this research inquiry. In this Kaupapa Māori research 

exploring personal and professional histories, it was essential that an authentic, autonomous 

voice be honoured. This was particularly important when acknowledging history, Country, 

Indigenous Australian kinships and language groups. Trying to discuss Marrugeku Dance 

Theatre performances and participatory intentions using anonymised arguments would have 

been futile with such a strong sense of identity and community in the praxis. Regardless of the 

non-anonymity, it is believed that there will be no professional or personal repercussions for 

participants pertaining to the challenges associated with Indigenous intercultural community 

practice in their current professional settings. 

Despite my best intentions, in the negotiation and the construction of narrative, story and 

pūrākau, the reality remains that I am part of a tertiary institution and subject to the 

expectations of writing a formal document for review. I have been confined by the constraints 

of an academic thesis. As such, mediating between Indigenous and institutional discourses 

caused certain dilemmas. Navigating several hours of conversation, taking into account 

interview timetables, interview settings, and language translation, proved challenging and 

ambitious at one time or another. It was important that I retain large portions of dialogue 

wherever possible to respect the voices of participants. In balancing the interests of 

participants and the institution, the perspectives of participants and their valued communities 

remained a priority (Smith 2003a, 2005a).  
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The participants were members of a professional dance theatre, and had roles to fulfil outside 

their commitment to the research. It was important that I was reasonable in my expectations 

of their collaborative involvement. It was not always convenient for the participants to meet 

me in person. When they were too busy to meet, and there was a prolonged time between 

face-to-face connections, communication occurred via email.  

Although rich, the scope of this study is limited. The gathered voices of participants are only a 

few, and therefore can only partially address the research inquiry. Further research is possible. 

It is important, however, to affirm that this thesis does reveal the diversity and complexity of 

the participants’ lived intercultural experiences.  

2.11 Conclusion 

Chapter 2, ‘Te mana o te rākau whenua’ (the authority of the land), has provided a 

methodological discussion of the research exploration: How does the creative praxis of 

Marrugeku Dance Theatre facilitate intercultural experience? I have outlined the rationales 

for the processes undertaken. As Ngāti Hine, wahine (woman), researcher, and participant, 

applying Kaupapa Māori whakawhanaungatanga methodology fostered possibilities for 

locating knowledge within the diverse cultural, intercultural, Indigenous, and institutional 

contexts of the research.  

Kaupapa Māori whakawhanaungatanga methodology has been argued as a culturally 

responsive approach to working in culturally distinct settings. Whenua (land) and Country 

were also considered as essential characteristics of culturally relevant discourse that equitably 

validates Indigenous communities and knowledge. 

Further, Chapter 2 has provided insights to lived experiences of ‘te o te rākau kauri’. The way 

I formed relationships with Marrugeku Dance Theatre, framed interviews, and validated 

knowledge also reveal the philosophical underpinnings of the intercultural framework offered 

in Chapter 6. My own experiences working with Marrugeku Dance Theatre shaped the 

particular applications of interculturalism evident throughout this thesis. 
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Next, Chapter 3, ‘te mana o te tangata’ (the authority of the people), formally introduces 

Marrugeku Dance Theatre participants to the reader.  
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CHAPTER 3 

Te mana o te tangata  

(the authority of the people) 

 
Template 4:  

Termite mound, Yawuru Country, 2014. 
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3.1 Introduction 

In this chapter, I introduce the Marrugeku Dance Theatre participants, Josh, Edwin, Miranda, 

Rachael, and Dalisa. As manuhiri, and researcher, my facilitation of Kaupapa Māori requires 

a mihi (formal acknowledgement) of Marrugeku Dance Theatre performers, co-artistic 

directors and their relevant communities. Introducing each participant to the reader will also 

provide important contextual information with which to critically engage with the thesis. The 

participant mihi (personal and professional acknowledgement as a participant in this research 

inquiry) are arranged in alphabetical order. Doing so, provides an objective order to a group 

of culturally, professionally, and personally distinct people.  

Chapter 3 positions researcher as manuhiri. Within this thesis, manuhuri are argued as 

guests/visitors, and in the historical and political contexts of Aotearoa, the identity of visitors 

is varied. From manuhiri who travel to live in Aotearoa, to Māori manuhiri who travel 

between Iwi (Barlow, 1991; Marsden, 2003; Mead, 2003), the meaning of manuhiri is flexible 

to context, protocol, and community.  

As manuhiri travelling to Yawuru Country, and the author of this thesis, a 

whakawhanaungatanga approach respectfully acknowledges Marrugeku Dance Theatre 

participants, Edwin, Rachael, Miranda, Josh, Dalisa and Eric.  

3.2 Dalisa Pigram  

Dalisa was born and raised in Yawuru Country, Broome, North Western Australia. Her family 

come from the Yawuru people of Broome, and the Bardi people of the Dampier Peninsular in 

the Kimberley region of Western Australia. Dalisa has been part of Marrugeku Dance Theatre 

for 23 years. Dalisa talks about her role as an Indigenous woman and co-artistic director of a 

company that is situated in her own Country: 

I am Yawuru, and in my twenties was faced with the opportunity to learn my language 

with an old woman. I just sat with her, drover her around and just took care of her to 

show her that I had no other intentions but to right. She entrusted me with lots of 
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things and she just told me as much as she could in the 10 years that I had with her. 

That connection it is always reflective of processes and the way that I deal with 

protocols and things like that. It also informs how you take care culturally in 

Marrugeku and doing the right thing by the community that we are working in. And 

considering that it is my own, I have an extra responsibility to do the right thing.  

I think that time with that elder, not that I don’t have my own elders that have 

influenced me and that I turn to for guidance, but just having someone with soo much 

knowledge sitting by you for that time I will never take for granted and I just want to 

make sure everything she ever shared with me is repeated. So, we have put a lot of 

time and energy into the concepts of Aboriginal knowledge systems.  

Language and protocol are significant for Dalisa in her contributions within Marrugeku Dance 

Theatre. Having known co-artistic director Rachael Swain since she was 18 years old, 

Dalisa’s connections to Marrugeku Dance Theatre and Yawuru communities are vast and 

intrinsic. I regard her as a key knowledge holder and facilitator for Indigenous and non-

Indigenous relationships. Her own cultural integrity as Yawuru, her language, and the lived 

experiences of her community are pivotal in her creative practices and approaches to 

Marrugeku Dance Theatre productions and ideologies of intercultural praxis.  

 
Template 5:  

Co-artistic director of Marrugeku Dance Theatre Dalisa Pigram, Yawuru Country, 2014 
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3.3 Eric Avery 

Eric is an Indigenous artist from the Ngiyampaa, Yuin, Gumbangirri, and Bundjalung people 

of NSW, who lives in Gadigal Country (Sydney, Australia). He is trained in Western 

contemporary and ballet styles of dance. In our first meeting, Eric communicates his agency 

in finding balance as an Indigenous multidisciplinary artist working within Western 

constructs of the aesthetic.  

During our first formal interview, Eric talks about his career, and a love for Western genres of 

dance. Working on his own discourse of movement, Eric states that he is creatively searching 

for commonality between the worlds of Western genre and his own culture. It is also 

important for Eric that he confidently locates himself within the wider Arts community of 

Australia: 

I am always thinking about how to utilize these Western forms in order to release my 

spirit. Last year I got a grant explore and to research more of my language. Coming to 

Broome and working with Marrugeku Dance Theatre during their choreographic lab 

was part of that process. The experience was very spiritual. It is important to me and I 

think that is what I bring, naturally, techniques to release. I can say that once I started 

to learn language I started to understand other ways to release my spirit in dance. For 

my it’s like going back to my cultural ceremony of movements that could have been 

performed by my ancestors. I have come to the conclusion that I go more into a trance, 

and I have been doing trance work for a long time in my own practice. I think that it is 

the way for me to access the information that is given to me by my ancestors.  

I was this one time making a dance about the echidna50 during I started to repeat this 

word whilst moving, ‘kaya, kaya’ and I started doing this movement. After, I wondered 

about the word and went to ask my father who mentioned some link to Egypt. I wasn’t 

convinced, and after that I went to listen to some old recordings of my grandfather for 

the first time in the Library at Canberra. On the recording it was the first word that he 

                                                
50	Echidna	–	Australian	egg	laying	mammal,	sometimes	known	as	a	spiny	anteater.	
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said. I still feel a response to this day, of course my ancestors were clever men, and 

‘kaya’ is the word for the string that the clever men used to climb up into the sky to 

release the rain. So, I knew from that moment, that this was inherently in me and that I 

access this information in a way that others may not understand.  

When I am in a ballet class I wonder about how to access this information also. So, I 

am letting it speak through me, rather than trying to put my judgement on it. I think 

that there is a balance to come from the Western dance world… In Western dance you 

want to look like this and look like that, there is a look. But on the other side where my 

ancestors are, there is no point unless it is connected. 

 
Template 8:  

Eric Avery. Rehearsal studio, Yawuru Country, 2014 

3.4 Josh Mu 

Josh has a Chinese father and a white Australian mother. Raised in Cairns, Australia, his 

cultural background seems relevant to the interculturality sought by Marrugeku Dance 

Theatre. Watching Josh move during rehearsals, I acknowledge a physical capability that 

comes from being technically trained in Western styles of dance. His body is fluid, strong, 

flexible, and able to perform a vast range of physically challenging movements.  
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In our first formal interview during lunch, I ask how he came to be performing with 

Marrugeku Dance Theatre:  

I was approached by Rach and I met her about 4 years ago at a drama lab, I think she 

was a little fascinated that I was actually also from Darwin. I'm from the territory, and 

I have been exposed to a strong level of multiculturalism that is also Indigenous. I 

grew up like that, and Broome is kind of like a slightly smaller version to Darwin 

actually. I think subconsciously where I come from informs my practice, I guess it 

makes me more open to everything. Culturally I am not really fixed on anyone, past the 

fact that my father is Chinese, and my mother is Australian. I am really just a mixed 

bag, but from my Asian side I am very logical.  

My parents are now divorced, my mother had a hard time being accepted by the 

Chinese side, it was a real big deal for them to even get married. The children were 

accepted, but my mother… hardly. At gatherings they would talk Chinese, and she 

would have to sit there smiling, it was a really intense environment for her. But I think 

now day’s it’s starting to be accepted a bit more, and these days you have half caste 

everywhere. For me being of half race, I find it awfully humbling. I feel like I get the 

best of both sides. I have had an incredibly fruitful dose of Chinese and Australian 

culture. I can go from living in Shanghai, to stay with my Australian grandparents who 

live on a farm with sheep. 

I ask Josh about his dancing background: 

I was always into sports, but I didn’t get into my PE class at school, so I chose dance 

instead. I also started to watch TV with breakdancing and was really amazed by that 

and knew that was watching lots of music clips, and my friends and I created the first 

break dancing crew in Darwin. From there it leads through to my training, full time 

contemporary training technique for three years. When I started contemporary dance 

training it was really different to breaking. I would call it a smarter way of dancing. It 

is really about understanding the foundation of your body and how your skeleton is set 

up. You work to understand the most efficient way to move your body. 
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Efficiency in moving the body is a good term to apply to how Josh works in the rehearsal 

studio. Josh maintained a strict level of professional dancing protocol throughout my time 

working with Marrugeku Dance Theatre. At each rehearsal Josh will run his own warm-up if 

he feels the group warm-up session does not meet his anatomical needs. As a professional 

working with Marrugeku Dance Theatre, it is interesting to see how Josh negotiates his 

professionalism in a multidisciplinary, multi-ability, and culturally distinct environment. 

 
Template 6:  

Josh Mu, Marrugeku Dance Theatre, Notre Dame University, Broome 

3.5 Miranda Wheen 

Miranda or Miri is a non-Indigenous artist born in Australia. Miranda has a strong technique 

due to a long history of Western contemporary dance training. A similar professional 

background to Josh informed her consistent working relationships during rehearsal, and duets 

in final performances. As I discovered with the other performers, there is a personal story as 

to why Miranda is working with Marrugeku Dance Theatre. It's lunchtime when we meet for 

our first formal interview. Time is limited, but Miranda is willing to share her story.  
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To begin with, we discover that her parents were from my own Australian home town. 

Making a ‘home town’ connection with Miranda, I start with the specifics of her dance 

training, thinking that we may have also studied at the same schools: 

I started dancing in Taree. My parents were born in Coffs Harbour, I went to a 

primary school in the Foster area, but eventually we made our way to Sydney. As I got 

older I studied ballet, and then I studied contemporary when I went to University. A 

couple of years ago I was involved with a couple of cross-cultural creative projects, in 

particular with an Indian musician that eventually went on tour. So, I am not 

Indigenous as far as I know, but after that tour Marrugeku Dance Theatre held its first 

Intercultural Indigenous Lab and I was asked to come to that. I was the only non-

Indigenous participant, and I think it was because I was already doing a lot of work in 

that context. It was a pretty amazing privilage. 

During our interview, Miri shares her creative background, which has involved working with 

Contemporary Dance pioneer Elizabeth Dalman51: 

Elizabeth Dalman is a mentor and a friend. She is really one of the first Australian 

choreographers to communicate an authentic relationship to Indigenous knowledge, 

culture and dance in Australia. She still makes really strong Indigenous connections. 

My first professional project with her was going out into the desert, staying with an 

Indigenous community on a creative research exchange. The women elders came and 

stayed with us and we worked together on a project. I have done several projects 

along the way and this led me to being very interested in being and working in those 

contexts. My career has just developed from there and I have worked with dancers 

from a wide range of cultural backgrounds, so there is a lot of cultural information 

going through my body. 

                                                
51	Elizabeth	Dalman	–	Founder	of	the	Australian	Dance	Theatre.	Reccognised	as	a	pioneer	of	contemporary	
dance	in	Australia,	working	site	specifically	and	with	Indigenous	communities	throughout	her	career.	
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I ask Miranda more about diversities of culture that can be felt through the moving body:  

I am lucky to have worked on many different projects in very collaborative positive 

environments. Sometimes I it's like looking adding the spices and adding something as 

a dancer and an artist. I don't think that you can distinctly see the drum rhythms in my 

body, or Africa or Arnhem Land, but I think that people do look at the way I dance and 

see other flavours going on. People don't just see one particular way of movement, 

probably the only constant in the way I move is contemporary dance. But It is just 

flavours, and I would never say that I could do African or Indigenous dance 

 
Template 7:  

Miranda Wheen and Josh Mu. Rehearsal studio, Marrugeku Dance Theatre, Yawuru Country, 2014. 

3.6 Rachael Swain 

Rachael is the founder and co-artistic director of Marrugeku Dance Theatre. Of New Zealand 

settler decent, Rachael grew up on the South Island of New Zealand. Her arrival and life in 

Australia have been shaped by an ongoing creative and personal relationship with Indigenous 

Australian Country. Rachael’s previous work with Indigenous Australian communities, and 

her current work with Marrugeku Dance Theatre in Yawuru Country, are a response to her 

personal critical thinking about Australia, and the experiences of Indigenous communities.  
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Our conversations throughout the research are more formal than my conversations with the 

other participants. Having completed her own PhD, Rachael has some prior experience of the 

doctoral journey I am on. When we have formal interviews, they are structured, and never 

over 30 minutes in duration. As artistic director, Rachael is busy facilitating rehearsal spaces, 

time management, timetables, and dramaturgy development. When we have our first formal 

interview in Broome, it’s at lunchtime. It feels a long way from our meetings in a Sydney café 

over cronuts and coffee. Instead, it’s sandwiches and a seat at the back of the studio. I start by 

saying how different Broome is to Sydney: 

It’s interesting because you yourself know about life on both sides of the Tasman and I 

think that you can get an idea of what that means culturally. How work can be 

informed by such a massive contrast of contexts. So much of white Australia lives on 

the Eastern seaboard, and never ever see Black Australia, so they don’t understand 

that there is another whole Country called Australia going on. Marrugeku Dance 

Theatre explores this Country and being here is important and I love the chemical 

process of rehearsals too.  

I ask about her own experiences of contrasts, not just in Australian Country and community, 

but her own personal thoughts about travelling from Aotearoa New Zealand 

Marrugeku Dance Theatre has been together now for over 20 years. Everything thing 

has gone before to bring us to this moment. My making work here in Australia is from 

an enduring sense of shock and coming here as a New Zealander and what I knew and 

defining myself as a New Zealand pākehā in a dialogue with tangata whenua and 

understand that ‘thing’ was part of my being, it was different. To come to Australia, it 

was different, to Sydney where you didn’t feel that anymore was shocking. It was just 

before the bicentennial52, so to watch that just blew my head off my shoulders. So, I 

abandoned Sydney, we couldn’t handle it. I had two friends, and we left Sydney and 

                                                
52	The	Bicentennial	–	1988	and	marked	200	years	since	the	arrive	of	the	first	British	Fleet	to	Australia.	Marked	
While	celebrated	in	many	Australian	communities,	for	Aboriginal	people	it	represented	the	beginning	of	
colonisation,	marginalisation	and	dispossesion	of	culture.		
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drove to the desert. That was our response to the bicentennial, was to get away and go 

into the desert, and we spent most of the year there working in Aboriginal 

communities. And then the shock of that. So, I think in some ways I continue to make 

work from that point of view, from where I came from as an outsider. I think that 

continues to be the thing that drives the work for me, that sense of shock and injustice 

and that lack of understanding. Just as you say that some people can’t see, have never 

spoken with an Aboriginal person, shared a space, everything. I am continuing to 

respond to that. 

 
Template 9:  

Co-artistic director Dalisa Pigram, Tia Reihana-Morunga (researcher), and co-artistic director Rachael 
Swain. Yawuru Country, Broome (2014) 

3.7 Warrda Lumbadij Bundajarrdi - Edwin Lee Mulligan 

Edwin is Walmajarri53 and Nykina54. He is a multidisciplinary artist who paints, dreams story, 

writes poetry, and performs music and theatre. This is Edwin’s first experience of physical 

                                                
53	Walmajarri	–	Aboriginal	skin	and	language	group,	from	the	desert	areas,	south	of	the	Fitzroy	Valley,	Western	
Australia.	
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theatre and dance performance. Edwin’s poetry provides stories for exploration in Marrugeku 

Dance Theatre’s production, Cut the Sky. Edwin’s stories are thick in knowledge and 

language.  

Edwin’s language is rich, and the words he uses are often beyond my understanding. I decide 

very early on that I will be unable to include them as written text. Edwin learnt to speak and 

write English at a later age, so my stopping to ask him to translate and spell in English feels 

negligent and a deficit in the research approach. So in all our interviews I only ask for the 

spelling of a word if it has been specifically adopted in the rehearsals of Marrugeku Dance 

Theatre scripts. My first formal interview with Edwin involves pasta and cold drinks at his 

accommodation. We begin by talking about Country, and his journey: 

I grew up with old people, I grew up with an old nomad from the desert, and the river 

people too. When I was 17 I decided to go to school, and I didn’t even know how to 

read or write. I had this anger building up inside of me thinking about why I couldn’t 

read or write and felt that I was spending more time with the old people, instead of the 

young people. With old people, you have to sit down and listen. When this would 

happen, I wondered why they were talking to me like that and why they weren’t talking 

to their own grand kids. You dream country when you get older and I always thought, 

why me? Why couldn’t it be someone else. I wanted to go and play football you know? 

But people knew that I was born from special country, and there were lots of meaning 

about dreaming and all them other things. But I didn’t feel special I felt privileged in a 

way. 

I knew that if I wanted to take that opportunity that it was up to me. I grew up thinking 

like an old fella, even the ones that had special powers, were like brothers to me, 

because we had the same spirits from the same area. I grew up believing in that sort of 

thing and most of our generation don’t believe in that sort of thing. I know the stories 

and the language, and it’s very meaningful. You speak your language to your country 

                                                                                                                                                   
54	Nykina	–	Country	&	people	located	in	the	West	Kimberley	region	of	Western	Australia.	
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and that can really connect you. When I go to my country I call out in my own 

language, and when I say that, it is like my spirit leaves and goes to the earth and 

comes back again. I don’t know how to say it in the English word.  

Other ways I make a connection are through my poetry and my paintings. From 

dreams I write stuff down, and it might not mean anything now but a maybe a couple 

of days or weeks later even years later that story will fit to another story. Some stories 

take years, some come backwards. Different directions dreams come, and when you 

get old you have the whole story. 

Edwin isn’t an ‘old fella’ yet. However, he possesses a knowledge of Country that has clearly 

been enriched through a history and relationships with something old. I don’t begin to 

understand, but feel honoured to hear Edwin’s stories.  

 
Template 9:  

Edwin Lee Mulligan. Rehearsal studio, Yawuru Country, Broome  

Chapter 3 has provided a compressed introduction to Marrugeku Dance Theatre participants, 

Eric, Edwin, Josh, Rachael, Dalisa and Miranda. In critical discussions it is important that the 
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reader know the personal and professional backgrounds of the participants so they can engage 

with their lived experiences.  

Next in Chapter 4, ‘te mana o te kaiwhakaari’ (the authority of the performer), the narratives 

and stories of Eric, Edwin, Josh, Rachael, Dalisa, and Miranda provide insight and knowledge 

of Marrugeku Dance Theatre intercultural praxis. Eric, Edwin, Josh, Rachael, Dalisa, and 

Miranda offer a multiplicity of realities through which to further consider the development of 

intercultural praxis that transpires in this thesis 
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CHAPTER 4 

Te mana o te kaiwhakaari  

(the authority of the performer) 

 
Template 10:  

Yawuru Country, 2014 

This colour is community. 
Red, Orange, blue, brown and black. 

Rested in contrast of dry to wet, cliff to wave, orange to blue. 
Difference begins as part of whole 

blue, red, brown, black, 
soft, smooth, gravel, slate. These are my skins. 

This colour, these colours are community 
Tia Reihana – Morunga (2014) 
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4.1 Introduction 

It is about the opportunity to see and hear things differently 
(Dalisa Pigram, co-artistic director Marrugeku Dance Theatre) 

Chapter 4 provides participant discussion from Kaupapa Māori research that investigated: 

How does the creative praxis of Marrugeku Dance Theatre facilitate intercultural 

experience? In Chapter 3, te mana o te tangata (authority of the people), the reader was 

introduced to participant performers in Marrugeku Dance Theatre. Acknowledging Rachael, 

Edwin, Dalisa, Josh, Eric and Miranda in Chapter 3 provided context for the reader in 

engaging with the sharing of story located in this chapter.  

‘Te mana o te kaiwhakaari’ provides specific discourse pertaining to understandings and the 

implementation of interculturalism in Marrugeku Dance Theatre. The authority of voice is 

located in the praxis and lived experiences of the performers. Accordingly, understandings of 

approaches to interculturalism are provided by the participants and their related communities. 

In this analysis of interculturalism, Marrugeku Dance Theatre offer a distinct approach with 

which to critically inform intercultural praxis, and the facilitation of Indigenous community 

and knowledge. A re-consideration of intercultural frameworks and distinct Indigenous 

approaches to culturally diverse relationships are explored in this chapter.  

Working with Marrugeku Dance Theatre offered a multiplicity of critical thought towards 

current intercultural discourses. Specific to my own worldview as Ngāti Hine and Kaupapa 

Māori researcher, the intersections of interculturalism explored in this chapter revealed 

contentions within scholarly research. These contentious relationships are further investigated 

in Chapter 5, which presents literature to support my own critical analysis of Marrugeku 

Dance Theatre, and the facilitation, inclusion, and representation of Indigenous communities 

within intercultural praxis.  

The opening statement for this chapter, ‘It is about the opportunity to see and hear things 

differently’, by co-artistic director Dalisa Pigram (see Chapter 4, Section 4.3.3, p. 168), 
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considers the distinct cultural, personal, and professional backgrounds of Rachael, Dalisa, 

Eric, Edwin, Josh and Miranda. At Marrugeku Dance Theatre, the way they do ‘things 

differently’ with regard to difference, people, and place, is discussed as providing insights 

into intercultural praxis. Within my own understandings of intercultural, I also offer 

reflections that communicate my experiences as an arts practitioner and Indigenous woman. 

Collectively, the ‘opportunity’ and ‘differently’ highlight the significance in the diversity of 

identity that is located in this chapter.  

My own context as a Kaupapa Māori researcher envisages Intercultural in association with the 

facilitation of a validating and equitable experience, which is responsive to difference, place 

and people (Smith, 2003a; 2007). As I travelled to culturally distinct landscapes, in unknown 

territory, my own tikanga navigated difference, moments, places and the people. My 

relationships with Eric, Edwin, Dalisa, Josh, Miranda, and Rachael were distinct and involved 

different consultations that were also directed by personal and professional backgrounds, 

identity, and culture. In different Country, as researcher and manuhiri (visitor/guest), the 

inclusion of my own pūrākau provided support to my meaning making in this research.  

This philosophical Kaupapa Māori exploration contemplates global and Indigenous ideologies 

of intercultural praxis (Chapter 5, Sections 5.4 and 5.5). Within the research protocol, it was 

therefore essential that Marrugeku Dance Theatre understandings and facilitation of 

interculturalism, be acknowledged; in particular, the distinct Australian context that engages 

with socio-political and historical, relationships between Indigenous and non-Indigenous 

communities.  

Next, Section 4.2 will explore how Marrugeku Dance Theatre facilitate the inclusion of 

Indigenous knowledge within intercultural praxis. Specific to the Australian socio-cultural 

circumstances, relationships with Indigenous performers, community members, elders, and 

the significance of Indigenous storytelling are considered. In the wider discourse of scholarly 

contexts pertaining to intercultural pedagogy, Marrugeku Dance Theatre interculturalism are 

confronted by an absence of Indigenous community validation, and perspective (Chapter 5, 

Section 5.5). Therefore, the meaning of Indigenous knowledge for Marrugeku Dance Theatre 
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is also explored in this section, which offers an analysis of the significance of Indigenous 

authoritative voice in a culturally distinct setting. A Kaupapa Maori lens, also contends the 

interpretation, representation, and self-determination, of Indigenous knowledge as means to 

reveal ethical, and equitable cultural consultations.  

Section 4.3 discusses Marrugeku Dance Theatre intercultural praxis as being specific to place, 

and people. Marrugeku Dance Theatre interculturalism, involves ongoing relationships with 

place, landscape and Country. In this research, Country, place and landscape are specific to 

Marrugeku Dance Theatre residency, rehearsals, and the research location, and influence 

protocol, rehearsal praxis, and performance outcomes. Specific to an enduring residency in 

Yawuru Country, there is also reflexivity on how non-Indigenous performers Josh, Miranda, 

and Rachael participate in knowledge reciprocity. The location of self in distinct landscapes 

and stories is analysed in response to Indigenous Australian understandings of Country and 

community. Indigenous Australian Country and community, and navigations of distinct socio-

political circumstance, are discussed as underlying components of distinctive relationships 

determined by environment.  

Section 4.4 will explore how Marrugeku Dance Theatre interculturalism involves casting, and 

the cultivation of relationships with Eric, Edwin, Josh, and Miranda. Co-artistic directors 

Dalisa Pigram and Rachael Swain cast and engage with performers for a prolonged period 

prior to starting projects. In Cut the Sky, the relationships with Eric, Miranda, Josh, and 

Miranda are pre-existing and culturally situated, extending to their relevant communities. The 

cultivation of performers, interdisciplinary skill sets determined by personal and professional 

histories, story, landscape and Indigenous understandings of Country frame unique 

dispositions of interculturalism responsive to difference, place, and the individual. Section 4.4 

also argues that Dalisa and Rachael’s professional relationships with Eric, Josh, Miranda, and 

Edwin reveal critical reflexivity pertaining to cultural awareness and competency, as a pre-

requisite to equitable intercultural participation. 

Section 4.5 provides concluding arguments pertaining to how my distinct experiences with 

Marrugeku Dance Theatre have re-imagined articulations of the research inquiry. The way 
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Marrugeku Dance Theatre interpret and facilitate intercultural praxis is discussed in terms of 

the intercultural scholarly literature and my own philosophies as Kaupapa Māori researcher. 

At the beginning of the research, I was often perplexed at Marrugeku Dance Theatre’s 

utilisation of the term intercultural. I had corresponding experiences in the gathering of 

literature, as contradictions became apparent in the large amount of scholarly discourse that 

omitted Indigenous community, participation, and facilitation. Accordingly, working with 

Marrugeku Dance Theatre created challenges in locating and re-locating interculturalism 

meaningful to the research contexts I was involved in with Eric, Rachael, Dalisa, Edwin, Josh, 

and Miranda. 

Finally, Section 4.6. is the conclusion and offers a segue to Chapter 5, ‘te mana o te 

kairangahau’ (the authority of the researcher) and the discussion of relevant scholarly 

discourses.  

4.2 Marrugeku Dance Theatre intercultural praxis, and the authority of Indigenous 

knowledge  

This section considers how Marrugeku Dance Theatre encompass Indigenous knowledge 

within their creative praxis, examining interculturalism and the inclusivity of Indigenous 

perspective as sites of critical reflexivity. The narratives of Josh, Miranda, Rachael, Edwin, 

and Dalisa reveal indigenous community facilitation, participation, and knowledge. These 

research conversations provide the structure of this section, and highlight respectful 

representations of Indigenous community discourses, and the role of custodians and elders, as 

essential considerations for equitable intercultural discourse.  

It is important to state that alongside the voices of Indigenous participants, non-Indigenous 

perspective also exist. The inclusivity of Indigenous knowledge and perspective brings 

complexity through the participation of non-Indigenous story and frames of reference. From 

the personal responses of non-Indigenous participants Rachael, Josh and Miranda, to the 

constructs of theatrical performance, multi-layered realities reveal points of convergence 
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between Indigenous and non-Indigenous story, perspective and knowledge (Kawagley & 

Barnhardt, 1998; Nakata, 2002, 2007b, 2010; Waitere, 2011).  

As Ngāti Hine and manuhiri (guest), my understanding of knowledge outside of my own 

worldview remained an ethical consideration throughout this research. In this section, I have 

endeavoured to achieve an equitable account of participant story and my own observation as 

means to engage a critical Indigenous academic rigour. Section 4.2 provides one frame of 

reference through which to explore the research inquiry. The fact that the facilitation of 

Indigenous knowledge may also be seen as a characteristic of Intercultural discourse engages 

a critical lens to consider equitable and ethical relationships. This means specific 

considerations that contemplate hegemony, assimilation, and marginalisation of an 

Indigenous worldview.  

4.2.1 Relationships with Indigenous participants 

 
Template 11:  

Eric Avery, Yawuru Country, 2014. 

In my time working with Marrugeku Dance Theatre, the role of Indigenous performers was 

significant. Indigenous participants Edwin, Eric, and co-artistic director Dalisa, talked about 
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locating their own worldview within the performative contexts of working with Marrugeku 

Dance Theatre. In trying to gain an understanding as manuhiri (guest) and researcher of how 

Marrugeku Dance Theatre interpret interculturalism, it was evident that a key characteristic to 

this discourse involved the inclusion of Indigenous Australian performers with distinct 

backgrounds and responsibilities.  

Edwin had an authoritative role in the facilitation and presentation of Indigenous knowledge 

in the production Cut the Sky. In rehearsals and production, Edwin was the storyteller and 

therefore facilitator of an Indigenous world view. As co-artistic director, Dalisa also played a 

significant role in the inclusion and facilitation of Indigenous knowledge. Other performers 

had less authoritative roles, but, at different stages of my observation, I noted they were 

offered some opportunities to bring their own understanding and identity to the creative 

processes. 

During our conversations, all participants spoke about their experiences of working with 

Edwin (Chapter 4, pp. 152, 154, 156). Being able to share in his story, language, and way of 

being in the world in the close proximity of the rehearsal process was advanced as being 

transformative and educational. While challenging throughout our interviews, Edwin’s use of 

language remained incredibly meaningful to me as researcher, and Indigenous woman.  

I appreciated the richness of his language in communicating knowledge. After the long 

history of cultural marginalisation in Australia, the language spoken by Edwin also 

represented the ongoing survival of culture. Co-artistic director Dalisa also acknowledged the 

significance of Edwin’s language and sharing of story.  

During an interview in Sydney, Dalisa and I discuss the inclusivity of Indigenous knowledge, 

the role of community, and Edwin’s stories:  

In working with Edwin, I sometimes wish that we had recorded the earlier 

conversations with him. It just blows my mind that this young man is of my generation 

and I am just inspired by the way that he looks at things and when he starts talking in 
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language. You understand that everything has a place and it is connected to everything 

else. You understand that it needs to be said, it needs to be thought about, it needs to 

be explored. When I look at him I think that he is younger than me and that he comes 

from this small community and he is telling these stories in his 2nd and 3rd language. 

He is translating his dreams that probably came to him in his language and his body. 

To think about this young Indigenous man from his community where he could have 

ended up on any road, some negative, some positive and he in the front saying what he 

does, and he has this way of unpacking life for all of us to connect in a poetic way. It’s 

special, its beyond articulations, it’s about listening.  

I talk more with Dalisa about the audience being able to listen to Edwin’s words, understand 

what is being said, and the underlying morals and messages about the environment and 

Indigenous Australian culture. Talking about the complexities that can occur in the 

transmission of Indigenous knowledge to non-Indigenous contexts, I wonder about how we 

manage equitable exchanges between Indigenous and non-Indigenous communities. 

I think that this game of making a performance with this idea of being an Intercultural 

company within an Indigenous context is the key. We are interested in what Aboriginal 

knowledge systems and ways of seeing can offer the rest of the world. To put this into 

the bodies of non-Indigenous people or other Indigenous people from other areas. For 

example, we have people like Miranda who is a young white Australian lady and has 

worked internationally and her experiences in being able to move in a cultural way 

and from a different place. How awkward she felt but she kept going and was able to 

shift in the mind of what you think dance should be. She was able to respond to the 

way that we work.  

I then come back to Edwin’s stories and Dalisa’s own stories as Yawuru. I ask Dalisa about 

her own facilitation and inclusion of knowledge within Marrugeku Dance Theatre: How does 

that happen? 
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In the show, ‘Cut the Sky’ it was named by someone in my family. When the boys were 

out bush in lore55, walking around, if a storm was coming it could be said ‘Ah Cut the 

sky’ and make space for the good spirits to come. Clear the sky, this is really 

important business. I know with everything inside of me when I was told that as a little 

kid I would listen, I knew that one’s could do that, they knew the right song to make it 

happen. Clever people from the community could do that. When Rachael asked what 

we could call this project that looked at climate change I said that there are old people 

that can deal with them things, they can still do this, and they are here, so why aren’t 

we tapping into that knowledge. 

Listening to Dalisa makes me think about personal intentions, and the many ways you can 

locate yourself in the environments you inhabit. In making those important connections to her 

own identity, as does Edwin does through his stories, Dalisa provides a point of reference for 

Marrugeku Dance Theatre in engaging in Indigenous perspective. This perspective is 

articulated through their own realities as Indigenous performers. For Dalisa, as well as her 

own stories, she actively engages in others, like Edwin’s, as means to make impacts upon her 

own visions and perspectives of culture: 

So, when I hear Edwin, I think, there is still hope, maybe we will be ok. There are 

younger ones with knowledge and we should respect and remember that. I find it 

strange why we don’t tap into these knowledge systems. Edwin had learnt well from 

his elders and you have to trust and value that if we have any opportunity to do the 

same, we should be doing that as a lesson for our mob.  

Our talk reveals that the inclusion and authority of Indigenous knowledge within Marrugeku 

dance Theatre is not just about intercultural facilitation; it is also about the revival and 

validation of Indigenous knowledge. For Dalisa, her role in the advancement of Indigenous 

knowledge is also about her community’s survival: 

                                                
55	Lore	–	known	as	traditional	lore	(law),	protocol,	behaviours,	cultural	guidelines,	rules	&	punishment	that	is	
distinct	in	knowledge	and	to	Country.	
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It is more apparent when we keep losing elders. I worry about my dad’s generation, 

the ones that are still seeing that old landscape. Then I look at Edwin and his mob, and 

people right around the Kimberly and Western Australia and everywhere. I forget that 

there are still strong ones like Edwin that are young and speak full language and are 

still connected to powerful people. I grew up with bits and pieces of that. My brother 

was initiated through lore and I think he is the only one besides one other cousin. I 

was lucky enough to see all my mums getting ready for ceremony. I think about my 

nephew who is coming up to that age and think what is going to happen, there are 

questions around who is going to carry that. 

Dalisa’s conversation reveals how she sees her role within Marrugeku dance Theatre as a way 

to ‘carry’ out a responsibility to enrich and validate her own community knowledge. There is 

a lot of consideration and a sense of responsibility in facing the cultural challenges of Yawuru 

country and community (Section 1.10, p. 43). Accountability in how Yawuru culture and 

other Indigenous communities and performers, including Edwin, are represented is also 

apparent in our conversations. As co-artistic director, Dalisa also facilitates the complex 

relationships between her own community members, non-Indigenous participants, and other 

Indigenous participants and their communities.  

As an Indigenous woman with my own ongoing responsibilities, I feel able to comprehend the 

responsibilities faced by Dalisa. I then ask how she negotiates the distinct locations in 

representations of Indigenous knowledge in Marrugeku Dance Theatre: 

With our mob, neighbouring language groups there are always protocol. Sometimes 

you just think, I am more nervous about being prepared about the right thing when 

also representing my mob. Have I asked the right questions? what can I do here in this 

place, will there be repercussions if I don’t do the right thing? It has been ongoing 

thing starting with the company 21 years ago to slowly discover what it means for me.  

This seems to add to the already complex framework of relationships around Marrugeku 

Dance Theatre:  
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We call ourselves an Intercultural company and you have to keep the balance and 

ensure that things are done the right way. Between Rachael and I we are keeping up 

with our cultural responsibilities to ensure that everyone is alright. I like being in an 

Intercultural company and not being boxed into that because then it has to have a 

certain story and stereotype, so we are freer, to go where we want to go. I do 

understand people’s concerns about working with non-Indigenous that it all becomes 

one sided or non-Indigenous creating their own ideas of who or what and Aboriginal 

person is. But in our company, we work towards a balance where people are listened 

to. 

During my interview with Dalisa, I reflect upon the significance of her inclusion of 

knowledge from her own and other Aboriginal communities. Her awareness of her 

responsibilities to Marrugeku Dance Theatre and her own family was evident throughout my 

time spent with the company. At a time when her own elders are being faced with distinct 

challenges, Dalisa also recognises the important role of Edwin in preserving and restoring the 

wellbeing of Indigenous culture in Australia.  

Because intercultural praxis may be considered as a way of preserving the wellbeing of 

Indigenous culture, how and where knowledge is located becomes a critical deliberation in 

this thesis. My interview with Dalisa reveals that formal or stereotypical sites of Indigenous 

community knowledge are unsettled in relation to how each language group may share and 

engage with other worldviews. As communities like Dalisa’s are still facing the effects of 

colonisation, her relationship with Edwin and his sharing of story can be seen as a positive 

engagement with the resilience of knowledge. 

As a Yawuru woman Dalisa also identifies specific protocols that are involved in the 

inclusion of Indigenous knowledge. Negotiations of Country are distinct for each landscape, 

Dalisa communicates an awareness of the responsibility of being respectful and ‘doing the 

right thing’ in a diversity of locations and contexts. At home, the inclusion and facilitation of 

Indigenous knowledge and ‘representing her mob’ in Marrugeku Dance Theatre has 
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immediate agency that is integral to her community. For Dalisa, Marrugeku Dance Theatre is 

a way to engage, revise, vitalise and position Yawuru knowledge.  

In her approaches to revitalising her ‘own mobs’ knowledge systems, how this way of being 

in the world engages with non-Yawuru, non-Indigenous communities is part of the process. 

Dalisa reveals that Marrugeku Dance Theatre are interested in what ‘Indigenous systems and 

ways of seeing can offer the rest of the world’, and that by facilitating culturally distinct 

participants and perspectives, they become more ‘free to go where we want’.  

I think critically about what such freedom in intercultural discourse may represent. In 

Indigenous communities, the involvement of non-Indigenous can be met with suspicion. 

Dalisa raises “people’s concern [where there are] non-Indigenous creating their own ideas of 

who or what an Aboriginal person is. But in our company, we work towards a balance where 

people are listened to”. I also adhere to the outcome that Dalisa highlights as ‘balance’. The 

question of what balance looks and feels like in intercultural discourse emerges as a critical 

thought during our conversations.  

Dalisa advances the significance of Indigenous knowledge in the lives of non-Indigenous 

communities, saying that this relationship considers the restoration and wellbeing of her own, 

and other Aboriginal communities. ‘Balance’ reappears here as a process of reclamation, 

resilience, and decolonisation. There almost seems to be an undoing to re-balance the current 

status quo of societal frameworks long associated with the marginalisation of Indigenous 

Australian Culture. In this consideration of Marrugeku Dance Theatre interculturalism and the 

inclusion of Indigenous knowledge, balance does not necessarily mean a comfortable, settled 

equilibrium.  

With regard to experiences of Indigenous knowledge, George, (1999), Getty, (2010), Maurial 

(1999), Semali and Kinchole (1999) and Royal, (1998, 2012) specifically argue the value of 

Indigenous knowledge for non-Indigenous communities. Balance, is considered as providing 

alternative approaches to relationships and ways of being in the world that are more equitable 

and sustainable for people and the environments we inhabit. Battise (2002, 2005) and Ball 
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(2004) also critically advance the reconsideration of Indigenous knowledge in non-Indigenous 

communities. In the quest for ‘balance’, how, where and why the reconsideration occurs has 

also debated by Costagno and Brayboy, 2008, Lowe and Yunkaporta 2013, and Gegeo & 

Watson – Gegeo, 2001. The intent, authority, facilitation and validation of how we 

acknowledge others brings a complexity of cultural consultation. Within Marrugeku Dance 

Theatre, this means Indigenous participant experiences and wellbeing are important as sites of 

ongoing reflection.  

Existing relationships with relevant Indigenous communities also emerge as an important part 

of Marrugeku Dance Theatre intercultural protocol. For Dalisa, the establishment and 

maintenance of these relationships is significant to the equitable intent with which knowledge 

is shared, and to the wellbeing of Indigenous participants whose worldview is being included 

in rehearsals and performances. As such, Marrugeku Dance Theatre interculturalism, and the 

facilitation of Indigenous knowledge is framed through relationships with elders and 

community members. 

4.2.2 Relationships with elders and community members 

As Māori, the role of my elders or kāumatua is important. When I go home to my marae, 

being in their company and hearing the stories of their lives provides insights into my own 

lived experiences. In Māori communities, elders are considered as the holders of our 

knowledge, and facilitators of our wellbeing (Love, 2000, 2004; Mahuika, 2008). When I 

travelled to Yawuru Country, my own relationships with kāumatua (elders) from Aotearoa, 

brought an awareness of the role of elders in the Marrugeku Dance Theatre intercultural 

praxis.  

For Marrugeku Dance Theatre, the negotiation of relationships with elders also informs the 

facilitation and transfer of Indigenous knowledge. In particular, Marrugeku Dance Theatre 

trustee member and community elder Patrick Dobson holds an authoritative role in the 

conception, exploration and development of work. During my time in Yawuru Country, 

Patrick visited on several occasions to view and provide feedback on work being explored 
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within the rehearsal space. I was also made aware in my interviews with Rachael Swain that 

negotiations with Patrick were ongoing, and that his perspective of the works in progress had 

conceptual and contextual significance. 

In our last formal interview in Gadigal Country, Sydney, Rachael and I spoke about the role 

of elders and custodians in Marrugeku Dance Theatre. Our interview followed their 

performance of Cut the Sky at the Sydney Opera House56. As we talk I mention that the Opera 

House performance was very different to being in Yawuru Country. I ask Rachael about how 

Marrugeku Dance Theatre re-locate themselves in such contrasting environments, and 

maintain consideration of the community to which they belong. Rachael talks about the 

communities, belonging, and the role of Yawuru elder, Patrick Dobson:  

Our work is answerable to custodians, it is answerable to the community, we put it into 

the community and we show it to the community. The custodians watch the work and 

we are certainly told if something should be changed. It has always been like that from 

the get go with the company. I get tired of work that gets made in the cities and never 

makes its way back into country. The dramaturgy of that is different and the audience 

that it is for is different.  

I ask Rachael about how this informs what they do on stage and in rehearsal praxis, what 

makes it different, and how they reconcile respecting the community whose knowledge they 

are representing. As we talk, I get a sense that being answerable to the community is about 

relationships, and the authority in which those relationships occur: 

When we are curating the material, like in the very first week in Broome, Patrick our 

elder, came in to speak with us for most of the afternoon. Patrick works strongly with 

us is a big part of what we do.  

                                                
56	Sydney	Opera	House	–	multi-venue	performing	arts	center	in	Sydney,	New	South	Wales,	Australia.	Designed	
by	Danish	architect	Jørn	Utzon,	the	building	was	formally	opened	on	20	October	1973.	
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Patrick provides a cultural safety to the themes and knowledge that are explored within 

Marrugeku Dance Theatre. Thinking about how Marrugeku Dance Theatre often challenge 

stereotypes of Indigenous dance and performance (Chapter 5, Section 5.2), I ask Rachael if 

perhaps Patrick is trying to unsettle non-indigenous audiences through the stories being told 

in Marrugeku Dance Theatre, to make them more culturally aware:  

A big part of what he does, has been shifting Indigenous performance, to not just 

something that can be watched comfortably from somewhere else. I think that Patrick 

is deliberately reversing the lens, and he is proposing that we speak back to a really 

big central issue that the world is currently dealing with from the depths of an 

Indigenous experience. From the hardship that Indigenous people have been through 

and the knowledge that they have gained. Speaking back to the world saying that we 

are also talking your language because we are talking about things that you are 

dealing with and we have something to give you that will contribute to some of the 

serious situations that we are dealing with and that you are dealing with now. So, it is 

a complete reversal on how a lot of Indigenous performances are sold and presented 

and viewed. That is what he is doing.  

Rachael advances how contributions and knowledge from Patrick that are specific to Yawuru 

Country promote a disruption to ideologies of what may be considered Indigenous 

knowledge, and in particular Indigenous dance and performance. In Australia, Aboriginal 

traditional and contemporary dance discourses can be problematic when situated in Western 

constructs of the aesthetic and performative (Scott, 1994; Varney, 2011). Marrugeku Dance 

Theatre’s work with Patrick represents community connections and an authority to present 

Indigenous knowledge to others. In doing so, they also present a different lens that challenges 

Indigenous performance because Marrugeku Dance Theatre involve non-Indigenous 

performers and perspectives. In relation Dalisa’s notion of ‘balance’ (Chapter 4, p. 127), 

themes of disruption of the status quo or stereotypes of Indigenous Australian culture are also 

evident in my interview with Rachael. This is political and aligns to a history of black dance 

in Australia associated with challenging colonial ideologies of Indigenous Australian theatre 

and dance (Blanco, 2005; Scott, 1994; Varney, 2011).  
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In my final days in Broome, Marrugeku Dance Theatre offer a ‘work in progress showing’ for 

community members. There is some anticipation because Patrick will also be attending. In the 

car park prior to the showing, my husband and I are re-introduced to Patrick. We have just 

returned from our visit to the Yawuru community and language centre, where we experienced 

a range of displays that detail the histories and storytelling of Broome elders. Stories of 

genocide and being forcibly removed from families present lived experiences that I had only 

read previously within historians’ accounts, as discussed in Chapter 1(Sections 1.7, 1.8, 1.9). 

It was a bitter visit, and emotionally challenging to read personal accounts of government 

policy and its effects on the Indigenous and ethnic communities of Broome. Learning about 

such histories in this way revealed further complexities for my considerations of Marrugeku 

Dance Theatre agency, and my own approaches to the research.  

Returning to the rehearsal studio to see Marrugeku Dance Theatre perform and talking with 

Patrick is particularly impacting in light of the historical and socio-political underbelly we 

have just experienced at the Yawuru community house. Yawuru Country is about the survival 

and resilience of people and place. Witnessing the role of Patrick in Marrugeku Dance 

demonstrates how elders in the community have provided the stability for such survival.  

When I go into the studio, it’s quiet. Patrick is welcomed inside and acknowledged in 

greetings by the dancers, Rachael and others present. There is a brief introduction and then 

Marrugeku Dance Theatre perform.  

As far as I know, Patrick has no formalised theatre or dance training. However, as an elder, 

and in response to the representations of Indigenous Australian culture that occur in the work 

of Marrugeku Dance Theatre, Patrick’s feedback is paramount. As custodian, Patrick holds an 

important authority to approve, guide and initiate deepened characteristics of Indigenous 

knowledge. This important relationship provides safety for Marrugeku Dance Theatre in 

confidently engaging Indigenous knowledge in a respectful authentic manner, and ensures 

their accountability to the community they are representing remains essential to protocol and 

process.  
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After Marrugeku Dance Theatre perform, I don’t expect to hear feedback on technique. 

Instead Patrick challenges Marrugeku Dance Theatre on their physical and spiritual 

manifestations of the Crocodile story in the work. I listen and consider that he is also 

challenging the rhythm and pace of the crocodile performance to give time to a more 

authentic telling of story. As performers in Western formats of dance performance, we are 

often in ongoing relationships to structures that can be determined by counts, dynamics and 

performance quality (Grau, 2012; Shapiro, 1998). Particular values of the Western aesthetic, 

as discussed in Section 5.2, are challenged by Patrick’s adherence to an embodied knowing.  

The way performers are moving and how they embody the knowledge is the focus of his 

feedback, which is situated within Indigenous perspectives of the moving aesthetic. Patrick 

does not discuss aspects of Western execution of body movement. Instead, his feedback 

challenges the conceptual comprehension of what they are doing. This means not miming 

being a crocodile, but rather being able to meaningfully locate your own identity in a 

reflection of its behaviours and characteristics, and the words that Edwin is saying. This 

profound feedback from an elder continues to challenge how Marrugeku Dance Theatre 

facilitate and transfer Indigenous knowledge.  

At the beginning stages of a production, being located in Broome, working with community 

and receiving ongoing feedback from elders like Patrick have a substantial influence on the 

intercultural praxis of Marrugeku Dance Theatre. Patrick’s presence as a cultural advisor is 

also reflective of prolonged, ongoing family and community relationships. Their residency is 

supported by co-artistic director Dalisa’s own belonging to the community. Rachael has also 

developed her own sense of belonging over her 20 years of living within Indigenous 

communities (Chapter 3, p. 114). Responsibility and a reciprocity to place are also important 

in these relationships that are deeply connected to community and Country. As Rachael states, 

“Our work is answerable to custodians, it is answerable to the community, we put it into the 

community and we show it to the community”. Witnessing how Patrick works with 

Marrugeku Dance Theatre provided an example of this accountability and relational 

reciprocity. 
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On reflection, the relationships that occur between elders and Marrugeku Dance Theatre 

appear deep and enduring to me. Relationships do not just occur for the period of a rehearsal 

and production, tangible only within a formal feedback context of works in progress. 

Relationships extend outside the parameters of a professional context to personal 

environments. Elders working within Marrugeku Dance Theatre are family and community 

members. As such, reciprocity, accountability, trust and belonging inform an ethical 

framework for what happens in the formal rehearsal spaces. When I first meet Patrick, he is 

introduced as a family member, father and grandfather. Rachael’s relationship with Patrick 

appears to me as incredibly respectful. I understand that Rachael has a long enduring 

connection to Yawuru Country, Patrick, his kin, Country and history.  

As well as their work with Patrick, there exists an extended community, a kinship of 

relationships strongly connected to the conceptual manifestations of how Marrugeku Dance 

Theatre devise and create work. Story that appears within their production of Cut the Sky has 

a lineage of becoming that ethically locates and validates the Indigenous knowledge in the 

production. For example, Dalisa talks about meeting many elders when working with Edwin, 

in particular working with Edwin’s family over a prolonged period to establish important 

protocol that supports Edwin’s involvement with Marrugeku Dance Theatre. Talking in 

Yawuru Country, Broome, Dalisa and I discuss Marrugeku Dance Theatre relationships with 

elders and the significance of these relationships for enriching Indigenous perspective. In 

particular, Dalisa describes meeting Edwin’s family: 

We travelled to meet with Edwin’s grandmother. Edwin had left us alone to talk. She 

told us story about Country from the beginning, and Edwin’s poems are a reflection of 

this knowledge. It is a bit like a rolling story. It was about a dream that Edwin had, but 

it was also about the story that his grandmother shared. It was a sad but sometimes 

funny story. The next morning, we went to the places that she had spoken about. We 

were able to see the shape of the landscape that told the story. Looking over the flat 

country plains and the termite mounds that were representative of the people. It was 

amazing to be out in that Country at 5 in the morning. 
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Dalisa talks of the protocol behind storytelling in Marrugeku Dance Theatre, stating that 

“Edwin’s poems are a reflection of his knowledge” distinct to his Country and therefore have 

distinct accountability to elders and custodians. Dalisa’s story also reveals multi-layered 

ideologies of interculturalism that extend to Indigenous sharing of knowledge. Travelling to 

meet Edwin’s elders provided insights to the knowledge being shared in his stories. These 

experiences appear to affirm and validate Marrugeku Dance Theatre facilitation of Indigenous 

knowledge in their praxis. 

Within this relational discourse, however, the depth of knowledge transferred is also 

determined by Dalisa and Rachael’s own unique cultural positioning. From the stories shared 

by Edwin’s elder, to their representation on stage in the formal performance of Cut the Sky, it 

is important to acknowledge processes of adaption that occur in performative rehearsal 

processes. Redefining experiences, and the interpretation of knowledge that is outside your 

own worldview, is determined by cultural competence.  

Cultural competence, as argued by Bevan-Brown (2003), Smith (2007), Sue (2001) and 

Sleeter (2009, 2012), suggests that the participants are able to critically move into logic that is 

potentially outside their own meaning making. Rachael and Dalisa demonstrate cultural 

competence with Edwin in their adaption of intercultural protocol that understands the 

authority of his elders and his responsibility to his Country. That Edwin’s story remains 

situated in the Country to which it belongs is significant (Smith, 2003a, 2003b, 2005a; 

Nakata, 2002, 2007a, 2007b, 2010), as is the recognition of the role of community elders in 

the representation and navigation of Indigenous knowledge in wider community contexts. In 

considering intercultural discourse, an awareness of location, locality, history and the role of 

elders in this authority to represent and share distinct knowledge is therefore seen as 

paramount. 

At Marrugeku Dance Theatre, the facilitation of Indigenous knowledge also provides 

opportunity for others to move in response to particular Indigenous provocations. These 

provocations occur frequently through the lived experiences and storytelling of Indigenous 

participants like Edwin. In the following section, Edwin’s stories are discussed as an example 
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of the inclusion and facilitation of Indigenous knowledge in Marrugeku Dance Theatre 

intercultural praxis.  

4.2.3 Indigenous storytelling 

In the research, Indigenous story was explored as a key approach to the inclusion and 

facilitation of Indigenous knowledge. Located alongside non-Indigenous narrative, 

Indigenous story (Chapter 2, Section 2.5) provides insights about dreaming, and changing 

landscapes, spirits and animals. As such, stories shared by Edwin feature as ways to engage 

with the world, and with each other.  

 
Template 12:  

Edwin, Crocodile Story, Yawuru Country, 2014. 

When watching rehearsals in Yawuru Country, Broome, I became familiar with several 

stories that present reflections upon human behaviours. For Marrugeku Dance Theatre, these 

stories are also communicated as points of connection between Indigenous and non-

Indigenous performers and audiences; in particular, the crocodile story told by Edwin. 

Explored as a shrewd character that can represent a darkened and callous part of our persona, 

the crocodile provides logic to explain the behaviours of humans responsible for the 

destruction of environment, a key theme in the Cut the Sky production. It is a self-reflective 
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sharing of knowledge that asks the listener to think of themselves as an animal, by identifying 

their own indifference, liability, involvement, and responsibility to environment.  

Within an Indigenous perspective, these personal reflections are sought by intrinsically 

locating yourself to your surroundings, and the logic of crocodile characteristics. In rehearsal, 

Edwin passes me a copy of his story: 

Once upon a time the crocodile was a human being 
His heart became hard and when his heart became harder 

His flesh became hard and when his flesh became harder his skin became hard and that 
became the scales on his back, wounds that have never been healed. 

He developed a taste for blood 

The wounds on his back became so great the weight made him walk on all fours 
From a gentle human he became an aggressive human, he became the demon that lives 

among the murky waters 
The murky waters represent your belly, the crocodile lives in there 

The wounds on his back became an environment, became the communities, the small towns 
and cities 

Each person has that crocodile living in their belly. Even if we don’t want to anything that 
starts or ends with blood, that crocodile wants blood. 

The crocodile is very patient and cunning, he is a great hunter, a hunter of souls. 
Needing more blood to move about he ripped open his own stomach in a sacrifice, his own 

blood became a red carpet that he walked down into the city 

Beware of the murky waters and beware of what lies below 
There is a cunning creature that needs more than water to drink and more than blankets to 

wrap himself up in 
Edwin Lee Mulligan (2014) 

My own understanding of Edwin’s story is that the attributes of the crocodile are the same as 

the human behaviours responsible for the pillage and devastation of Country. The crocodile in 

me can be apathetic in my role in looking after the environment, and complacent about the 

suffering of my own whenua (land). Marsden (2003) suggests that papatūānuku (mother 

earth) is a living organism with biological systems, and these systems provide support to 

relationships and networks that include animals, birds, plants and trees. Marsden (2003) 

writes: “Until we relearn the lesson that man is an integral part of the natural order and that he 
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has obligations not only to society but also to his environment, so long will he abuse the 

earth” (p. 69). As Royal (2009) and Torres (2009) argue, Indigenous knowledge that looks to 

the environment and its inhabitants provides insight into ways of being in the world.  

Indigenous knowledge within the praxis and performance of Marrugeku Dance Theatre is 

facilitated through the stories of Edwin that are reflective of animals and landscape. There is 

an assumption that as people and inhabitants, we too are engaged in our own relationships 

with place (Brown & Toadvine, 2012; Penetito, 2009, Scissons, 2005; Stewart, 2010). Royal 

(2004) argues that ways of being in place are inherently a human experience. Ideologies 

located within the specificities of Indigenous knowledge and notions of Indigeneity are 

explored in our own personal responses to Edwin’s stories. For me, Edwin talking crocodile 

makes me reflect about how I meet my own obligations to society and the environment. It 

also critically analyses the characteristics of our communities that allow large corporations to 

pillage Indigenous communities for natural resources.  

During rehearsals in Broome, Rachael, Eric, Dalisa, Miranda, and Josh worked with 

‘Crocodile Story’ tasks that explored personal and emotional responses. Visits were made to 

the local rescue sanctuary to watch and research the crocodile. Within the studio, story 

provided stimuli for choreographic reflection and development. Marrugeku Dance Theatre did 

not teach a crocodile dance. Instead, personal meaning provided the stimulus for 

choreographic developments.  

Edwin discusses his role and storytelling within Marrugeku Dance Theatre we meet in 

Sydney Australia, sharing story and his experiences as an artist and storyteller: 

I offer my story through poetry and paintings. I think that in my conscious even with 

other people from other tribes I wonder where are their elders and I feel sorry for 

them, so I show them things and share things with them.  

In Sydney I ask him specifically about his experiences in working with Marrugeku Dance 

Theatre: 



 

150 

Working with this mob (Marrugeku Dance Theatre) is different and encouraging. It is 

very colourful and its very good collaborating with my fellas. I was talking to the old 

people about that and they said that it was good to collaborate. I was speaking with 

my dad on the phone, and I was telling him about what I do as part of my dancing with 

Marrugeku. I told him it’s about the environment and about the black and white mob. I 

told him I was doing a story about dreaming Country, and we have people doing all 

types of things like ballet freestyle. 

I ask Edwin about how he locates himself in these different environments, talking story and 

sharing his art as he navigates his travels with Marrugeku Dance Theatre: 

I see myself as a fish in the pond shared with all the other animals. My pond is a 

community so even when I am in the mainstream, when I am in Broome or Capital 

cities of Australia I am a fish in that pond, I am still swimming in that story. In stories 

about the dreaming I am always learning more about myself. I talk with elders and 

they say that it is not only Indigenous people living here. You have all sort of people 

living here. You have all sorts of people that have them stories. 

Often in my interviews with Edwin, his meaning was not always apparent to me, challenging 

the expectations of formal interviews. My hearing of language, and my own limited 

knowledge, meant that I would always be rethinking and conceptualising his words. As time 

passed, I became more confident about my limited knowledge – this unknowing. In his story 

about being a fish sharing the pond with other animals, when refers to the knowledge of his 

elders, I believe Edwin is talking about occupying culturally distinct environments. 

Interculturalism and having relationships with others is something he is very interested in 

exploring.  

As we talk more, his next story further explains his thinking:  

There is also a story about a dream that I had when I became a crocodile and I swam 

to the side of the river and sun baked then swam to the other side of the river and 
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baked there also. I the water I could see many fish and when I woke I wondered. Well 

in this situation there is always two ways to look at things, there are always two sides 

to the story, the desert tail and the water tail, there are two sides to the story.  

I ask about the desert and water tail and the fish, and the different directions, actions, and 

logic. As Edwin talks more about his story and art, I contemplate how his stories are 

relational, and also the way Marrugeku Dance Theatre negotiate heads and tails as 

worldviews: 

I have lots of stories and we have plenty that we can share. I like to teach cultural 

awareness to white fellas, that is why I also do the paintings, I don’t have 

qualifications to be a teacher, but I have a lot to share. I like to see the expression on 

their faces when they hear black story. I feel that I have something that I can offer, that 

is all. I offer it through my poetry and my paintings.  

The idea that cultural competency can be shared through art and story is comforting to me as 

an Indigenous arts educator. Edwin’s authority to facilitate this exchange on his own terms is 

significant to intercultural discourse and how we frame relationships with others. The 

facilitation and the protocol of how we exchange knowledge are critical.  

In our interviews, the authority of Edwin’s knowledge often felt too deep for my own research 

meaning making. My expectations of asking a question and having it answered in a way 

consciously accessible to me was always challenged. I never really asked Edwin about 

interculturalism. We did however talk about fish and crocodile, and their adaptation to 

environment.  

In a later interview during my final visit to Sydney, Australia, Edwin shares another story 

about goanna, and the acceptance of others – in particular his reconciliation to sharing 

knowledge with ‘white fellas’. As he talks, he reveals the agency in his involvement with 

Marrugeku Dance Theatre and his contributions to their intercultural praxis:  



 

152 

Under the ancestors that have walked before us, you must remember our past. Where 

we came from and where this will lead to. We have to be aware of this understanding 

to move forward. Our language speaks about the land in us. My older brother said that 

English sounds like two rocks clanking together, making too much noise for your head. 

But you got to see yourself carrying two goannas upon your shoulders. One goanna 

represents your society, and the other goanna represents white fella society. You can’t 

throw that away and you have to eat both, the fat and meat together tastes like each 

passing day and satisfaction of both those meats can be very good. Like for me 

working in different mediums and with different culture, being chosen by my elders, I 

just happen to be in the right place at the right time to be picked by the old fella. He 

said in his last few days ‘you know young fella, be my brother to my spirit’. I was like 

ready for it and I am an interpreter and I also translate for my older cultural advisors 

and that is a privilege.  

Edwin’s suggestion to experience the “satisfaction of eating both goanna meats” raises 

thoughts of cultural competency and awareness. The ‘balance’ described by Dalisa (p. 149) in 

the relationships explored between black and white Australia are contemplated as the 

‘digestion of goanna’ by Edwin. Despite his brother’s idea that English sounds like ‘two 

rocks’ clanking together, I think that Marrugeku Dance Theatre are offering different goanna 

meat to participants and audience through the stories of Edwin. 

How Edwin is able to experience his own reality within a wider framework of performance 

that involves Western approaches to theatre and performance is also significant. Within 

formal academic discourse that contends representations of Indigenous knowledge (Section 

1.5, 5.2, 6.4), Edwin shares his experience of remaining inherently connected to his own 

community and reality as a Walmajarri/Nykina man. With regard to Marrugeku Dance 

Theatre intercultural protocol, being able to situate shared experience in the local 

communities to which it belongs becomes a principle attribute for cultural consultations. 

Cultural consultations facilitated through storytelling presented many opportunities for 

personal reflections. For Dalisa, Miranda, Josh and Eric, Edwin’s story has also had profound 
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influences on their experiences with each other. When I meet Dalisa for the last interview in 

Sydney, we talk about the significance of Edwin’s stories, in particular the crocodile: 

 
Template 13:  

Yawuru Country, Broome Crocodile Sanctuary, 2014. 

It is rare to find someone articulating it (Indigenous knowledge) in such an accessible, 

unauthoritative way, because there are people out there doing the opposite. For very 

good reasons, but I think the beauty of what Edwin is doing, and what he speaks about 

is relevant to all of us. He is not just talking about himself, he is talking about all 

humanity, he is talking on a different level. With his story Edwin asks if we are going 

to be that crocodile right now. He talks about the idea of power and authority and a 

gentle or an aggressive way. It is reflecting upon choices about which way you will go. 

I ask about the way Marrugeku Dance Theatre present provocations to their audiences, and 

ask about what this means in terms of the performers’ interactions with each other in the 

rehearsal process: 

In rehearsals our initial task was to also draw out the crocodile within each of us, so 

we really did a movement that spoke that. We also wanted to draw the human back 

into the performance, the more human side of the crocodile, what they may look, feel 

and move like. For instance, exploring the crocodile within all of us is a real human 

thing, to connect to that and realise a human side of it all. That it is not just about a 

non-Indigenous person performing an Indigenous move. It’s about taking that 
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knowledge, that idea to your body and seeing what comes for you. An honest response 

to that shape and then mixing those responses and actions from different task-based 

works. It gets really interesting because you get to see other people’s crocodiles in 

other people’s bodies. 

As we talk, I realise that being able to see “other people’s crocodile in other bodies” may also 

be considered as exploring our own independent histories. When I witness Marrugeku Dance 

Theatre explore their own crocodile as dancers, storytellers, and singers, not one of them is 

the same. Difference is established through unique aesthetic and conceptual understandings, 

framed by their professional and personal backgrounds. As we talk about difference, Dalisa 

returns to her thoughts of balance within intercultural consultations, and the inclusion of 

Indigenous knowledge:  

There are negotiations of when and how to show those things, a lot of us have solo 

moments where we are working out what to bring. Often it is juxtaposing with the 

opposite and then sometimes it is in response to what is happening on the stage. But in 

regard to the full balance of the show the trick is trying to make sure that you have 

that balance. It opens perspectives in that it gives you one layer and when we have 

worked these ways with story holders like Edwin and with some elders in the past, 

there are versions of the stories that are meant for different ears. So, the multi-layered 

meanings can mean and can be seen different. So often we are negotiating difference 

within ourselves the localities, nationality and internationality and remotely urban, all 

the different people and all the different layers of our story. So, someone who has been 

initiated in our way may read a whole deeper story that the others who haven’t and 

listen with a different ear. So, we are also always making sure that we consider that. 

It’s a pivotal moment for me when Dalisa talks about balance as being attentive to difference. 

In relation to intercultural discourse that advances outcomes of shared understanding (Fennes 

& Hapgood; O’Regan & MacDonald, 2007; Perry & Southwell, 2011; Tupas, 2014), Dalisa’s 

conversation suggests to me that understanding may actually mean you understand and work 

with differences. Further, to ‘consider’ equitable experiences between different people you 

must also acknowledge multi-layered realities.  
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Template 14:  

Crocodile Sanctuary, Yawuru Country, 2014. 

Dalisa advances Edwin’s stories as being accessible to a diversity of people. The types of 

stories, the multi-layered meanings and how these stories are felt and responded by performer 

and audience are significant for the inclusion and facilitation of Indigenous knowledge.  

Other Marrugeku Dance Theatre participants also see particular Indigenous stories as means 

to develop choreography. During my last interview with Marrugeku Dance Theatre performer 

Josh Mu, we talk about his experiences of working with Edwin:  

In the process even though I would feel restricted at times, the way I drew into it was 

to listen to Edwin’s poems. It is extremely insightful to watch Edwin, because he is 

such a fascinating human being. To imagine what he has and see through his eyes, and 

have never actually performed at the theatre, then to do all the shows and events and 

end up at the Opera House it is really something. You can also find your own passion 

through someone else’s experiences and as much as he may think that I have done a 

lot for him he has actually done a lot for me. He has invigorated me. There has been a 

change of pace and a humbleness with the people that I have been working with. The 
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simplicity brings me back home to Darwin when it was much smaller, the atmosphere 

that it had when I was a kid.  

Josh shares the insights he has gained, stating that Edwin has invigorated his experience in 

working with Marrugeku Dance Theatre. Within the constructs that Josh situates himself in as 

a professional contemporary dancer, his recognition of Edwin transcends being impressed by 

technique and skill only.  

The statement that Edwin’s poems provided a point of departure from which to engage with 

Marrugeku Dance Theatre is significant. Having grown up in Darwin, they presented him 

with positive memories. In other interviews, the restrictions that Josh talks about here are also 

raised. Challenges to his own ideologies of cultural identity, his past experiences with 

Indigenous communities, and his expectations of what constitutes dance choreographic 

processes are revealed as contentions. He also discusses feeling unfulfilled in his craft (pp. 

186–187). As a result, hearing Josh respond to Edwin and his poetry in such a way in this 

interview was transformative and educational from both a personal and professional 

perspective.  

As a non-Indigenous performer working with Edwin, Josh demonstrated the bearing of 

Indigenous story as an experience of Indigenous knowledge. For Marrugeku Dance Theatre, 

providing non-Indigenous participants and audiences with experience of Indigenous 

knowledge is, as stated prior by co-artistic direct Dalisa (p. 146), a key intent of their 

intercultural praxis.  

Within a wider discourse, the ways in which Marrugeku Dance Theatre facilitate Indigenous 

story also re-considers ideologies of Indigenous knowledge, and representations of 

Indigenous Dance. Working outside what might be considered traditional ceremonial 

representations of dance, Marrugeku Dance Theatre are reconsidering what constitutes 

Indigenous performance in Australia (Casey, 2011). A dance theatre that incorporates current 

political discourse of Indigenous story also allies with Blanco (2005) and Scott’s (1994), 
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research pertaining to the role of socio-political contexts in the development and 

representation of Indigenous performance.  

Tokenistic beliefs that Indigenous Australian dance ‘only’ occurs in ceremony and amongst 

communities are challenged within the culturally transverse consultation that occurs in 

Marrugeku Dance Theatre. What makes it Indigenous and what makes it non-Indigenous 

become ambiguous boundaries to be determined by formal constructs of arts funding 

committees and the cultural lens of the viewers, Indigenous and non-Indigenous.  

During our interviews Josh repeatedly states he is not Indigenous and therefore limited in his 

knowledge. However, Josh does communicate being ‘drawn in’ by Edwin’s poems. In our 

conversations, he expresses an appreciation and awareness provoked by experiences of 

Marrugeku Dance Theatre Intercultural praxis, and the inclusion and facilitation of story as 

Indigenous knowledge.  

Eric’s experiences of Indigenous story in Marrugeku Dance Theatre also provides an 

Indigenous perspective of how Marrugeku dance Theatre approach intercultural praxis. 

During our interview in Sydney with other Indigenous performers of Marrugeku Dance 

Theatre, Eric reflects on his own kinship connections in response to the stories of Edwin:  

What I have been learning, the different stories from Edwin, they are different to some 

of the stories over here (Gadigal Country, Sydney). I just recently learnt some of those 

stories too. It is interesting what Edwin says, the different totems and how they 

interact, the kinship and its already there. That is what it means to us. I have been 

taught that it is already there. Animals interact with each other, that is the story.  

As with Dalisa, Eric talks about brings his own history and cultural knowledge to interact 

with Edwin’s. Intercultural, and relationships that exists between Indigenous participants 

bring further complexity to Marrugeku Dance Theatre. When we talk collectively as 

Indigenous artists, there is much to contemplate in how truth and knowledge occur. In my 
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conversation with Eric, I ask him more about his own history and how he negotiates this in 

Marrugeku Dance Theatre: 

I guess I am at the stage where my eyes are being opened to different things. I won’t 

say too much about that, but it is interesting, and it is also a responsibility. That is also 

where I put myself in this piece of work. In respect to the places we went and what we 

talk about, of what Marrugeku was exploring in Broome, it is interesting for me being 

Koori, because we also have very much the same things, and that is what I have been 

finding out this year. It is a multitude of truths, but what comes is the colonial mark. 

The crocodile story and different mobs have different colonial marks, that is what I 

think. But Edwin’s stories give you strength. 

Eric’s discussion of a ‘colonial mark’ is interesting to me. The ideal that we are able to reach 

a point of not being ‘colonised’ as Indigenous communities seems unrealistic. A breadth of 

academic discourse argues the ongoing effects of de-colonisation (Pihama, 2012; Tuhiwai-

Smith, 1999, 2012; Smith, Battise, Bell & Findlay, 2002). What emerges for me as Ngāti 

Hine, is the significance of how we situate ourselves as Indigenous communities. In 

particular, the scholarly discourses of Freire (1970, 1998, 2000), Freire and Macedo (2013), 

Smith (2003a, 2003b) and Fitzsimmons and Smith (2000) contend the re-centring of thinking 

and logic in Indigenous worldviews and meaning making.  

Placing Indigenous knowledge at the centre praxis, as Eric states, means giving strength and, 

according to Indigenous Scholar Graham Smith (2003a, 2003b, 2004, 2005a, 2005b, 2012), a 

transformative praxis to validate local knowledge and pedagogy. As such, Indigenous story 

can be argued as providing a culturally equitable way to engage in the worldviews of others.  

Eric communicates that there are a ‘multitude of truths’ that engage his own knowing as 

Koori interacting with the story of Yawuru Country and Edwin’s Walmajarry/Nykina kinship. 

As an Indigenous person responding to Edwin’s stories, he has also made connections to his 

own way of being in the world. 
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Template 15:  

Miranda Green and Eric Avery, Marrugeku Dance Theatre rehearsal at Notre Dame University, Yawuru 
Country, Broome.  

At home in Aotearoa, our own Iwi and Hāpu relationships are distinct and determined by 

place and tikanga. How we do things on our marae in Waiomio is different to the protocol that 

I have experienced in another Marae with other Iwi. Collectively as Iwi, we whakapapa 

(genealogically communicate our belonging) to mountains, rivers and landscapes. However, 

the many stories are distinct and shape a discourse of relationships that determine the roles we 

have within our communities.  

Thinking that clusters Iwi Māori and knowledge under one ideology is highly problematic 

(Penetito, 2010; Espiritu, 1992; Nakano, 2013; Portes & Macload, 1996; Wendt, 1999). Eric 

emphasises that there is not one collective ‘Indigenous experience’, and the importance of 

being able to locate knowledge to the community in which it belongs to dispel 

misrepresentations of culture. Nakata (2005) also argues the necessity of re-locating the 

source of Indigenous knowledge shared within wider contexts to the communities to which it 

belongs.  

As Ngāti Hine engaged in the sharing of Indigenous knowledge in my own communities that 

include participation by non-Indigenous people, I also reflect upon the significance of stories. 

Through my own pūrākau (cultural storytelling) as an arts practitioner, encouraging others to 

find their own narratives may be considered a culturally unsettling experience. In the sharing 

of our stories, we are critically locating ourselves in relation to others and our environment 
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(Bishop & Hall, 2000; Sleeter, 2012). Experiencing other realities through story can reveal 

difference, injustice, contrast and consciousness, challenging stereotypes and romanticised 

ideals of culture. Stories are a way to validate others and therefore emerge as a fundamental 

feature of intercultural praxis (Archibald, 2008; Bishop, 1996; Corntassel, 2009; Lee, 2005, 

2008, 2009; Sium & Ritskes, 2013). 

During my conversations with Eric, Dalisa and Edwin, awareness of different Country and the 

origin of the stories used in Marrugeku Dance Theatre praxis is paramount. Accordingly, in 

intercultural discourse, being distinct and having knowledge to make the same clarifications 

about story, landscape and people is essential to equitable participation. For Eric, 

communicating what stories are from his Country, and what stories and animals are not, 

emphasises to a wider audience a critical intention that we also understand such distinctions. 

The crocodile story encourages a collective response, yet until my own travel to Yawuru 

Country I knew very little about the crocodile. Moreover, well after this research I will remain 

only remotely aware and familiar with the crocodile and the Yawuru Country it has inhabited 

for millions of years.  

How the crocodile story may have affected or unsettled the Australian audience is ambiguous, 

and well beyond the comprehension of this research inquiry. Outside the immediate responses 

of family, friends and connected communities, only formal reviews were read during this 

research. However, the agency communicated by Rachael and Dalisa claims that the voice of 

Indigenous communities and knowledge is specific in response to socio-cultural-political 

circumstances of Australia (Chapter 1, Sections 1.8, 1.9, 1.10). As such, the authority of 

people and place for Marrugeku Dance Theatre is considered prevalent in their intercultural 

discourse. In the following section, interculturalism as specific to place and people is 

discussed in relation to Marrugeku Dance Theatre praxis. 

4.3 Marrugeku Dance Theatre intercultural praxis as specific to place and people 

This section will discuss how Marrugeku Dance Theatre intercultural praxis is informed by 

relationships with place, and people. In this research, understanding of place is situated within 
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an Indigenous worldview and distinct cultural considerations of landscape, Country, and 

environment (Chapter 2, Section 2.3). People, means those who are connected to places 

inherently inhabited by Marrugeku Dance Theatre.  

Within Kaupapa Māori discourse, land or whenua is also intrinsically connected to people. 

Therefore, a whakawhanaungatanga (relationships to people, environment, and all its 

inhabitants) lens further revealed the agency in how Marrugeku Dance Theatre form 

relationships with others as means to engage in distinct cultural consultations. During my 

research, I observed the extensive effect of the place and the people who inhabit the 

communities on the direction and development of work. Having knowledge of surrounding 

landscapes, that included Indigenous histories, appeared to me as a competency that has been 

necessary to the establishment and maintenance of relationships with relevant communities.  

Throughout the research it was evident that Dalisa and Rachael were providing opportunities 

for Edwin, Josh, Eric, and Miranda to engage with land and the environment, and people and 

the community. Doing so helped the performers to gain knowledge of the stories that were 

being explored in creative praxis. The stories explored were culturally varied, yet contained a 

very authoritative perspective of local Indigenous communities, and lore and culturally 

relevant protocols. In an undisguised, and structured expedition involving Indigenous 

knowledge and culture, Marrugeku Dance Theatre are engaging with distinct Indigenous logic 

towards the framing of intercultural praxis.  

Australian landscape, place and people are also considered as being inherently connected to 

performers and their own communities. Although the following interviews with Marrugeku 

Dance Theatre participants communicate a conscious inclusion of Indigenous knowledge, it is 

important to state that in this section people and place are inherently inclusive in the 

navigation of non-Indigenous participation and reciprocity. 
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4.3.1 Indigenous Australian Country and communities 

My explorations of Marrugeku Dance Theatre Intercultural praxis involved experiences of 

Indigenous Australian Country and communities. In particular, Yawuru Country, Broome and 

Gadigal Country, Sydney Australia provided insights to another Indigenous culture. These 

experiences, and the experiences of participants Edwin, Josh, Josh, and Miranda, are 

considered as essential components of the creative praxis of Marrugeku Dance Theatre, and as 

a means to conduct intercultural praxis.  

What resonates through the negotiations of people and place is how Marrugeku Dance 

Theatre differentiate place beyond mono-cultural, or whole Australian characterisations. In 

noting the difference that exists between people and places, interculturalism as an equitable 

experience involves highlighting personal and professional dissimilarities. Within 

consultations of people and place, Tupas (2014), argues that interculturalism should foster an 

equitable “exchange”. However, in this research ideas of what is equitable, and who is 

involved, become unsettled within a distinct Australian societal discourse that also considers 

the non-equitable historical and political discourses that affect Indigenous Australian 

autonomy and wellbeing.  

Within specific stories that are determined by Indigenous Australian Country and community, 

there also exist distinct reconsiderations of culture that challenge discriminatory structures. 

People and place, and the dissimilarities of history, culture, and community are important 

dispositions through which to work ceremoniously with others (Johnson, 2012; Penetito, 

2009). 

During my interviews with Marrugeku Dance Theatre, participant stories considered Country 

and community as means to inform intercultural praxis. When I first arrived at Yawuru 

Country, Broome, my interview with co-artistic director Rachael Swain gave insight to the 

significance of localities in directing their intercultural praxis. During an interview, we talk 

about Marrugeku Dance Theatre interpretations of intercultural praxis, and how these are 

distinctly shaped by the landscapes and communities inhabited: 
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The one thing that I can say about our work is the Intercultural and the Indigenous are 

in a state of continuous negotiation. I think we prioritise an Indigenous perspective, it 

is Intercultural work in an Indigenous context. It is not Intercultural work just 

anywhere, it is definitely Intercultural work negotiated in an Indigenous frame of 

reference. But it’s also about not having anxiety in that relationship. Intercultural 

requires depth, it takes, respect, ethics, experience, knowledge and next scholarship. 

But I am not talking about academic scholarship, but more about being able to 

understand Indigenous worlds views and being able to do that work, for it to be 

normal. Occasionally we have to clear a space that is really just an Indigenous space 

with something that has to be worked out from an Indigenous point of view. And that 

certainly happens. And being able to give space to the other at different moments 

which is all coming out of a context of respect and listening to everyone in the room. 

Knowing what anyone feels at any point of time is important. So, finding a fourth way 

or fifth way together, it’s finding a new ground to stand on together.  

Intercultural praxis to ‘prioritise an Indigenous perspective’ is about acknowledging 

Australian landscapes as distinct Aboriginal community, history, and social structures. I ask 

Rachael if considering locations of Country is a way to incorporate Indigenous perspective:  

The focus is to put Indigenous knowledge systems up there as logic, to operate in a 

world view and to see art as a world that comes from an Indigenous point of view, so 

to turn the gaze to Indigenous perspective regarding issues like climate change. This 

comes through Edwin’s stories and the experience is completely different for each cast 

member. Whether they are Indigenous, or whether they are Indigenous to another 

country. In story or they may know stories, and everyone is dealing with different 

situations. Some of it is trans –Indigenous exchange, some of it is Intercultural 

exchange, and some of it is people dealing with their own custodians and the politics 

of their own country. Those are all very different positions. 

In the validation of others in a distinct praxis that advances an Indigenous Australian 

worldview, I contemplate what Rachael describes as “not intercultural work just anywhere”. 

While working in multi-layered relationships that Rachael suggests as being “trans-
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Indigenous”, “intercultural”, and considerate of people’s own “politics”, Marrugeku Dance 

Theatre still situate themselves as being framed by Yawuru knowledge of landscapes and 

community. Specific to Australia, the way Marrugeku Dance Theatre reconcile Indigenous 

Australian knowledge systems to a wider discourse encompasses particular political, 

historical, and ethical considerations. I ask Rachael about how Marrugeku Dance Theatre 

situate locations of Aboriginal Country and community in a wider Australian context: 

One thing about Intercultural work especially in the context of Australia functioning 

theoretically under one government, an intercultural practise within one nation is a 

really specific thing. Intercultural work requires a new territory to be found that is 

productively unstable territory where everyone is a little off the ground they know. So, 

everyone has to be in this feeling of space, and being open to experience a knowledge 

base or point of view that is not where they come from. It might be one that they 

understand, but it is not where they come from. I feel like as a non-Indigenous coming 

from Aotearoa, living in Australia, and being on Aboriginal land and not being 

Indigenous is an intercultural experience, especially in Broome. And I think that the 

interculturalism that drives our work comes from Broome’s history, a multi-ethnic, 

Indigenous history, which has multi-cultural backgrounds. So, there is part of me that 

would like to call it normal, but of course it is based on an ethical approach, and it 

based on respect, and it based on a combination of knowledge.  

Rachael’s talk about “unstable territory” where “everyone is a little off the ground that they 

know” reveals how Marrugeku Dance Theatre privileges Indigenous logic. Doing so is a 

challenge to the status quo, and therefore what might be considered power structures of 

society that determine Western constructs of the aesthetic and performing body (Grau, 2012).  

For Eric, Dalisa, Josh, Miranda and Eric, facilitating opportunities to experience different 

worldviews, and therefore ideologies of the dancing body, is also important. Each performer 

within Marrugeku Dance Theatre has their own distinct personal and professional history that 

shapes their personal experience of culture. Rachael’s own narrative as a non-Indigenous 

person travelling from Aotearoa to Australia informs her understanding of Intercultural 

ideologies. Therefore, their intercultural praxis is situated in a multiplicity of worldviews and 
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experience. How these multi-realities are facilitated, determines relationship outcomes. In 

Marrugeku Dance Theatre, Rachael is clear that Indigenous facilitation is a means to engage 

in the realities of others.  

This attendance to Indigenous knowledge and perspective aligns with scholarly arguments by 

Aman (2013) and Gorski (2011) that express agency to decolonise intercultural practices 

determined by Western logic and structure. Including Indigenous voice, story and 

philosophies of Country in a wider Australian societal context provides examples of ways in 

which Intercultural praxis specific to place validates reciprocity and the significance of 

Indigenous knowledge in extended community contexts. That power is placed with 

Indigenous communities in determining representation and inclusivity within Marrugeku 

Dance Theatre, is also important. 

In considerations of Marrugeku Dance Theatre representations of community and people, 

attending to difference also raises particular ethical considerations. As co-artistic director, 

Rachael brings her own realities to meet those of Edwin, Eric, Dalisa, Josh, and Miranda. 

Rachael’s knowledge and skill determine the leadership and tasks of Intercultural praxis in 

Marrugeku Dance Theatre. Therefore, in Rachael’s willingness to include the facilitation of 

people and community as means to create choreography, there is an expectation that she 

ethically articulates the origin, context and community to which the knowledge belongs 

(Kawagley & Barnhardt, 1998; Nakata, 2007b; Nakata & Keech, 2012; Waitere, 2011). Doing 

so attests that the inclusion of knowledge involves ongoing culturally responsive, aware, and 

reciprocal relationships with relevant performers, communities, custodians and elders.  

In considering culturally centred relationships, Miranda, as a non-Indigenous performer, also 

discusses her own personal and professional experiences of community, in particular 

Indigenous Country. Just as Rachael highlighted her own intercultural experiences of 

Marrugeku Dance Theatre, Miranda also provides insights into relationships and negotiations 

of praxis that are inherently outside of her own worldview. During an interview in Sydney, 

Australia, 12 months into the research, Miranda and I talk specifically about her experiences 

of Country, and the people and places of Marrugeku Dance Theatre:  
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Travelling to Broome I really felt a sense of space and history that was very heavy set, 

yet there is a lightness to the people. The local people that I have met and have 

interacted with I have such a respect for. In respect to that heaviness it is huge aspect 

of their underlying survival. I have had very profound moments of being in Country, 

that is not to say that I understand Country, but I was able to see and feel a bond as an 

outsider, as a white person. I still can’t hope to understand but that’s ok too. I think 

that part of my responsibility as an outsider is to sit with the unknown and not knowing 

and to know that there are things that I will not understand. As an insider and outsider 

there is always something that I can use to fill the work with.  

Miranda’s talk resonates with me and my own positioning as researcher, manuhiri (guest), 

and outsider in Yawuru Country. With regard to intercultural experiences, it is challenging to 

think that even as we experience the worldviews of others, we will not be able to reach 

absolute understanding. This is particularly so, as I am engaged in postgraduate research 

seeking to find my own interpretations and representations of others. Similarly, Rachael’s 

idea of being a little off the ground we know (p. 175) presents a challenge to our own power 

discourses within intercultural praxis.  

When talking to Miranda, her own authority and position as one the most technically capable 

dancers in Marrugeku Dance Theatre emerges as unsettled. She is an expert in Western styles 

of dance, not able to understand, yet bonding as an outsider. All are variations of what 

Rachael advances as interculturalism being an unsettling of territory (p. 175).  

During the interview, I ask Miranda how she locates her own knowledge in the distinct 

landscapes occupied by Marrugeku Dance Theatre: 

I feel in this place there is something bigger to be aware of, something bigger. I might 

not know what it is, I can feel it and I can hear it and it is in contradiction to all this 

Western knowledge. But there is a feeling of Indigenous knowledge and connection to 

land. There is also a space between unknowing and knowing of what is going on as 

well as learning and un-learning. 
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Again, Miranda’s talk of ‘unknowing’ resonates. As an Indigenous woman, I think about how 

someone’s unknowing of me might occur within an intercultural discourse. Further, the 

unknowing that is situated in what Rachael describes as a distinct ‘Indigenous perspective’ 

might therefore challenge particular structures, ideologies, and stereotypes that are associated 

with culture.  

Within an Australian context, the challenging of stereotypes that are associated with 

Indigenous culture is significant. Relationships that are attuned to people and place are also 

distinctly political. As Rachael states, this is not just “intercultural work anywhere” (p. 175). 

By locating themselves in Indigenous understandings of Country, the diversity of experiences, 

as described by Miranda, reveals that the unsettling of performer authority and position 

extends to wider socio-political discourses.  

When Miranda advances that there is something “in contradiction to all this Western 

knowledge”, Marrugeku Dance Theatre intercultural praxis is affirmed as being engaged in 

the assertion of knowledge that contradicts Western logic. The negotiation of relationship 

between Indigenous and non-Indigenous can be resistant, hesitant, and tense. In navigating 

spaces between worldview and the authority of Indigenous voice, the role of community 

members is essential to equitable reciprocity (Smith, 2003a, 2003b). As such, the 

interculturalism of Marrugeku Dance Theatre, that is specific to place and people, consciously 

engages with cultural contradictions and socio-political circumstance.  

In the following section, Marrugeku Dance Theatre interculturalism that is attentive to place 

and people is discussed as reflective of relationships and socio-political circumstances distinct 

to wider Australian societal communities.  

4.3.2 Socio-political and historical circumstance 

The relationships and socio-political agency within Marrugeku Dance Theatre provide the 

distinct circumstance of their intercultural praxis. Marrugeku Dance Theatre approaches to 

interculturalism are discussed in relation to people and place, and the landscapes and 
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community they inhabit (Section 4.3.1). Their long residency in Yawuru Country, Broome, 

has enabled Marrugeku Dance Theatre to work with community, and custodian stories. This 

relationship is particularly meaningful in providing points of reference for the co-artistic 

directors, performers and community participants to address distinct Australian relationships 

and history in rehearsal and performances.  

My own research experiences whilst working with Marrugeku Dance Theatre involved visits 

to community houses, libraries and personal residences to support my own awareness of 

Yawuru Country, and its distinct history (Chapter 1, Sections 1.8, 1.9, 1.10). Co-artistic 

director Dalisa Pigram suggested I visit certain locations as means to raise an awareness of 

the history that informs Marrugeku Dance Theatre socio-political and historical perspectives. 

The site specific research, scholarly literature, and the guidance of Yawuru community 

immersed me in history distinct to Yawuru Country, and wider Indigenous and non-

Indigenous Australia.  

The historical, social and political discourse of Yawuru Country, and Australia, has been 

motivating for Marrugeku Dance Theatre in challenging the past and ongoing racism and 

assimilation embedded in government policy (Chapter 1, Section 1.4 and 1.7). In Cut the Sky, 

the authority of Indigenous story to address global environment awareness asserts itself 

against institutionalised Eurocentric frameworks and logic (Chapter 1, Section 1.3). In 

Australia, the often-oppressed voices of ethnic and Indigenous Australian communities are 

now providing points of view on environmental issues determined by dominant colonial 

constructs (Chapter 1, Sections 1.4, 1.6 and 1.7). Mining companies and government policies 

that push for the closure of Aboriginal communities are sites of socio-political reflection in 

Cut the Sky, with Marrugeku Dance Theatre intercultural praxis evident in rehearsal and 

performance.  

Throughout the research Rachael, Dalisa, Edwin, Eric, Josh and Miranda articulated how the 

work they are doing in Marrugeku Dance Theatre is relevant to Australian audiences, and 

Indigenous and non-Indigenous communities. During our interviews, everyone communicates 

an agency to address their own feelings about culture and history pertaining to the 
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colonisation and assimilation of Indigenous Australia. During rehearsal observations, I see 

Dalisa, Edwin, Josh, Eric and Miranda physically explore their personal feelings about the 

environment, relationships to each other, and their communities. Ideational stimuli, stories 

from visiting elders, video and site specific choreographic exploration are utilised by co-

artistic directors Dalisa and Rachael as tools to reveal personal story and socio-political 

circumstance.  

Talking with Dalisa at her home in Broome, Yawuru Country, we speak about how 

Marrugeku Dance Theatre negotiates community historical and political circumstance through 

performance and intercultural praxis: 

In Marrugeku it is about the opportunity to see and hear things differently. I think that 

Marrugeku work is trying to practice that thing of working with others and other 

Indigenous people and exploring these concepts and ides and trying also to unpack for 

ourselves what it means to us as young people trying to survive this life. For us mob 

here, there is a whole lot of stuff negotiated on a daily basis. To negotiate that every 

day in and on the floor with all this intercultural work is exhausting. It’s a big job, but 

people have the chance to have thoughts towards issues like climate change. What are 

their answers? What should we be doing? It can be problematic, because you can’t 

just say ‘here in the Kimberly we have the worst story, mining and damage to 

country’… There is so much more devastation in the world, It’s important not to come 

across as the ‘poor fella’. Our country where it is, we are dealing with a huge, as my 

pop says, this ‘full frontal assault of the Western Might’ coming at us with a pace we 

can barely keep up with, because we are already trying to catch up with what 

happened in the past. We are trying to fix everything that has gone on, and we just get 

somewhere, and then something else changes. To be able to swim over the top never 

seems possible. 

On this, my first visit to Broome as manuhiri, and outsider, I feel at a loss to offer a response 

as to how Dalisa’s community can reconcile such a horrific history of occupation, 

assimilation, and genocide. During our initial first interview in her home with her family, 

Dalisa communicates a strong affirmation of her role in Marrugeku Dance Theatre, sharing 
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the dialogue of her communities in a wider Australian context, in the rehearsal studio and on 

the performance stage. The questions that Dalisa asks me in our interview are the same 

provocations being explored in the intercultural discourses of Marrugeku Dance Theatre 

praxis and performances. 

Twelve months later in Gadigal Country, Sydney, Australia, I interview Dalisa in her Sydney 

apartment. During our talk, we speak again about the socio-political circumstance that is 

conversant with her experiences within Marrugeku dance Theatre: 

In Yawuru Country because of the history and the things that have been taken, the 

people that are left with the rights and responsibilities are fewer and we are suffering 

big time with the interruptions to our culture. Our premier57, is planning to close 150 

small communities58, so are we going forward? It feels not. Just when you think that 

you are getting somewhere they pull you back again. How is that meant to help us? 

The pressure is then placed onto smaller towns like ours for all these people who have 

no connection with their country. So, you are doing the same thing again and you 

cannot help but be a little sceptical. I know that you are up against a big monster that 

wants to move everyone, so you have access to the places that you want to dig for this 

and everything else. But at what cost? Nearly to kill us? Now in the Northern Territory 

where language is thriving they are saying no more bilingual schools, only English-

speaking schools, so we are going back again. It’s like being booted in the guts on a 

regular basis. What do they want us to do? People are going off their nut because it 

isn’t fair. Again, you think that it’s time that people take responsibility for these things 

and you can’t sit back and watch it. That is what Marrugeku and ‘Cut the Sky’ is so 

important. When Edwin said that he wants us to have an effect that people wake up, I 

really get it and I hope that it translates. 

                                                
57	Premier	–	The	Premier	of	Western	Australia	is	the	head	of	executive	government	for	that	territory	with	
ministerial	responsibilities.	
58	Forced	closure	of	Aboriginal	communities	–	New	funding	laws	in	Australia	began	to	threaten	the	existence	of	
150	remote	Aboriginal	communities	in	Australia,	with	the	largest	being	in	Western	Australia.	Government	
threatened	to	halt	funding	for	remote	communities	
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The importance of language, and the effects of mining on landscape, politics, and the forced 

closure of remote Aboriginal communities inform Dalisa’s, and therefore Marrugeku Dance 

Theatre’s, artistic integrity. Creating agency for people to ‘wake up’ and address the socio-

political circumstance of Yawuru and wider Aboriginal communities is ongoing. The 

Indigenous perspective of Dalisa and her community applies to global crisis in environmental 

sustainability. It can be considered a political challenge, a ‘wake up’ call to wider Australian 

communities that have long been responsible for, as Dalisa states, the ‘disruption’ of her 

culture.  

That an uninterrupted dialogue occurs within Marrugeku Dance Theatre is significant for 

Dalisa. The particular history of Yawuru Country and Australia (Chapter 1, Sections 1.6 and 

1.7) is a reality that creates ongoing sites of assimilative and colonial discourse in Yawuru 

communities. Dalisa states that “for us mob here there is a whole lot of stuff negotiated on a 

daily basis”. The “stuff’ being addressed within the stories of Marrugeku Dance Theatre 

provides potential areas for audience critical self-reflection. Dalisa states that audiences are 

encouraged to find their own “feeling to that story” and develop an awareness of particular 

socio-political circumstance through the facilitation of long marginalised Indigenous 

Australian communities.  

Within this intercultural relationship, there is a distinct challenge to dominant discourses via 

the validation of community and people. The scholarly research of Freire (1970, 1998, 2000) 

and Smith (2003a, 2003b, 2004) posits that in the validation of Indigenous communities, there 

also exists affirmation towards the realisation of cultural aspirations and identity. The centring 

of participant community knowledge as sites of ‘decolonisation’ where, as Dalisa states, 

people “wake up” to become aware of climate change is meaningful. Freire (1970, 1998, 

2000), and Smith’s (2003a, 2003b) discussions of ‘conscientization,’ (discussed further in 

Chapter 6, Section 6.10) highlight how Dalisa’s agency for such awareness is most powerful 

when situated in her own immediate realities and Yawuru knowledge, in Bugarrigarra 

(spiritual and cultural ontology). For Dalisa, this means attending to her own community 

injustices, and creating new spaces for equitable cultural participation.  
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Template 16:  

Dalisa working with story during rehearsal at Notre Dame University, Yawuru Country, Broome, 2014. 

During interviews with co-artistic director Rachael Swain, a multiplicity of socio-political 

agency also emerged as a meaningful characteristic of Marrugeku Dance Theatre intercultural 

praxis. After our initial meetings to establish the research structure (Chapter 1, Section 1.3.1), 

when I finally arrive at Yawuru Country Broome, Rachael and I first meet during lunch break. 

I have only a brief amount of time to talk with Rachael. However, during our interview we are 

able talk immediately and directly to intercultural philosophies within Marrugeku Dance 

Theatre, and her role as co-artistic director. To begin, I ask Rachael about Marrugeku Dance 

Theatre agency in the wider societal setting of Australian Theatre and performance; in 

particular, the political conversations that occur as an intercultural collective, working with 

Indigenous and non-Indigenous story: 

In Australia there is such a strong and important focus of Indigenous companies 

having to define their spaces and what is Aboriginal theatre. We also have a pressure 

in having to define our use of the term Intercultural. It’s an interesting kind of 

pressure. Marrugeku flies under the radar because we are not recognised as an 

Indigenous company, and we don’t fit the category of an Indigenous company. We are 

an Indigenous, and non-Indigenous company, working together, and that is what we 

have always endeavoured to be. People respond well to the work, but there is 

something about the company, we are complex, we don’t fit definitions, and we don’t 

fit into that ‘thing’. Our board is 2/3 Indigenous. To be an Indigenous company you 

have to have a full Indigenous board. I think that it is good that we don’t fit because 
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we are trying to do something else. Because I am white they are often unsure, which I 

understand as there are many histories that would give to suspicions. I am not 

offended by that, but people do need to get past that, and move to the next step of 

thinking and ask why we would want Indigenous and non-Indigenous artists working 

together to tell stories. That is what we do. 

Our conversation reveals the socio-political pressures for Marrugeku Dance Theatre in having 

to define themselves as an intercultural Aboriginal Dance Theatre. In the wider Australian 

discourse, definitions of Aboriginal theatre and culture that have long been subject to 

marginalisation and appropriation (Chapter 1, Section 1.4) are also treated with “suspicions” 

in relation to Rachael’s involvement as a non-Indigenous artist.  

In response to Rachael, I consider my own expectations of Marrugeku Dance Theatre 

indigeneity and use of the term intercultural. The terminology for an intercultural dance 

theatre, working with Indigenous and non-Indigenous story, whilst situated within a distinct 

Indigenous perspective, came with ongoing contentions throughout my research.  

However, this thesis represents one possible resolution of these contentions. In relation to 

Rachael’s’ provocations, where she asks people to “move to the next step” and consider why 

Indigenous and non-Indigenous artists should navigate socio-political discourse together, “te 

mana o te rākau kauri” (the mana of the kauri tree) offers a critical framework in which to 

consider intercultural consultations inclusive of Indigenous, and non-Indigenous, participants.  

During our final interview in Rachael’s office, Sydney, Australia, we again engage in 

definitions of interculturalism that are specific to Marrugeku Dance Theatre. In particular, 

Rachael returns to the significance of black and white Australia working together, and its 

socio-cultural-political significance:  

People are starting to look at us now and realise that we have been doing intercultural 

work for a reason and have been doing that for a long time. I think that the work that 

we do now in the next 5 years or however much longer we can sustain it will be the 
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work that people will reflect upon and be able to understand why is hasn’t been just by 

accident black and white people working together. We seek it and we believe in it. We 

think it has something to offer and that people feel they can contribute and it makes 

them more open to confronting ideas.  

As Rachael states, interculturalism ‘for a reason’ involves a “black and white” people and 

communities working together. Her ideologies of ‘working together’ address the racial 

relationships and colonial legacies that determine societal structures in Australia. In the 

“confronting of ideas”, the multicultural Australia that claims an ‘everybody gets along’ 

disposition (Ang & Stratton, 1998) is also unsettled.  

Relationships between Indigenous and non-Indigenous Australia are well documented in 

historical and political frameworks (Chapter 1, Sections 1.5, 1.6 and 1.7). Often represented 

through the narrative of the coloniser (Tuhiwai-Smith, 1999, 2012), Marrugeku Dance 

Theatre that reframe from what Jakubowicz (1989), describes as ‘culturally homogenised 

body politic’ (p. 69). Rachael contends that Marrugeku Dance Theatre have for some time 

focused on different stories, and representations, of Indigenous, and non-Indigenous 

Australians, therefore challenging mono-cultural ideologies and stereotypes (Lo, 2010).  

Intersections of Australian Indigenous and non-Indigenous experience are also discussed by 

Eric, Josh, Dalisa, Rachael and Miranda, revealing the socio-political and cultural interactions 

of knowledge in Marrugeku Dance Theatre. For Josh, the socio-political reflexivity of 

working with Marrugeku Dance Theatre encourages an awareness of Indigenous Australia, 

and the effects of colonisation in relevant communities.  

During our last interview in Sydney, Josh and I discuss the final production of Cut the Sky 

performed recently at the Sydney Opera House. During this interview, Josh is very reflective 

of his past three years working with Marrugeku Dance Theatre. In particular, Josh discusses 

his views on the significance of Marrugeku Dance Theatre to wider socio-cultural attitudes 

towards Indigenous culture and community in Australia:  
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The one thing that sticks out working with Marrugeku than any other company that I 

have worked for in Australia, is purely the content and what they want to 

communicate. I think that is so foundational to the way they work, even though the 

process may be similar to what I have experienced before, Marrugeku Dance Theatre 

are the only company in Australia that are pushing for enlightening the wider 

community about issues that surround Indigenous people, and I think that is extremely 

valid and that is far more fascinating than most other Indigenous performances.  

I ask Josh what has been different compared his past experiences with other dance companies 

and theatre in Australia:  

The way that dancers latch onto to it is just different because there is not just 

authenticity, but the performers are able to become opinionated on the content as well. 

There is more ownership. In other dance companies sometimes, pretty stuff about 

Aboriginal culture is shown, so I have a lot of respect for Marrugeku Dance Theatre, 

because they will touch on harder subjects, and they are almost essentially protest 

pieces, because they are always wanting to protest, or talk back to something. What is 

the tension between countries, tension between Indigenous, and colonization, and 

human rights, and the Commonwealth59.  

“Harder subjects” that are “almost essentially protest pieces” are multi-layered, challenging 

understandings of Indigenous Australian culture in Australia, and representations of 

Indigenous Australian content in performance. During our conversation, Josh critically 

discusses his personal background in relation to experiences with Marrugeku Dance Theatre:  

I come to my own history and my relationship with Indigenous people. My sister said 

the same thing and maybe because we are from Darwin, there is this underlying 

unspoken anger and resentment to things, and I believe that is really important in 

                                                
59	Commonwealth	–	The	commonwealth	of	nations;	an	intergovernmental	organisation	of	52	member	states	
that	are	mostly	formal	territories	of	the	British	Empire	
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places. There were times when I would get fed up with drunk and boozing outside my 

house, drunks wandering around and they would wander onto our back porch. Non-

Indigenous people deliberately do not look, and they can also pretend that it is not 

there. But it is completely there. It sticks in my head very strongly and there is just 

something bubbling away that is ever so small, but very poignant.  

Addressing his own cultural attitudes from being raised in Cairns60, where there were ‘drunks’ 

outside his house, he confronts the realisation that underneath exist negative reactions, 

prejudice, and sensibilities towards Indigenous Australian people and culture. Realisations of 

how our personal backgrounds form our dispositions are particularly powerful when 

considering social colonial histories of Australia (Broome, 1998; Choo, 2011).  

During our interview, Josh is specific about his own experiences of Indigenous Australian 

culture, the audience dispositions, and how Marrugeku Dance Theatre interrogates negative 

bias. The something that non-Indigenous people “deliberately” do not attend to, yet is 

“bubbling away”, reveals underlying racism, or, as Josh states, “resentment” for Indigenous 

Australia.  

In relation to his own personal history, Josh advances how Marrugeku Dance Theatre have 

audiences look towards what they might otherwise not address. Audiences are being 

confronted with a ‘bubbling’ of socio-political and historical discourses regarding the ethical 

and equitable validation of Indigenous culture in Australia: 

For the audience, I think they can make up their own minds and I think it is up to the 

viewer if they come in with an idea of what they want to see and then that can be 

distorted is good. I know from responses of people who have seen the show and have 

not enjoyed it they have come expecting to see something like a mainstream 

contemporary dance company. They just want to see dancing and moving around, and 

                                                
60	Cairns	–	a	city	in	Queensland	Australia	
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they want to see beauty, merely a sensation. I think people find Marrugeku very 

confronting and aggressive. 

In our conversation, Josh also highlights how Marrugeku Dance Theatre challenge 

representations of Indigenous Australian culture and, ‘mainstream contemporary dance’. The 

gaze of the Australian audience, who may also, as Josh states, have romanticised expectations 

of what Aboriginal looks and sounds like, is confronted by Marrugeku Dance Theatre 

performances.  

Tokenistic audience understandings of Indigenous performance, as argued by Casey (2011) 

and Scott (1994), have been shaped by generations of colonisation in Australia. Blanco (2005) 

also describes what Josh identifies as ‘protest pieces’, arguing the role of theatre as means of 

expression to dispute stereotypes of Indigenous Australian culture, especially within 

mainstream performative settings. Marrugeku Dance Theatre intercultural praxis is 

challenging a multiplicity of cultural ideologies, framed within particular dominant discourses 

within Australia. 

During our final interview in Sydney in a local park over coffee, Miranda discusses 

expectations of the performer, values of the aesthetic, Indigenous performance, and the 

political reflexivity of audiences. Our conversation is reflective of performative outcomes 

with Marrugeku Dance Theatre. We begin talking about the contrasts between her work with 

Marrugeku Dance Theatre and experiences other dance theatre companies. I ask Miranda 

about her views pertaining to the significance of Marrugeku Dance Theatre in Australian 

contexts of theatre, and representations of Aboriginal culture:  

I think people have a bit of a problem in Australia when they see something that is not 

mainstream, and they see Indigenous dance and being more community based and less 

rigorous in the training. I do think that Marrugeku are challenging people to think and 

be critical of it the same way you would be critical of any other work and acknowledge 

that there are lot more phrases in the process and it is a lot harder and they have a lot 

more things that need to be dealt with. It is harder, but they are still producing.  
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As we discuss the expectations of dance as having to produce a certain aesthetic or ‘rigour in 

training’, I consider the value placed on the dancing body in professional dance (Grau, 2012; 

Shapiro, 1998). The culture associated with dancing bodies is different between Western and 

Indigenous cultures (Varney, 2011). The way Marrugeku present their movement to a 

diversity of audience is also of critical consideration. Just as non-indigenous audiences are 

challenged in their ideologies of Indigenous dance, there will also be challenges for 

Indigenous audiences, and their own expectations of how their culture is being portrayed, 

presented, and experienced by others.  

Scott (1994) comments directly about how Indigenous dance that challenges the socio-

political status quo, educates non-Indigenous Australians about Indigenous Australia in an 

authentic way. With regard to a relationship that should be reciprocal and equitable, I ask 

Miranda about mainstream Australian theatre audiences and how their expectations differ 

from those of remote Australian Indigenous audiences. What are the differences, and what are 

Miranda’s intentions as a performer?  

I feel that the Broome audience will see it differently from a Fitzroy crossing audience. 

I feel that there are also other things that play within the work. Depending on your 

age, your political position, a Sydney audience will read it radically different. How 

much they care, whether they are a dance audience, if they know a lot about 

Indigenous problems. It makes people work, not just sit and watch and take it in as 

something beautiful and exotic. The work is very political but hopefully it doesn’t look 

too much that way, but it is political, and there are different dynamics with the cast 

and the creatives. It’s very complex, but people need to practice seeing that kind of 

work, to see that kind of intercultural work. People are wowed, but are they really? Or 

are they just surprised? And surprise is good, especially for Australia, because we 

need to go through those phrases, being surprised, and then questioning.  

Miranda is specific about the expectations of the audience, and how Marrugeku dance Theatre 

may unsettle ideals of Indigenous dance and culture. The idea that intercultural experience is 

about people “questioning” and having to “practice” states of being critically disrupted 
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provides insight into the socio-political underbelly of Marrugeku Dance Theatre intercultural 

praxis.  

During my interview with Miranda, I also contemplate notions of experience as means to 

develop a cultural competency. As culturally responsive scholars (Bishop & Hall, 2000; 

Hindle et. al, 2011; Macfarlane et. al, 2008; Sleeter, 2000, 2009, 2012) argue, the unsettling 

of one’s own cultural consciousness is a valuable tool for gaining competence for working 

with others. Spunner (2005) concurs, advancing the significance in Indigenous performance 

for challenging the conventions of Western theatre.  

Representations of Indigenous Australian culture as the ‘exotic other’, and notions of 

Intercultural dialogue that may reinforce romanticised ideas of Indigenous culture are 

considered. Scholars Aman (2013), Fennes and Hapgood (1997), and Gorski (2011) identify 

the colonial lens, and the ongoing fear of the foreigner that can be reinforced in frameworks 

of Intercultural dialogue. As Miranda states, “People need to practice seeing that kind of 

intercultural work” (pg. 177), suggesting that something different is being offered where the 

viewer in confronted with his or her own cultural disposition and bias, or as Josh terms it, 

prior ‘tension’ (pg. 176).  

During my interview with Eric in Sydney, we talk intently over dinner about the expectations 

of audiences in Australia; primarily, how the performative content of particular socio-political 

discourse and the relationships of black and white Australia may challenge people’s 

perceptions of culture and each other. Eric offers his view about Australian audiences: 

What I have learnt in working with Marrugeku is that the audiences are different, but 

it will speak to each person in their own place. What they will get will be about their 

own contexts. It is what we were saying the other day, Reconciliation in action. We 

need them stories and different people need to hear them all, people need to hear them. 

That can connect us, and it can be very strong and extends across different Countries. 

Aboriginal people are very connected, and that is something I am discovering. There 

are different opinions, but I also think that to an extent, even white people can be 
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knowledgeable about this kind of stuff in their own way and there are different levels 

from different mobs. 

Eric talks about the importance of hearing different story from different people and cultures in 

Australia. Throughout the research, artistic directors Rachael and Dalisa emphasise the value 

of story that comes from Country and community (Section 4.2) as part of Marrugeku Dance 

Theatre intercultural praxis. Eric concurs. His work with Marrugeku Dance Theatre has 

further revealed the value of story as means to “connect us” in active processes of 

‘reconciliation in action’61. As such, story is a process within intercultural praxis utilised to 

include the experiences of others, including, as Eric states, “Aboriginal” and “white people”.  

For Indigenous communities in Australia, having equitable spaces for their story to occur is 

meaningful in engaging with a long history of colonial circumstance, and the subsequent 

marginalisation of Indigenous Australia. As part of this, reconciliation through the inclusivity 

of Aboriginal story, which, as Eric states, has an intrinsic understanding of “connectedness”, 

is important to the validation communities. Within Marrugeku Dance Theatre, story can 

therefore be considered a culturally preferred tool of intercultural praxis, necessary, as Smith 

(2003a) argues, for the transformation of cultural identity and aspirations.  

Co-artistic director Dalisa also communicates Marrugeku Dance Theatre Intercultural praxis 

as a tool of reconciliation. Within reconciliation, Dalisa talks more directly to socio-political 

circumstances that affect her own communities. During an interview in Gadigal Country, 

Sydney, Dalisa communicates the validity of having Indigenous and non-Indigenous 

Australians become culturally sensitive and competent with each other. Specifically, we 

discuss the role of Marrugeku Dance Theatre in this socio-political reciprocity:  

With this Intercultural work I often see the opposite of being working against each 

other, you know, white, black, Indigenous and non-Indigenous, however you want to 

                                                
61	Reconciliation	–	a	long	standing	terminology	in	Australia	to	describe	the	socio-political	development	of	
equitable	developing	relationships	between	Indigenous	and	non-Indigenous	communities	in	Australia	
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look at it. My pop says, “what is it you are afraid of”? What are we afraid of with 

each other that we can’t even sit down and say ‘why don’t you change your date of 

Australia Day? It’s like you are celebrating the day that for us is so painful, and 

people died! What about if someone was to disrespect ANZAC day? Whether you call 

it survival or invasion day, people look at it differently. Why are we a nation or a 

people that are afraid to sit and discuss it in an adult manner? Basically, we are all 

human and we need to find ways to get along for the benefit of all. 

Creating an “adult manner” for Indigenous and non-Indigenous Australian communities to “to 

find ways to get along” is discussed by Dalisa as specific to intercultural discourse that is 

deliberate in engaging with socio-political discourse. Dalisa communicates the significance of 

having ‘black, white, Indigenous and non-Indigenous’ engage in relationships to reflect on 

colonial constructs that continue to determine Australian communities. For example, 

celebrating the arrival of Captain Cook in Australia Day is afflicting for Indigenous 

Australians, who think of it as ‘Invasion Day’62.  

Dalisa contends that within Marrugeku Dance Theatre, being able to navigate these histories 

is a way for her community to reconcile relationships with others, in particular white 

Australian communities. As we talk, Dalisa communicates the establishment and maintenance 

of relationships in culturally distinct communities as points of creative insight for Marrugeku 

Dance Theatre. Such relationships are significant because they locate themselves within 

wretched stories of dispossession and marginalisation that exists in Yawuru, and other 

Indigenous Australian communities (Ang & Stratton, 1998; Broome, 1998; Dwyer, 2012; 

Krieken, 2012; Jakubowicz, 1989; Lo, 2010).  

                                                
62	Australia	Day	–	The	official	National	Day	of	Australia,	celebrated	annually	on	26	January.	Marks	the	
anniversary	of	the	1788	arrival	of	the	First	Fleet	of	British	ships	at	Port	Jackson,	New	South	Wales.	The	
celebrations	are	accompanied	by	an	Aboriginal	Day	of	Mourning,	marking	the	loss	of	Indigenous	culture.	Some	
Indigenous	and	non-Indigenous	communities	label	Australia	Day	as	‘Invasion	Day’,	and	protests	occur	almost	
every	year.	
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For Dalisa, the performative context provides a way to ‘sit down with each other’. Having her 

story represented in Cut the Sky and other productions validates communities that have long 

been subject to historically traumatic circumstances. As we talk, I realise that for Dalisa, 

‘sitting down together’ happens when the audience comes to watch the show, thus offering 

means to develop deepened culturally responsive relationships that are catalysts for change in 

Australian societies. In her interviews and performance work, Dalisa attempts to challenge 

others to reconsider socio-cultural circumstance. In doing so, the role of community, and how 

we view ourselves as part of that community, is consequential.  

Throughout our interviews, Miranda, Josh and Eric speak about the audience relationship that 

can challenge dominant ideologies of Indigenous theatre, colonisation, and reconciliation 

between black and white Australia. Co-artistic director Dalisa also discusses the intent of 

Marrugeku Dance Theatre to influence audience cultural dispositions toward Indigenous 

Australia, and related community issues like climate change and Australia Day.  

In the production Cut the Sky, the audience is presented with particular themes of 

environmental sustainability through Indigenous and non-Indigenous stories. There are 

tangible examples of black and white histories in culturally relevant states of negotiation. This 

‘reconciliation in action’ in Australia, as Eric (p. 178) terms it, emerges as a determining 

characteristic Marrugeku Dance Theatre Intercultural praxis.  

As explored in Cut the Sky, appealing to commonalities such as environment offers shared 

points of reference in which the audience can co-inhabit and respond with their own lived 

experiences. Miranda and Josh both identify that the audience are expected to actively engage 

in the socio-political discourses, or, as Josh states, ‘harder subjects’. Doing so is a way to 

encourage more participatory responses to the current challenges that face Indigenous and 

non-Indigenous communities in Australia.  

Corson (1999) and Guerrieri (2007) advance the significance of opportunities to locate one’s 

self within community as a site for learning and critical reflexivity. Marrugeku Dance Theatre 

is challenging the ideologies of Australian communities that have resulted from a long history 
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of Indigenous colonisation and hegemony. The Theatre remains strongly politicised and 

responsive to a socio-cultural climate that continues to marginalise Indigenous people.  

In their engagement with socio-political circumstances that are reflective of relationships 

distinct to Australia, Marrugeku Dance Theatre are deliberate in their political discourse. 

From the distinct histories of Indigenous Australia shared by Dalisa, Eric and Edwin, to the 

experiences of non-Indigenous Australians, Miranda, Josh and Rachael, the conflicting 

histories, distinct skillsets, and ways of being in the world are not unintentional to the creative 

conversations about intercultural praxis. Marrugeku Dance Theatre are deliberate in how they 

collaborate with performers. As such, it is important to consider intercultural praxis that is 

cultivated.  

In the following section, the cultivation and development of intercultural praxis is discussed. 

Specific to performers Edwin, Eric, Miranda and Josh, the research considers that 

intercultural participation requires some cultural awareness and competence for the creation 

of equitable praxis.  

4.4 Marrugeku Dance Theatre Intercultural praxis is cultivated  

This section will argue that Marrugeku Dance Theatre intercultural praxis occurs through the 

cultivation of participating performers. Diversity in skill acquisition is created through the 

deliberate casting of Eric, Edwin, Miranda, and Josh. During interviews, the co-artistic 

directors Rachael and Dalisa communicate how and why performing artists are invited to 

perform. Their choices are deliberate in response to pre-determined characteristics that they 

believe are necessary to their intercultural praxis. Rachael and Dalisa both state that prior 

experience in culturally diverse environments is important. Whether this be of a personal or 

professional nature, having some cultural awareness and competency is valued as a skill 

relative to the development and performance of work.  

In the research fieldwork, Josh, Miranda, Edwin and Eric all shared personal stories that 

reveal how they came to participate in Marrugeku dance Theatre, and the production of Cut 
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the Sky (Chapter 3). Participation in Indigenous choreographic labs, prior periods of having 

worked together or having Rachael witness their work, and being a family member or 

Indigenous artist currently working in extended communities all contributed to invitations to 

perform. For Josh, having grown up in Cairns and being of mixed heritage is significant. For 

Miranda, her prior experience of having worked in site specific Indigenous contexts with 

Marrugeku Dance Theatre and other culturally diverse artists is important. Indigenous artists 

Edwin and Eric are included due to their distinct characteristics as poets, musicians, dancers 

and storytellers.  

In our conversation it is made clear that through a diversity of associations, Dalisa and 

Rachael were personally and professionally connected to Edwin, Josh, Eric and Miranda prior 

to their arrival in Yawuru Country. During interviews, Rachael and Dalisa, who are primarily 

responsible for casting decisions, also discuss how the cultivation of performers is dependent 

on prior cultural experiences. Miranda, Edwin, Dalisa, Eric, and Josh have all lived and/or 

experienced something culturally specific that Rachael and Dalisa felt could contribute to 

Marrugeku Dance Theatre. The cultural experiences of Edwin, Eric, Josh and Miranda seem 

to attribute competency as being reflective of cultural awareness (Sleeter, 2000, 2009, 2012).  

In the casting of performers, multi-layered discussions occur that consider Marrugeku Dance 

Theatre’s intention to be an intercultural company. The complex process of choosing 

performers suggests that experience of engaging in the realities of others is a prerequisite for 

an equitable and culturally responsive context. The consideration given to choosing 

participant performers by artistic directors Rachael and Dalisa also reveals pre-determined 

frameworks for how Marrugeku Dance Theatre determine Intercultural praxis.  

During an interview in Sydney, I ask Dalisa about the inclusion of Eric, Edwin, Josh and 

Miranda. As we discuss the value of performers’ own stories, I am interested in the individual 

negotiations of personal and professional histories. Dalisa shares her reflections about the 

meanings behind the involvement of particular artists with Marrugeku Dance Theatre: 



 

185 

For us it is more about who that person is. Ok sometimes when you are casting you 

take other things into account, but it is more about where they are from and what 

stories they have to share. We put a lot of time for casting properly, and for every 

show we have core performers. We are never just looking for a dancer that can do 

this, and that, we invite them for who they are. Everyone is an individual. As an artist, 

their story is really important, and we want to see how they respond. So, Miranda for 

example, being non-Indigenous but very open. When we did listening to Country, we 

just straight away could see something with her. This whole process of her being able 

to stand near this rock with all its history, this white girl with her own experiences of 

growing up in a particular culture. All that reflecting, and she is open enough as an 

artist to explore what the hell it all means. With Josh, he has grown up to a similar 

environment that I have, we have both seen things differently, but there are lots that 

may be the same because of the environment.  

In our conversation, Dalisa communicates how important identity or “who they are” is to their 

involvement with Marrugeku Dance Theatre. That “everyone is an individual” with a “story” 

to share adds to the complexity of cultural consultation. According to Dalisa, Miranda and 

Josh, who are the non-Indigenous performers in Marrugeku Dance Theatre, have a 

competency or awareness that enables them to interact with an Indigenous Australian Yawuru 

worldview.  

Site specific responses to Indigenous understandings of landscape and growing up exposed to 

Indigenous Australian communities are characteristics that are valued. During our interview, I 

contemplate how Western frameworks of theatre and dance technique are not considered as 

essential casting attributes. I ask Dalisa about the negotiation of such a distinct set of 

performers:  

We are not only taking into account their dance styles but also their stories to try 

bringing out the thing that we are looking for, the different flavours of each. 

Sometimes we don’t know what that is, we are often thinking we have seen this from 

that performer and we don’t know about that side of a performer, so let’s try to do 
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something to bring it out. Our process doesn’t work for everybody and some people 

have parted company with us because it just doesn’t work in their body or mind. 

What then are the “different flavours” within the identity of a performer in Marrugeku Dance 

Theatre? The process of wanting ‘to bring out’ something in a performance, and quite 

possibly the identity of the dancer, may not be a comfortable experience, especially if 

worldviews other than their own are privileged within the environment they inhabit 

collectively with others (McIntosh, 1998; Pulido, 2000).  

It seems that participation within Marrugeku Dance may also challenge current cultural 

dispositions as a person and performer. I considered that this is what Dalisa means when she 

talks about the process not working in “their body and mind”. Specifically, in Marrugeku 

Dance Theatre, this may mean an intention towards the disruption of prior ideologies 

pertaining to the performing body, and Indigenous Australia. 

Dalisa states that dancers are invited “for who they are”, communicating an agency to 

acknowledge identity, which is met with a complexity of experiences by Josh, Edwin, Eric, 

and Miranda. In their shared responsibility to negotiate the individual narratives of 

performers, Rachael and Dalisa have a specific intent in their casting. As such, the authority 

that Dalisa and Rachael have in the cultivation of intercultural intent in Marrugeku Dance 

Theatre is considerable.  

In regard to the authority that they have in the casting process, Rachael and Dalisa must 

consider their own cultural positioning in relation to the performers they are working with 

(Diller & Moule, 2005; Ladson-Billings, 2006). Dalisa identifies contentions to the authority 

of Western dance technique, stating that “we are never looking for a dancer that can do this”. 

Their thinking about the role of trained dancers and different understandings in choreographic 

development means that the protocol of praxis for Marrugeku Dance Theatre contrasts with 

the contemporary dance protocol of highly trained dancers like Josh.  



 

187 

During my final interview with Josh in Gadigal Country, Sydney Australia, we discussed the 

skillset of a culturally distinct performer as an essential component of working with 

Marrugeku Dance Theatre intercultural praxis.  

Considering the diversity of genre, style, culture and worldview, and the location of his own 

dancing values in the intercultural praxis of Marrugeku Dance Theatre, Josh states: 

I think that there could be a stronger level of technical foundation and discipline. 

Sometimes I was given a position to be able to support, But I have to be careful 

because I have the expectation of very professional dancers and that’s not a good 

thing to give someone too many notes. Even I was doing something different that’s not 

necessarily a good thing. The real craft, all the articulation with dance technique was 

there, but it was not a priority. I don’t think there was enough trust in the movement, 

the shapeshifting with space to allow something to grow in terms of a moving craft. I 

butt heads with people at times because we just had a different language at times, so 

there have been challenges with Marrugeku dance Theatre and that is party to do with 

working with a mixed group.  

Not prioritising dance technique was communicated previously by Miranda (Chapter 4, p. 

184). While agreeing with Josh, I argue that maybe this is a specific response to an unsettling 

of Western frameworks that determine particular values of the aesthetic (Grau, 2012; Shapiro, 

1998). As Dalisa states, the casting of performers is more about “who that person is” and 

“where they are from and what stories they have to share”. That this may then be potentially 

unfulfilling for Josh as a contemporary dancer is a feature of the negotiation of culture and the 

cultivation of diverse performers.  

Value and focus seem to be placed on the distinct stories that performers have, in particular 

Edwin’s story of Country. Specific Indigenous perspectives are being explored in their 

performances. I thought about Edwin’s expectations for Josh, and asked Josh about what 

others in Marrugeku Dance Theatre may have expected in their experiences of different skills, 

personal and professional backgrounds: 
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One thing that keeps coming up with the mixed groups is the rawness and I want raw 

energy to continue to get better being refined and I feel that the message can convey 

stronger. I didn’t really get the opportunity to perform my best and really in some 

areas found it unfulfilling in terms of my craft. What has been great is being part of 

such a poignant work. So there have been challenges with Marrugeku Dance Theatre 

that are partly to do with a mixed group, but also for me it had to do with the process 

of movement.  

Josh presents the ongoing contention in the navigation of intercultural relationships, and the 

meeting place of different values, objectives, and outcomes. However, in conversations with 

Dalisa, Miranda, and Josh, the unsettling relationship between Marrugeku Dance Theatre and 

Western aesthetics are seen as expected, and even encouraged as sites of decolonisation 

(Chapter 4, Section 4.3.2). 

The unsettling of culture, process, and outcome experienced by Josh reveal the importance of 

being safe, and responsive. As Dalisa states, processes of being culturally responsive in 

Marrugeku dance Theatre involve the acknowledgement of “individual stories”; in particular, 

the experiences of Josh who may offer contrasting story and experience. Sleeter’s (2012) 

discussion of such complexities refers to the ways in which co-artistic directors respond to 

stories, what protocols are in place and how are these utilised in a diversity of experience. The 

way Rachael and Dalisa negotiate Western dance forms within the praxis of Marrugeku 

Dance Theatre is significant for Josh, and for others who may hold different agency.  

In the cultivation and casting of performers in Marrugeku Dance Theatre, Rachael also 

considers a praxis that is unsettling and “a little off the ground” that is known (p. 175). The 

idea of being “a little off the ground”, or a willingness to be disrupted in your own personal 

sense of self and the environment you inhabit, is also seen as a necessary attribute for 

involvement in Marrugeku Dance Theatre. During our first formal interview in Broome, 

Rachael and I discuss the casting of performers: 
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In our casting we have a very long run up at that process and we often do labs, and 

these have multiple functions for us. The Indigenous Choreographic labs have been 

about dialogue of Indigenous knowledge systems and sharing and creating space for 

the new cultural pathways. These pathways are being integrated in different spaces to 

be shared and give new possibilities in a different cultural context that people can take 

back into their own situation. But there have also been chances for us to trial new 

methods and meet new people and try working together. Prior to working in Broome, 

we had a three-week lab and three of those people ended up participating in the 

project. We had ideas with some people Indigenous and non-Indigenous that were 

great for the lab and that process as a self-contained event. But in terms of the project 

that grew out of it, that was a different conversation and we were looking for a 

different kind of person, both in terms of ideas and understandings of how they think 

that dance can function.  

In this conversation, I gather that getting together to begin working on Cut the Sky is part of a 

greater network of experiences. Relationships and explorations of Country are well embedded 

in praxis before Broome, as are the individual relationships with performers, Eric, Josh, 

Edwin, and Miranda. Broome is their first period of time together as a whole cast. The value 

put on meeting “new people” and trying “working together” is also about relationships. I ask 

more about the relationships and their value in the process, specifically her role as artistic 

director and the “different kind of person” they are looking for in Marrugeku Dance Theatre: 

People need to have a strong embodied link between their imagination and what they 

are given in the rehearsal room. I just don’t think that you can get the scope, breath, 

depth of the imagination, the range of rhythms and textures by just doing it yourself. 

Engaging their imagination, creativity and capacities, strengths, vulnerabilities you 

get something so much more than if you stand out the front and just do it. To find the 

artists that have the breadth in their being to sit in that context, be generous, to speak 

up, give of themselves, and also give another people space is important. So, it takes us 

a while to do casting, and I also had to learn that if it is not working, I can pull people 

off projects which is really difficult cause we do try to build a family and an open 
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situation. But in the end, it is as much about giving people a taste of how we work, so 

they can decide if they like it, because many don’t.  

I ask Rachael about the challenges of working with Marrugeku Dance Theatre: 

The kind of dancers that like to be told what to do would be really unhappy here 

because we really are co-creating the work. Dancers are acknowledged as co-creators 

of the work and they are responding to the ideas personally, politically, culturally and 

choreographically, so it is a big task and not everyone wants to work that way. 

During our interview, Rachael communicates the characteristics necessary for involvement in 

Marrugeku Dance Theatre productions. In the creation of ‘Cut the Sky’, Rachael states the 

need for “a different conversation” and “person”, suggesting that characteristics change 

depending on the big story being told in each of their productions. Rachael also emphasises 

that the performers are acknowledged as being “co-creators” of the work. However, within 

the collaboration, both Rachael and Dalisa have an authority that facilitates the performers’ 

histories and performance dialogue.  

Facilitation that encourages participant performers to respond to “ideas personally, politically, 

culturally and choreographically” moves beyond formalised approaches to exploring and 

experiencing culture (Perry & Southwell, 2011). Rachael discusses the significance of the 

“imagination” as a tool of creativity and embodiment. For participants, understandings of 

creation and imagination are informed by personal and professional experiences that underpin 

their way of being in the world. In particular, for Edwin, Eric and Dalisa, their imagination 

may be understood as being intrinsically reflective of their dreaming (Sections 1.10, 2.5.2 and 

4.2). As Torres (2006) argues, the connection between the everyday life and knowledge 

specific to their own country informs the very stories that are being told within Marrugeku 

Dance Theatre.  

For Edwin, Dalisa, and Eric, this connection is unique. However, whilst it exists, this does not 

mean that it can be scrutinised for audience and/or non-Indigenous consumption. In this 
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thesis, spiritual connections of other Indigenous people cannot ethically be totalised in 

explanations for their involvement with Marrugeku Dance Theatre. Whilst situating herself as 

a non-Indigenous, New Zealander (Chapter 3, section 3.7), for Rachael using the imagination 

as means to create work also means that interpretations of the imaginings of others in 

Marrugeku Dance Theatre are different, and may be beyond her own comprehension.  

Intercultural praxis that admits difference between realities whilst attending to ways in which 

participants may embody tasks is important. In this way it challenges the status quo that may 

exist within the formalised theatre rehearsal process. Flexibility to accommodate participant 

realities, especially outside the facilitator’s own world view, is important.  

The cultivation of Marrugeku Dance Theatre performers also extends to relevant 

communities. As Rachael and Dalisa communicate why they establish relationships and invite 

artists to perform, there is also reflection towards their own co-relationship with their 

communities and each other. As well as finding means to explore the unique stories of 

performers, they are also expected to embody the praxis undertaken. Dalisa performs on-

stage, which represents a different kind of facilitation compared to Rachael, who works as 

director and dramaturg. These roles also inherently inform their choices of performers, and 

protocol with the communities to which they belong. As Sims, O’Conner and Forest (2003, 

2012) advocate, it is important that Rachael and Dalisa are able to respond to the needs of 

communities represented within Marrugeku Dance Theatre. Barnes et al. (2012), Bishop 

(2003), Bishop and Berryman (2006), Bishop and Glynn (1999) concur, arguing the relevance 

of the knowledge in which Indigenous communities belong. 

Interculturalism in the cultivation of performers in Marrugeku Dance Theatre therefore 

suggest that there are pre-requisites to working in culturally distinct environments. The 

consideration shown by Dalisa and Rachael in the casting of performers contends that there 

are valued attributes necessary for a person to engage in a responsive and equitable manner 

with other cultures. Cultural awareness, or cultural competency (Chapter 6, Section 6.4.1), is 

considered a characteristic determined through the personal and professional histories of Eric, 

Edwin, Josh, and Miranda.  
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The research of Bishop and Hall (2000), Byram, Nicols and Stevens (2001), Pai, Adler and 

Shadiow (2004) and Sleeter (2000) also considers that cultural awareness can be unsettled 

through authentic relationships and ongoing critical reflexivity. This view of cultural 

awareness and competency suggests that unless Marrugeku Dance Theatre participants have 

some prior experience of Country, they are challenged in connecting to and exploring content 

considered outside their own cultural knowing (Bevan-Brown, 2003; Diller & Moule, 2005; 

Sims, O’Conner & Forest, 2012).  

For Marrugeku Dance Theatre, this may mean considering that Rachael and Dalisa emphasise 

difference within the collective. Attention to the representation of story and articulations of 

Indigenous and non-Indigenous knowledge is important, and suggests that awareness is not in 

the understanding of another worldview, but is instead having an awareness of its distinctness. 

The cultivation and casting of Josh, Eric, Edwin and Miranda is also about their distinct 

stories that are Indigenous and non-Indigenous. Being attentive to culturally distinct stories 

that are located within a deliberate Indigenous perspective is therefore significant to the 

application of Intercultural praxis for Marrugeku Dance Theatre. 

By attending to Marrugeku Dance Theatre interpretations and representations of intercultural 

praxis during the research, relatively unmapped spaces of cultural consultation emerged. 

Facilitation through Indigenous story, landscapes and community revealed exclusive scholarly 

discourse actively relocated in, and affirming of the fundamental authority of Indigenous 

knowledge.  

Outside my immediate site specific research with Marrugeku Dance Theatre, my ongoing 

critical reflexivity complicated the negotiation and representation of terminology used within 

this research. Interpretations from scholarly discourse were in constant challenging critical 

conversations with what Marrugeku Dance Theatre communicated as being interculturalism, 

as were my own interpretations as a Kaupapa Māori researcher.  
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In response to the collage of critical reflexivity, Section 4.4 collectively considers the research 

with Marrugeku dance Theatre, and how this has informed the research intent of a 

consultation pertaining to intercultural praxis.  

4.5 Marrugeku Dance Theatre Intercultural praxis and the research inquiry 

Previous sections of this chapter, “Te mana o te kaiwhakaari” (the authority of the performer), 

have discussed Marrugeku Dance Theatre interpretations, and implementations, of 

interculturalism. The research has revealed that Marrugeku Dance Theatre advance 

intercultural praxis with the authority of Indigenous knowledge that is specific to place and 

people and relationships distinct to Australia. In particular, this chapter has highlighted 

Marrugeku Dance Theatre interculturalism as being inclusive of Indigenous knowledge 

including elder and community custodian guidance, Indigenous performer participation, and 

the significance of Indigenous storytelling.  

Intercultural praxis within Marrugeku Dance Theatre has been also been found responsive to 

distinct community and landscapes. Indigenous and non-Indigenous participation involves 

experiences of Indigenous Australian landscapes and community, the navigation of specific 

Australian socio-political circumstance, and the cultivation of performers with a diversity of 

skills and experience determined by personal and professional histories. The stories of Edwin, 

Miranda, Rachael, Dalisa and Josh have provided specific and intrinsically relational insights 

into Indigenous Country and landscape, and Marrugeku Dance Theatre intercultural praxis.  

In the research, Rachael, Josh, Edwin and Dalisa communicated diverse attitudes towards the 

disruption of status quo (Section 4.3.2). Within intercultural inclusivity, Marrugeku dance 

Theatre also advance important articulations of distinctness. Difference as an important 

attribute of intercultural praxis must also navigate the realities of participant experience, 

whilst attending to a wider Australian societal interpretation. Edwin negotiates theatre 

protocol as traditional storyteller (Section 4.2.3). As co-artistic director, and often cultural 

liaison, Dalisa has a deepened sense of responsibility to her family and community (Sections 

4.2 and 4.2.1). Josh expressed particular expectations that contend representations of 
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contemporary aesthetics within Marrugeku Dance theatre performance (Section 4.4). As such, 

the critical reflexivity represented in this chapter also reflects how a professional theatre, 

through the constructs of dance and drama, is attempting to meet Indigenous story and 

knowledge, and the culturally distinct lived experiences of participants.  

Within scholarly discourses, Marginson and Sawir’s (2011) ‘sameness but difference’ is 

argued as offering a re-complexity of cultural consultations that extends well beyond binary 

comprehensions of people, place, and the communities to which they belong. For intercultural 

praxis, it has informed the value of complex relationships, and how we come to connect with 

others. Sameness may be considered as suspicious. How we appreciate the complexities of 

culture, in particular Indigenous culture, is considered more validating if participants are 

unsettled and challenged in their ideologies of others.  

For Indigenous Australians, this argument contends that ‘what we know’ has been shaped by 

a history of colonisation, dispossession, marginalisation, and assimilation. Intercultural ideals 

of sameness might therefore be considered ethically problematic. In particular, it reveals the 

importance of having Indigenous facilitation as part of intercultural praxis.  

 
Template 17:  

Josh Mu and Edwin Mulligan Marrugeku, dance theatre rehearsals, Yawuru Country, 2014 
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When re-located in a broader Australian discourse and political intent, Josh, Edwin, Eric, 

Miranda, Rachael and Dalisa’s narrative challenges scholarly Intercultural discourse. At the 

time I was engaging in my research relationships with Marrugeku Dance Theatre, my success 

in finding intercultural frameworks that had been determined by Indigenous community 

knowledge, authority and facilitation was limited. My experiences with Marrugeku Dance 

Theatre, and my own ideologies as a Kaupapa Māori researcher, were in ongoing critical 

consultation and conflict with material from my literature research. Eurocentric logic and the 

framing of cultural relationships emerged as a dominant academic discourse. This opposed 

the acknowledgement of Indigenous community, landscape and history that I was 

experiencing in my time with Marrugeku Dance Theatre.  

However, because Marrugeku Dance Theatre identify themselves using intercultural 

terminology, it was important to explore the utilisation of terminology and research reported 

in scholarly literature to locate current contexts of intercultural praxis. Interculturalism as 

pedagogy is well established within an academic discourse framed by concepts of interaction 

with the foreigner (Chapter 5, Sections 5.4 and 5.5). The ‘othering’ of the exotic, as argued by 

Aman, (2013), Gorski, (2008), and Fennes and Hapgood, (1997), is presented through a 

homogenised lens situated in Western ideologies. As my research progressed, finding shared 

understandings of interculturalism became problematic in relation to Marrugeku Dance 

Theatre, who advance the disruption of mono-cultural structures, and Eurocentric Australian 

ideologies. The following chapter presents this component of the research through the 

delivery of a literature review.  

4.6 Conclusion 

The contentions discussed in Chapter 4 are navigated with a conscious Kaupapa Māori 

whanaungatanga philosophical underpinning in the following chapter. In Chapter 5, “Te mana 

o te kairangahau” (the authority of the researcher), views from the scholarly literature and my 

own culturally informed understandings of interculturalism are critically argued. In response 

to my research with Marrugeku Dance Theatre, interpretations of intercultural that are 
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inclusive, validating, and involve the facilitation of Indigenous knowledge are offered to the 

reader as means to unsettle and re-contemplate current frameworks of intercultural discourse. 

This thesis will culminate in the presentation of an intercultural framework shaped through 

the research with Marrugeku Dance Theatre, my own knowledge as Ngāti Hine, and an in-

depth examination of the scholarly discourse. As such, Chapter 5 endeavours to critically 

unpack and reconcile interculturalism as a site for the equitable inclusion of Indigenous 

culture and community.  
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CHAPTER 5 

Te mana o te kairangahau  

(the authority of the researcher) 

 
Template 18:  

Yawuru Country, 2014.  

Beneath Red 
you see root 

Beneath my red you can see my root 
buried deep  

Nourished breath of country 
To some my root looks dead 

But it is not 
My root is not dead. 

This root is not dead. 
It is country 

Tia Reihana-Morunga (2014) 
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5.1 Introduction 

Chapter 5 of this research thesis presents an investigation of conceptual and theoretical 

literature relating to the research inquiry. This doctoral study, ‘te mana motuhake o te kauri’ 

(the autonomous and embodied authority of the kauri) explores how the creative praxis of 

Marrugeku Dance Theatre facilitates intercultural experience. The underlying narratives of 

the research inquiry involve Marrugeku Dance Theatre interpretations of Intercultural praxis, 

the facilitation of Indigenous knowledge in culturally distinct contexts, and revelations of 

knowledge viewed through Kaupapa Maori theory and whakawhanaungatanga methodology. 

In response to the research inquiry, Chapter 5 critically explores intercultural praxis within a 

wider academic discourse, and Indigenous approaches to interculturalism specific to Kaupapa 

Māori theory and a critical Indigenous perspective.  

Critical reflexivity in regard to the review of literature has also been shaped by the site 

specific research with Marrugeku Dance Theatre. Contentions are ongoing where rifts in 

objectives and desired outcomes are revealed between the intercultural literature and the 

praxis of Marrugeku Dance Theatre. With regard to my own understanding as Ngāti Hine, a 

Kaupapa Māori lens further brings complexities to intercultural praxis and the inclusion, 

representation and authority of Indigenous community and knowledge. The aim of this 

chapter is to find some consistencies to inform the conceptualisation and development of a 

relevant intercultural framework in Chapter 6 following.  

Section 5.2, Indigenous knowledge and the moving body, considers representations of 

Indigenous knowledge in the moving body. Specific to locations in both professional and 

community contexts, this section provides insight into the representations, perspectives and 

interpretations of Indigenous knowledge that occur within Marrugeku Dance Theatre praxis. 

Marrugeku Dance Theatre are unsettling ideologies of what constitutes Indigenous dance in 

Australia. As such, literature pertaining to embodied knowledge is important in locating how 

Marrugeku Dance Theatre are facilitating Indigenous knowledge in their intercultural praxis.  

Articulations of what may be considered Indigenous knowledge are also paramount to 

establishing defining approaches to the meaning making that occurs throughout the research 
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inquiry. Facilitation between Indigenous and non-Indigenous conceptualisations of the 

moving body will inform cross-cultural intercultural meaning making to provide more 

culturally responsive reflection on participant stories within Marrugeku Dance Theatre.  

Section 5.3 provides a discussion of land and community based-knowledge (Johnson, 2012; 

Penetito, 2009). Marrugeku Dance Theatre approaches to interculturalism are shaped by 

relationships to people and the environment (Chapter 4, Sections 4.2 and 4.3). As such, 

reviewing the literature of Indigenous ideologies and their conceptualising of landscape as 

means to engage with others and the environment we inhabit is necessary. In relation to 

Marrugeku Dance Theatre, such theories will provide ethical considerations to the 

representations of Indigenous communities and knowledge within their intercultural praxis 

(Nakata 2002, 2007a, 2007b, 2010). Accordingly, this section provides a literature review of 

current research pertaining, to equitable and culturally responsive Indigenous and non-

indigenous relational discourse. 

Next, Section 5.4, ‘A Māori world view and translations of Interculturalism’, aims to locate 

understandings intercultural terminology as they occur in iwi Māori, realities. In particular, 

reflection on my own whānau pūrākau (family and ancestral histories) provides insights into 

Indigenous experience and knowledge of culturally distinct, Indigenous and non-Indigenous 

relationships. Engaging in a Indigenous research inquiry and contemplating my own lens as 

researcher provides the necessary reflexivity in meaning making and knowledge acquisition 

for the following discussion chapters. Kaupapa Māori reflections on intercultural scholarly 

discourse encompass Kaupapa Māori conceptions of interculturalism, and interject in the 

scholarly literature framed by a specific Western European discourse.  

Section 5.5 presents a critical literature review of formal intercultural frameworks. As Ngāti 

Hine, I approach this section with a distinct critical Indigenous lens that seeks the inclusion 

and validation of Indigenous culture and communities. Marrugeku Dance Theatre identify as 

an Intercultural dance theatre ‘on the nexus of Indigenous and non-Indigenous’ experience 

(Marrugeku Dance Theatre, 2014). In interviews and observations with Marrugeku Dance 

Theatre, differences in intercultural interpretations and implementations of praxis became 
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apparent. It is therefore essential to engage in scholarly literature that frames values and key 

characteristics of distinct and multiple intercultural praxis.  

Section 5.6 concludes the chapter. This section provides a conceptual overview of the chapter 

and makes necessary critical connections to the research inquiry. The conclusion will also 

offer a prelude to the following Chapter 6, ‘te mana o te rākau kauri’ (the mana of the Kauri 

tree). Chapter 6 adapts the theory and literature from this chapter and experiences with 

Marrugeku Dance Theatre to present an Indigenous intercultural framework that will be 

applied to the research and discussed in the remainder of Chapter 6, ‘te mana o te rākau kauri’ 

(the authority of the kauri tree). 

5.2 Indigenous knowledge and the moving body 

In the work of Marrugeku Dance Theatre, the moving body and ideologies of the aesthetic are 

in constant states of negotiation. Dancers who are culturally distinct in history, possess 

different skills informed by different ways of being in the world. For example, Josh holds 

different experiences compared to Edwin or Dalisa (Chapter 4, Section 4.4). The performers 

all expressed distinct experiences of Indigenous knowledge, and creative praxis. Advancing 

Indigenous perspective as means to negotiate intercultural praxis (Chapter 4, Section 4.2), 

means that previous research pertaining to Indigenous knowledge and the moving body as 

means to share intercultural experience is also explored in this thesis.  

My own perspective as Ngāti Hine and dancer embodies understandings of how Māori 

knowledge informs my performing body. Iwi Māori tikanga, and the teachings of Io traditions 
63 are embedded in the Māori worldview of Te Ao Marama that “arises out of cosmological 

whakapapa or genealogies which are metaphorical of the creation of the world and of the 

psyche of the human being” (Royal, 1998, p. 4). In the experiences of our ātua and tūpuna, we 

are able locate ways of knowing that provide insight and guidance for our behaviour and the 

                                                
63	Io	–	Supreme	Being,	creator.	Based	on	oral	traditions	of	Ngāpuhi	(Marsden,	2003)	
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relationships that we have with ourselves, each other, the environment, and therefore our 

moving bodies. 

Embodied and holistic relationships of body and the environment involve the recognition of 

metaphysical dimensions. As such, the embodiment of knowledge extends beyond what are 

classed as the 5 human senses, to encompass consciousness connected to felt, feeling, 

intangible, and at times unidentified experience.  

Royal (2009) argues knowledge within locations of the body that exists beyond binary 

concepts of mind and body. For Iwi Māori, knowledge has strong wairua64 mediums, where 

physical and spiritual are united. This inter-relationship extends to all components of the Arts, 

where expression and the aesthetic are reflective of environment and our Mauri 65. The 

moving body is experienced through the aesthetic values of te wairua66, te mana 67, te ihi 68, te 

wehi 69and te mauri70. For Iwi Māori, it is these intrinsic values that cultivate and strengthen 

connected Indigenous communities and society (Hindle 2002, Salter, 2000c; Whitinui, 2007, 

2010), and influence understandings, interactions and interpretations of the world (Marsden 

1992, 2003; Pere, 1991, 1998; Royal, 2004; Smith 1997: Yates Smith, 1998, 2003a, 2006).  

American Indian arts practitioner Christine Ballengee-Morris (2008) also discusses embodied 

practice and the Indigenous aesthetic. Ballengee-Morris (2008) considers the relevance of 

                                                
64	Wairua	–	The	spirit	of	a	person	that	exists	beyond	physical	dimensions.	Within	Te	ao	Māori	there	are	
different	living	embodiments	of	wairua	that	involve	mood,	feelings,	nature	and	atmosphere.	
65	Mauri	–	In	generic	translations	is	understood	as	being	the	life	force	of	things.	People	and	objects	can	be	
regarded	as	having	mauri.	For	example,	pounamu	(greenstone)	can	carry	the	mauri,	whakapapa	of	history	and	
environment.		
66	te	wairua	–	The	spriti	that	is	seen	and	felt	during	performance.	This	is	an	environmental,	individual	and	
collective	experience.		
67	te	mana	–	The	authority/relationship/behaviours/actions/mood/atmosphere	that	can	be	expressed	in	the	
performance.	This	can	be	through	the	felt	expressions,	song	and	movements	that	embody	ancestors,	
environment,	and	other	people.	
68	te	Ihi	–	The	physical	force	of	the	body	and	performance.	Embodied	and	affecting	audience	and	watcher,	ihi	
can	be	felt	in	response	to	song	and	movement.	
69	te	Wehi	–	Challenged	energy,	fear,	strength	that	is	projected	in	performance	
70	te	mauri	–	Life	force	that	is	experienced	and	expressed	through	the	performing	body	by	a	person	or	group.		
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Indigenous knowledge to non-Indigenous understandings of the moving body in space. 

Attentive to multiple truths of the aesthetic in relation to identity and cultural consciousness, 

Ballenge-Morris (2008) writes intently from her own positioning as a Native American, 

arguing:  

Indigenous Arts is informed by multiple, distinct systems of Indigenous aesthetics 
across tribal, national, geographic, and cultural borders… Nature is expressed through 
indigenous art that connects place and spirituality, which provides the conceptual basis 
for understanding place and space within traditional Native cultures. In other words, 
spaces, music, dance, or visual arts, is the celebration of human continuity with the 
earth and identity. (p. 31) 

Ballenge-Morris (2008) argues for Indigenous relationships to environment that inform the 

aesthetic, moving, feeling body. First Nation Nishnaabeg academic Leanne Betasamosake 

Simpson (2014) also discusses environment as the embodiment of the Indigenous aesthetic, 

describing the “learning from animal teachers” that encourages “embodiment and conceptual 

thought”, which is then applied to situations. Ballenge-Morris (2008) and Betasamosake 

Simpson (2014) consider intersections of embodied knowledge that negotiate different 

worldviews.  

For Marrugeku Dance Theatre, Indigenous understandings of the body that are informed by 

crocodile (Chapter 4, Section 4.2.3) provide insights into cultural negotiation. Elder feedback 

(Chapter 4, Section 4.2.2) as means to conceptualise movement is also used to navigate 

Indigenous and non-Indigenous worldviews at Marrugeku Dance Theatre.  

In Indigenous Australian communities, music and dance are experienced as mediums to 

access The Dreaming. Hume (2004) writes that “dancers become material manifestations” (p. 

250), each demonstrating a genealogical lineage to landscape and its relative narrative of 

people, flora and fauna. Movement is akin to living and the re-enactment of life, whereas 

Hume (2004) states, “Ceremony becomes the process by which the invisible is given material 

embodiment” (p. 250). The ceremony itself challenges particular Western approaches to 

performance and the ideal of performative outcomes.  
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The physical movements may be short in terms of time, however the preparation involved 

encompasses the journey of embodiment and intent. Hume (2004) writes, “Meaning is 

conveyed through total activity […] and is tied into the mapping of a particular tract of land” 

(p.253). This relationship to landscape, an “intrinsic listening” (p. 253) to the natural world, is 

also an innate characteristic of Marrugeku methodologies of “Listening to Country” (Swain, 

2010, p. 4). Site specific interactions facilitated by Yawuru, custodians and knowledge 

systems are utilised to negotiate the relationships of the culturally distinct participants.  

Having dancers moving on landscapes under the direction of elders is a tool used by 

Marrugeku Dance Theatre to develop work and choreography (Swain, 2006, 2010, 2014). 

Participants experience the embodiment of knowledge that for some non-Indigenous 

performers is removed from their own worldviews and culture. With regard to intercultural 

praxis, Marrugeku Dance Theatre advance the significance of community and custodian 

facilitation in the equitable representation of knowledge and perspective. 

In considering intercultural praxis, conflict can occur in negotiations of Indigenous that 

involve non-Indigenous participation. Placed within a wider framework of Western Theatre, 

values can be contrasting. What the dancing body looks like, moves like and feels like is 

different. Arguing against Western constructs of kinaesthetic knowledge, Andrēe Grau (2011) 

writes that it is important to note “how human beings conceptualize the body, how they carve 

into distinct body parts, and how they use it to create metaphors are culturally specific” (p. 6). 

As such, when working with Indigenous informed embodied movement in the research, it was 

important to adhere to specific sites of cultural distinction.  

For example, Josh’s understanding of the creative process was decidedly different to Dalisa’s 

(Section 4.4) in respect to contemporary dance technique and skillsets. Miranda (Section 4.4, 

p. 184) also commented on the disempowerment of Western dance styles as being key 

characteristics of their dance performance and communication. With regard to intercultural 

praxis, challenges to dominant discourses, in this case dancing aesthetics, are paramount. 
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Grau (2011) writes that “sensory meanings and values appear from the sensory model 

exposed by society, according to which the members of that society make sense of the world 

or translate sensory perceptions and concepts into a particular worldview” (p. 9), reflecting 

the complexities faced by Marrugeku Dance Theatre in the negotiation of different cultural 

identities, performance backgrounds, and worldviews.  

Accordingly, Marrugeku Dance Theatre advance that by incorporating Indigenous 

perspectives and values of the moving body, they are attending to difference as a key 

characteristic of the application of intercultural praxis. Working with Yawuru landscapes and 

story as stimuli means that there are distinct sensory realities informed by cultural 

worldviews. However, there also remain distinct realities in the way which culturally distinct 

performers experience such environments.  

5.3 Land, and community-based knowledge 

In my work with Marrugeku Dance Theatre, relationships to country and people were 

revealed as important components of intercultural praxis. Multi-layered experiences shaped 

by identity, relationships to place, and environment emerged as prevalent sites of inquiry for 

this research. Indigenous Australian understandings of Country, my own understandings of 

whenua, and, the personal and professional stories of Marrugeku Dance Theatre created sites 

of critical thought and reflection. In terms of the literature, the authority of landscape as a site 

for intercultural praxis involved an investigation of theories pertaining to land based, 

knowledge and education (Chinn, 2007; Friedel, 2011; Penetito, 2009; Oritz, 2007; 

Scheuerman, Gritter, Schuster & Fisher, 2010; Smith & Sobel, 2014).  

In considering Indigenous ideologies of landscape and community, senior Māori scholar 

Wally Penetito (2009) argues that place-based education encompasses an awareness of 

location, focusing on a relationship established and maintained with a sense of, and to, place. 

Where are we? Where are you from? What is this place? – are ethical considerations that, as 

Penetito (2009) states, reflect community, history, and the exploration of “place and identity” 

(p. 6). In Marrugeku Dance Theatre interculturalism, place and identity are indicative 
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instruments with which to facilitate Indigenous knowledge (Chapter 4, Section 4.3). For 

indigenous communities, the recognition of kinships is important in the validation and ethical 

participation of culturally responsive creative pedagogies (Smith 2003a, 2003b).  

Penetito (2009) also discusses how the landscapes that we inhabit are ways to connect “place 

with self and community [that include] multigenerational and multicultural dimensions as 

they integrate with community resources” (p. 7). Penetito (2009) contributed to my critical 

reflexivity on the intercultural work of Marrugeku Dance Theatre by encouraging me to then 

consider the role of involved Indigenous communities.  

Indigenous community facilitation that is specific to place would need to consider how 

Yawuru communities and stories of Country are shared as means to establish, foster, and 

further develop equitable, culturally responsive relationships with people of different cultural 

backgrounds and worldviews. With regard to Marrugeku Dance Theatre, there were ongoing 

discussions pertaining to landscapes and Indigenous Australian perspectives of environment 

as means to facilitate relationships throughout the research. 

Educationalist Jay Johnson (2012) states that for “Indigenous peoples, knowledge and science 

are written into landscape” (p. 829). Oritz (2007) also argues a distinct connectedness, stating 

that for Indigenous communities, “being and place are conceptually linked. This is an 

Indigenous principle and, therefore, is maintained as such within indigenous cultural 

philosophy and expressed in the most common or ordinary way” (p. 135). Within the 

research, the scholarly discourse of Indigenous place-based educational philosophies argued 

by Johnson (2012), and Oritz (2007) provides insights into methodologies that consider 

intercultural intersections with Indigenous ideologies of landscape and location.  

Educationalist David Corson (1999) expands on land based Indigenous learning as means to 

ethically and respectfully consider Indigenous community participation. Land based 

ideologies and logic are argued as culturally relevant and responsive approaches to praxis. In 

reference to Australia, Corson (1999) states that Indigenous education draws on the 

“community’s knowledge, expertise, and cultural practices… [that are] relevant to the lived 
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experience of children from aboriginal backgrounds” (p. 9). Corson (2008) acknowledges the 

significance of community and place as means to work with the “immediate reality” (p. 10) of 

Indigenous participants, and therefore the facilitation and authority of Indigenous knowledge 

in intercultural praxis. 

Mark Fettes (1999) advances on the research by Corson (2008), suggesting that praxis 

informed by the immediate reality of people fosters self-determination. Fettes (1999) 

discusses the importance of community to Indigenous education and the role of Indigenous 

autonomy. Māori scholar Graham Smith (2003a, 2004) concurs. Speaking specifically to 

Kaupapa Māori discourses, Smith (2003a, 2004), advances that for Indigenous communities, 

self-determination and the validity of culture is realised through culturally preferred praxis 

that is embedded in self-culture and life circumstance. 

Further academic discourse by educationalist Jessica Ball (2004), pertaining to Indigenous 

autonomy within community settings, considers socio-political circumstances that challenge 

an “homogenizing, monocultural, colonizing approach to community” (p. 457). Rejecting 

ideals of monoculturalism, critically challenges intercultural praxis, and therefore re-considers 

how current cultural frameworks negotiate and respect relevant Indigenous community 

participation.  

Ball (2004) highlights experiences within cultural frameworks that may be “inappropriate for 

the varied social ecologies of Indigenous children and their families” (p. 457). By attending to 

the wellbeing of family, Ball (2004) connects to the realities communicated by Marrugeku 

Dance Theatre co-artistic director Dalisa Pigram (Chapter 4, section 4.2), who discussed her 

accountability and responsibility to her community, and the representation and 

implementation of knowledge. The negotiation of protocol, the significance of landscape, and 

the role of custodians, are all, as Ball (2004) advances, “authentic experiences of Indigenous 

philosophies, languages and practices” (p. 459). For Dalisa, authentic experiences of culture, 

and more importantly her own Yawuru culture, are necessary and ethically correct approaches 

to intercultural praxis in Marrugeku Dance Theatre. 
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For Dalisa, her sense of accountability towards ethical representations of Indigenous and 

Yawuru landscape and community knowledge is reasonable. There is support for Dalisa in the 

writings of Ball (2000), Nakata (2007b) and Waitere (2001), in that she must situate the 

agency of community Indigenous informed praxis as being reaffirmed within the communities 

to which it belongs. Doing so attends to ongoing associations of appropriation that occur with 

representations of Indigenous knowledge in wider contexts.  

Educationalist Stephen May (1999) writes that indigenous community-based education has 

“developed [as a] response to the long historical subjugation and marginalisation of 

indigenous peoples. It is predicted on and framed within the wider principle of self- 

determination” (p. 3). Indigenous creative arts praxis educator Christine Ballenge-Morris 

(2010) also contends that the respectful inclusion of Indigenous landscape and environment 

can raise awareness of community issues and resources. For Dalisa, and other artists in 

Marrugeku Dance Theatre, the socio-political considerations within intercultural praxis 

discussed in Chapter 4 (Section 4.3.2) specifically attend to environment sustainability, 

unsettle colonial discourses, and confront the marginalisation of Indigenous communities.  

Within autonomy, non-Indigenous participation in Indigenous community and landscape can 

disrupt and relocate Eurocentric understandings of place. Johnson (2012) states that Western 

philosophies of landscape have become a “taken for granted relationship [that] has allowed 

specific places to become only thinly conceived or erased entirely. Placelessness…is a 

primary component of our modern Western condition” (p.830). As Johnson (2012) explains 

further, this understanding of environment stems from “ontological and epistemological; 

legacies of European Colonialism [that maintains] a dualistic and reductionistic structure 

which divides the world into distinguishable segments” (p. 830). Converging with Johnson’s 

(2012) arguments, Marrugeku Dance Theatre, in the production Cut the Sky, engage 

Indigenous knowledge specific to landscape and community to reconsider environment, and 

climate change (Chapter 1, Section 1.7). The way this knowledge is shared amongst culturally 

distinct participants, who themselves are encouraged to locate themselves in the stories and 

landscapes of others, is significant, revealing particular dialogue of intercultural praxis and 

critical reflexivity in the role of Indigenous knowledge and approaches to place and 

community-based praxis  
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In a whakawhanaungatanga method of inquiry, culturally informed relationships with people, 

community and place are considered fundamental for the revelation and acquisition of 

knowledge. Whakawhanaungatanga analyses how relationships are determined by the 

environments we inhabit. Marrugeku Dance Theatre advance that relationships are 

representative of a particular intercultural praxis (Chapter 4, Sections 4.2.3 and 4.3). That 

these relationships exist outside their own immediate cultural realities, and challenge 

particular cultural frameworks within Australia, is significant. Therefore, interculturalism, and 

in particular interculturalism facilitated through Indigenous perspectives of Indigenous 

Australian Country is vital to this research and the critical development of an intercultural 

framework.  

My own realities as Indigenous woman from Aotearoa also involve the facilitation of 

Kaupapa Māori discourses pertaining to culturally diverse relationships. Therefore, the 

following provides a commentary on literature involving multi-layered cultural and scholarly 

consultations that theorise understandings of interculturalism.  

5.4 Māori worldview translations of intercultural  

This section presents incisive discussions of intercultural praxis. As Ngāti Hine, I intrinsically 

apply my own worldview, which involves a collage of practices experienced in my own hapu, 

and wider Iwi Māori. Although there is not much written discourse on Iwi Māori formalised 

ideologies that make use of the specific term intercultural, there is knowledge and protocol 

that reveal Iwi Māori navigations and facilitations of distinct cultural environments.  

In this section, I engage my cultural consciousness and experiences with Marrugeku Dance 

Theatre with the relevant literature. Iwi Māori comprise a continuum informed by 

relationships to whakapapa and whānau, and wider culturally distinct environments (Royal 

2004, 2004a, 2009). Interculturalism, a primarily Western construct, can therefore be re-

imagined and contested as a term applied to how Iwi Māori negotiate environments in New 

Zealand, and internationally. Involving people of heterogeneous, cultural, personal and 

professional identities, a deliberate set of protocol is extended as means to negotiate and 
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navigate connections. Relevant Kaupapa Māori translations of interculturalism, can be located 

in tikanga (protocol) lived on our marae, in our schools, and in extended communities that 

involve diverse Aotearoa New Zealand and global landscapes, countries and people.  

In discussing Kaupapa Māori understandings of interculturalism, it is important to assume the 

autonomous participation of Māori participants, who themselves contend unique identities 

shaped by history, whakapapa, and relationships to others and their external environment 

(Pere, 1991; Fitzsimmons & Smith, 2000). The way Māori approach intercultural 

environments are informed by immediate environments that may be understood as inherently 

Māori. So, the way we conduct ourselves in our whānau informs the processes, kawa, tikanga 

and protocol for how we conduct ourselves within extended and global contexts. The ideology 

that Iwi Māori are able to self-actualise and determine diverse spaces with a diversity of 

people cultivates living dimensions of Tino Rantatiratanga, or self-determination, in being 

able to live as Iwi Māori in a diversity of culturally distinct environments.  

My own Ngāti Hinetanga shaped my research relationships with people, place, and 

communities involved. Outside Aotearoa in distinct Australian Country with Marrugeku 

Dance Theatre, I was informed by distinct protocol from my own culture as means to work 

respectfully and responsively with others. As discussed further in Chapter 2, 

whakawhanaungatanga methodology also relocates itself in multi-layered contexts as being 

able to facilitate culturally diverse environments. The idea that ‘I travel as Māori’ wherever I 

am, with my own unique identity and way of being in the world, contends how knowledge 

from my own culture is able to interact responsively and respectfully with others.  

Returning to the stories of my own whānau, hapu and Iwi, and relationships within non-

Maori, have informed my personal and professional understandings of culturally distinct 

relationships. My marae (ancestral land and buildings) Miria was named after the camellia 

flower that used to adorn tupapaku (the deceased) to disguise the scent of the body. These 

flowers were brought to the tangi (funeral) of my great, great grandfather Maihi Paraone 

Kawiti by pākehā (European settlers) in 1889. Kawiti lay in our whare tūpuna (meeting 

house) for weeks, and my aunties and uncles tell stories of the naming of the marae in 
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acknowledgement of the pākehā gifted flowers. Other stories of Te rākau oka (Oak tree), 

which still stands today outside our whare tūpuna, are also connected to the relationship that 

my tūpuna had with non-Māori.  

When I walk ancestral lands, its stories tell of a diversity of relationships. My history is 

written into the country and parts of this history also provide insights into how my family 

have long engaged with manuhiri (visitors), who were other Iwi Māori and pākehā (European 

settlers and non-Indigenous). Outside the significant knowledge of my hāpu and Iwi, books 

also provide historical recollections of relationships with pākehā. Within, the effects of 

colonisation and the marginalisation of Iwi Māori are well argued (Smith 1999, 2012; Bishop 

1996, Bishop & Berryman, 2006; Bishop, O’Sullivan & Berryman, 2010). However, the way 

these stories are told is also problematic when trying to locate the autonomous voices of hāpu 

and Iwi (Smith 1999, 2012; Binney, 2001). I contemplate how my tūpuna managed these 

spaces, and how we continue to manage these spaces within current diverse cultural contexts.  

At the signing of the Treaty of Waitangi71, my tupuna (ancestor), Te Ruki Kawiti, stated:  

E te whānau, I te pakanga ahau ki te Atua I te pō, heoi kihai ahau I mate. Nō reira, 
takahia te riri ki raro I ō koutou hei poai pākehā ā muri nei. Waiho kia kakati kau te 
namu I te whārangi o te pukapuka, hei konei ka tahuri atua i. Kei takahia e koutou, ngā 
papa pounamu tapu a ō koutou mātua tūpuna takoto nei. Titiro atu ki ngā taumata o te 
moana  

(My people, I fought with god during the night, but I did not die. Therefore, trample 
anger beneath your feet. Hold fast to your faith. You shall be made slaves by the 
pākehā from this day forth. Wait until the sand fly nips the pages of the book and then, 
and only then, you should arise to make your challenge. Make sure you do not 
desecrate the papa pounamu of your ancestors. Look to the horizons of the sea) 
(Kawharu, 2008, p. 37).  

                                                
71	Treaty	of	Waitangi	–	Treaty	first	signed	by	the	British	Crown	and	Māori	chiefs	(rangatira)	in	1840.		
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In his message to his hāpu, Kawiti communicates the importance of holding fast to the 

teachings of your tūpuna. As a descendent of Kawiti, and having experienced my own 

navigations of culture in life (p. 1), I believe that these words remain a powerful statement in 

the current negotiations for Iwi Māori in global contexts. Our tūpuna engaged in cultural 

diversity, from negotiations with the first manuhiri to arrive to New Zealand, to the signing of 

the Treaty of Waitangi. Culturally diverse relationships as manuhiri (visitors) and tangata 

whenua (people of place) are not foreign to our tikanga (protocol) and lived experiences 

(O’Malley, Stirling & Penetito, 2010).  

Iwi Māori Pākehā cooperation and the bi-cultural socio-cultural contexts of Aotearoa are 

important historical, social and political articulations of how diverse cultural contexts are 

currently negotiated. Although the term intercultural may not have been applied, or even be 

relevant to a discourse of Māori and non-Māori affiliation, there are, however, ongoing 

representations of interrelationships that entail a consociation for the facilitation of Aotearoa 

New Zealand (Binney, 2001; Bishop, 2003; Consedine & Consedine 2001; Hamed, 2004; 

Irwin, 2002; Mikaere, 2003; Orange, 1997; Royal, 2004, 2008).  

In further considerations of diverse relationships and a Māori world view, problematic 

research that considers Māori knowledge as means to navigate culturally distinct settings has 

been delivered by Megan Lourie and Elizabeth Rata (2014). Stating that the inclusion of 

Māori philosophies in Aotearoa is limiting, Lourie and Rata (2014) argue that “the social 

reality in New Zealand is of a considerably mixed ethnic population” (p. 21), for which Māori 

cultural and social knowledge is unprepared, resulting in underachievement of Iwi Māori in 

wider societal New Zealand contexts such as education.  

Attempts to classify Māori identity, culture and experience by Louries and Rata (2014) are 

contestable. The limiting terminology used attempts to define culture in binary forms that are 

situated in constructed frameworks of Eurocentric knowledge. Fitzsimons and Smith (2000) 

speak to claims made by Lourie and Rata (2014), arguing for an ‘expansion of philosophy’ 

that encourages a more authentic engagement with Māori ways of knowing the world. In the 

current context where “discursive regimes function on the basis of social practices which 
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involve forms of constraint such as the valorisation of some statement forms over others” (p. 

29), Fitzsimons and Smith (2000) advance collective strategies that acknowledge the fluidity 

of Iwi Māori culture, in particular its engagement with Western formalities, language and 

values.  

As such, Lourie and Rata (2014) appear confined by Western thought, which they then 

essentially apply to non-Western, Iwi Māori realities. Bi-Cultural is a Western construct. The 

way this construct is interpreted by Kaupapa Māori extends outside a systematic ideology that 

understands Iwi Māori as only able to relate to a monocultural way of being in the world. As I 

return to the words and landscape of my own tūpuna, I am able to locate a sense of relational 

discourse that connects to others, yet remains situated in Māori philosophy. 

On reflection, when I critically consider the agency of Marrugeku Dance Theatre’s own 

approaches to Intercultural praxis, the facilitation of Indigenous perspective as means to 

negotiate cultural difference and cultural disparities within Australia is significant. My own 

realities as an Indigenous woman working with Marrugeku dance Theatre highlight the 

authority of intercultural Indigenous participation and facilitation. The offering of an 

Indigenous informed intercultural framework in Chapter 6 also speaks to a discourse in the 

wider of intercultural literature that is limited in its inclusion of Indigenous communities. This 

Kaupapa Māori research with Marrugeku Dance Theatre frameworks of interculturalism that 

involve the perspectives of Indigenous Australian communities has reinforced the need to 

critically engage in intercultural literature to challenge the exclusion of Indigenous culture 

and experience.  

5.5 Kaupapa Māori critical reflections of intercultural scholarly discourse 

In this section, Kaupapa Māori theorising will engage with the formal academic intercultural 

literature. The scholarly discourse will be critically reconciled with Indigenous agency in 

attending to non-Western ideologies in the framing of culturally equitable and responsive 

relationships. Consultations of distinct intercultural perspectives are mediated through a 

Kaupapa Māori lens, gathering knowledge as means to develop a culturally responsive 
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intercultural framework. Therefore, in this section of the review, agency in locating culturally 

relevant and responsive discourse that addresses, involves, or is facilitated by Indigenous 

communities and knowledge is important.  

In considering the facilitation of Indigenous community and knowledge, Marrugeku Dance 

Theatre (Chapter 4, Sections 4.2.2 and 4.3.1) communicated a clear intention, prior and 

during the research, toward interculturalism that is specifically informed by Indigenous 

Australian performer and community participation (Chapter 4, Sections 4.2.1 and 4.2.2).  

How Marrugeku Dance Theatre apply particular protocol in the establishment and 

maintenance of these relationships was significant to the development of the intercultural 

framework presented in this thesis. Further, my gathering of intercultural literature involved 

ongoing critical reconsiderations on the equitable inclusion of Indigenous logic and 

paradigms. Relevance, ethical considerations, validation, reciprocity, cultural sensitivity, and 

competency were all considered from my distinct positioning as a Kaupapa Māori 

practitioner.  

In formal scholarly discourse, interculturalism, and intercultural practices are discussed as 

paradigms that focus on relationships between people of different cultural backgrounds. 

Ruanni Tupas (2014) writes that interculturalism is a “configuration of beliefs and practices 

which promote respect for and acceptance of diversity” (p.243). Laura Perry and Leonie 

Southwell (2011) identify interculturalism as involving people who have to interact 

effectively, and appropriately, with people from other cultures. Helmut Fennes and Karen 

Hapgood (1997) describe the intercultural process as “growth [that emerges] from 

understanding and accepting differences” (p. 44). However, ‘understanding’ and what 

constitutes ‘difference’ are problematic when you consider the cultural positioning of the 

research offered by Tupas (2014), Perry and Southwell (2011), and Fennes and Hapgood 

(1997).  

Problems are revealed when, despite the best of intentions, constructs for how participants 

may understand ‘difference’ are inequitable. Definitions of what constitute appropriate 
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relationships are also debatable, when ‘acceptance’ of the diversity of others may include the 

assimilation and appropriation of culture (Bishop & Hall, 2000). In the promotion of ‘respect’ 

that may involve relationships with oppressed and colonised communities, the Tupas (2014), 

Perry and Southwell (2011), and Fennes and Hapgood (1997) pre-determine cultural 

normalisation may also stem from a distinct position cultural privilege.  

Cultural privilege and dominant discourses that inform frameworks of everyday living are 

argued as being problematic within intercultural praxis (Aman, 2013). In my navigation of 

such literature, Indigenous knowledge provides a disruption to ideals of success, challenging 

outcomes of ‘acceptance’ and ‘respect’ where communities remain engaged in colonial 

frameworks of meaning making. Literature presented by Tupas (2014) states that 

interculturalism fosters an “exchange” in the “essence of people, place” (p. 244). While Tupas 

(2014) argues for the essence of a place and its inhabitants, this is problematic if Indigenous 

experience and participation are omitted.  

Marrugeku Dance Theatre present unsettling considerations of the role of Indigenous 

community and Yawuru knowledge as means to critically inform current frameworks of 

interculturalism. Throughout the interview and by observations of praxis, Eric, Dalisa, 

Rachael, Josh and Edwin, revealed experiences of intercultural arts praxis that attest to the 

inclusivity of Indigenous knowledge (Chapter 4). As such, Marrugeku Dance Theatre are 

disrupting discourse offered by Tupas (2014) and others. Reframing current constructs to 

provide a more equitable socio-political and cultural awareness of how interculturalism is 

approached in local and globalized contexts is significant in the validation of Indigenous 

ideologies.  

Conversations of Indigenous ideologies that involve interactions of Indigenous Alaskans in 

the unsettling of Western value systems of knowledge occur in the work of educationalists, 

Ray Barnhardt and Angayuqaq Oscar Kawagley (2007). Advancing a paradigm shift through 

the role of Indigenous knowledge in disrupting monocultural praxis, Barnhardt and Kawagley 

(2007) navigate the authenticity in how ‘acceptance’ and ‘respect’ have been achieved, and 

for whom. Kawagley and Barnhardt (2007) see shifts and transfers power as a disruption of 
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the current status quo occurring in the relationship with Indigenous community, offering 

further critical considerations pertaining to current formalised intercultural discourse.  

During interviews with Marrugeku Dance Theatre, co-artistic directors Rachael and Dalisa, 

and performers Miranda and Josh (Chapter 4), discussed a similar disruption. The unsettling 

of dominant discourses through the equitable inclusion and facilitation of Indigenous 

Australian knowledge was communicated as a key consideration in the re-defining of 

interculturalism.  

A focus on what is means for the self to ‘be disrupted’ moves towards research that considers 

individual perceptions of our-selves and the environment we inhabit. Braun and Neiderdeppe 

(2012) concur, stating that disruptions which offer a “reinterpretation of the self occurs in 

response to the disruption of ones culturally and socially constructed sense of identity” 

(p.145). In Marrugeku Dance Theatre, the disruption of the way non-Indigenous acknowledge 

Indigenous people, provides a compelling point of departure from which to navigate 

intercultural praxis. For example, the self-reflections of Josh through the stories of Edwin that 

have him readdress his personal histories and attitudes toward Indigenous Australians (p. 

175).  

Joshua Braun and Jeff Neiderdeppe (2012) argue that disruption experiences of people like 

Josh re-inform our sense of identity, and therefore culture. There is an inherent link to our 

own understandings of self as reflective of the environments in which we live. With 

Marrugeku Dance Theatre, environments are framed by Indigenous ways knowing and doing. 

Therefore, understandings of self-occur in relationships with Indigenous communities that 

promote self-interpretation, and self-awareness. In interviews with co-artistic director Dalisa 

(Section 4.3.2), self-interpretation and awareness were communicated as cultural and 

collective aspirations of Marrugeku Dance Theatre, and for the ethical and equitable future of 

Indigenous Australian communities. 

Marrugeku Dance Theatre activations of socio-political discourses in Australia are also means 

to disrupt, what, Braun and Neiderdeppe (2012), identify as, ontological landscapes that 
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“organizing narratives [that] interweave cultural-level assumptions about normal life course… 

Every society has culturally constructed views on what constitutes proper individual 

development and how people should progress through life over time” (p.145). The disruptions 

of ‘normal life’ and ‘proper’ individuals, where Australian audiences are presented with, as 

co-artistic director Rachael describes, Indigenous and non-Indigenous artists who are “off the 

ground” (pg. 207) they know in working together, are deliberate cultivations by Marrugeku 

Dance Theatre.  

Praxis and performance that involves Indigenous Australian histories and storytelling attempts 

to disrupt current socio-political discourses existing in wider Australian community contexts. 

Challenging the status quo of how Indigenous Australia is ‘respected’ and ‘accepted’ 

confronts research by Tupas (2014), Perry and Southwell (2011), and Fennes and Hapgood 

(1997), revealing the need for more realism in the idealistic attributes advanced in the 

intercultural academic literature. In considerations of interculturalism, disruption is therefore 

seen as a developmental action for the facilitation of equitable praxis. 

As I read further research, notions of the foreigner in intercultural praxis were also 

contentious. As an Indigenous woman engaging with the intercultural literature, it seemed 

concepts of who is the foreigner were almost always assumed to occur outside the validation 

of Indigenous localities and communities. Limited research offered distinct inclusivity of 

Indigenous community participation, facilitation, or feedback to research outcomes.  

Despite the obvious void in Indigenous participation, Simon Mariginson and Erlenawati 

Sawir (2011) contend that there exists “sameness and difference” within interculturalism, 

(p.17). Who determines this is highly contestable. Being the ‘same and different’ is a 

measurement placed in a particular framework, as the literature presents itself as being 

removed from the realities of Indigenous communities. If, as Mariginson and Sawir (2011) 

advance, a willingness toward participation leads to shared diversity and understanding, 

research that is void of informed Indigenous perspective suggests that the existing equilibrium 

needs further rigorous contemplation in its equitable inclusivity of people and place.  
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In response, my work with Marrugeku Dance Theatre has also presented opportunities to 

address how such relationships with people that are specific to place occur in prolonged 

residencies. During the research, Marrugeku Dance Theatre presented and discussed their 

enduring and permanent residency with their communities (Section 4.3.1). In attending to 

what they consider intercultural praxis, I have had to contemplate place-based knowledge, 

Indigenous community facilitation, and particular socio-political circumstances that critically 

commission Indigenous history and ideologies.  

In contrast, a vast intercultural pedagogical research addresses interculturalism in formal 

contexts through frameworks of ‘cultural exchanges’. Facilitated in an institutional setting, 

exchanges are visits to places where students are able to develop cultural competence outside 

their own immediate realities. Angela Giovanageli and Susan Oguro (2016) talk extensively 

about intercultural competence, and its development through study abroad. Arguing the value 

of “comparing and contrasting”, Giovanageli and Oguro (2016) suggest ‘otherness’ through 

cultural observation that has been framed by the institution and ‘visitor’. Authenticity appears 

questionable when advancing that understanding is reached between student and the culture 

they are visiting.  

Engagement with, as Giovanageli and Oguro (2016) term it, “host society” seems safe within 

a social familiarity almost akin to having someone over for dinner. As an Indigenous person 

from Aotearoa, how we “host” visitors has its own distinct protocol. As manuhiri (visitor) 

throughout this Kaupapa Māori research, I also understood the inherent accountability and 

ethical responsibility I had to my host community. Within an institutional context, the arrival 

of visitors to ‘compare and contrast’ is an uncomfortable term of reference.  

Often, I have been in culturally challenging circumstances where my own tikanga (protocol) 

is at odds with the protocol or processes utilised within the institutional setting to welcome 

others. Who facilitates processes and identifies leadership roles and experiences also 

determines the authenticity of how ‘cultural exchanges’ occur. My travels to Yawuru Country 

to work with Marrugeku Dance Theatre have highlighted the respect in having Indigenous 

communities and organisations facilitate exchanges. In considerations of validating 
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Indigenous pedagogy and praxis, the authority of Indigenous community is fundamental. 

Within the institution, however, this relationship is never without its contentions.  

When intercultural is communicated in terms of the exchange experience, it suggests that 

often relationships lack a historical, socio-political awareness of place. In their discussion of 

students visits to Australia, Giovanageli and Oguro (2016) make no mention of Indigenous 

Australia as part of the culture to be ‘experienced’. Non-disruptive exchanges that ignore 

Indigenous community are at risk of remaining situated in a relatively culturally naïve 

experience of culture, place and people. Interculturalism removed from Indigenous 

community also suggests a controlled investigation in which the lens is determined by 

potentially privileged professors, or students on international exchange.  

Perhaps critically addressing my own statements, Katherine Punteney (2016) discusses 

intercultural interventions from professor-based, tertiary perspectives as means of authority 

for social change. However, the failure of this approach is evident when academic Jagdish 

Gundara (2014) incorrectly describes Indigenous Australian ‘Aboriginal’ culture as being 

“destroyed” (p.78). Gundara (2014) simultaneously advances the role of the institution in the 

intercultural growth of a person, yet makes damaging statements towards Indigenous 

communities, which people like co-artistic directors Dalisa and Rachael are working to 

counteract. Accordingly, considering the institution as a site for intercultural rehabilitation is 

problematic. Indigenous Australian culture is ‘not destroyed’, and Marrugeku Dance Theatre 

are providing a culturally safer example of how intercultural praxis must be more equitable in 

the inclusivity of Indigenous knowledge.  

Equitable inclusivity and self-determination for Indigenous people within intercultural praxis 

is important. As Ngāti Hine and academic, I am encouraged in re-thinking frameworks 

informed via Western logic, and currently situated as ‘normal’. Intercultural researcher Robert 

Aman (2013) concurs, writing about intercultural pedagogy and the need for decolonisation. 

According to Aman (2013), “Interculturality tends to reproduce the very colonial ideas that it 

seeks to oppose” (p. 1). He is wary of ‘we’ terminology that implies collective thought, 

suggesting that the “the practitioners themselves” determine and justify its processes. This is 
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problematic when the majority of intercultural discourse operates within interests or the idea 

of Western might ‘doing good’ to those less able. Identifying “Western logic” (p.4), Aman 

(2013) calls for decolonising methodologies that are able to push into current intercultural 

discourses determined by colonised thought and frameworks.  

Paul Gorski (2008) also argues for the decolonisation of intercultural practices that integrate 

otherness and support dominant hegemony. Gorski (2008) asks, “Can we practice an 

Intercultural education that does not insist first and foremost on social reconstruction for 

equity and justice without rendering ourselves complicity to existing inequity and justice” 

(p.516). Gorski (2011), and Aman (2013), although relatively limited in terms of Indigenous 

specific reflection, raise concerns over facilitation and experiences that are, as Gorski (2011) 

states, “facilitated and controlled” (p. 520). In arguments of positions between people that 

aspire to equal power, there still remains an unfilled space that is specific to Indigenous 

people within intercultural practice.  

Research by Gemma Burford, Susanne Kissman, Francisco Rosado-May, Santos Alvarado 

Dzul and Marie Harder (2012) offers some discussion of the intersection of Indigenous and 

non-Indigenous in intercultural discourse. Focusing on Mexico and Tanzania, they discuss a 

framework that promotes “partnerships in which participants share expertise to meet mutual 

needs” (p. 1). However, using terms like “stakeholder” and “shared knowledges” can be 

ethically and culturally limiting. If there is a “meaningful participation” (p. 3), as the research 

by Burford and colleagues (2012) describes, how it is deemed valuable is a critical viewpoint 

for further investigation.  

Working with Marrugeku Dance Theatre has involved the investigation of intersections 

between the facilitation of Indigenous, and non-Indigenous knowledge (Sections 4.2.3, 4.3.1, 

4.3.2 and 4.4). Work with Indigenous communities requires the expectation that ideologies of 

what is ‘normal’, ‘respectful’ and ‘equal’ are in constant states of flux, and not fixed to one 

dominant worldview. Therefore, intercultural research that looks at the equitable inclusivity 

of persona and community specific to Indigenous inclusivity should attend to Indigenous 

knowledge pertaining to cultural diversity and relationships.  
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Critical reflections gained through my engagement in this Kaupapa Māori research study have 

shaped the development of the intercultural framework in this thesis. Through my experience 

in working with Marrugeku Dance Theatre, literature that advocates shared experiences has 

been re-imagined as being attentive to difference. The validation of knowledge that is 

associated with landscape, environment and story, and an awareness of socio-political and 

historical circumstance, are all considered imperative attributes of an approach to framing 

intercultural praxis. More importantly, assumptions that interculturalism that is equitable 

should action the establishment and maintenance of Indigenous community validation have 

provided inspiration in the consideration of how relationships transpire in culturally distinct 

settings.  

The following chapter, ‘te mana o te rākau kauri’ (the authority of the kauri tree), is a 

contribution resulting from the intercultural explorations in this thesis. In respect to 

Marrugeku Dance Theatre, and as a response to the gathering of literature, it critically applies 

Kaupapa Māori inquiry to further engage Indigenous theory in an equitable approach to 

intercultural praxis.  

5.6 Conclusion 

Working with Marrugeku Dance Theatre has involved engaging with a cultural diversity of 

performers situated in a particular Australian societal context. The provocations of knowledge 

occurring within this Indigenous, intercultural, transformative and culturally responsive 

context provided frameworks with which to examine relevant discourse in published research. 

Within the vastness of this discourse, Chapter 5 has attempted to provide a specific collection 

of scholarly research that has explored culturally distinct attitudes to cultural consultations. 

Specific to Marrugeku Dance Theatre, Indigenous and non-Indigenous participation reveals 

understanding pertaining to Indigenous knowledge, experiences of indigeneity, and the 

significance of Indigenous knowledge that occurs in extended communities. 

Chapter 5 has reflected critically upon intercultural literature from a distinct Kaupapa Māori 

positioning. Talking into intercultural frameworks that suggest a void of Indigenous 
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perspective, whilst locating my own culturally situated understandings of interculturalism as 

Ngāti Hine, I have argued a distinct agency for the validation of Indigenous communities. The 

application of Smith’s (2003a, 2003b) transformative praxis, and location of the 

transformative within interculturalism, has revealed deliberately disruptive and decolonising 

attitudes. De-colonisation and relationships that unsettle sites of cultural oppression therefore 

emerged as a research focus in work with Marrugeku Dance Theatre.  

Connecting literature on interculturalism and culturally responsiveness realigns what praxis 

might look like when it is attentive to identity and difference, and is equitable. Equitable 

praxis that responds to injustice is meaningful within the distinct Australian societal setting in 

which Marrugeku Dance Theatre are located.  

At the conclusion of Chapter 5, the literature revealed key characteristics that attend to 

intercultural praxis and critical Indigenous reflexivity that have been essential to this research 

inquiry. Next, Chapter 6 emerges from the literature discussion and presents a distinct theory 

to then be applied to research with Marrugeku Dance Theatre. Te mana o te rākau kauri is an 

intercultural approach that is distinctly embedded in Indigenous knowledge, whilst 

responding to theories argued in Chapter 5.  

Presenting a distinct approach developed through this research with Marrugeku Dance 

Theatre, Te mana o te rākau kauri provides a structured approach to engaging with the 

acquisition of knowledge that attends to culturally distinct environments. It is situated within 

a distinct Indigenous perspective that involves my own Ngāti Hinetanga, Kaupapa Māori 

theories, other Indigenous informed scholarly literature, and unique conversations of 

culturally responsive interculturalism located in the lived experiences of Marrugeku Dance 

Theatre participants. 
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CHAPTER 6 

Te mana o te rākau kauri  

(the authority of the kauri tree) 

 
Template 19:  

Tane Mahuta (kauri tree), Te Tai Tokerau (Northland), Aotearoa (New Zealand) 

A room under skin 
room under skin 

under skin 
under 
skin 

Tia Reihana-Morunga (2015) 

6.1 Introduction 

Chapter 6, ‘te mana o te rākau kauri’, presents to the reader an intercultural framework that 

arises from the accumulation of knowledge in this thesis. Research with Marrugeku Dance 

Theatre, critical interplay with intercultural discourse, and my own distinct Kaupapa Māori 

positioning have provided distinct understandings through which to develop a structure 
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responsive to culture. In particular, this framework attends to the facilitation and validation of 

Indigenous community.  

In research that attends to culturally distinct relationships specific to Indigenous place and 

people, adopting the authority of the kauri tree as means to engage in research reflections of 

interculturalism is pertinent. The use of the Kauri tree is not spontaneous; rather it is 

deliberate, and comes from a multitude of lived experiences. Knowledge that is associated 

with the kauri tree, and perhaps other native trees in different communities, is utilised in this 

theory as a way to culturally frame responsive, ethical, and equitable intercultural discourse.  

Following this introduction, Section 6.2, ‘te pūrākau o te rākau kauri’ (the story of the kauri 

tree), provides my own pūrākau (culturally situated story) to explain the personal history that 

is associated with the naming of this thesis, and the development of the theory and 

framework. Section 6.3, ‘te rākau’ (the tree), offers an overview of the kauri tree structure. 

Points of convergence are explained to the reader to provide necessary information for the 

comprehension and contemplation of the kauri tree intercultural framework.  

Section 6.4 then provides a more formal justification, presenting critical thought pertaining to 

the specific theories that are associated with the advancement of this framework. Culturally 

responsive pedagogies with regard to intercultural praxis are discussed in Section 6.4.1, in 

terms of what determines cultural responsiveness and competence, and why this is considered 

essential to engaging with intercultural praxis.  

In section 6.4.2, Māori scholar Graham Smith’s (2003a, 2003b, 2004, 2005a, 2005b, 2012)six 

principles of transformative Kaupapa Māori praxis are presented as means to contemplate the 

importance of Indigenous autonomy within intercultural praxis. Smith (2003a, 2003b, 2004, 

2005a, 2005b, 2012) provides praxis that emerges from distinct Iwi Māori reflexivity, and the 

participatory authority of community. These are important guidelines for reflecting upon how 

Marrugeku Dance Theatre represent and interpret the knowledge of connected Indigenous 

Australian communities. In particular, it assists in the Kaupapa Māori analysis of 
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interculturalism, guiding the negotiation of local Indigenous community participation and 

reciprocity within ‘te mana o te rākau kauri’ framework. 

Section 6.4.3 brings in research by Torres Strait Islander, Martin Nakata (2002, 2007a, 2007b, 

2010), and his theorising of the ‘cultural interface’. By including meeting places of 

Indigenous and non-Indigenous knowledge in discussions of the ‘cultural interface’, he 

reveals ethical considerations in the interaction of Indigenous and non-Indigenous 

worldviews. For ‘te mana o te rākau kauri’ framework, Nakata’s (2002, 2007a, 2007b, 2010) 

research offers reflexivity pertaining to the representation, facilitation, and potential 

appropriation of Indigenous knowledge. A framework that situates itself in the authority of 

Indigenous community advances the importance of being able to action sites of 

acknowledgement of where the knowledge belongs.  

Section 6.5, ‘kaupapa te rākau’, considers the purpose of ‘te mana o te rākau kauri’ within 

interculturalism. Discussion pertaining to the placement of the framework within an 

Intercultural praxis and discourse argues the significance of an Indigenous facilitated 

intercultural framework.  

Section 6.6, ‘the grounding’ – ngā pakiaka, presents the first convergence, which is discussed 

as a cycle within ‘te mana o te rākau kauri’. Starting from the under earth, ‘the grounding’ 

situates itself in the acknowledgement and validation of Indigenous knowledge, community 

and landscape; in particular, the related Indigenous communities the research participants 

currently inhabit, where the Indigenous communities’ philosophies determine relationships, 

embodied Indigenous histories and genealogies, land, and Indigenous story. A critical 

awareness is advanced as having competency to interact within culturally distinct 

environments.  

In section 6.7, ‘the meeting place – te hui’ is discussed as a site of relational discourse that 

attends to Indigenous and non-Indigenous perspectives, knowledge and worldviews. Sitting 

just above ‘the grounding’, here critical discourse is discussed as pertaining to the equitable 

interaction of culture and the implementation, representation and acquisition of Indigenous 
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knowledge. ‘The meeting place’ also considers the authority of Indigenous facilitation of 

interculturalism.  

In Section 6.8, ‘the Growth – te taha tinana’ is situated within the creation pūrākau (Māori 

story and knowledge) of the separation of Ranginui and Papatūānuku. This section considers 

the working relationships of culturally distinct participants, and the importance of culturally 

locating yourself within the learning environment. People, community, and place are all 

determining areas of the tree trunk, or ‘the growth’ that considers how relationships occur 

within interculturalism. Collective and critical reflection is advanced to reveal difference, not 

similarity, of self, identity and culture as a more competent and authentic way to work within 

culturally distinct settings.  

Section 6.9 of ‘te mana o te rākau kauri’ framework, ‘the flourishing – te hauhake’, considers 

objectives and outcomes for participants, their relationships, and related communities. 

Ideologies of the collective over individual (Smith, 2003a, 2003b) are considered as desired 

socio-cultural-political consequences of working with ‘te mana o te rākau kauri’. ‘The 

flourishing’ identifies a cultivation of belonging, protocol, knowledge, storytelling, and 

accountability for participants and their related communities. That these relationships occur 

within unique culturally diverse settings through the facilitation and authority of Indigenous 

perspective, also suggests the creation, acquisition, and dissemination of unique knowledge.  

Section 6.10, ‘transformation within intercultural praxis’, offers an explanation of the 

consideration of lived experiences in transformative praxis. Decolonisation and the 

transformation of Indigenous and non-Indigenous communities are discussed critically. 

Drawing on research that shares immediate experiences of participants involved with 

Indigenous communities, the outcomes of such cultural consultations are reflected as insights 

for the research with Marrugeku Dance Theatre, and this thesis. In particular, it considers 

transformative sites within interculturalism and ‘te mana o te rākau kauri framework’. 

Section 6.11 discusses further considerations and contentions associated with ‘te mana o te 

rākau kauri’ and its facilitations of intercultural praxis. As an Indigenous researcher, the 



 

226 

application of this theory to my research with Marrugeku Dance Theatre will endeavour to 

reveal further critical circumstance for later discussion. At this stage, however, contentions 

are discussed in the process leading to its application within the research. Section 6.12 is the 

conclusion, and gives a brief discussion of the chapter intent as a lead-in to Chapter 7, the 

thesis conclusion.  

6.2 te pūrākau o te rākau kauri: The story of the Kauri tree 

When I first travelled to Yawuru Country I was six months pregnant with my first child. My 

husband accompanied me. Being able to journey as a family was very meaningful on this, our 

first visit to Western Australia. We had not yet discussed names for our son but were not 

concerned about having to have a name chosen prior to his birth. 

Following my first interview with Edwin, a key performer and storyteller for Marrugeku 

Dance Theatre, we made a koha (gift) of a taonga (treasure) wakahuia (small carved box). 

The wakahuia, carved by my husband, was made from kauri wood.  

The Kauri tree, native to New Zealand, is known as the guardian or kaitiaki of the ngaere 

(bush). The kauri tree shelters all other trees and foliage. In pre-colonial forests prior to 

generations of logging, the kauri tree would grow to extremely large proportions. As Iwi 

Māori, we whakapapa to the kauri tree. Māori creation pūrākau tells of how before light 

existed in the world, Ranginui and Papatūānuku were bound together in a marital embrace. 

But their children, including their strongest son Tāne Mahuta, felt trapped in the darkness of 

this world and began to crave light and space. 

One day, frustrated, Tāne Mahuta thrust his powerful legs upwards and pushed his father 

away from his mother forever. Rangi and Papa wept and cried, but as Tāne held his father up 

in the sky, light was allowed to seep into the world, and new life began to burst forth all 

around his feet. Tāne Mahuta helped to foster this new life, clothing his mother with 

vegetation. The birds and smaller trees in the forest are considered Tāne’s children. 



 

227 

Many whanau refer to the trunks of kauri trees as Tāne’s legs, separating the sky father and 

earth mother.  

The picture in Template 19 shows ‘Tane Mahuta’, located in the Waipoua forest, Te 

Taitokerau, Aotearoa. Tane Mahuta is said to be over 2000 years old. The pūrākau of this 

particular kauri tree, and others throughout Aotearoa, are distinct to the local hapu of that 

region. The Kauri box that we had given Edwin was carved from wood from our own Iwi 

regions of Northland (Te Tai Tokerau), Aotearoa.  

The following day at rehearsal Edwin came to speak with my husband Piripi and I. Edwin 

told us that he had slept with the wakahuia under his chin and proceeded to tell us about the 

dream he had. Without even have seeing the kauri tree, Edwin described in some detail 

climbing a tree that resembled a large grown tree like ‘Tane Mahuta’ pictured. Edwin 

described ascending a very large tree to reach the canopy and make his way above the 

branches and leaves to see the sun. At the top of the canopy he was overcome with the 

acknowledgement that despite our differences as people, we share the same sun. That reality 

is a connection for us to remember. Edwin said he had wanted to stay at the top of the big 

tree, but his ancestors had instructed him to climb back down.  

As Edwin shared his story, my husband and I looked at each other smiling. After leaving 

Edwin the night prior, we had both felt a strong connection to the name Kauri. After Edwin 

shared his dream, Kauri became the first name we considered calling our unborn son, and so it 

remained. In August that year, Kauri te piha Reihana-Morunga was born.  

Kauri was strong throughout the pregnancy. Weighing over 10 pounds at birth, and with a full 

head of hair, he was and is large in stature – just like the Kauri. Having his naming occur in a 

country that I had grown up in seemed natural also. Travelling to Yawuru Country during my 

pregnancy resulted in several meaningful experiences. His naming through the storytelling of 

Edwin is one strong connection that maintains our relationships with Marrugeku Dance 

Theatre, and the Country we travelled to during the research. In the following years of the 
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PhD research, Edwin and Kauri would be reunited and Edwin would share the story of how 

Kauri’s name came to be. 

 
Template 20:  

Edwin and Kauri, Gadigal Country, Sydney Australia, 2015 
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6.3 Te Rākau: the tree 

Te mana o te rākau kauri framework is explored as relationships, or points of convergence 

that include the internal structures of the tree, and its surrounding environment. The tree 

framework (p. 244) provides a visual and metaphorical interpretation of intercultural praxis 

that is attentive to Indigenous community and perspective. Relationships, identified as points 

of convergence on ‘te mana o te rākau kauri’ framework, are discussed as metaphor to make 

meaning of culturally diverse settings that occur between people, and the communities to 

which they belong. Key relational sites involve the grounding, the meeting place, the growth, 

and the flourishing.  

Starting from under the base of the kauri tree, the ideology is that all intercultural 

relationships, are ‘grounded’ in an awareness of the authority of Indigenous community, 

landscape and knowledge. From the grounding, the meeting place, involving interactions 

between Indigenous and non-Indigenous participants, creates further foundations for the 

growth of relationships that result in the flourishing, or realisation of cultural and/or 

transformative aspirations.  

‘Te mana o te rākau kauri’ is situated in Indigenous knowledge and perspectives that are 

considered specific to community localities, and sites of engagement. I hope that future 

postdoctoral development of the framework will further articulate how ‘te mana o te rākau 

kauri’ may be methodologically implemented in culturally distinct contexts. As such, 

although informed by Marrugeku Dance Theatre paradigms of intercultural creative arts 

praxis, in my development of this framework, I have not tended exclusively to creative arts 

environments. At this stage of my research with intercultural praxis, I feel that this framework 

may be applied as a methodological guideline for, and as a theoretical analysis of, 

intercultural and culturally distinct settings. It may guide the complete process or, at particular 

points of convergence throughout the tree, offer site specific critical feedback for how we 

engage with others, in particular Indigenous community, through culturally responsive and 

relational discourses.  
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With more community consultation so that it does not stagnate within this thesis, it is hoped 

that the critical offering of this framework instigates further negotiations of equitable 

paradigms pertaining to Indigenous facilitated culturally distinct frameworks, structures, and 

praxis.  

6.4 Underlying theories of the kauri tree 

‘Te mana o te rākau kauri’ framework is conversant with several key theories as means to 

enrich intercultural praxis relative to Indigenous communities. Specific culturally responsive 

pedagogical discourses, namely Graham Hingangaroa Smith’s (2003a, 2003b) Kaupapa 

Māori transformative praxis and the cultural interface theory of Martin Nakata (2002, 2007a, 

2007b, 2010), have provide critical and Indigenous underlying logic to the framework 

development and delivery. My own personal and professional experiences in working with 

Marrugeku dance Theatre provided additional perspective pertaining to how I conducted 

myself in a responsive way, attentive to my own interactions with Indigenous Australian 

knowledge systems, whilst being alert to the authority of the communities I was working 

amongst. Amidst the depth of scholarly literature and research experiences, the following 

theories have emerged as pivotal points of critical reflexivity in which to develop the kauri 

tree framework.  

6.4.1 A culturally responsive intercultural theory  

The framing of intercultural and delivery of ‘te mana o te rākau’ framework in this thesis has 

involved ongoing mediations of culturally responsive theory and praxis. My work with 

Marrugeku Dance Theatre asserted the inclusion of Indigenous perspective. That this 

relationship be culturally responsive in its endeavours was imperative.  

My experiences as manuhiri (visitor) with Marrugeku Dance Theatre presented ongoing 

challenges in the negotiation of culturally diverse settings. Framed by distinct Indigenous 

community knowledge, my investigations into the interpretation and application of 

Interculturalism meant direct consideration of Indigenous and non-Indigenous histories 
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specific to Yawuru Country, and wider Australian landscapes of historical, social and political 

discourses (Chapter 1, Sections 1.7, 1.8, 1.9, 1.10; Chapter 4, Section 4.3.2). Although I 

remained visitor, as a Kaupapa Māori researcher, I had some awareness and competency to 

engage with others in this setting.  

In the cultivation of their dancers, Marrugeku Dance Theatre advanced that some prior 

cultural competency was necessary in their performers, Edwin, Eric, Miranda and Josh, for 

them to be able to equitably engage in the intercultural praxis (Chapter 4, Section 4.4). As 

well as this expectation of competency, further expectations of being aware and able to 

‘respond’ to creative praxis emphasised the significance of cultural responsiveness as means 

to competently engage in culturally distinct relational discourses.  

The culturally responsive discourses in this research, although complex, address colonial 

constructs, racism, and the marginalisation of Indigenous Australian communities in 

Australia. On reflection, it became important to critically reflect upon intercultural 

frameworks as being able to engage, disrupt, and unsettle colonial constructs (Chapter 5, 

Section 5.5). Therefore, within the kauri tree, the action of ‘being culturally responsive’ is 

inherently a decolonising circumstance that is accountable somehow to the realisation, or 

flourishing, of others, in particular, marginalised communities.  

With regard to the decolonisation, the distinct literature pertaining to culturally responsive 

praxis is significant to ‘te mana o te rākau kauri’ framework. Arguing cultural responsiveness 

specifically within culturally diverse learning environments, American pedagogical theorist 

Gloria Ladson-Billings (1995, 1995a 2006) discusses culturally relevant pedagogy as an 

intensive experience that encompasses the critical cultural competence of the facilitator. 

Ladson-Billings (1995) writes, “I have identified culturally relevant teaching as a pedagogy of 

opposition… committed to collective, not merely individual empowerment (p. 160). 

Advancing that culturally responsive practitioners who help participants to “recognize and 

honour their own cultural beliefs and practices while acquiring access to the wider culture… 

[would] feel more capable and efficacious in their work” (p. 36) is a powerful provocation. In 

particular, it considers how the cultural competence of co-artistic directors Rachael and Dalisa 
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provides their ethical competence in facilitating the histories, identity, and experiences of 

Eric, Edwin, Josh, and Miranda, thereby challenging them to consider their own immediate 

cultural positioning, difference, prejudices, and capabilities.  

The work of educationalists Jerry Diller and Jean Moule (2005) can also be applied to 

consider the competencies of Marrugeku Dance Theatre in the engagement of intercultural 

praxis. Edwin, Rachael, Dalisa, Eric, Josh and Miranda are showing the “empathy and an 

appreciation for the life experiences of those who are culturally different” described by Diller 

& Moule (2005, p. 3). Christine Sleeter (2012) also argues that awareness of difference can 

determine the understanding of and participation in what being culturally responsive looks, 

sounds, and feels like. Addressing Eurocentric Western structures that may homogenise 

culturally diverse agencies for responsive relational discourse, Sleeter (2012) suggests that 

“culturally relevant pedagogy is often understood in limited and simplistic ways” (p. 569). As 

Sleeter (2006) states, there is a difference between learning about culture as opposed to 

engaging in challenging “knowledge and skills through the cultural processes and knowledge 

students bring to school with them” (p. 569). In consideration of what skills performers have 

when engaging in creative praxis, co-artistic directors Dalisa and Rachael promote the 

validity of performers being able to locate themselves in the rehearsal environment.  

Contentions for what Sleeter (2012) identifies as “challenging” knowledge and “cultural 

processes”, are situated in specific Indigenous knowledge, and in set tasks and protocols, 

investigated via Indigenous and non-Indigenous story with Marrugeku Dance Theatre. The 

challenging, or as performer Miranda (pg. 177) states, “questioning”, and which co-artistic 

director Rachael (pg. 175) describes as being “off the ground” you know, provides impetus 

through which to legitimately respond to others culturally.  

For ‘te mana o te rākau kauri’, legitimate and genuine cultural consultation is paramount. The 

cultural distinctiveness of participants who will potentially engage with the framework, and 

the facilitation of Indigenous community, creates a multiplicity of cultural responses. It is 

therefore mandatory to be able to accommodate difference of identity, whilst looking for and 

recognising commonalities.  
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Margaret Sims, Moira O’Conner and Michelle Forrest (2003, 2012) concur. In specific 

respect to the wellbeing of Indigenous Australian families and communities, also considered 

the participants and audience for Marrugeku Dance Theatre intercultural praxis, Sims, 

O’Conner and Forrest (2003) argue that cultural responsiveness must also: 

…commonly experience discomfort when faced with different models of the world 
when working with Aboriginal families. [when] There are many differences between 
western cultures and Aboriginal cultures which influence the fundamental 
assumptions, we hold … (p. 70). 

Suggestions that the ‘fundamental assumptions’ about Indigenous Australian Country, culture 

and community are challenged in Marrugeku Dance Theatre are significant. The delivery of 

the ‘te mana o te rākau framework’ advances that intercultural experiences involve deliberate 

challenges to the current status quo responsible for Indigenous community being in deficit 

circumstances.  

Moving from deficit paradigms to an intercultural framework that situates itself in the 

authority and validation of Indigenous community, further research attending to a specific 

Indigenous voice, and the location of a culturally responsive pedagogy, is offered by 

Castagno and Brayboy (2008), who state that culturally relevant pedagogy involving 

Indigenous communities must:  

…reinforce the integrity of cultural knowledge, recognize cultural knowledge as part 
of a living system, attend to language and knowledge as a foundation for curricula 
interaction, foster cross-world view relational discourses and place local knowledge 
systems within a global context (p.965).  

Castagno and Brayboy (2010) are recommending a relevant, intrinsic commitment to 

culturally relevant, responsive pedagogy. In the development and implementation of ‘te mana 

o te rākau kauri’ framework, the reinforcement of knowledge situated in Indigenous 

community and landscape is held accountable to authentic and ethical engagements of culture. 

More importantly, power discourses and the authority of whom the knowledge ‘belongs to’ 

remain a critical lens.  
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Co-artistic director Dalisa communicated that Marrugeku Dance Theatre are “interested in 

what Indigenous Australian knowledge systems and ways of seeing can offer the rest of the 

world” (pg. 132), contemplating an ethical integrity to interpretations and representations of 

Indigenous knowledge. The appropriation of Indigenous culture, or illegitimate claims of 

indigeneity, rejects the absolution of knowing worldviews outside your own immediate 

ideologies. What remains a primary attribute of ‘te mana o te rākau kauri framework’ is its 

privileging of self-governing participatory reciprocity. In Marrugeku Dance Theatre, this 

experience is advanced through the conscious opportunities provided to share stories that 

challenge colonial constructs, and promote Indigenous perspective.  

The role of culturally responsive praxis in challenging colonial and oppressive constructs is 

also discussed in a wide range of scholarly discourse specific to Aotearoa. Maori and non-

Māori academics Bishop and Berryman (2006), Bishop, Berryman, Cavanagh and Teddy 

(2007), Bishop and Glynn (1999), Bishop and Glynn (1999a) Bishop and Hall (2000), Bishop, 

O’Sullivan and Berryman (2010), Irwin, (2002), Lee, (2005), Mikaere, (1994), Pihama, Cram 

and Walker, (2002), Smith (1990, 2004, 2005a), and Tuhiwai Smith (1999, 2001, 2012) 

provide extensive critical research reflexivity for cultural deficit theories informed by a 

history of colonisation and the marginalisation of Iwi Māori cultural autonomy.  

Identifying a history of attempts to mediate “assimilation”, Bishop (2003) contends the 

importance of providing an “alternative source of experience” (p. 255) for Iwi Māori, 

especially within culturally diverse and formal institutional contexts. Doing so, as Bishop 

(2003) states, unsettles “power relationships… [offering an] alternative approach to 

interpersonal and group relationships and interactions” (p. 256). Narrative pedagogy, the 

positioning of story, a deepened relational discourse, self-determination, cultural 

responsiveness, reciprocity, and a focus on the collective are all discussed extensively as 

means to create socially relevant, culturally responsive and authentic teaching and learning 

environments for Māori.  

Inclusiveness, the location of Māori knowledge, and implications for culturally responsive 

praxis are also argued by Angus Macfarlane, Ted Glynn, Waiariki Grace, Wally Penetito and 
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Sonja Bateman (2008). Being culturally responsive involves the ability to recognise and 

engage with praxis that is reflective of Indigenous worldviews. In Marrugeku Dance Theatre, 

this means that contemporary dancers Josh and Miranda are given the opportunity and support 

to participate in creative praxis that is ideologically different to their own personal and 

professional realities as people and performers (Chapter 4, pp. 185,186,187).  

‘Te mana o te rākau kauri’ advocates that intercultural praxis consider experiences that 

“represent and embody an indigenous Māori cultural worldview” (Macfarlane et al., 2008, p. 

58) in Aotearoa landscapes. According to Macfarlane et al. (2008), intercultural relationships 

also become means to “balance individual achievement against responsibilities for the well-

being and achievement of the group” (p.59). When engaging ‘te mana o te rākau kauri’, the 

collective or group may also be considered as community.  

At Marrugeku Dance Theatre, such discourse pertaining to cultural responsiveness is seen as 

being integral to interculturalism. The way Marrugeku Dance Theatre validate Indigenous 

communities and tend to individual performers as part of a larger culture presented insights to 

consider for “te mana o te rākau kauri”. There is a focus that extends outside the immediate 

rehearsal and performative environments, to consider external relevant relationships with non-

performers, community members, and the landscapes inhabited (Chapter 4, Sections 4.2.2 and 

4.3.1). Understandings of intercultural praxis therefore extend well beyond ‘cultural exchange 

frameworks’ (Chapter 5, Section 5.5) that are limited in terms of the establishment of 

equitable, validating, and reciprocal relationships. ‘Te mana o te rākau kauri’ framework 

challenges the intention with which participants engage in relationships. A sense of belonging 

that fosters accountability to the communities in which relationships situate themselves is a 

necessary and critical reality. 

6.4.2 Kaupapa Māori transformative praxis 

The location of Indigenous community facilitations of culturally responsive pedagogy is 

discussed in this section. As a consequence of my own Kaupapa Māori perspective, the 

critical engagement and application of Graham Smith’s (2003a, 2003b, 2004) transformative 
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praxis has provided scholarly insights into Indigenous autonomy in local and global settings. 

My discussion of Smith’s (2003a, 2003b, 2004) praxis is not about asserting Māori authority 

on Yawuru Country facilitations of Marrugeku Dance Theatre intercultural praxis. However, I 

advance that it provides an ethical lens through which to acknowledge the sovereignty and 

cultural aspirations of Indigenous cultures other than my own.  

In the development of an intercultural framework, Smith’s transformative praxis assisted in 

the validation, and recognition of Yawuru, and other Indigenous Australian communities. 

Smith (2003a, 2003b) provides compelling critical Indigenous input into intercultural 

discourses, and how this framework in particular should perceive, respect, and confirm 

Indigenous people and place. Situated in my own distinct communities, I argue that the 

transformative praxis provides a relevant, respectful, and responsive means to investigate how 

indigenous communities working with Marrugeku Dance Theatre facilitate their own 

culturally situated transformative praxis. Kaupapa Māori has therefore provided a meaningful 

lens for engaging in intercultural scrutiny and the equitable development of ‘te mana o te 

rākau’ framework. 

The transformative practices, as Smith (2003a) states, are “complex and respond to multiple 

formations of oppression and exploitation” (p.12). The six practices discussed later in this 

section involve a participatory and responsive awareness of self-determination, validate and 

legitimate cultural aspirations and identity, incorporate culturally preferred pedagogy, mediate 

socio-economic and home difficulties, and incorporate cultural structures which emphasise 

the ‘collective’ rather than the individual, and a shared collective vision. 

In discussion that is unique to Aotearoa, transformative praxis provides definitive tools which 

to engage in self-determining the wellbeing of iwi Māori. The worldview of Māori culture 

remained influential in Aotearoa throughout the 19th century. However, due to government 

policies and Europeanization throughout the 20th century, lifestyles and oral histories of Iwi 

Māori were dramatically destabilised and replaced with religious missionary teachings and 

Western paradigms. In discussion well beyond the scope of this thesis, various academics 

have written about this period of time, identifying effects of colonisation where assimilative 
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processes have informed current cultural contexts of Māori and non-Māori relationships in 

societal environments (Bishop & Glynn, 1999; Bishop, O’Sullivan & Berryman, 2010; 

Tuhiwai - Smith, 1999, 2012; Simon, 2001).  

Smith’s (2003a, 2003b, 2004) praxis both underpins and reveals the cultural aspirations of Iwi 

Māori working for the wellbeing of Iwi Māori. This reclamation of culture unsettles 

hegemony and colonial frameworks. In relation to Marrugeku Dance Theatre, the praxis 

provides theoretical references to acknowledge the stories and experiences of Dalisa, Yawuru, 

and other relevant Indigenous communities, in particular in relation to the facilitations of 

community custodians, elders, and performers, who provide knowledge and perspective. A 

distinct transformative lens reveals these as sites in which to locate the authority of 

community.  

Specific to Aotearoa educational contexts is ongoing research pertaining to the navigation of 

Kaupapa Māori in the institution, in particular English medium schooling. Berryman, Eley 

and Ford (2015) and Bishop and Glynn (1999) argue Kaupapa Māori praxis as being able to 

inform diverse cultural contexts. In consideration of communities, Kaupapa Māori praxis 

contends that relationships are founded on landscapes, whenua (country) and the people who 

reside there.  

Situating localities enables the lived actions of whakawhanaungatanga (culturally responsive 

and knowledge based personal and professional connections), or, as Berryman, Eley and Ford 

(2015) describe, “co-creation and mutual engagement achieved through a dialogue framework 

of relationships” (p. 4). The kaupapa (intent) is determined through a collective philosophy 

that attends to “individual identities [that] are multifaceted and multi-generative” (Bishop, 

2003, p. 226). Bishop (2003) suggests that global experiences of whakawhanaungatanga, may 

foster interactions where “commitment and connections [are] paramount, [and the] 

responsibility for learning of others [is] fostered” (p. 27). Highlighting collective negotiations 

of culture, and responsibilities to others that can generate accountability, is ethically necessary 

when considering representations and interpretations of others in culturally distinct settings. 
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For intercultural discourse, transformative praxis provides important points of critical 

reflexivity in which to respect difference, ethically cooperate, and develop culturally relevant 

and responsive relationships. An awareness of circumstance and being able to respectfully 

respond to culture will be aided through the implementation of ‘te mana o te rākau kauri’. 

More importantly, being able to acknowledge the mana (authority) of the people of place 

within cultural consultation will be a constitutional construct of the relationship.  

Although essentially situated in Māori philosophical meaning making, the following six 

practices (Smith, 2003a, 2003b, 2005a) are discussed in relation to a wider Indigenous 

community agency. In the development of ‘te mana o te rākau kauri’, they have provided 

critical direction to considering how culturally distinct consultations can remain rooted to 

Indigenous localities, communities, logic, and knowledge. These transformative practices aid 

the important evaluation of relationships that claim to include and participate with Indigenous 

communities. This is particularly valuable to research that critically considers how Marrugeku 

dance Theatre are advancing the embodiment of Indigenous perspective. As such, the 

practices will be discussed in response to research experiences.  

1. Self-Determination 

The ideology that iwi Māori and other Indigenous communities have self-autonomy of 

thought and action is important for personal and collective wellbeing. Self-autonomy is 

appreciated as respectful interaction of self and your abilities to your relevant communities. 

Autonomy is significant within an Intercultural context, as is acknowledgement of the 

capabilities and authority of participants. As facilitator, romantic ideologies, tokenism and 

attitudes that situate Indigenous people as a needing and less able ‘other’ are challenged. 

In Marrugeku Dance Theatre, an unsettling of tokenistic ideals of Indigenous culture, dance, 

and performance is occurring (Chapter 4, Section 4.3.2; Chapter 5, Section 5.2). Through the 

participation of community custodians, elders, and performers Eric, Edwin, and Dalisa, story 

is used as means to locate identity (Chapter 4, Sections 4.2.3 and 4.4). As Indigenous 

performers, their identity is intrinsically represented in the communities to which they belong. 

Accountability and protocol are considered throughout (Chapter 4, Sections 4.2, 4.2.1 and 
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4.4). The implementation of ‘te mana o te rākau’, protocol that is reflective of Indigenous 

autonomy is considered a means for equitable praxis.  

2. Validating and legitimating cultural aspirations and identity 

Participation is fostered through the inclusivity of language, knowledge and culture. In 

diverse circumstances where cultures are multidimensional, there is focus on creating 

authentic spaces to ensure the affirmation of different identities. 

In Marrugeku Dance Theatre, co-artistic Rachael describes a collage of culture that is a 

negotiation of “Indigenous and non-Indigenous people working together” (p. 219). The 

facilitation of Indigenous perspective and inclusion of Indigenous logic validate culture 

through storytelling and language (Chapter 4, Section 4.2.3), relationships to landscapes 

(Chapter 4, Section 4.3.1), navigation of history (Chapter 4, Section 4.3.2), and inclusion of 

community members in leadership roles (Chapter 4, Sections 4.2.1 and 4.2.2). The inclusion 

of voices from relevant communities provides reflective outputs of cultural aspirations for 

Marrugeku Dance Theatre to engage in. In particular, Dalisa discussed her own aspirations as 

a Yawuru woman (Chapter 4, Section 4.2, 4.2.1 and 4.3.2). That these are reflective of the 

collective, and are given opportunity to be addressed in the praxis of Marrugeku Dance 

Theatre, and therefore ‘te mana o te rākau kauri’, is significant. 

3. Incorporating culturally preferred pedagogy 

In an intercultural and cross-Indigenous sense, ideologies that are informed by landscape, 

personal narratives and family connections are inclusive, and actively engaged. As Smith 

(2003a) states, it is about the “cultural backgrounds and life circumstances” (p. 9), suggesting 

that participation involves the sharing of personal and professional backgrounds. In 

Marrugeku Dance Theatre this exchange occurs through the inclusion of Indigenous and non-

Indigenous narratives (Swain, 2006, 2010, 2014), and praxis that is specific to landscape 

(Penetito, 2009). 
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The sharing of self with others fosters reciprocity in relationships. Smith (2003a, 2003b) also 

contends that these connections may also respond to “other pedagogy [which can utilise 

universal schooling methods, and some cross-cultural borrowing” (p. 9). This is particularly 

significant within the facilitation of the ‘te mana o te rākau kauri’ intercultural framework, 

and in validating other ways of being in the world. It suggests that recognising the mana 

(authority) of others, and what they may have to offer, is involved in validating people and the 

communities to which they belong. 

4. Mediating socio-economic and home difficulties 

Socio-political and historical circumstance are revealed in this research as being important 

intercultural considerations in Marrugeku Dance Theatre. In transformative praxis, socio-

cultural awareness of the immediate home is also considered to involve community 

issues/political stances and injustices. Within Smith’s (2003a) praxis, cultural responsiveness 

in acknowledging how this might affect the emotional (ngakau) and spiritual (wairua) 

elements of people is important. Smith (2003a) states: 

Within the collective cultural structures and practices of whanau (extended family) 
some alleviation of the impact of debilitating socio-economic circumstances can be 
obtained. Put it another way, by drawing on the social capital of the culturally 
collective practise, a mediation of what might be otherwise be debilitating socio-
economic circumstances can be achieved. (p. 10)  

Within the intercultural contexts of Marrugeku Dance Theatre, Dalisa’s personal agency to 

confront the debilitating circumstance of her own community and culture are crucial to the 

integrity of their praxis (Chapter 4, Sections 4.2 and 4.3.2). Smith (2003a, 2003b) provides 

support for Dalisa, arguing for a collective critical understanding that determines an 

awareness of the socio-political-educational circumstances of participants. Accordingly, ‘te 

mana o te rākau kauri’ framework contains sites of confluence in which to attend to critical 

socio-political and historical discourses.  

Equitable cultural awareness therefore supports authentic cultural responsiveness. Responding 

to culture requires an awareness of current political positions that affect the lived experiences 
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of a culture. For example, in ‘te mana o te rākau kauri’, intercultural praxis means that I do 

not understand the deepened cultural practices of another person – or attempt to. However, I 

can become critically aware of circumstances that affect their family in wider socio-cultural-

political global society.  

5. Incorporating cultural structures which emphasise the ‘collective’ rather than the 

individual 

Considering equitable relationships that are aware of distinct socio-cultural and political 

circumstances, Smith (2003a) agues for “providing a collective and shared support structure 

to alleviate and mediate social and economic difficulties” (p. 10). The establishment and 

maintenance of relationships is consequential within intercultural praxis. In the research with 

Marrugeku Dance Theatre, relationships with people, community, and Country emerged as 

distinctive, and imperative (Chapter 4, Sections 4.2.1 and 4.2.2).  

Taking action to contest social injustices, and the discovery of new social discourse and 

knowledge, are considered as a process for the collective, not the individual. As such, within 

‘te mana o te rākau kauri’, relationships are defining factors for praxis. Critical reflexivity that 

considers the authority of Indigenous community as means to negotiate cultural diversity 

provides impetus for defining social equity. In challenging Eurocentric ideologies of 

leadership (Berryman, Eley, Ford & Egan, (2015), participatory pedagogy that situates itself 

in the cooperative yet diverse collective provides a re-imagining of intercultural structure. 

With regard to leadership and the negotiation of culture, Berryman et al. (2015) contemplate 

rights, responsibilities and leadership within a Kaupapa Māori understanding. They see the 

way situations are navigated as involving a “disturbed approach” to leadership, challenging 

definitions of leadership that provide opportunities to “reveal and mediate perceptions, values 

beliefs, information and assumptions” (Berryman et al., p. 7). Within intercultural praxis, 

challenging the status quo of facilitation offers a transformative experience for the 

participants, and therefore the collective.  
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6. Shared Collective Vision 

In considering the collective, facilitation and the emergence of vision, intent, and outcome are 

sites of reflexivity. Transformative praxis provides insight into equitable intercultural praxis 

that considers who determines the vision in relation to self-determination, validation, cultural 

pedagogy, and the mediation of collective understandings.  

Determining who has the authority is particularly important when considering institutional 

settings of interculturalism. Within Marrugeku Dance Theatre, decisions on performance 

intent, and approaches to praxis, are determined by Indigenous elders and community 

members (Chapter 4, Sections 4.2.1 and 4.2.2). This offers important considerations for ‘te 

mana o te rākau kauri’ in contemplating the equitable realisation of visions that are potentially 

meditative of Indigenous community.  

By using transformative praxis as a critical lens in my development of ‘te mana o te rākau 

kauri’ intercultural framework, the roles of relevant Indigenous communities become 

paramount. Agency in challenging Western dominance of intercultural facilitation, argues 

Arman (2013), is tended to by addressing hegemony and colonial ideologies that can 

determine the experience of participants in particular Indigenous and Intercultural 

communities. More importantly, it offers knowledge of how Indigenous communities 

facilitate their own wellbeing and the realisation of cultural aspirations.  

Transformative praxis, as Smith (2003a) states, works towards liberation from “the 

reproductive forces of a dominant society” (p. 2). Unlike a lot of intercultural dialogue from 

Western scholars Diller and Moule (2005), Sims, O’Conner and Forest (2003), Southwell, 

(2011), Mariginson and Sawir (2011) and Tupas (2014), who claim interculturalism as shared 

experiences that occur in equilibrium, Kaupapa Māori approaches reject experiences of 

cultural neutrality, or objectivity.  

Analysed through Kaupapa Māori lens, interculturalism suggests there are dominating 

ideologies that have determined human experiences, and notions of who we are as 
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individuals. Eurocentric ideologies of identity are argued as being totalising, whereas, as 

Fitzsimmons and Smith (2000) state “difference…conceived as such otherness and exclusion” 

should be replaced (pp. 27). For Marrugeku Dance Theatre, difference and human 

experiences provide crucial experiences in the validity of identity.  

In my critical reflexivity of transformative praxis for interculturalism, it was important to 

search for other considerations of how Kaupapa Māori transformative praxis has been 

discussed outside Aotearoa. Broden Rico (2012) discusses research conducted by Lewthwaite 

(2007), which argues for how Kaupapa Māori transformative praxis can be applied to reforms 

working to develop, culturally equitable curricula for students in a school in Canada. Rico 

(2012) states that the research “used qualitative and quantitative data to document the 

construction of a culture-based education programme inspired by Kaupapa Māori but 

transplanted to the contexts of Canada’s Northwest Territories” (p. 388). Upon reading 

Lewthwaite (2007) and Rico (2012), their theories of how Kaupapa Māori was being 

‘transplanted’ into a distinct Indigenous community were dubious. Writing externally as a 

non-participant, Lewthwaite (2007) offers problematic meaning making of research that 

appear devoid of any autonomous community dialogue. Validation that the community was, 

in fact, making these cultural changes from their own immediate community knowledge was 

not considered in this academic literature.  

As such, I critically reiterate my application of transformative praxis as means to validate 

other autonomous Indigenous community facilitations of intercultural praxis. It is not about 

my own culture being able to recognise, facilitate, and develop the knowledge and wellbeing 

of other Indigenous communities. In ‘te mana o te rākau kauri’, I do not claim that the praxis 

provides knowledge for Marrugeku dance Theatre to engage in culturally diverse and 

transformative circumstances. Marrugeku Dance Theatre have personal and professional 

connections to Māori communities, however they do not apply Māori knowledge systems in 

rehearsal or performance contexts.  
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6.4.3 The cultural interface 

Critical considerations of interculturalism that involve relationships of Indigenous and non-

Indigenous community and knowledge have encouraged my focus on academic literature that 

reconsiders encounters, and representations. Within what Rachael identifies as the creation of 

a “new territory” (p. 162), it was imperative to consider acquisitions of knowledge that seem 

neither exclusive to Indigenous, nor non-Indigenous philosophical outcomes. In ‘te mana o te 

rākau kauri’, outcome or flourishing considers a re-imagining of culturally distinct relational 

discourses. My investigation of theory that ethically considers the welfare of Indigenous 

knowledge throughout was therefore mandatory.  

In my consideration of the literature, work offered by Torres Strait Islander academic Martin 

Nakata (1997, 2002, 2007a, 2007b, 2010) has coined the term cultural interface as means to 

navigate Indigenous and non-Indigenous interactions of knowledge and understanding. 

Confronting what Nakata (2007b) communicates as a “renewed interest in Indigenous 

knowledge, systems, and practices”, the cultural interface presents important analytical 

intersections pertaining to the realities of contrasting ideologies, colonial frameworks, the 

autonomous inclusion of Indigenous community knowledge, and the acquisition of new 

knowledge. As Nakata (2002) describe, the ‘cultural interface’ is: 

…a place of constant tension and negotiation of different interests and systems of 
Knowledge that both must be reflected on and interrogated… It is not strictly about the 
replacement of one with the other, nor the undermining of one by the other. It is about 
maintaining the continuity of one when having to harness another and working the 
interaction in ways that serve Indigenous interests, in ways that can uphold 
distinctiveness and special status as First peoples… (p. 285). 

Contemplating the inclusivity of Indigenous knowledge, Nakata (2007b) states that 

relationships must consider evident differences that can determine “understanding and 

misunderstanding” of Indigenous knowledge (p. 8). Differences, and how we make meaning 

of these, can, as Nakata (2002, 2007a, 2007b, 2010) suggests, raise concerns pertaining to the 

assimilation, and appropriation of Indigenous knowledge. As Nakata (2002) argues, it is about 

“examining and interrogating all knowledge and practices associated with issues so that we 

take a responsible but self-interested course to our future practice” (p. 286). With regard to 
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intercultural praxis, and the participation of Indigenous community and considerations in the 

inclusion of knowledge, interrogation of how we conduct ourselves in relationships is 

important.  

In my exploration of Nakata (1997, 2002, 2007a, 2007b, 2010) and the development of 

intercultural praxis, I have appreciated the unsettling of my own assumptions by how 

interculturalism situates negotiations of indigenous and non-Indigenous ways of being in the 

world. Nakata (1997, 2002, 2007a, 2007b, 2010) challenges this thesis and the ‘te mana o te 

rākau kauri’ framework to determine what are the sites, intersections and interactions of 

knowledge. Marrugeku Dance Theatre resolutions to communicate Indigenous knowledge 

within the facilitation of their intercultural praxis become important sites of contention.  

I acknowledge that that I am philosophically limited by how I make meaning through my own 

immediate worldview in interpreting and representing the lived experiences of others, whose 

interpretations of being in the world are different to my own. Despite my limitations, through 

my reflections on Nakata (1997, 2002, 2007a, 2007b, 2010), I hope to feel more ethical in 

future considerations of how to negotiate the re-imagining of intercultural praxis.  

Within potential facilitations of ‘te mana o te rākau kauri’, the way we pay attention to how 

interaction happens is important. Being attentive to worldviews that frame the protocol and 

identity of others, and, as Nakata (2007b) states, our “own cultural traditions” (p. 287), is 

significant. This is particularly poignant within culturally adverse frameworks, where 

Indigenous knowledge is engaged with non-Indigenous discourses, and, as Rachael discusses 

in the praxis of Marrugeku Dance Theatre (p. 162), “perspective”.  

Discussing perspectives of knowledge, and the determining frameworks or structures in which 

it is situated, Nakata (2007b) writes: 

We deal with representations of Indigenous knowledge already circumscribed by the 
English language and the discursive positioning of various disciplinary practices, 
including scientific paradigms, historical understandings, particular sets of interests, 
various theoretical positions, technologies of textual production, and so on. (p. 8) 
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Indigenous knowledge that is already circumscribed has confronted my development and 

delivery of ‘te mana o te rākau kauri’ framework. My understandings of Indigenous Australia, 

circumscribed by my own colonial consciousness, mean that I am actively confronting and 

unsettling scholarly assumptions and representations of culture. The totalising and definitive 

naming of relational outcomes, are then potentially relocated in ongoing critical states of flux.  

Within Marrugeku Dance Theatre, representations of Indigenous Australian culture in 

conventional Australian theatre and dance performance provide critical reflection on Nakata’s 

(1997, 2002, 2007a, 2007b, 2010) research. The location of specific Yawuru stories and 

community knowledge in a definitive Western framework of performance and production 

engages certain sites of contextual and conceptual praxis. However, negotiations of the 

moving body, Country, and storytelling that are distinctly situated in Indigenous Australian 

ideologies still exist.  

In deliberating the cultural interface provided Marrugeku Dance Theatre, which involves 

Indigenous and non-Indigenous knowledge of the moving body in space, the contentions of 

Dalisa, Josh, Miranda and Rachael have been well documented (Chapter 4, Sections 4.3.2 and 

4.4); in particular, negotiations of Western contemporary dance technique as being the most 

valued professional outcome.  

Contemplating the value of the body in mainstream dance contexts, dance scholar Andrēe 

Grau (2011) advances that the dancing body and its senses are “embedded within typically 

western understandings” (p. 5), where the moving body is not isolated to physical 

transactions, but also involves the communication of our “cultural values” (p. 8). Edwin (pp. 

149, 150), Dalisa (p. 135), Rachael (pp. 162, 175), Miranda (p. 165), Eric (p. 157), and Josh 

(p. 174) all participate with distinct personal and professional histories that determine 

personal understandings of their environment, and each other.  

To offer a fixed definition of Indigenous Australian dance as traditional or contemporary is 

problematic when considering the vastness of Indigenous community and Country, and the 

diverse socio-cultural historical contexts of Australia. There are multiple ways of knowing 
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Indigenous dance, and these are perceived through Indigenous and non-Indigenous cultural 

lenses. Co-artistic director Rachael Swain concurs, stating during interviews that Marrugeku 

Dance Theatre are situated outside clarifications of what is considered an Indigenous dance 

company (p. 184). Thus, Rachael contributes more complexities to ideologies pertaining to 

Indigenous dance and performance, and the intersection of Western concepts of theatre and 

participation. 

In my own discussion of what constitutes Indigenous Australian dance, as contemporary 

and/or traditional, I also critically contemplate the Western gaze in descriptions of the 

performative and aesthetic. Through my knowledge as Ngāti Hine and dancer trained in 

contemporary dance, I bring my own distinct way of understanding the body and its inhabited 

environment. In relation to my experiences with Indigenous culture and dance performance, 

Indigenous Australian academic Maryrose Casey (2011) offers advice that considers my own 

intersections of culture. Casey (2011) contends an expansive understanding of Indigenous 

performance, which disputes potentially nostalgic and tokenistic interpretations that often 

shelve Indigenous performance as only being ritual or ceremonial. 

Traditional forms of Indigenous Australian dance are often negatively and incorrectly 

categorised, as Indigenous educationalist John Scott (1994) describes, as “primitive ritual 

lacking in sophistication and complexity” (p.107). Casey (2011) concurs, arguing: “Within 

the colonial exercise, the Euro-Australian and European attitudes towards, and framing of, 

these performances as a lower form of practice were an important part of containing and 

colonizing Indigenous cultures and land” (p. 3). In relation to Nakata’s (1997, 2002, 2007a, 

2007b, 2010) critical reflections on the circumscription of Indigenous knowledge, Scott 

(1994), and Casey (2011) provide relevant arguments for how this occurs within the interface 

of Indigenous knowledge and the moving body, and its representation and interpretation by 

Western theatre and audiences.  

Contemporary dance performers Josh (p. 225), and Miranda (pp. 226, 227) raise their own 

contentions that reflect upon professional performance, and Western audience expectations 

and interactions with embodied Indigenous knowledge in Marrugeku Dance Theatre. What 
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Nakata (2007b) contends as experiences of the world that are in “difficult translation between 

different ways of understanding reality” (p. 9), Rachael communicates as the inclusivity of 

‘perspective’ (p. 228) that reveal distinct realities for intercultural navigation.  

Nakata’s (2007b) provocations about the cultural interface provide means to reveal particular 

socio-political-historical circumstance that, as Denise Varney (2011) argues, relates to 

performances of Indigenous knowledge and culture that extend to encompass a critique of 

“decades of invasion, dispossession, misrepresentation and silencing” (p. 212), where 

“frameworks that speak to and back from the place of Indigenous knowledge” (p.214) are 

sites of creative and critical societal development. Further, Scott (1994) states that in such 

relationships, the Indigenous facilitation of performance as experiences of protest, cultural 

recovery, and resurrection are sites of struggle for “justice, land rights and self-management” 

(p. 109). Therefore, within Marrugeku Dance Theatre intercultural praxis, cultural interface 

that negotiates history, logic, identity, and the acquisition of knowledge is relational to 

decolonisation and the rethinking of equitable relationships.  

In research that contends the cultural narratives in Australian Indigenous performance, Casey 

(2011) also acknowledges transitional conditions where Indigenous performance appeared in 

mainstream settings, and performance included “sections of ceremonies, public Dreaming 

stories and topical performances, intended to educate white Australia about Indigenous 

culture” (p. 56). Playwright Suzanne Spunner (2005) discusses the significance of such 

cultural interchange between Indigenous and non-Indigenous in performance, arguing:  

Cross-cultural performance is a form of cultural brokerage and plays a significant role 
in the maintenance of culture within Indigenous communities. For white audiences it 
interrogates the conventions of European theatre, resonates the power of narrative and 
frequently blurs the boundaries between acting and being. (p. 40) 

Spunner (2005) argues that within the negotiation of culture facilitated by Indigenous 

communities, the dismantling a dominant Western discourse can occur. What Nakata (2007a, 

2007b, 2010) identifies as appropriated starting points of experiencing Indigenous culture are 

potentially unsettled, as re-imagined interactions between Indigenous and non-Indigenous 
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intercultural discourse are considered. Nakata (2007b) states that what is also offered is a 

transformative shift to deconstruct our imaginings of the world, proclaiming a: 

…transforming process of endless instances of learning and forgetting, of melding and 
keeping separate, of discarding and taking up, of continuity and discontinuity. We 
participate in these ways of viewing, being, and acting in the world, often in quite 
contradictory, ambiguous, or ambivalent ways. We subscribe with varying degrees of 
commitment, both in time and space, to various positions depending on the moment, 
depending on what experiences, capacities, resources and discourses we have to draw 
on, according to what is at stake for us, or our family, or our community, and so on, 
and according to past experiences, current realities, aspirations and imagined futures. 
(p. 10) 

Nakata’s (2007b) description of “imagined futures” as an experience of the cultural interface 

encourages intercultural praxis as transformative sites of intention. Arguing the value of local 

Indigenous communities as facilitators of Marrugeku Dance Theatre praxis emerges as an 

important research focus for the development of ‘te mana o te rākau kauri’ framework. 

Authentic, culturally relevant, and equitable interactions are also considered because they are 

socially disruptive, unsettling and challenging to the status quo.  

The cultural interface also informs intercultural praxis as essentially remaining respectfully 

informed by the communities, and landscapes it originates from. Nakata (2007b) states that 

the lived experienced of culture and indigeneity should not be disassociated in ways that 

“dislocates it from its locale, and separates it from the social institutions that uphold and 

reinforce its efficiency, and cleave it from the practices that constantly renew its meanings in 

the here and now” (p. 9). The potential disembodiment between Indigenous knowledge and 

community is considered a fragmented and problematic or tokenistic representation of people 

and culture. Therefore, within the development and potential facilitation of ‘te mana o te 

rākau kauri’ framework, ongoing reviews of the location, inclusion, and facilitation of 

Indigenous community and participation are essential. 
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6.5 Kaupapa te rākau: The authority of ‘te mana o te rākau kauri’ within 

intercultural praxis 

‘Te mana o te rākau kauri’ provides a critical Indigenous intercultural framework through 

which to equitably consider the facilitation, inclusion, and authority of Indigenous community 

and knowledge. In the literature reviewed for this research, what emerged from intercultural 

academic discourse was a problematic void in the inclusivity and representation, of 

Indigenous facilitation and community participation (Chapter 5, Section 4.2.2). In the void of 

Indigenous perspective, criticism offered by Aman (2013) and Gorski (2008) supports the 

development of my theory as means to counteract interculturalism predominantly situated in 

Eurocentric logic (Chapter 5, Section 5.5). Fundamentally, ‘te mana o te rākau kauri’ 

framework is offered as a critical metaphor with which to reimagine intercultural praxis in a 

culturally relevant way that contends the equitable inclusion and validation of Indigenous 

community and culture.  

In addressing Indigenous communities, knowledge and an awareness of protocol develops a 

rethinking of praxis and pedagogy. In response to culturally diverse environments, 

practitioner experiences are potential sites for transformation of social discourse and the 

acquisition of knowledge. In respect to the work of Smith (1995, 1997, 2003a, 2003b, 2005a, 

2012) and Nakata (1997, 2007a, 2007b, 2010, 2012), the inclusion and facilitation of 

Indigenous communities in a cultural consultation that is deliberate in the significance of 

protocol praxis relevant to their own meaning making is also considered as being 

transformative in the conceptualisation and realisation, of cultural aspirations.  

In ‘te mana o te rākau kauri’ attempts to locate the forming of intercultural relationships in 

Indigenous validated settings. How the validation occurs provides critical agency that 

contends facilitation, process and structure. More importantly, validation is fostered through 

culturally preferred practices within culturally distinct participation. Doing so potentially 

unsettles dominant discourses long responsible for the appropriation and marginalisation of 

Indigenous communities in wider societal contexts.  
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The Flourishing
- Belonging to place and 

community
- Knowledge aquisition through 

cultural competency and awareness
- Storytelling as means to facilitate 

culturally distinct relationships
- Accountability through 

belonging

The Growth
- People of distinct personal and 

professional histories
- Community discourse and critical 

considerations of difference
- Place shaped by people and 

community

The Meeting place
- Indigenous and non-Indigenous 

relationships that address inequitable 
praxis through the privilage, authority 
and facilitationof Indigenous people, 

landscapes and community

The Grounding
- Relationships with people, 
environment and the cosmos

- Indigenous histories that disrupt 
dominant discourses

- Indigenous genalogies that 
acnowledg ethe authority of local 

community knowledge
- Land as a sites of knowledge 

aquisition

Te mana o te rākau kauri 
An intercultural framework 

The Flourishing The realisations 
and outcomes of relationships that 
have been critically reflective and 
responsive to difference. Attentive 
of Indigenous community, 
relationships are disruptive to the 
marginalisation of particpants and 
their communities. Focusing on the 
collective, relationships are 
therefore accountable to each other 
and the environments inhabited. 
Critical understandings of 
belonging also validate the 
authority of local Indigenous 
communities in encouraging 
further relational and decolonising 
kinships.  

The Growth involves the maintenance of 
relationships that have been established in ‘The 
meeting place’ & ‘The grounding’. In the formation 
of distinct kinships, growth that encompasses the 
aquistition of knowledge occurs through the 
experiences of people and environment. Cultural 
competence and safety that critically challenges the 
dominant status quo and stereotypes are underlying 
characteristics through which to foster culturally 
relevant and facilitated aspirations, and outcomes.  

The Meeting Place is the 
point of convergance that 
negotiates Indigenous and 
non-Indigenous knowledge. 
Attentive to the authority of 
Indigenous community and 
knowledge, equitable 
relationships that are critical 
of knowledge aquisition are 
significant. For participants, 
the meeting place 
acknowledges difference. 
Critical reflexivity should 
also acknowledge relevant 
histories learnt in 
experiences of ‘the 
grounding’, developing 
cultural competency and 
awareness  

The Grounding validates the authority and 
autonomy of Indigenous community, 
landscapes, and knowledge. Intercultural 
praxis that is attentive to the establishment 
and maintenance of relationships with 
relevant Indigenous communities is 
fundamental. Considerations of the 
facilitation of knowledge by community 
members and tasks that attend to the 
equitable and ethical validation of local 
Indigenous communties are crucial to 
paticipatory wellbeing. 

An intercultural framework that 
moves through sites of 

relational discourses that, like 
the tree, organically ground 

themselves in the authority and 
equitable validation of 

Indigenous landscapes, people, 
and community 
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‘Te mana o te rākau kauri’ encourages a distinct critical lens to assess and readdress how we 

enter into and engage with each other. Although it does include my own cultural knowledge 

of whakawhanaungatanga, it is guided by its relevant principles that involve identity, 

genealogy, landscape awareness and location, reciprocity, and attention to differences. As 

such, there is a deliberate involvement of Indigenous informed values. As discussed by Royal 

(2004) and Sissons (2005), Indigenous values are a powerful foundation in the unsettling of 

colonialism. Interculturalism informed through Indigenous values may considered as 

activism, and within the framework there is an ongoing re-establishment that attempts to re-

centre Indigenous agency. This challenges current ideologies of interculturalism discussed in 

Chapter 5 by offering a different approach to culturally distinct contexts, and intercultural 

praxis. 

The development and offering of ‘te mana o te rākau kauri’ was, and remains, a daunting 

experience. In the ownership of my own culturally distinct lens, which remains rightfully 

flawed in the knowing or academic representation of others, I accept the absolute 

vulnerability, instability, and limitations of this framework. However, through the 

rehabilitation of my intercultural praxis that has occurred in this research journey, it seemed 

ethically necessary to readdress discourse that was revealed to also be inherently limited.  

The framework provides another point of convergence in which to critically analyse and 

further develop our methodological structures for cultural consultation. As a previous school 

teacher with long-term experience of institutional organisations in culturally diverse 

environments, the living experiences of Indigenous students remains a defining influence for 

my continued engagement with intercultural praxis. However, it is important to note that this 

framework is not delivered as an absolute resolution for Indigenous and non-Indigenous 

relationships. Within the scope of this thesis, it is one story, truth, and consideration for future 

discussion and development.  

In the following sections, clarifications and descriptions of the analytical and methodological 

applicability of ‘te mana o te rākau kauri’ are offered, from the under-earth area of ‘the 

grounding, to the upper foliage ‘flourishing’ of the tree. 



 

255 

6.6 The Grounding  

The grounding of ‘te mana o te rākau kauri’ is about the authority, validation, and autonomy 

of Indigenous community, landscape, and knowledge. Starting from beneath the earth, ‘the 

grounding’ provides stability and sustenance for ‘te mana o te rākau kauri’ in growing and 

flourishing relationships. As the basis for all other relationships that occur throughout ‘te 

mana o te rākau kauri’, acknowledgement and engagement with Indigenous communities is 

expected in its transition to becoming habitual. Respectful of place-based theories (Chapter 4, 

Section, 4.3.1), whakawhanaungatanga methodologies (Chapter 2, Section 2.3), 

transformative praxis (Chapter 6, Section 6.4.2), and the cultural interface (Chapter 6, Section 

6.4.3), Indigenous philosophies are advanced as a fundamental requisite for the establishment 

and development of culturally distinct relationships. 

The knowledge that is associated with ‘the grounding’ is determined by location, intention, 

and autonomous facilitation of relevant Indigenous Communities. In the establishment and 

development of what should be considered enduring and accountable relationships, creating 

experiences, tasks, conversation, research, and workshops for critical awareness and 

competency in the ongoing identification and admission of Indigenous peoples is considered 

imperative. Doing so, considers important protocol and important evidence for critical, 

thoughtful, and respectful acknowledgements of Indigenous self-determination.  

With respect to Indigenous autonomy, it is also important to be clear that this may not only 

occur through personal contact. In ‘te mana o te rākau kauri’, Indigenous autonomy is also 

considered as being able to identify Indigenous territories, landscapes, whenua, and Country 

in which Intercultural praxis is located. The discovery of such knowledge is understood as a 

personal and prolonged exploration that exceeds immediate and binary understandings of 

cultural awareness.  

Awareness of the way Marrugeku Dance Theatre provide ‘grounding’ in intercultural praxis, 

by proclaiming the inclusion of Indigenous perspective of Country, story, and the facilitation 

of knowledge by Indigenous elders and custodians, is ongoing throughout (Chapter 4, Section 

4.2). Prolonged relationships and the exploration of Indigenous community are evident. 



 

256 

Philosophical logic that views Australia as Indigenous Country, the privileging of Indigenous 

story, and respect to local protocols, and language are all characteristics of prolonged 

relationships that are advanced as being ‘grounded’ in Indigenous community and knowledge 

(Chapter 4). More importantly, that this relationship strives to be autonomous for Indigenous 

participants is also significant to the determination of intent, aspirations, process, and 

outcome of interculturalism.  

In the ‘te mana o te rākau kauri framework’, contemplations of ‘the grounding’ within 

intercultural praxis are also facilitated by Indigenous community, and cultural knowledge. In 

this chapter (Section 6.4.2), Smith’s (2003a, 2003b, 2004) transformative praxis provides 

critical cultural insights into the validation of interculturalism facilitated by and through 

Indigenous community and perspectives. Under the earth, Indigenous knowledge exists. 

Within an intercultural discourse, it should be considered as an autonomous environment that 

cannot be disseminated or totalised within the larger framework of the tree.  

Accepting the unknown, and that some things cannot be transmitted from one culture to 

another, critically re-negotiates relationships that may be considered assimilative (Tuhiwai 

Smith 1999, 2012). “The grounding’ underneath ‘te mana o te rākau kauri’ is not a site of 

intercultural understanding, where absolution of worldviews is obtained. It is not expected 

that non-Indigenous will reach an embodied comprehension of the knowledge shared. Instead, 

there is an admission of the unknowing, in that within ‘te mana o te rākau kauri’ framework, 

knowing about other cultures involves an inherent acceptance of unconsciousness and 

ignorance.  

In the unknowing, generic translations and the totalising of Indigenous knowledge by non-

Indigenous participants is not considered an outcome or characteristic of the ‘te mana o te 

rākau kauri’ intercultural framework. There exists a reassessment of intercultural discourses 

that advance what Tupas (2014), Hapgood (1997), Perry and Southwell (2011) and Fennes & 

Hapgood (1997) have determined as reaching understanding, acceptance and difference in 

cultural exchanges. Accepting a potential inability to comprehend the worldview of others 

within culturally distinct relationships challenges formalised Western constructs of 
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knowledge acquisition (Battiste, 2002, 2005; Barnhardt & Kawagley, 2005). That the 

validation may also have to occur through Western theorising, logic and meaning making is 

also reconsidered.  

With regard to emphasising differences, it is important that participants still possess a relevant 

willingness, cultural awareness and competency (Chapter 6, Section 6.4.1) of such 

knowledge, as means to equitably guide interculturalism protocols. In this respect, being 

aware of cultural language and distinct social frameworks is important. Cultural awareness 

and responsiveness, as argued in Section 6.4.1, provide a critical lens through which to further 

locate oneself in other sites of cultural consultation that occur within the framework.  

6.6.1 The Grounding and intercultural praxis in Aotearoa 

In response to cultural location, and my experiences with Marrugeku Dance Theatre, the 

development of ‘te mana o te rākau kauri’ and my personal and professional cultural 

competence were a pre-requisite to engaging in critical considerations of culturally disparate 

surroundings. The grounding, although presented in a rather generic discussion, is specific to 

localities of Indigenous people and landscapes. Within my own cultural knowledge, 

whakawhanaungatanga (Chapter 2, Section 2.3) presents examples of ‘grounding’ in ‘te mana 

o te rākau kauri’. Specifically, if intercultural praxis were to occur within Aotearoa, or my 

own immediate community, it offers further insights to the key values that frame the ‘the 

grounding’ of the Kauri tree. 

Whakawhanaungatanga – Relationships 

Intrinsic relationships that are determined by Iwi Māori knowledge are specific to how 

relationships are formed and maintained within Te Ao Māori (Māori worldview). As 

discussed in Chapter 2 (Section 2.3), these relationships situate the individual as part of the 

collective, with specific roles and responsibilities. Whanaungatanga and the roles that people 

fulfil within their whānau do not correlate with Westernised ideologies of the family structure 

(Smith, 1995). How this may inform cultural difference attends to ideas of leadership, justice, 

consent and safety. Within an intercultural discourse, whanaungatanga and the establishment 



 

258 

of culturally aware and responsive relationships are essential in the inclusivity and/or 

participation of Iwi Māori communities.  

Whakapapa – Embodied Indigenous histories and genealogies 

It is well beyond the capacity of this research to offer an absolute definition of whakapapa. 

For Iwi Māori, whakapapa provides an inherent connection to all living things and each other 

(Marsden, 2003; Pere, 1991; Royal, 2004). It is more than genealogy. With ‘te mana o te 

rākau kauri’, considerations of whakapapa in ‘the grounding’ are also about the history of Iwi 

Māori relationships to environment. That the histories are also located specifically within 

Indigenous communities is significant. Situated within intercultural discourse, associations 

that validate the authority of whakapapa in the lives of iwi Māori are therefore constitutional 

for intercultural praxis development. 

Whenua – Land 

Land, landscape and belonging to the environment that are enriched through history and 

whakapapa also determine relationships and whakawhanaungatanga (Pere 1991; Simmonds, 

2011; Marsden, 2003). Whenua, which reflects Iwi Māori philosophical connections to land 

(as discussed in Chapter 2, Section 2.3) is relational. Iwi Māori have intrinsic relationships 

with landscapes that are historically situated and lived through knowledge of our whakapapa 

(Royal, 2004, 2004a, 2009; Marsden, 2003). In our relationships and the action of 

whanaungatanga, we recount to each other the land that we whakapapa into. Relationships are 

determined through the sharing of our whakapapa and knowledge of landscapes. Mountains, 

rivers, oceans, and the locations our family houses provide intrinsic introductions to each 

other that affirm identity and belonging (Pere, 1991; Marsden, 2003).  

For intercultural praxis, our iwi Māori conceptualisations of the environment and each other 

determine elemental experiences of ‘the belonging’. Royal (2009) contemplates the dynamic 

qualities that potentially uncover considerations for the inclusion of Māori knowledge in 

intercultural praxis. In the experiences of indigenous by intercultural, Royal (2009) argues 

towards the creation of knowledge “in response to our experiences of our world today and in 

the future” (p. 13). Advocating a “creative activity” (p. 13), Royal (2000) writes: 
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We should not be afraid of our imagination when thinking about the potential 
applications and innovations that might be possible when using Mātauranga Māori. Let 
us be courageous and innovative, not undermining or diminishing in the least, the 
creativity of the past (p.1).  

Royal (2000) is specific in expressing the potentiality of indigenous knowledge within our 

communities as means to foment relationships. Although the advent of iwi Māori and 

Indigenous autonomy remains clear, Royal (2000) argues that praxis may still occur through 

the “revitalization and rejuvenation of the traditional knowledge bases of indigenous 

communities” (p.4). Such arguments by Royal (2000), which consider translations of 

Indigenous knowledge in current diverse contexts, also attend to equitable relationships that 

are accountable to literature of Smith (1995, 1997, 2003a, 2003b, 2004) and Nakata (2007a, 

2007b, 2010). Therefore, ‘the belonging’, as an appropriate intervention to involve 

Indigenous communities in intercultural discourse, is treated as a meaningful involvement. 

Pūrākau – Indigenous knowledge and story 

Discussed in Chapter 2, Section 2.5.1, pūrākau are culturally situated stories that involve the 

sharing of Iwi Māori knowledge and lived experiences. Pūrākau are different to Western 

constructs of narrative and storytelling. Meaning making, values and morals provide a distinct 

way of viewing the world and understanding experience. Pūrākau are also shared in distinct 

ways that attend to language and environment.  

In working with Marrugeku Dance Theatre, the composition of the ‘the grounding’ reveals the 

awareness, NOT the comprehension of values that are essential in relationships with involved 

Indigenous communities. However, in my limited comprehensions of others, enriching 

insights were gained through shared autonomous and culturally situated storytelling 

(Archibald, 2008; Bishop, 1996; Lee, 2005, 2008, 2009). During my time with Marrugeku 

Dance Theatre, distinct stories that shared knowledge of Yawuru Country, and other 

Indigenous Australian communities, provided an innate comprehension of Marrugeku Praxis 

that is grounded to Indigenous perspective, knowledge, and community.  
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In Marrugeku Dance Theatre, community storytelling is also a feature of productions, and a 

way to present Indigenous knowledge. Therefore, in the research’s connections to Indigenous 

community, the inclusivity of particular worldviews was investigated as a site of cultural 

validation. That there exists a culturally diverse environment in which Indigenous knowledge 

is being shared and facilitated, considers the value of storytelling from a particular Indigenous 

perspective. Culturally responsive interculturalism that is facilitated through an Indigenous 

approach to storytelling does perhaps offer, as Bishop (2003) suggests, ‘alternative 

experiences’ that address current dominant discourses and power relationships within 

culturally responsive and diverse environments.  

In my own research, it was therefore necessary to inhabit an awareness of 

whakawhanaungatanga, or kinships; whakapapa, or kinships; whenua, or Country; and 

pūrākau, or Indigenous Australian storytelling. ‘The grounding’ and the location of 

Indigenous knowledge in intercultural praxis is able to be navigated through shared pūrākau. 

Indigenous storytelling is advanced as being a culturally equitable, responsive and relevant 

means for the inclusion of indigenous community in intercultural praxis. 

6.7 The Meeting Place  

At the base of the tree, where ii meets the earth, ‘the meeting place’ represents a significant 

point of convergence, where the coming together, interaction, overlap, negotiation, 

connection, and/or the exchange of Indigenous and non-Indigenous knowledge, worldviews, 

perspectives and story occurs. A contestable landscape in ‘te mana o te rākau kauri’, ‘the 

meeting place encourages a critical lens attentive to Indigenous communities and people.  

Approaches to ‘the meeting place’ make particular assumptions in the navigations of ‘te mana 

o te rākau kauri’ framework that an awareness of Indigenous community situated within ‘the 

grounding’ exists. Local knowledge (Nakata, 2007a, 2007b) prior to the establishment and 

development of relationships that continue in ‘the meeting place’ works to re-situate 

participant relationships as being attentive to Indigenous communities.  
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‘The grounding’ locates ‘te mana o te rākau kauri’, providing context, community and the 

associated knowledge. For example, Marrugeku Dance Theatre claim that they are grounded 

in Indigenous Yawuru Country, community story and perspective. ‘The meeting place’ 

emerges from ‘the grounding’, to consider how Indigenous communities and their knowledge 

form, interact, and explore relationships with extended community members, non- 

Indigenous, performers, visitors, and extensive audiences. Within ‘the meeting place’, 

negotiations are also considered by non-Indigenous perspectives of Indigenous landscape and 

community. Reciprocity and the equitable acquisition of knowledge coherent with different 

worldviews are mediated. 

The ‘meeting place’ is informed by the praxis of Marrugeku Dance Theatre, and distinct 

scholarly literature; research that contends Nakata’s (1997, 2007a, 2007b, 2010, 2012), 

cultural interface, and the location of Indigenous knowledge, as it navigates relational 

discourses with non-Indigenous knowledge. In this context, the meeting place is a culturally 

diverse environment that involves Indigenous and non-Indigenous participation.  

In relation to Nakata (2005, 2007b) and the advancement of the cultural interface, Barnhardt 

and Kawagley (2005) also propose a place of cultural interaction called “common ground” (p. 

16). Within the common ground, Barnhardt and Kawagley (2005) imagine a responsive 

environment where Indigenous knowledge speaks into Western notions of knowledge and 

science in a critically engaging manner. Advancing a socio-cultural reflexivity, Barnhardt & 

Kawagley (2005) contend: 

…long standing cultural, social, and political challenges facing education in 
Indigenous societies around the world, so it is essential that future research addresses 
the issues in an integrated, cross-cultural, and cross-disciplinary manner, with strong 
Indigenous influence. (p. 18)  

Within Aotearoa, Māori educationalist Hine Waitere (2011) extends research by Barnhardt 

and Kawagley (2005), discussing interactions between iwi Māori and Western values of 

knowledge that are specific to teaching and learning. In Māori education, Waitere (2011) also 

argues the role of teaching and learning values as means to dismantle hegemonic praxis. In 
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environments that involve an overlay of the “identity and the socio-historical experiences of 

the teacher, and/or on the diverse range of students who increasingly inhabit our classrooms”, 

Waitere (2011, p. 7) considers how relationships that negotiate worldviews facilitate Māori 

content to Māori and non-Maori, in particular immigrant pupils. Focusing on a complex 

relational discourse in response to Nakata (2007b), Kawagley and Barnhardt (1998, 2005) and 

Waitere (2011), advances the significance of an Indigenous autonomy and self-determination. 

In ‘te mana o te rākau kauri’, ‘the grounding’ situates the knowledge base for critical inquiry. 

‘The meeting place’ then becomes a site of potentiality for the redefining of colonial 

discourse, and a culturally responsive consultation that can redefine interculturalism.  

Nakata (1997, 2007a, 2007b, 2010, 2012), Barnhardt & Kawagley (2005), Smith (1997, 

2003a, 2005a) and Waitere (2011) advance considerations for use within ‘the meeting place’ 

to develop interrelations, and the equitable validation of Indigenous community, knowledge, 

and people. Within the interaction of Indigenous and non-Indigenous knowledge exists a 

deliberate focus of relational reciprocity specific to locality, land and country (Nakata, 2007b; 

Johnson, 2012; Penetito, 2009; Smith & Sobel, 2014). Cultural manifestations of self, 

environment and community are also contended as forming filters of intercultural interaction 

involving Indigenous and non-Indigenous agency for knowledge, and knowledge acquisition. 

As part of acknowledgement of communities in which the Indigenous knowledge rests, the 

roles and relationships to land and Country are significant.  

The location of self in such relationships, the inclusion of auto-narrative, pūrākau and story, 

the distinct privileging of protocol that is reflective of Indigenous understandings of Country, 

and culturally situated gatherings that attend to difference are considered potential task 

defining embodied experiences in the implementation and development, of ‘the meeting 

place’. That these remain in constant critical states of flux pertaining to the validation of 

community and the acknowledgement cultural disparities, is considered a necessary, 

challenging, and disruptive characteristic.  
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6.7.1 The meeting place and Marrugeku Dance Theatre 

In my development of ‘te mana o te rākau kauri’, it was imperative as researcher that I 

consider how Marrugeku Dance Theatre interact with the Indigenous communities whose 

story is explored in creative praxis and performance. Intercultural praxis, and the meeting 

places that occurred in rehearsal and performance, provided explorations of culturally distinct 

relationships, and negotiations of worldview. My considerations of what constitutes ‘the 

meeting place’ in Marrugeku Dance Theatre contain stark and transparent agency in the 

conception, expedition, and analysis of Australian Indigenous and non-Indigenous 

relationships. These relationships are cultural consultations that are deliberate locations, 

engaging in particular socio-political circumstances. 

Artistic director Theatre Rachael Swain (2006, 2010) (and in Chapter 4, Section 4.3.2) argues 

that Marrugeku Dance Theatre advance the significance of Indigenous knowledge in non-

Indigenous lives and communities. Swain (2006, 2010) (and in Chapter 4, section 4.3.2) is 

specific about the role of Indigenous Australia in a wider non-Indigenous Australian society. 

Challenging Eurocentric and colonial frameworks, Swain (2006, 2010) (and in Chapter 4, 

Section 4.3.2) argues for the authority of Indigenous Australian logic to readdress collective 

societal injustices and inequalities. Specifically, Marrugeku Dance Theatre’s production Cut 

the Sky considers how Indigenous Australian knowledge systems reveal, and inform, wider 

Australian community challenges over economic disparities, environmental sustainability, and 

climate change. In relation to Nakata (1997, 2007a, 2007b, 2010, 2012), the nexus or ‘cultural 

interface’ of Indigenous and Western sciences is negotiated in the creative intercultural praxis 

of Marrugeku Dance Theatre.  

Discussions pertaining to interactions between Indigenous and non-Indigenous raised by 

Swain (2006, 2010) (and in Chapter 4, Section 4.3.2) are also reflected in research by 

Indigenous scholar Marie Battiste (2002). Highlighting the potential agitation caused within 

interrelations of Indigenous and Western knowledge, Battiste (2002) states: 

Indigenous knowledge is far more than the binary opposite of western knowledge. As a 
concept, Indigenous knowledge benchmarks the limitations of Eurocentric theory – its 
methodology, evidence, and conclusions. It re-conceptualizes the resilience and self-
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reliance of Indigenous peoples, and underscores the importance of their own 
philosophies, heritages, and educational processes. (p. 5) 

Battiste (2002) argues a cultural disparity that contributes to the problematic positions of 

particular socio-cultural political discourses. Advancing native Alaskan and Indigenous 

knowledge as pedagogy, Kawagley and Barnhardt (1998, 2005) also contend that within the 

relationship, there exist distinct differences in thought about how learning, knowledge and 

competency are lived. A worldview shaped by environment and the cosmos, the metaphysical 

or spiritual realms of Indigenous knowledge, also creates sites of discomposure and upheaval 

for Western understanding of knowledge validity. At Marrugeku Dance Theatre, such 

experiences are shared by Josh, Edwin, Dalisa, Miranda, Eric and Rachael.  

Despite the unrest, Barnhardt and Kawagley (2005) still contend a potential relational 

reciprocity, where “Indigenous people themselves have begun to rethink their role and seek to 

blend old and new practices in ways that are more likely to fit contemporary conditions” (p. 

17). Ideologies of what may correspond to a contemporary condition remain debatable, yet 

sites of investigation are offered in the creative culture and community of Marrugeku Dance 

Theatre. In particular, re-imaginings of Indigenous performance, and the authority provided 

by Marrugeku Dance Theatre’s relationship with Yawuru elder Patrick Dobson (2011), 

present Indigenous knowledge in ‘contemporary conditions’ as means to disrupt colonial 

constructs, structures and logic. 

Considerations of contentions similar to those faced in Marrugeku Dance Theatre’s ‘meeting 

place’, and the facilitation of Indigenous knowledge, are offered by New Zealand academic 

Patrick Fitzimmons (1994). Discussing Indigenous Australian experiences of knowledge, 

Fitzsimmons (1994) is analytical in the placement of Indigenous Australian cultural 

intelligence amongst the perspectives of Western theories. Fitzimmons (1994) discusses the 

inability for equitable experiences when dominant societies, and frameworks, privilege 

distinct consciousness and relationships to “the dominant economy” (p.5). In relation to 

Marrugeku Dance Theatre, Fitzimmons’ (1994), argument could contend how Indigenous 

Australian representations and perspective are located in a specific Western framework of 

theatrical rehearsal and performance.  
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In Marrugeku Dance Theatre, the hierarchy of rehearsal processes and roles of choreographer 

and artistic director were reflected upon in relation to the role of Indigenous elders, 

participants and community members (Chapter 4, Section 4.2.2). Placements of Indigenous 

knowledge, and the compromise or power discourse within the culturally distinct 

relationships, are significant places of reflection for ‘the meeting place’. Relationships 

between Indigenous and non-Indigenous participants are a focal point, also providing insight 

into the development praxis. In ‘the meeting place’, participants are asked to consider the 

framing of experiences, and ideologies that are associated with ideals of leadership and 

success. In response to Smith’s (2003a, 2003b, 2004) transformative praxis, the collective, the 

manifestation of aspirations, and the authority offered to culturally relevant pedagogy 

(Section, 6.4.1) are key considerations of ‘the meeting place’ and ‘te mana o te rākau kauri’ 

framework. 

6.8 The Growth  

In the ‘te mana o te rākau kauri’ framework, the trunk area is called ‘the growth’, and 

provides a bridge between the top and bottom of the tree. Identified as the trunk of ‘te mana o 

te rākau kauri’, or the tinana (the physical body), the philosophy in my development of ‘the 

growth’ considers the strength of Māori Ātua, Tāne, in separating his parents Ranginui and 

Papatūānuku (pūrākau shared in Chapter 6, pg. 222). In the knowledge of Tāne and his 

separation of his parents Ranginui and Papatūānuku, ‘the growth’ is about the self-

determination and significance of independence.  

Contentions in participants and movement of relationships, like Tāne and his siblings, are 

considered in this area. In terms of agency for growth and self-determination, the actions of 

Tāne and his brothers and sisters in the separation of their parents can also be considered as 

necessarily disruptive, challenging and unsettling to the status quo. In ‘the growth’, 

disruptions encouraged in ‘the grounding’ and ‘the meeting place’ provide capacity for 

change, and the discovery of knowledge. From disruption comes potential for growth, and the 

validation of others as people, part of community, and inherently connected to unique 

understandings of place.  
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In ‘the growth’, independence and the acknowledgement of difference of self and identity are 

also considered essential experiences for culturally distinct participants. Ongoing experiences 

that locate oneself in relation to others are considered as a culturally informed protocol. As 

revealed in research with Marrugeku Dance Theatre, and discussed by co-artistic directors 

Rachael and Dalisa in Chapter 4, Section 4.4, the validation of difference as means to 

maintain equitable culturally responsive relationships is important. Cultural affirmation that is 

disruptive to the dominant status quo of culturally assimilative meaning making focuses on 

revealing and validating difference as strength in which to engage with one another.  

My imagining around the ‘the growth’ is as a site of strength, yet inherently flexible to 

explore people and place. Here, the creative redefining of cultural consultations, ethically held 

within ‘the grounding’ and ‘the meeting place’, provides spaces to acknowledge distinct 

participant identities, and ways of being in the world. Praxis may be considered experimental, 

yet respectful to culture, attentive to environment, safe, informed, and enriched through the 

diversity of being in the world. The freedom of ‘the growth’ is also a place to succeed, fail, 

fall, develop new ways of being, problem solve and negotiate cultural discourse.  

In ‘the growth’, distinct relationships can be considered for praxis and experience in the 

following ways, which are meaningful in my own Ngāti Hinetanga, and way of being in the 

world. 

6.8.1 People  

As part of ‘the growth’, identity that determines how people enter into relationships with each 

other and make meaning is considered. In my work with Marrugeku Dance Theatre, the 

cultivation in the casting of performers, determined by their differences, provided important 

reflections on the intent of intercultural facilitations (Chapter 4, Section 4.4). Personal and 

professional backgrounds emerged as key characteristics that determine relationships in 

culturally diverse environments. As such, in the exploration of people, where Indigenous and 

non-Indigenous frames of reference interact, there is a strong emphasis on cultural awareness. 
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‘The growth’ therefore involves ways to explore the disparities of participants, and the 

communities to which they belong. 

In the exploration of people, how we conduct ourselves determines essential experiences of 

being culturally safe with each other. From generic differences in how we understand the 

body (Grau, 2012), to formalised ways of introducing ourselves, as visitors, or people of 

place, there are further opportunities for relational prosperity. In relation to our prior 

experiences or knowledge of each other, how we utilise for intercultural praxis is significant. 

‘The growth’, may be considered as a place in which we navigate such complexities.  

In the navigation of culturally distinct identities, in particular in formal sites of education, 

American pedagogical theorist Gloria Ladson-Billings (1995, 1995a 2006) offers useful 

considerations for equitable considerations of our own and others’ identity, which lend 

themselves to culturally relevant approaches to pedagogy. Research by educationalists Jerry 

Diller and Jean Moule (2005) also contends our agency for cultural competence in which to 

ethically connect to one another. Diller and Moule (2005), advance “empathy and an 

appreciation for the life experiences of those who are culturally different” (p. 3). In ‘te mana o 

te rākau kauri’, considerations of how we work with being culturally different, whilst 

remaining self-critical, present opportunities to construct new relationships. Emphasis is 

placed on the revealing of personal and professional backgrounds. Identity, in particular how 

culturally locate yourself is essential. An Indigenous framed intercultural structure is also 

attentive to Indigenous value systems that can determine a reciprocal and equitable relational 

discourse (Fitzsimmons & Smith, 2000; Smith, 2003a).  

In the development of ‘te mana o te rākau kauri’, considerations of people and my own 

whakawhanaungatanga protocol were ongoing in the negotiations of Country. Fundamental in 

the establishment and maintenance of equitable Indigenous framed relationships, these 

considerations created potentiality for how to engage in intercultural praxis. My experiences 

with people concentrated on the sharing of myself with others. How this occurred was shaped 

by my own realities of being in the world, yet was also accountable to my competency for 

validating others. Whether revealed through story, or in ways that are culturally identifiable to 
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participants’ own way of being in the world, differences become important points of reference 

to further develop intercultural praxis.  

6.8.2 Community  

‘The growth’ within the ‘te mana o te rākau kauri framework includes intrinsic explorations 

of our relative communities as determining factors of relationships. In the location of self, our 

identity is also argued as being reflective of the particular socio-political historical landscapes 

we inhabit (Castagno & Brayboy, 2008). Smith (2003a) also argues the validity of 

recognising the collective as opposed to the individual. People are inherently reflective of the 

communities to which they belong, and for Indigenous facilitations of intercultural praxis our 

communities are important reflections of how we conduct ourselves with others.  

Locating the different communities that inform intercultural relationships also provides 

important insights into power discourses and meaning making (Ballenge-Morris, 2008). As 

such, revealing our belonging, and influences and factors that may determine our behaviours 

and value systems, is essential to locating oneself in a culturally distinct environment.  

In Marrugeku Dance Theatre, overt tasks considered community knowledge, history, and 

political discourses (Chapter 4, Section 4.3.2). For Josh and Miranda, non-Indigenous 

community belonging, and the experiences of Indigenous Yawuru community knowledge, 

provided ongoing points of convergence in which with engage intercultural praxis and the 

acquisition of new knowledge. For Josh, this involved the re-thinking of Indigenous 

communities (p. 176), and for Miranda (p. 177), an acceptance in being unable to completely 

comprehend the knowledge and worldview of the Indigenous Australian communities she was 

inhabiting with Marrugeku Dance Theatre.  

Considering the role of Australian Indigenous community knowledge in the unsettling of 

intercultural experience, research by Sims, O’Conner and Forrest (2003) reveal contentions in 

the experiences of non-Indigenous people such as Josh and Miranda, who have different 

values of performance, living, dance, and culture. Sims, O’Conner and Forrest (2003) write 
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that in their research pertaining to teachers working with Indigenous Australian communities, 

there was a common, “experience [of] discomfort when faced with different models of the 

world when working with Aboriginal families”, suggesting that the “many differences 

between western cultures and Aboriginal cultures [can] influence the fundamental 

assumptions we hold… “(p. 70). For Josh and Miranda, the experience of community other 

than their own has provided personal and professional ‘growth’, through which to engage 

with Marrugeku Dance Theatre intercultural praxis. 

Sims, O’Conner and Forrest (2003) argue that ethical and equitable experiences of other 

peoples’ communities may inform intercultural praxis. They advance that validation of 

community knowledge is a determining factor for the wellbeing of Indigenous participants in 

extended culturally diverse contexts, such as education. In Aotearoa, research by Bishop and 

Berryman, (2006), Bishop and Glynn, (1999), Bishop et al. (2007), and Banes et al. (2012) 

has also addressed the disparity in values and outcomes for Iwi Māori in the formal education 

system. Māori wellbeing, as determined by Māori communities and the nurturing of 

relationships that lead to academic success, is highlighted as revealing the significance of 

community values, knowledge and knowledge facilitation.  

Specific to experiences of Indigenous Canada, Ball (2004) advances the need to develop 

“authentic experiences of Indigenous philosophies, languages and practices” (p. 459). 

Discussing First Nations partnership programmes facilitated by Indigenous community in 

Canada, Ball (2004) outlines intensive community focused training that “lies in the 

recognition that communities are living systems” (p. 465). Ball (2004) discusses practices that 

attend to complex networks and relationships with environment that are compatible with the 

shared worldview of the local community.  

In ‘te mana o te rākau kauri’ relevant communities associated with participants are seen as 

determining factors within interculturalism. For Marrugeku Dance Theatre, community is 

framed by a diversity of cultural discourses. Indigenous Yawuru community knowledge 

coexists with dancers from a contemporary dance community with a distinct knowledge base. 

Contemporary dancers become involved in the interpretation and exploration of Indigenous 
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stories. How Indigenous and non-Indigenous members view community is also distinct. 

Critically locating the different communities in my research was very important, especially 

when considering roles, responsibilities, and power contexts in the creation, facilitation and 

development of intercultural relationships and praxis.  

6.8.3 Place 

In the conceptualisation of ‘the growth’ that is argued as being shaped by people, and the 

communities to which they belong, the development intercultural praxis also considers the 

authority of place in developing distinct relationships. Notions of place as means to navigate 

our relationships with each other are inherently understood as being reflective of Indigenous 

Country. As such, tangible experiences of place, and how we personally conceptualise place 

as distinct participants are important.  

Within the intercultural praxis of Marrugeku Dance Theatre, place, landscape and Country are 

defining philosophical underpinnings (Chapter 4, Section 4.2). Non-Indigenous and 

Indigenous experiences of place provide insight into how we might understand our 

surrounding environment, and it relevant societal structures. Edwin provides ongoing 

reflexivity in the agency of Indigenous knowledge that is Country (Chapter 4, Section 4.2.3).  

The way Edwin negotiates the contrasting landscapes inhabited by Marrugeku Dance Theatre, 

as he communicates being “a fish” (p. 149) in large cities, is different to Miranda, who 

describes an “unknowing” in her own experiences of contrasting landscapes (p. 177). What 

resonated most for me in hearing their story and narrative were the distinct ideologies, and 

their facilitation within creative explorations in the rehearsal praxis of Marrugeku Dance 

Theatre. The significance of listening to each reality, as means to further critically 

comprehend intercultural praxis, is imperative to revealing the complexities in validating the 

worldviews of others.  

Literature pertaining to place-based knowledge and education provides a critical lens in which 

to consider the role of landscape, Country, and whenua within interculturalism (Chinn, 2007; 
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Friedel, 2011; Penetito, 2009; Oritz, 2007; Scheuerman, Gritter, Schuster & Fisher, 2010; 

Smith & Sobel, 2014). Ideologies of place, landscape, whenua and Country are situated in 

‘the grounding’ of ‘te mana o te rākau kauri’. Philosophical underpinnings of the significance 

and understanding of place and environment are redefined through experiences of Indigenous 

knowledge and community (Johnson, 2012; Oritz, 2007; Penetito, 2009). When grounded in 

Indigenous community, knowledge and logic, the collective experience of place reveals 

potentiality for new knowledge.  

In the implementation of place-based circumstance that is determined by Indigenous 

localities, critical analysis of environmental relationships, and the social contexts in which 

they occur, is challenged. Being able to safely interrogate our assumptions of one another is a 

powerful consideration in complex reciprocity. That being equitable may not feel good, is a 

meaningful provocation in the development of intercultural praxis. David Gruenewald (2003) 

writes that critical approaches to place “offers an agenda of cultural decolonization” (p. 4). 

Gruenewald (2003) discusses the joining of critical reflexivity and land relationships. Naming 

the union as “a critical pedagogy of place” (p.5), he considers it as a praxis tool for the 

transformative lived experience. 

Within the ‘te mana o te rākau kauri’ framework, place as a tool for transformative experience 

considers the significance in intercultural dialogue that is attentive to Indigenous philosophies 

of place. In acknowledging environment, histories, and a particular socio-cultural political 

discourse, are also reassessed. The acknowledgement of Indigenous histories, language and 

community knowledge then become prominent as defining factors of relationships and 

interculturalism.  

6.9 The Flourishing  

‘The Flourishing’ is the canopy of the tree, and contemplates outcomes of relationships and 

the cultural aspirations of participants. Relationships are situated within a particular 

intercultural discourse, attentive to Indigenous communities and landscape. Doing so 
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challenges particular Eurocentric intercultural frameworks. ‘Flourishing’ therefore situates 

itself within intercultural relationships as a disruption in the marginalisation of others.  

In disruptions of colonial discourses, ‘the flourishing’ suggests experiences identified with the 

reclamation, reconciliation, and decolonisation of interculturalism. In Marrugeku Dance 

Theatre approaches to intercultural praxis, the disruption of the further marginalisation of 

Indigenous communities is regarded as a specific culturally informed aspiration and outcome 

(Chapter 4, Section 4.3.2). Co-artistic director Dalisa, speaks to the wellbeing of her own 

Yawuru communities in the implementation of intercultural praxis (Chapter 4, Section 4.1) as 

means to address social and cultural injustices. As Smith (2003a, 2003b, 2004) attests in his 

discussions of transformative praxis, confronting social injustices through the affirmation of 

cultural autonomy is significant. For Dalisa, ‘the flourishing’ may be significant in the 

realisation of personal endeavours to improve and recover cultural authority, welfare and 

prosperity. 

Interculturalism within ‘te mana o te rākau kauri’ is framed by Indigenous facilitation, and 

therefore Indigenous self-determination within culturally diverse settings. Being in positions 

of self-determination offers Indigenous participants a deconstruction of current structures that 

occur in culturally collective settings. For non-Indigenous participants, ‘the flourishing’ 

fosters a critical participatory experience that encourages the location of self in culturally 

enriching, and equitable circumstances.  

‘The flourishing’ is discussed as a series of lived experiences of self amongst the culturally 

distinct collective. The fostered lived experiences within ‘te mana o te rākau kauri’ 

intercultural framework involve: a sense of belonging; the establishment of culturally relevant 

protocol and process; knowledge acquisition; attention to the significance of storytelling; and 

an accountability to self, collective and relevant communities involved.  
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6.9.1 The Belonging 

Belonging in ‘the flourishing’ is associated with how we connect to each other, and the 

communities to which we belong. Experiencing a sense of belonging to praxis, process and 

participants has emerged as important to cultural distinctness, and interculturalism. In the 

sharing of identity and personal and professional histories, worldviews, perspectives, and 

therefore our intentions are revealed. The potential transparency of who you are, and who you 

belong to are not only philosophies inherently located within Indigenous frameworks of lived 

experience; they also provide a distinctive placement of self in relation to others (Bishop & 

Hall, 2000; Hindle, 2011; Sleeter, 2012). Our communities create belonging (Ball, 2001; 

Corson, 1999). That Indigenous and non-Indigenous may feel an intrinsic belonging to 

Country as being a “human experience” (Royal, 2004) has been considered. That such senses 

of belonging may foster Indigenous facilitations of indigeneity (Chapter 1, Sections 1.5 and 

1.5.1) is also utilised in the framing of ‘te mana o te rākau kauri’.  

Belonging is therefore situated within ‘the flourishing’ as a diversity of experiences. 

Marrugeku Dance Theatre, working within the culturally diverse Country and community 

contexts of Yawuru Country, Broome, provides a vast range of culturally divergent and allied 

histories (Chapter 1, Sections 1.8, 1.9 and 1.10). That belonging to, and intercultural 

facilitations of experiencing landscape only occurs with Indigenous participants in Marrugeku 

Dance Theatre is arguable. As performer Eric discussed, there are a “multitude of truths” (p. 

169), thereby challenging ideologies of interculturalism as a being a binary and monocultural 

experience. 

Contemplating such a fixed ideology is also unsettling to my own personal lived experiences 

as researcher, Indigenous woman, and visitor. My own sense of belonging that grew during 

my time with Marrugeku Dance Theatre, and the development of relationships involving 

responses to landscape and history, fostered unique kinships that will continue beyond the 

submission of this thesis. 

In belonging to communities, how we allow membership and participation is informed 

through personal histories, and the participants’ sense of self. Belonging occurs with shared 
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intention. Within Kaupapa Māori knowledge associated with relationships and 

whakawhanaungatanga, Angus Macfarlane (2004) argues that whanaungatanga can be 

identified as an affiliated group or people united through shared understanding, commonality 

and interest. Within, ‘te mana o te rākau kauri,’ shared intention considers the significance of 

difference as means to reveal commonalities that are active in their reflexivity of unsettling 

dominant monocultural protocols.  

Belonging to and connecting to communities is not considered in deficit terms. My own sense 

of belonging to Marrugeku Dance Theatre communities does not advance knowledge, and or 

a sense of authority in being able to show representation. In particular, within this thesis, as 

within Marrugeku Dance Theatre praxis, belonging is shared through my personal pūrākau as 

means to communicate my own distinct, culturally situated circumstance, knowledge, and 

understandings.  

6.9.2 Protocol  

Protocol is offered as an inclusive term for culturally responsive conduct and behaviours. 

Experiences of ‘protocol’ that emerge within ‘the flourishing’ are contended as an acquisition 

of knowledge in ‘te mana o te rākau kauri’. In experiences of Indigenous community, cultural 

difference, and the re-imagining of cultural consultations, the implementation of protocol is 

deliberate and thoughtful in ‘the grounding’, ‘the meeting place’, and ‘the growth’.  

In the revealing of personal and professional histories linked to culture and identity, 

participants are encouraged to identify protocol and practices that inform meaning making 

and logic within the intercultural context. Distinct protocol is aimed at the unsettling of 

dominant discourses, in particular Eurocentric logic, that may occur (Aman, 2013). It is 

particularly relevant in the acknowledgement, inclusion, and representation of Indigenous 

communities and landscape.  

Protocol is associated with the how in the delivery or transfer of knowledge and information. 

Within intercultural praxis, the practice of protocol is also advanced as encouraging 
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relationships where one person is in relative co-existence with the other, offering personal 

reflections of identity and discourse. Charalambous, Komitis, Papacharalambous and 

Stefanou (2014) discuss practices as being “strategic routines or activities” (p. 22). In ‘te 

mana o te rākau kauri’, strategies, activities and routines may also be shaped with an intent to 

disrupt ideologies of ‘sameness’, which have been argued as desirable outcomes of 

interculturalism (Mariginson & Sawir, 2011). Therefore, routines and activities that occur are 

critically constructed in response to participant realities. With a focus on Smith’s (2003a, 

2003b, 2004) transformative praxis, disruptive protocols may therefore exist for the inclusion 

and validation of culturally preferred pedagogy. Focusing on cultural protocol and Indigenous 

perspective also involves the disruption of Western logic, which has been argued by Aman 

(2013) and Gorski (2011) as being prevalent in dominant intercultural frameworks. 

In the application of protocol as means to implement intercultural praxis, inclusivity through 

attentiveness to difference is paramount. As co-artistic director Dalisa communicates, in the 

navigation of different identities that occur in Marrugeku Dance Theatre, equitable 

negotiations of her own Indigenous protocol in praxis “informs how you take care culturally 

in Marrugeku and doing the right thing by the community” (p. 113), highlighting formalities 

and etiquette as means to support the critical ‘flourishing’ of relationships. That these occur as 

a reciprocal and participatory processes is imperative for the equitable development of 

relationships. 

6.9.3 Knowledge  

In praxis that privileges the authority of Indigenous knowledge, disruptive experiences of 

what we value, and how we acquire knowledge play a significant role within ‘the flourishing’. 

Within collages of knowledge discovery, there is combative deliberation regarding the role of 

Indigenous knowledge in the lives of extended, and non-Indigenous communities. In ‘the 

flourishing’, critically contending validations, and the acquisition of knowledge are therefore 

pragmatic, and necessary outcomes of ‘te mana o te rākau kauri’ framework. 
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In their contemplation of how Indigenous knowledge may inform the lived experiences of 

intercultural praxis participants, Indigenous scholars Ladislaus Semali, and Joe Kinchole 

(1999) argue that Indigenous culture and knowledge can encourage people to “understand 

themselves in relationship to their natural environment” (p.3). Also reflective of the status 

culture in our lived experiences, Māori Marsden (2003) writes: 

Culture is the most powerful imprinting medium in the patterning process of the 
individual. The interiorised patterns/images/stereotypes/symbols and convictions 
which motivate members to action organise communal activity, established social 
institutions and standards of behaviour (p.34).  

The environment in which the ‘te mana o te rākau kauri’is applied is a defining characteristic, 

in which culturally diverse participants establish and develop relationships. In the meeting of 

‘interiorised patterns/images/stereotypes/symbols and convictions’ outlined by Marsden 

(2004), it is suggested there is potentiality for the discovery of new knowledge. Heading to 

the research of Smith (2003a, 2003b, 2004), and Nakata (1997, 2007a, 2007b) in 

acknowledgement of the authority, autonomy, and locations of distinct community contexts is 

also fundamental. Distinct knowledges located in communal activities become critical sites 

for marginalised Indigenous communities to participate as autonomous and authoritative 

facilitators.  

That intercultural praxis is comfortable in the provoking, and unsettling of dominant 

socialisation structures provides refreshed modes in which to acknowledge Indigenous and 

non-Indigenous culture. Re-imaginings of decolonisation in distinct and collective 

collaborations also contest ideologies that Indigenous people are the only ones being 

colonised. Therefore, in recognising the importance of our complexities, difference, 

contentions, conflict, and controversy, a more equitable pathway for Indigenous and non-

Indigenous communities may be manifested. Doing so challenges deficit approaches that 

place Indigenous communities as victims engaged in disempowering relationships, 

hegemony, and colonising structures (Smith, 2003a, 2004; Tuhiwai-Smith, 1999; 2012; 

Everitt & Fitzsimons, 1994).  
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6.9.4 Storytelling 

Situated as a feature of ‘the flourishing’, the strength of storytelling in intercultural praxis 

cannot be underestimated in its capacity and influence. Throughout all chapters of this thesis, 

story has provided significant insights into knowledge and experience. In ‘the flourishing’, I 

have located storytelling as an outcome, and part of establishing and developing relationships 

we accede to as a consequence of listening to individual and community narratives. As we 

locate ourselves in a culturally distinct setting, we are expected to listen, and share our stories 

with others. The existence of these stories in culturally dissimilar worldviews, ideologies and 

languages is also a feature of intercultural competency in being able to acknowledge other 

aspirations.  

Culturally distinct approaches to sharing story emerge within ‘te mana o te rākau kauri’ as a 

determining feature of relationships. Challenging standardised Eurocentric ideologies of how 

knowledge may occur, story emerges as a collective and autonomous characteristic of 

equitable, culturally relevant, and reciprocal interculturalism.  

For Marrugeku Dance Theatre, sites of cultural consultation occur in Indigenous Country, 

which are reinforced through shared Indigenous storytelling (Chapter 4, Section 4.2.3). 

Navigating participants own Indigenous and non-Indigenous relationships to Country through 

shared storytelling suggests that experiences of indigeneity, through facilitation of Indigenous 

knowledge of Country, be relative to Indigenous participants and community members. 

Literature that explores literal landscapes as sites of cultural interaction between Indigenous 

and non-Indigenous people, also provides culturally relevant theorising through scholarly 

discourses of land, and Indigenous based education (Chapter 5, Section, 5.3).  

As stated by co-artistic directors Rachael Swain (Chapter 4, p. 162) and Dalisa Pigram 

(Chapter 4, p. 134), Marrugeku Dance theatre provides a meeting place for Indigenous and 

non-Indigenous story. Story in this research is also means to discover knowledge. In 

discussions of methodology in Chapter 2, ‘te mana o te whenua’ (the authority of the land), 

interactions between Indigenous story, my own pūrākau as researcher, and the non-

Indigenous narrative of participants were seen as providing collective knowledge of the lived 
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experience. The collective interaction between culturally distinct ways of being in the world 

also present a ‘meeting place’ of worldviews, ideologies, experience, and perspective.  

Within Marrugeku Dance Theatre, contesting the validation of storytelling as means to 

readdress social consciousness within a wider Australian context is of consequence to the 

current status quo, assimilation, and marginalisation of Indigenous Australian communities. 

Within ‘te mana o te rākau kauri’, storytelling, through its validation of Indigenous histories, 

communities and Country, is considered a culturally inclusive tool for decolonisation, and the 

self-determination of Indigenous communities. 

Within this research, culturally distinct storytelling and the significance of locating the 

narrative within its own community context and body of knowledge are paramount (Chapter 

4, Section 4.2.3). With Marrugeku Dance Theatre, the inclusion of my own culturally situated 

pūrākau provided a culturally equitable tool to interact with others. In the acknowledgment of 

difference, the inclusion of participant stories aims to secure a more ethical representation of 

others’ lived experiences. Within interculturalism and ‘te mana o te rākau kauri’ framework, 

the inclusion and validation of culturally distinct stories potentially provides conscientious 

developments of interculturalism. For Indigenous communities, a more principled approach to 

how cultural consultations occur has wider socio-political implications for societal values. 

6.9.5 Accountability 

As part of ‘the flourishing’, being accountable to the relationships we establish, develop, 

engage in and disengage from is critical to how we consider being culturally competent and 

aware outside of our own immediate realities. An underlying lived experience of ‘te mana o te 

rākau kauri’ is locating yourself in response to others.  

Culturally positioning yourself within interculturalism attends to, as Bishop and Hall (2000) 

state, a reality that “everyone is raised and socialised in a particular cultural context and our 

individual ways of understanding the world are the result of different social/cultural 

histories …” (p. 4). That some histories, social settings, and ways of being in the world are 
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considered dominant in ideologies of what is considered normal, highlights agency for 

intercultural praxis in activating individual and community awareness and motivation for 

addressing cultural and global injustices (Smith, 2003a). It is important to note in relation to 

my intercultural practice, that as a school teacher I became aware of and accountable to the 

experiences of ethnic minorities in classrooms. My ability to reflect upon my own approaches 

to praxis, through the validation of others and their preferred pedagogies, raises conversations 

pertaining to equitable accountability in my own unsettling of culture, discourse, and 

knowledge (Bishop & Hall, 2000; Sleeter, 2012).  

Being accountable in your understandings of the world is considered essential when willingly 

and equitably locating yourself in culturally diverse settings with culturally diverse identities. 

Dominant discourses and understandings of what may be considered normal are critically 

unsettled through the sharing of story and acknowledgement of different worldviews. In their 

interviews, Marrugeku Dance Theatre participants, Dalisa (pp. 152, 229), Rachael (pp. 160, 

205, 206), Miranda (pp. 210), Josh (p. 222), Eric (p. 227) and Edwin (p. 188), all 

communicated agency in activating an individual and community consciousness of 

accountability.  

In ‘te mana o te rākau kauri’, it is hoped that participants are accountable in situating 

themselves as members of communities in which they belong. Unsettling ideologies that refer 

to individualistic understandings of being in the world, notions of belonging, and therefore 

accountability to the collective are fostered. Relational to Smith’s (2003a) transformative 

praxis, the collective wellbeing is also reflective of Indigenous communities, and actively and 

critically reflected on as part of equitable and responsive intercultural praxis.  

As Ngāti Hine, my own reflexivity advances that Interculturalism be accountable to 

Indigenous community and knowledge, be political, insist on challenging the status quo in 

Aotearoa, and command change for other marginalised Indigenous communities (Berryman 

et. al, 2016; Bishop, 2003; Bishop & Glynn, 1999; Smith & Fitzsimons, 2000; Smith, 2003a, 

2003b, 2004). In ‘te mana o te rākau kauri,’ being aware of Indigenous culture and 

community is inclusive of particular histories and socio-political circumstance that require 
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change. An accountability within the collective places emphasis on action and motivation for 

transformative movements that have positive effects on relevant communities (Smith, 2003a). 

6.10 Discussions of transformation in intercultural praxis and ‘te mana o te rākau 

kauri’ framework 

From early supervision meetings during the initial stages of my doctoral research, to my 

engagement of theory and literature, the need for me to explore my own conceptions of 

transformation has been apparent. In the offering of ‘te mana o te rākau kauri’ framework, my 

expressions of transformative experience and potential outcomes are complex as a result of 

my culturally distinct circumstance. What is being transformed, and what I conceptualise as 

the Indigenous author of this thesis as being transformative, are completely subjective. My 

agency, and the agency of you, the reader cannot be assumed to align with ideologies of what 

constitutes shift, evolutions and revolutions of thought, structure, and praxis. As such, it is 

important to acknowledge the following expressions of what is considered ‘the flourishing’ in 

‘te mana o te rākau kauri framework’, a rationale of transformation and transformative 

intercultural praxis that includes the authority and facilitation of Indigenous community and 

knowledge.  

In discussions of Smith’s (2003a, 2003b, 2004) transformative praxis, notions of what is 

being transformed are specific to Indigenous communities. Distinct political and social reform 

are encouraged through personal and professional development. More importantly, ideas of 

the individual, as opposed to the collective, are challenged. Personal transformation is 

inherently linked to the communities to which you belong, and/or are in a relationship with. 

For Indigenous performers and the representation of Indigenous knowledge in Marrugeku 

Dance Theatre, the role of community is significant. 

Smith’s (2003b) transformative praxis offers a re-thinking of Interculturalism, which 

addresses the wellbeing and autonomy of colonised or Indigenous communities. 

Decolonisation is pushed towards notions of ‘conscientization’ (Smith, 2003a, 2003b, 2004; 

Freire, 1972), and the articulation of aspirations reflective of consciousness and the “freeing 
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up of Indigenous imagination[s]” (Smith, 2003b, p. 3). Smith (2003b) contends that for 

tangata whenua (Indigenous peoples of Aotearoa), “conscientization or consciousness raising” 

(p. 2) disturbs generic ideals of de-colonisation.  

For Iwi Māori, a disruption of de-colonisation temperaments that maintain colonised 

ideologies at their centre provides a conscious shift that can challenge deficit arguments and 

place the needs of Māori at its core. In doing so, Smith (2003b), describes an occupancy for 

Māori of “increased responsibility for transforming their own condition and subsequently 

‘getting out from under’ the influence of the reproductive forces of dominant society” (p. 2). 

Smith (2003b) articulates characteristics of Tino Rantatiratanga that enable Māori self-

determination that is specific in its response to hegemony, as a way of thinking and doing that 

normalises the socio-cultural values of the dominant culture within living.  

Within Marrugeku Dance Theatre, and the explorations of relationships in ‘te mana o te rākau 

kauri framework, relationships with specific Indigenous communities are also sites of 

investigation in the transformation of person, community, and Country. In Marrugeku Dance 

Theatre (Chapter 1, Section 1.7 and 1.9), there is a distinct discourse that addresses the 

oppression and colonisation of Indigenous Australia. In relation to work by Smith (2003a, 

2003b, 2004), colonial awareness and processes of decolonisation are situated in immediate 

realities of Indigenous community and perspective.  

Smith’s praxis (2003a, 2003b, 2004) advances that Indigenous Australians are able to 

facilitate their own wellbeing. The autonomy of Yawuru communities and other Indigenous 

participants is important in this thesis. Through Marrugeku Dance Theatre, Yawuru elders and 

custodians are able to critically inform colonial frameworks of theatre and dance in Australia 

(Chapter 4, Section 4.2.2). In this respect, experience of what is being transformed is placed 

in a wider context to involve non-Indigenous Australia.  

In research that contends intercultural transformation outside a distinct Indigenous 

framework, Martin & Griffiths (2013) state that transformation “…takes place through 

experience and reflection on experience in dialogue with others. Experience, and sense made 
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from experience, is therefore at the heart of the theory…” (p. 3). Emphasising the relationship 

within the transformative experience, Martin and Griffith (2013) focus on the potentiality for 

this transformation of the personal and professional within post-colonial contexts. Further 

reflexivity pertaining to the value of “relational logic” (p. 6), and its encouragement of open-

minded, non-judgemental interactions, is also argued. This involves a shifting of attitudes and 

assumptions about others that are reflective of dominant discourses, histories and realities. 

The transformative is therefore nurtured within the relational, providing pivotal insights for 

my own critical contemplations of intercultural praxis.  

As an indigenous researcher, I have a sense of agency in regenerating post-colonial ideology 

specific to Kaupapa Māori, critical Indigenous theory, and methodology. Māori scholar Linda 

Tuhiwai Smith (2002) discusses post-colonial approaches to research, saying that applying the 

term post denotes that sites of colonisation are no longer consistent or alive for indigenous 

communities. Tuhiwai Smith (2002) believes that instead, ideas of decolonisation for 

indigenous communities relate to a “decolonisation of our spirit, about letting our spirit free. 

[…] It is multiply layered; it’s not just about pulling the British flag down and putting up the 

flag of another country” (p. 4). Tuhiwai Smith (2002) emphasises the importance of having a 

distinct voice guided by ongoing reflexivity for the authority, and wellbeing of Indigenous 

peoples. The transformative that is located within interculturalism reasserts the praxis of 

Smith (2003a, 2003b, 2004), which focuses on outcomes that are meaningful, equitable and 

responsive to the needs of participating Indigenous communities.  

The validity of what might be considered transformative can resituate itself. Within 

Marrugeku Dance Theatre, outcomes for involved communities are also negotiated for non-

Indigenous performers, who have different ideas and feelings of accountability to the 

communities to which they belong. Indigenous and non-Indigenous ideologies of what 

constitutes community can be inherently contrasting (Ball 2004; Guerrieri 2007; May 1999; 

Penetito, 2009).  

Within this research, it has been important to contemplate what constitutes community as a 

site for indigenous learning. Educationalist Stephen May (1999) writes that indigenous 
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community-based education has “developed [as a] response to the long historical subjugation 

and marginalisation of indigenous peoples. It is predicted on and framed within the wider 

principle of self-determination” (p. 3). Corson (1999) argues that “community-based 

education extends beyond schools and institutions [beginning with] people and their 

immediate reality” (p. 11). Therefore, when advocating for the value of the authenticity of a 

lived experience, engagement in community settings requires, what Kevin Guerrieri (2007) 

describes as, agency for each “participant to reflect on his or her narrative of self” (p. 165). As 

educationalist Jessica Ball (2004) suggests, the facilitation of Indigenous voice in community 

settings challenges ideals that result in a “homogenizing, mono-cultural, colonizing approach 

to community and human service development that is inappropriate for the varied social 

ecologies of Indigenous children and their families” (p. 457). The value of community 

practice relevant to Indigenous communities is also reflected within Kaupapa Māori theory 

and methodology, perspectives of transformation, and approaches to intercultural praxis.  

In relation to other stories of lived experiences of transformation that occur as ‘the 

flourishing’ of Indigenous and non-Indigenous relationships in Aotearoa, arts teacher Delia 

Baskerville (2008) writes of personal experiences in her professional development working 

with Māori communities in creative arts and performance. Identifying her own issues 

pertaining to the teaching of Māori students in her classrooms, Baskerville (2008) felt 

compelled to address her own socio-cultural pedagogical discourses. Baskerville (2008) 

reflects upon a story that has been a: 

…personal quest to understand the other-culture perspectives of the Māori students in 
my classes. [Through a] 3month full immersion teacher professional development 
experience in Māori cultural protocols and practices that changed my consciousness 
and voice, enabled me to address my deficit thinking and find ways to manage cultural 
difference in the classroom. (p. 462)  

Baskerville’s (2008) personal narrative is significant in the agency of Indigenous self-

determination of contributions to cross-cultural, intercultural educational pedagogy. In her 

discussion of contexts for learning and transformative experiences in pedagogy, Baskerville 

(2008) identifies experiences of Māori cultural ceremony and protocol as informing 

professional approaches to culturally relevant praxis. Participatory practice focused on 
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relationships enables increased confidence in teaching students with cultural difference, 

according to Baskerville’s (2008) post pedagogical transformative reflexivity.  

Within arts praxis and the potentiality of the transformative experience, Vivian Gadsden 

(2008) reflects upon teaching and learning as contributing constructs for student and teacher 

identity. Advancing issues related to the redefining of relationships within arts and education, 

Gadsden (2008) contemplates power, culture and engagement in the art classroom. Although 

primarily Eurocentric in her arguments, Gadsden (2008) does however acknowledge the value 

of exploration and discovery for transformative experiences in arts educations. Gadsden 

(2008) writes of a shift is arts epistemologies, citing a:  

…movement toward expansive and multi layered ways of thinking, centred  in 
cultural and social practices and diversity of visual texts and art forms… Highlighting 
the organic nature of the arts to challenge simplistic notions of product and process, 
and promote a view in which the varied substance and enactments of the arts are 
studied and understood in relationship to where and how they are situated in the human 
experiences as members of cultural and social collectives. (p. 31) 

Gadsden (2008) argues transformative experiences and the Arts as avenues for social justice. 

In the classroom, socio-cultural awareness is given competency through, as Gadsden (2008) 

states, “freedom to imagine” (p. 35). Themes of social equity within the Arts are also 

advanced as means to critique power teaching discourses, and representations of diverse race, 

gender, class, cultural, political and social experience.  

Research by Baskerville (2008), and Gadsden, (2008) folds into the cultural complexities of 

interculturalism that contend the role of the transformative within praxis, and therefore the 

development of ‘te mana o te rākau kauri’ framework. Fitzsimmons and Smith (2000), and 

Smith (2003a, 2003b, 2004) provide distinctly Indigenous centred praxis localities that 

contend decolonisation or conscientization, as means to transform Indigenous communities. 

In Marrugeku Dance Theatre, transformation extends from facilitation of Indigenous 

communities to include non-Indigenous people and community experiences.  
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Within Smith (2003a, 2003b, 2004), and the agency of Marrugeku Dance Theatre, is the 

ideology that transformation and interculturalism, are connected to action in challenging 

colonial and hegemonic frameworks. Baskerville (2008) and Gadsden (2008) offer parallels to 

Smith (2003a, 2003b, 2004), and the Indigenous agency of this research, framework, and 

critic of literature, that contend the significance of intercultural consultations that immediately 

engage with the unsettling of status quo, and are responsive to difference, place, moment, and 

the individual.  

6.11 Considerations and Contentions of ‘te mana o te rākau kauri’ framework 

‘Te mana o te rākau kauri’ is organic and, being located within the human experience, in 

constant states of flux. Its aim is to make contributions to critical Indigenous investigations of 

interculturalism. ‘The grounding’, ‘the meeting place’, ‘the growth’ and ‘the cultivation’ are 

sites of reflexive from which to engage with other cultures. What is distinctive in this 

framework with regard to engagement with others, is the authority of facilitation that is 

situated in Indigenous community, knowledge and perspective.  

Because the current delivery of, ‘te mana o te rākau kauri’ does not situate itself purely within 

a specific Indigenous community knowledge base, there is a deliberate intent to deter 

delineation, possession, and appropriation of knowledge that is not of your own way of being 

in the world. ‘Te mana o te rākau kauri’, although informed by my own world view as Ngāti 

Hine, is not means for others to be able to inherently understand or claim to comprehend 

Mātauranga Māori, te ao Māori, and a Māori worldview.  

In its construction, the framework is framed by my own immediate realties as an Indigenous 

researcher. It is one particular approach to interculturalism, which has emerged from my own 

complexities as Kaupapa Māori researcher working with Marrugeku Dance Theatre, and 

engaging with the relevant literature. In having to equitably locate and negotiate my own 

understandings of interculturalism, the framework delivered is limited in encompassing all 

aspects, approaches, and interpretations of intercultural pedagogy.  
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Interpretations however, are informed by distinct Indigenous academic theorising of culturally 

responsive theories (Chapter 6, Section 6.4.1), Nakata’s (2002, 2007a, 2007b, 2010) ‘cultural 

interface’, and Smith’s (2003a, 2003b, 2004) ‘transformative praxis’. The critical 

philosophical application of such theories reconsiders the role of Western ideologies and logic 

within interculturalism. In doing so, ‘te mana o te rākau kauri’ offers different frames of 

reference in which to conduct, construct and comprehend cultural consultations. 

The framework, which was named in response to my distinct living experiences, and cultural 

lens as Ngāti Hine, is still flexible in that the tree metaphor can be reconsidered for different 

communities and locations. The naming did not have to be Māori, and nor should it be if 

located in globally contextual Indigenous settings. The naming of the kauri tree eventuated 

from my own research experiences, which led the naming of my son, Kauri (Chapter 6, 

Section 6.2). What resonates in the framework, is the personalisation, personal meaning, 

commitment, and accountability to intercultural exchange with people and place, which is 

well beyond the ‘one off happening’ or observation of the ‘other’ criticised in certain 

intercultural literature (Chapter 5, Section 5.5). 

Nakata (2002) argues our intercultural meetings as the most “complex of intersections”, 

where Indigenous people experience “interwoven, competing and conflicting discourses… on 

a daily basis” (pg. 285). For Indigenous people and communities, ‘te mana o te rākau kauri’ 

aims to further contribute to the already existing critical awareness toward more ethical 

relationships in culturally distinct formal and informal environments. In the research with 

Marrugeku Dance Theatre, the Indigenous histories discussed in Chapter 1 (Sections 1.8, 1.9, 

1.10) and Chapter 4 (Section 4.3) present reflective socio-political circumstance that unsettles 

representations of Indigenous people and their communities within intercultural discourses. 

‘Te mana o te rākau kauri’ does not claim to be absolute in its resolution of such inequalities. 

It does however offer situations for participants to consider the processes that may occur in 

culturally distinct environments. Notions of what may be considered equitable are in constant 

states of reconsideration, unsettling the status quo of dominant discourse that may believe it is 

in action for the common good. 
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Ideologies in the interaction and interpretation of Indigenous community and knowledge 

remain problematic. ‘The meeting place’ attempts to reassess knowledge acquisition, and the 

assimilation of Indigenous perspective. Meaning making is problematic when cultural logic is 

dominated by a particular way of being of being in the world (Aman, 2013). The framework 

does not attempt to create an equality. Instead, it works towards the increased authority of 

indigenous perspective, and therefore indigenous informed processes in the negotiation of 

culturally distinct environments.  

In engaging in the creation of ‘te mana o te rākau kauri’ framework, consideration of a 

formalised framework to engage with an informal non-Western way of being in the world is 

not without its contentions. Negotiations of Indigenous terminology, my own Ngāti Hinetanga 

(knowledge as Māori), and considerations of the global comprehension of the framework are 

rich with complexities. The framework does not attempt to ‘culturally minimalize’ Indigenous 

culture. It does however offer a flexible framework in which to readdress how we consider 

and implement culturally responsive, intercultural frameworks in the consideration of 

Indigenous community and knowledge.  

As an Indigenous person, it can be challenging to think of the significance of Indigenous 

knowledge in extended communities that may be understood as being inherently non-

Indigenous. In Aotearoa, ongoing de-colonial movements have long challenged the current 

status quo in dominant discourse responsible for disruptions to Indigenous wellness in facets 

of societal frameworks, including health, education, and politics (Barnhardt & Kawagley, 

1998, 2005; Barnes et. al, 2012; Bishop & Glynn, 1999; Getty, 2010).  

Suspicion, rejection, and unsettling in the idea of Indigenous knowledge having the potential 

for appropriation and assimilation of non-Indigenous networks is expected, and important. Iwi 

Māori, and the reality of being able to de-centre Western logic for the knowledge of relevant 

hāpu and whanau, is an essential characteristic in the realisation of ‘Tino Rantatiratanga’, and 

the autonomy of Indigenous Aotearoa communities. As Ngāti Hine, the autonomous 

wellbeing of my whānau, hāpu and iwi is also an ongoing reflexivity in which to further 
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develop and theorise intercultural praxis that will involve my own community facilitation, and 

equitable participation.  

6.12 Conclusion 

This chapter has presented ‘te mana o te rākau kauri’ framework as means to critically 

reconsider interculturalism. The framework has emerged from complexities in the assumption 

and application of current intercultural discourses, and their applied meaning making, to 

research with Marrugeku Dance Theatre. The literature explored in Chapter 5 advances a 

limited culturally relevant discourse pertaining to the inclusive and equitable 

acknowledgement of Indigenous communities and landscape.  

Intercultural praxis, as revealed in research with Marrugeku Dance Theatre (Chapter 4), 

contributes further complexities to current frameworks of cultural consultation. This chapter, 

and the offering of ‘te mana o te rākau kauri’ framework, represents the accumulation of 

praxis, theory, lived experience and the reimagining of equitable, ethical, authentic 

relationships that are attentive to difference, moment, and community.
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CHAPTER 7 

‘Te mutunga me te mana o te whakaaro’  

(conclusion and the authority of thought) 

 
Template 21:  

Yawuru Country, 2014 

The land is my learning  
The whenua is my known 

I, we whenua, whakapapa, papa, pa, pā 

Layered landscapes no more apparent than in afterbirth 
Red and violent like lava 

A personalised sunset rested from pito to dirt 
Kurawaka, kura, red and recognised 

Tangata whenua, whare tangata, mana whenua 
Mana, mama 

My mana as mama 
Here tis’ here tis’ 

Tia Reihana-Morunga (2016) 
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7.1 Overview 

Te mana motuhake o te kauri thesis has investigated the question: How does the creative 

praxis of Marrugeku Dance Theatre facilitate intercultural experience? Kaupapa Māori theory 

and whakawhanaungatanga methodology discovered critical meanings through culturally 

distinct settings, Indigenous storytelling, shared narrative, and my own pūrākau. The research 

involved site specific observations and interviews in Indigenous Country, Australia, with 

Marrugeku Dance Theatre. Critical scholarly locations of intercultural discourse were also 

reflected upon as means to re-imagine intercultural pedagogy, resulting in the thesis 

development of an Indigenous facilitated, intercultural framework. 

The research focused on Marrugeku dance Theatre’s interpretations and implementation of 

interculturalism. Advancing that creative praxis involves the facilitation of Indigenous and 

non-Indigenous distinct to Australian communities, Marrugeku Dance Theatre also proclaim 

the authority of Indigenous Australian perspective and knowledge. As Ngāti Hine, my own 

distinct lens as Kaupapa Māori researcher provided further complexities in the critical re-

imagining of intercultural praxis, and inclusion of Indigenous community and knowledge.  

The thesis contribution, ‘te mana o te rākau kauri’ framework, emerged in Chapter 6 as a 

methodological and analytical composition to conduct intercultural praxis. As well as my 

research with Marrugeku Dance Theatre, the framework development was supported by 

distinct theories and literature. The socio-political and historical contexts explored in this 

thesis revealed limited discourse pertaining to the ethical and equitable involvement of 

Indigenous people and communities in intercultural praxis. Importantly, the void of 

Indigenous validation in intercultural relationships is being disrupted by Marrugeku Dance 

Theatre, and now this thesis. Interculturalism, and the authoritative facilitation by Indigenous 

communities that occur throughout this thesis, provide important critical contributions to the 

wellbeing, and autonomy of marginalised Indigenous people and place.  
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7.2 The theory and methodology 

Kaupapa Māori theory and whakawhanaungatanga methodology sustain the Indigenous 

perspective of this thesis. Indigenous perspective and knowledge is complex in its locations 

and representations. Accordingly, Kaupapa Māori was considered a culturally responsive way 

of engaging with the culturally distinct people and communities involved in the research. 

Writing from the position of manuhiri (guest) provided further conceptualisation of Kaupapa 

Māori in local, global, and cross-Indigenous communities and institutional contexts.  

Kaupapa Māori as discussed in my position as manuhiri in my visits to Yawuru and other 

Australian Country landscapes also provided deepened investigations of whenua and 

landscapes as means to negotiate culture. In whakawhanaungatanga methodology, the 

relational discourses that are framed by whakapapa (genealogy) are enriched by knowledge 

that is passed down by our tūpuna (ancestors). As researcher and Ngāti Hine, being able to 

discuss these personal and professional histories, identities and ways of being in the world in 

other Indigenous environments provided cultivating conversations for intercultural pedagogy 

that ethically validates the authority of Indigenous community. 

Kaupapa Māori theory and methodology has also supported the analytical investigation of 

intercultural discourse. In the theorising of the research intent, I encountered ongoing 

contentions in addressing the praxis of Marrugeku Dance Theatre as being ‘intercultural’. 

Limitations occurred with regard to the application of literature that does not refer to 

Indigenous knowledge and communities. However, the theorizing praxis of Kaupapa Māori 

discussed in Chapter 2 (Section 2.2.4), which disrupts Western constructs of cultural 

competence (Chapter 5, Section 5.5;), has been shown able to align itself within Marrugeku 

Dance Theatre ideologies that advance the reciprocity (Chapter 6, Section 6.4.1) situated in 

distinct Indigenous Australian landscapes and story. These circumstances have provided 

further enriching and challenging discourse throughout the thesis. 

The investigation of intercultural praxis, Kaupapa Māori theory and methodology in ‘te mana 

motuhake o te kauri’, although critically aligned to the philosophical underpinnings of 

Marrugeku Dance Theatre praxis, still maintains clear cultural clarities throughout. In my own 
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at times problematic navigation of cultural collages and identity, Kaupapa Māori provided 

fundamental guidelines with which to equitably consider the knowledge of others. Discussion 

of Smith’s (2003a, 2003b, 2004) transformative praxis, although distinctly framed by Iwi 

Māori ways of being in the world, still provided a lens through which to recognise the self-

determination, validation and agency for culturally relevant pedagogy of other non-Māori, 

Indigenous and non-Indigenous research participants, and their communities.  

As an Indigenous researcher, and as reflected in my own personal pūrākau offered throughout 

this thesis, my navigation of Kaupapa Māori theory and methodology in culturally distinct 

intercultural discourse has not been without its challenges. What always remains is how we 

negotiate the realities of how we live, and the expectations of formal tertiary institutions. The 

limited literature pertaining to Kaupapa Māori in culturally distinct research settings, and my 

own limitations as Ngāti Hine still learning language and my own senses of deepened tikanga, 

remained open and vulnerable realities throughout this PhD journey.  

Kaupapa Māori is political, and the political is personal. From my master’s thesis and the 

experiences shared as an emerging academic in creative and performing arts (Reihana-

Morunga, 2013), as Ngāti Hine, and as Kaupapa Māori researcher, I also acknowledge the 

self-reflexivity of the individual and the collective, in the acquisition of knowledge. Kaupapa 

Māori and investigations of intercultural praxis run parallel to my own culturally distinct 

whakapapa, and experiences as a formal educationalist currently working in secondary and 

tertiary sectors in Aotearoa and the greater Pacific.  

7.3 The literature 

The comprehensive expanse of intercultural literature became limited when the inclusion, 

perspective, and facilitation of Indigenous community was sought in response to the research 

inquiry. Intercultural praxis has been well documented through the lens of a particular 

Western European discourse (Chapter 5, Section 5.5). However, when engaged in research 

related to socio-political, and historical contexts of Indigenous landscapes and community, a 
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disparity of voice in the acknowledgement of Indigenous knowledge and perspective is 

apparent.  

In following my own objectives, further multiplicities were revealed because of my own 

personal and professional uneasiness in applying what I deemed colonial terms to Kaupapa 

Māori, cross-Indigenous research. However, as manuhiri (guest) engaged in research with 

Marrugeku, I had an ethical obligation to remain connected to their immediate applications of 

terminology. As such, my investigations of literature are also located outside dominant 

discourse, and situated in Indigenous logic that determines culturally diverse settings, and the 

establishment and maintenance of culturally equitable and responsive relationships that are 

attentive to difference. 

In my theorising and re-imagining of literature pertaining to intercultural praxis, I have 

attempted to return to the instructions of my own tūpuna, and connect to my own whanau 

pūrākau (oral & written stories, culturally situated literature) of cultural consultation. Within 

distinct Kaupapa Māori discourse, this has been further supported by articulations of 

Indigenous protocol, theory, and praxis. With regard to formal institutional considerations, the 

lack in academic discourse was often alleviated within Indigenous structures of formal and 

informal reference. Reviewing the literature therefore became the gathering of a vast 

knowledge to respectfully attend to areas of cultural diversion, agency, praxis, protocol, 

aspirations and validity.  

In the vast areas of literature that this thesis has tried to engage, it is hoped that my attempt to 

make ethical and equitable connections and critical argument, and express aversions, will 

contributions to the accession of equitable intercultural praxis. Acknowledging the unique 

worldview of Indigenous communities is particularly significant when attempting to navigate 

the complexities of Indigenous and non-Indigenous socially, politically and historically, 

situated relationships Marrugeku Dance Theatre and relevant literature have provided a 

meaningful investigation of such interrelations, distinct to Australia. Of course, the reality is 

much more complex, and well beyond the scope of this research. However, site specific 

research and the gathering of literature immediately responsive to lived experiences is one 
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input. Therefore, in the respectful yet limited capacity of this research output, further 

explorations of intercultural praxis, and in particular the implementation of the framework, ‘te 

mana o te rākau kauri’, are warranted.  

7.4 The challenges 

In its practice of critical Indigenous research theory and methodology, my own inquiry 

needed to consider vast socio-political and historical discourse, and, specifically, the 

relevance of Marrugeku Dance Theatre approaches to interculturalism. Within a widened lens 

that remained inherently informed by Marrugeku Dance Theatre, and my own understandings 

of indigeneity, scholarly discussions of interculturalism became problematic when attempting 

to locate meaning in acute cultural contexts, metaphor and/or worldview.  

In Chapter 1 (Section 1.5), Chapter 5 (Sections 5.2, 5.5) and Chapter 6 (Sections 6.4.1, 6.4.2), 

cultural consultations of Indigeneity, interculturalism, transformative praxis and culturally 

responsive discourse revealed a collage of theory I considered valuable to this research 

inquiry. However, for the application of scholarly rigour, having a collage of theory made it 

difficult to apply exclusively to Marrugeku Dance Theatre. The application of a particular, 

culturally centred intercultural theory also proved problematic. As such, the challenge to 

develop an intercultural framework began to emerge.  

In my explorations of interculturalism in distinct settings, the exclusivity of a Kaupapa Māori 

lens also seemed problematic, and potentially unethical when considering the different 

worldviews and knowledge of other people, and communities. Intercultural theory situated 

within Indigenous perspective also required a meeting, or interaction, with non-Indigenous 

frameworks and worldview. As a Kaupapa Māori researcher, it was important to be critically 

aware of how this connection and interaction occurs in the equitable inclusion, critical 

facilitation and representation of Indigenous knowledge and community.  

Literature that suggested ideal outcomes of mutual ‘understanding’ within interculturalism 

were problematic and constantly re- considered in this thesis. Challenges in the acceptance of 
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‘understanding’ terminology, and Marrugeku Dance Theatre references toward the value in 

recognising difference, were prevalent throughout. Conflict in ideologies of intercultural 

aspirations created further focus on agency to consider transformative praxis specific to 

Indigenous autonomy.  

Smith’s (2003a, 2003b, 2004) transformative praxis research offered suggestions for 

contemplations toward the inclusion of Indigenous communities in intercultural praxis as 

disruptive to colonial frameworks. In the challenges faced, there emerged a distinct political 

awareness to address oppression, marginalisation and appropriation of distinct Indigenous 

communities, in culturally distinct frameworks of consultation and awareness. For Marrugeku 

Dance Theatre, this reality was revealed in particular experiences of Indigenous and non-

Indigenous performers. Within a particular Australian context, an awareness of culture and 

the validation of Indigenous Australia seems prevalent in their praxis. However, the way 

Marrugeku Dance Theatre negotiate such socio-political intentions, whilst working with 

Indigenous and non-Indigenous story and knowledge, remains a challenging and enriching 

conversation, with further research potential.  

Despite my experiences of Marrugeku Dance Theatre, and the facilitation of praxis by 

relevant Indigenous communities, my lens as Ngāti Hine is eternally confined. The research 

also remains limited in its institutional framing, and output expectations. Although my 

relationships with Marrugeku Dance Theatre continue, this thesis has been determined by a 

limited timeline, and periods of site specific research and observation.  

Whilst working with Indigenous performers in Marrugeku Dance Theatre, I was often 

overwhelmed by the importance of respect. My ethics were fundamental in providing a 

distinctive analysis that recognised the unique dispositions of participants, and the Country 

and community to which they belong. Challenges in my capabilities to consider different 

interpretations, realities and experiences, and what might constitute knowledge and 

knowledge acquisition in the rehearsal and performative context, were ongoing.  



 

296 

Indigenous knowledge, as discussed in Chapter (Section 1.5) and Chapter 5 (section 5.2), is 

shared through story, experiences of landscape, and relationships with elders and community 

members. Within the writing of this PhD, it remained a challenge to not present dissected or 

binary discussions of community knowledge. For example, dance that is discussed separately 

from story and song is problematic. Segregation, and the potential cultural clumping of 

ideologies, remain problematic in creating homogenised accessibility and reflexivity. Colonial 

constructs of Indigenous identity (Mutu, 2005, 2013) that determine Indigenous knowledge, 

especially within non-Indigenous frameworks, will also remain challenging in the further 

developments of praxis. 

Through the whole journey, I worked hard to disrupt thesis outcomes, and the unethical 

presentation, incorrect interpretation, and absolution of a worldview other than my own. Self-

reflexivity, and the emergence of ‘te mana o te rākau kauri’ framework, were the eventual 

philosophical outcomes. They felt tika (correct) in emphasising that this thesis has not 

attempted to affirm an outsider’s physically, spiritually, and philosophically limited 

knowledge about others as being absolute, infinite, and simplified for the reader access. 

Indigenous Australian knowledge presented throughout this research is well beyond my 

understanding, and comprehension. ‘Te mana o te rākau kauri’ is about relationships that are 

multi-layered, and willing to collectively contend intercultural praxis, and the facilitation of 

our own communities within.  

The value within this thesis attends to the Indigenous embodied knowledge, and how this may 

challenge current dominant discourses. There is a de-construction and de-colonisation of 

praxis, achieved through the consideration of Indigenous ways of knowing and doing. 

Reaffirming Indigenous approaches to interculturalism, and the experiences of non-

Indigenous performers within Marrugeku Dance Theatre, also contemplates the significance 

of Indigenous praxis in wider, non-Indigenous theatrical contexts. 

In response to intercultural praxis and our immediate professional and personal communities, 

the inclusion of Indigenous knowledge in culturally distinct environments remains arguable. 

Challenges well informed by the ongoing marginalisation, assimilations and colonisation of 
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Indigenous communities are credible sites for community suspicion, outrage, and rejection of 

intercultural praxis. Challenges however remain for our communities, who as Nakata (2010) 

argues, remain in ongoing navigations of culturally distinct settings, and representations. 

Nakata (2010) argues that there is an inevitability, reality, and everyday normalisation of 

intercultural experience. My personal experiences as educator and academic (Chapter 1, 

Section 1.1) are also sites for motivation to keep provoking conversations pertaining to 

autonomous and equitable experiences of cultural diversity for minority, and Indigenous 

communities.  

As researcher and Ngāti Hine, my immediate responsibility, motivation, and challenge is to 

consult, plan, and prepare ways in which to further develop, clarify, and facilitate the 

framework offered in this thesis. In the thesis consultation, there is a vastness of information 

that is offered with the agency that it be considered as potentially culturally flexible. 

However, challenge remains in being able to facilitate ‘te mana o te rākau kauri’ framework 

in my own distinct community, personal and professional environments. As an educator and 

emerging academic, there remain challenges in application and critical reflexivity pertaining 

to its significance to community.  

7.5 The possibilities 

‘Te mana o te rākau kauri’ is primarily a theoretical intercultural framework, which has been 

developed from lived experience, knowledge, and intersections with scholarly literature. 

Beyond the submission of this doctoral study, there are vast possibilities to engage in further 

development, refining, and community consultation.  

With regard to the lived experiences that I shared with Marrugeku Dance Theatre, it is 

important to note that throughout the duration of my research, I had only limited times in 

which to gather information. My own knowledge as a Ngāti Hine woman is also framed in 

this research by my not being fluent in te reo Māori language, and therefore limited in my 

embodied communication of ‘te Ao Māori’ (a Māori world view).  
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Opportunities to develop and refine the framework through community consultation will 

provide equitable means by which to continue considerations of its relevance to Indigenous 

and non-Indigenous communities. Outside the constructs of a formal thesis, creating 

opportunities to participate in workshops, hui (meetings that are facilitated within Māori 

cultural protocol), wānanga (distinct Māori environments that facilitate teaching and 

learning), teaching programmes, and ongoing attendance at scholarly conferences are ways 

through which to place the framework in distinct communities for critical reflection and 

feedback.  

The development of community consultation for the refining of the framework through 

personal experience will also potentially reveal tangible approaches for praxis. Personal 

experiences as means to gather culturally responsive tasks, activities, tools, reflections, and 

specific resources that are inherently reflective of the framework will be significant. In a 

wider context, guidance for the organisation of how personal experience is planned, framed, 

situated, organised and implemented will also be sought through the experiences of the 

collective, culturally distinct participants in programmes, conferences, and formal 

educational, and informal community settings.  

The potential for development of ‘te mana o te rākau kauri’ is exciting for me as an 

Indigenous academic, teacher, mother and community member. In its many possibilities for 

human experience, I also consider it an important tool for critical engagement by 

educationalists; in particular, scholars involved in the research of culture. For ethnography 

and anthropology, critical reflections of this thesis framework may disrupt expectations of 

having to ‘know the unknown’, especially in representations of Indigenous culture and 

community. The framework offers a reimagining of theory and methodology that occurs in 

culturally centred research. Therefore, its potentiality as a paradigm for the framing of future 

research may be considerable.  

For facilitators of human experiences in formal and informal teaching and learning 

environments, the embodied considerations of the framework may provide means by which to 

equitably and ethically engage with culturally distinct people. In particular, teachers such as 
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those who shared their stories in my master’s thesis, Classroom Kōrero (Reihana-Morunga, 

2013 (discussed in Chapter 1, Section 1.6, p. 19) may experience the framework as means to 

facilitate and engage in the delivery of Indigenous content in their classrooms. Lessons that 

consider the grounding of community knowledge offer a more inclusive and ethical logic 

toward the planning of lessons and assessment.  

Community consultation is significant. Disruptions to praxis re-imagine who are community 

and the acquisition of knowledge. In formal institutions, the challenging status quo through 

storytelling and attending to Indigenous perspective, history and landscape are compelling. 

Most importantly, as Kaupapa Māori researcher, my motivation is that ‘te mana o te rākau 

kauri’ be developed and considered purposeful in my own and other Indigenous communities. 

For my son, Kauri te Piha, how he locates himself in culturally distinct settings, or how his 

future teachers facilitate those spaces on his behalf, are powerful motivations. That he and 

other Indigenous young people are able to autonomously locate themselves in relation to 

others is foremost for me. The authority of Indigenous communities like my own, as 

facilitators of culture, and the validation of relationships that occur in Indigenous landscapes, 

have been the motivation for this framework, and the re-imagination of intercultural praxis.  

7.6 In conclusion 

This thesis attends to intercultural praxis, and the equitable inclusion and facilitation of 

Indigenous communities. Through collaborative research relationships with Marrugeku Dance 

Theatre, critical investigations of relevant literature, and my own distinct lens as Kaupapa 

Māori researcher, interculturalism has been redefined, re-imagined and extended as a 

culturally responsive possibility. Through past experiences as a school teacher, and ongoing 

involvements as an Indigenous woman and academic, I have been confronted by culturally 

dominant discourses that attempt to omit, misrepresent, marginalise, or assimilate knowledge 

that is situated within my own distinct way of being in the world.  
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Processes of assimilation and marginalisation remain embedded in systematic frameworks 

and institutions (Bishop, 2003; Bishop, O’Sullivan & Berryman, 2010; Pihama, 2012; Savage 

et. al, 2011; Smith, 1990, 2004, 2005; Tuhiwai Smith, 1999, 2012). In its recognition of 

Indigenous and non-Indigenous participants, this thesis is an offering to such discourse and 

lived experience. As we continue to re-evaluate societal structures, and the equitable inclusion 

of others, ‘te mana o te rākau kauri’ reflects on how we may structure a more ethical approach 

as a disruption to shared understanding, and critical advancement towards the recognition of 

the significance in our differences.  

He aha te mea nui o te ao? 

He tangata, he tangata, he tangata! 

(What is the most important thing in the world? 

It is the people, it is the people, it is the people!) 

Mauri Ora 
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DANCE	STUDIES	
Level	5,	Building	421	
26	Symonds	Street	

Auckland	
Private	Bag	92019	

Auckland	Mail	Centre	
Auckland	1142,	New	Zealand	
Telephone:	+64	9	373	7599	

Extn:	88705	
www.dance.creative.auckland.ac.nz	

PARTICIPANT	INFORMATION	SHEET	–	ORGANISATION	DIRECTOR	

Research	project:	The	Land	is	my	Learning:	Stories	from	community	to	curricula.	
An	indigenous	exploration	of	intercultural	community	arts	pedagogy.	

Researchers:	Tia	Reihana	(Dance	Studies)	

Tēnā	Koe,	

My	name	is	Tia	Reihana	and	I	would	like	to	invite	you	to	be	a	participant	in	a	PhD	research	project	
that	explores	intercultural	community	practice	fostered	within	indigenous	ways	of	knowing	and	
doing.	As	Ngati	Hine	with	my	own	prior	experiences	in	formal	arts	educational	contexts	I	am	inspired	
to	explore	the	contributions	that	indigenous	based	community	practise	may	offer	our	diverse	and	
educational	communities.	

The	objective	of	this	research	project	is	to	investigate	intercultural	learning	experiences	within	
community	practice.	It	aims	to	reveal	practices,	challenges	and	strategies	that	may	exist	in	
indigenous	community	arts	practise	and	how	this	may	foster	transformative	learning	experiences.		

Informed	by	an	indigenous	kaupapa	Māori	method	of	investigation	it	aims	to	work	collaboratively	
with	participants	to	establish	ways	that	support	the	accession	of	community	and	teaching	pedagogy	
as	it	relates	to	indigenous	arts	education.		

There	are	a	number	of	specific	objectives:	

• To	identify	practices,	strategies	and	challenges	that	may	occur	for	participants	engaging	in	
the	delivery	of	indigenous	content	in	community	based	contexts.		

• To	identify	and	reflect	upon	ways	in	which	intercultural	participation	is	experienced	in	
community	based	indigenous	learning	environments.	

• To	determine	contributions	and	contentions	that	consider	how	Indigenous	community	
practises	may	inform	current	pedagogical	practices	in	formal	school	settings.	

• To	identify	and	foster	collaborative	research	relationships	with	those	individuals	and	
communities	who	are	currently	engaged	in	intercultural	community	arts	practices	in	
Aotearoa,	New	Zealand	and	Australia.	

We	seek	your	permission	to	become	involved	in	this	research	project.		
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Project	Details	
We	would	like	performance	participants	and	relevant	community	members	are	involved	in	the	
research.	It	is	hoped	that	the	participant	will	participate	in	two	interviews	and	ongoing	rehearsal	
observation.	The	researcher	Tia	Reihana	is	a	qualified	arts	practitioner	who	has	15	years	experience	
as	a	dance	teacher	and	arts	practitioner	thus	she	has	a	familiarity	with	professional	environments	
and	expectations.	

Interviews	with	participants	will	be	digitally	recorded	using	voice	recorders.	

What	does	it	involve	for	the	Organisation?	
Conducting	the	study	would	involve	consent	from	artistic	directors.	After	consent	the	researcher	will	
invite	participants	to	take	part	in	the	study.	Upon	approval	a	meeting	may	be	requested	with	dance	
theatre	members	to	communicate	the	intent	and	boundaries	of	the	study.	The	researcher	would	
then	co-plan	an	interview	and	observation	timetable	(depending	on	what	is	appropriate	for	your	
school)	with	participants.	

We	would	seek	your	assurance	that	participants	will	not	be	dis/advantaged	in	any	way	in	their	jobs	
by	either	agreeing	to	be	involved	or	not	involved	in	the	research.	Participants	will	be	asked	to	contact	
the	researcher	directly	to	communicate	their	willingness	to	be	involved	in	the	research.		

Visits	during	the	community-based	rehearsals	will	occur	throughout	2014	and	2015	as	the	approval	
of	artistic	directors.	If	you	give	permission	to	be	involved	participant	assent	forms	will	be	distributed	
prior	to	the	research.	Participants	will	then	asked	to	sign	if	they	agree	to	be	involved	in	the	research.		

Rehearsal	observation	will	be	at	a	duration	discussed	prior	with	artistic	directors.	The	timing	of	this	
will	be	negotiated	with	the	participants.	Following	the	observations	participants	will	be	interviewed	
at	a	time	convenient	to	him/her.	Each	interview	will	last	approximately	45	–	60	minutes	and	will	be	
digitally	voice-recorded.	The	interviews	will	take	place	at	a	time	and	in	a	place	considered	
appropriate	by	the	participants.	The	participant	will	be	made	aware	that	they	can	request	that	the	
digital	voice	recorder	be	turned	off	at	any	time.	The	researcher	will	transcribe	all	digital	voice	
recordings.	

Risk	of	participation:		
Names	of	participant	will	be	used	in	the	research	and	at	any	level	anonymity	cannot	be	guaranteed.	
We	do	not	foresee	and	negative	outcomes	for	the	dance	theatre	or	participants	from	being	involved	
in	this	project.	The	researcher	will	negotiate	with	the	participants	involved	to	ensure	that	the	
experience	is	safe	and	inclusive.	

What	will	happen	to	the	research?	
Information	gathered	as	part	of	this	research	will	inform	the	PhD	Research	project.	This	research	will	
also	be	used	to	inform	community	and	teacher	education	programs	at	the	University	of	Auckland	and	
used	in	research	reports,	academic	articles	and	in	conference	presentations.	You	will	be	given	
information	on	how	to	access	documents.	Your	agreement	to	participate	in	this	study	also	accepts	
that	any	publication	may	involve	intended	identification	about	individuals	and	organisations	and	an	
identification	that	is	likely	though	not	intended.	

The	researcher	will	endeavour	to	maintain	confidentiality	of	all	information	shared.	Transcripts,	
digital	voice	recordings	and	data	collected	from	interviews	will	be	stored	securely	for	six	years	in	the	
researcher’s	office	at	the	University	of	Auckland.	All	digital	files	will	be	deleted	after	6	years.	Consent	
and	assent	forms	will	be	stored	securely	and	separately	from	all	other	research	data	in	the	research	
supervisor’s	office.		
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Participants’	rights:		
Participation	in	this	project	is	completely	voluntary	and	you	may	choose	to	withdraw	your	consent.	
Opportunity	will	be	given	to	review	and	edit	transcripts	within	3	weeks	of	interviews.	The	
participants	also	have	the	right	to	individually	withdraw	from	this	study	at	any	time	up	to	six	weeks	
after	the	last	interview.		

If	you	agree	to	be	involved	in	this	study,	please	complete	the	attached	consent	form	and	return	it	to	
the	address	below.	Researcher	Tia	Reihana	is	available	by	phone	and	email	(or	a	meeting	can	be	
arranged)	if	you	have	further	questions	about	the	research.		

Thank	you,	and	I	look	forward	to	hearing	from	you	soon.	

Nga	mihi	nui,	

Tia	Reihana	
Faculty	of	Dance	
University	of	Auckland	
Ph:	+64	9	9238946	
Mb:	0211846451	
Email:	tia.reihana@auckland.ac.nz	

Principal	Investigator	
Associate	Professor	Nicholas	Rowe	
Dance	Studies		
NICAI	
University	of	Auckland	
Ph:	+64	9	3737999	Ext.	86357	
Email:	n.rowe@auckland.ac.nz	

Associate	Professor	Ralph	Buck	
Head	of	Dance	Department	
Dance	Studies		
NICAI	
University	of	Auckland	
Ph:	+64	9	3737999	Ext.	82529	
Email:	r.buck@auckland.ac.nz	

For	any	queries	regarding	ethical	concerns	you	may	contact:	
Chair,	The	University	of	Auckland	Human	Participants	Ethics	Committee,		
The	University	of	Auckland,	Research	Office,		
Private	Bag	92019,	Auckland	1142.		
Telephone	09	373-	7599	extn.	87830/83761.		
Email:	humanethics@auckland.ac.nz.	

APPROVED	BY	THE	UNIVERSITY	OF	AUCKLAND	HUMAN	PARTICIPANTS	ETHICS	COMMITTEE		
ON	10.01.14	for	(3)	years,	Reference	Number	012817
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DANCE	STUDIES	PROGRAMMES		
	
	

Dance	Studies	Programme	
Building	421	-	Level	5,	Room	512	
26	Symonds	St,	Auckland	Central	

	
Private	Bag	92019	

Auckland	Mail	Centre,	Auckland	1142		
New	Zealand	

	
Telephone	Extension:	88705	

Email:	t.rickett@auckland.ac.nz	
Website:	www.creative.auckland.ac.nz	

Tēnā	koe,	

My	name	is	Tia	Reihana	and	I	would	like	to	invite	you	to	be	a	participant	in	a	PhD	research	project	
that	explores	intercultural	community	practice	fostered	within	indigenous	ways	of	knowing	and	
doing.	As	Ngati	Hine	with	my	own	prior	experiences	in	formal	arts	educational	contexts	I	am	
motivated	by	the	contributions	that	indigenous	based	community	practise	may	offer	our	diverse	and	
educational	communities.	

Project	Details	
The	objective	of	this	research	is	to	investigate	intercultural	learning	experiences	within	indigenous	
community	practice.	

It	aims	to	reveal	practices,	challenges	and	strategies	that	may	exist	in	indigenous	community	arts	
practise	and	how	this	may	foster	transformative	learning	experiences.	The	name	of	the	project	is	
called		

The	Land	is	my	Learning:	Stories	from	community	to	curricula.	An	indigenous	exploration	of	
intercultural	community	arts	pedagogy.	

Your	participation	will	involve	a	reflexive	investigation	of	teaching	and	learning	within	a	distinct	
community	arts	environment.	It	contemplates	your	participation	in	an	intercultural	setting	that	is	
guided	by	indigenous	ways	of	knowing	and	doing.		

If	you	agree	to	take	part	in	this	research	project	you	will	be	required	to:	

• Meet	with	the	researcher	at	a	time	that	suits	to	discuss	the	outline	of	the	research	and	
negotiate	how	the	research	will	occur	within	the	creative	setting.		

• Participate	in	rehearsal	observation	that	has	been	pre	approved	with	the	dance	theatre	
director.	

Participate	in	two	interviews	that	will	take	place	in	a	room	that	is	negotiated	and	convenient	with	
you.		

Your	participation	in	this	project	is	voluntary	and	you	may	choose	to	withdraw	your	consent	at	any	
time	up	to	six	weeks	after	the	last	interview.	At	any	level	during	the	research	project	anonymity	
cannot	be	guaranteed.	Interviews	will	be	electronically	recorded	and	you	will	be	given	the	
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opportunity	to	review	and	edit	these	transcripts	within	3	weeks	of	the	interviews.	The	researcher	will	
also	seek	approval	from	the	dance	theatre	director	to	establish	assurance	that	any	participation	will	
not	affect	their	standing	in	the	dance	theatre	in	any	way.		

If	you	agree	to	participate	in	this	research	and/or	have	any	questions	I	am	available	by	phone	and	
email	(or	we	can	meet).		

Thank	you,	and	I	look	forward	to	hearing	from	you	soon.	

Nga	mihi	nui	

Tia	Reihana	
Faculty	of	Dance	
University	of	Auckland	
Ph:	+64	9	9238946	
Mb:	0211846451	
Email:	tia.reihana@auckland.ac.nz	

Principal	Investigator	
Associate	Professor	Nicholas	Rowe	
Dance	Studies		
NICAI	
University	of	Auckland	
Ph:	+64	9	3737999	Ext.	86357	
Email:	n.rowe@auckland.ac.nz	

Associate	Professor	Ralph	Buck	
Head	of	Dance	Department	
Dance	Studies	
NICAI	
University	of	Auckland	
Ph:	+64	9	3737999	Ext.	82529	
Email:	r.buck@auckland.ac.nz	

For	any	queries	regarding	ethical	concerns	you	may	contact:	
Chair,	The	University	of	Auckland	Human	Participants	Ethics	Committee,		
The	University	of	Auckland,	Research	Office,		
Private	Bag	92019,	Auckland	1142.		
Telephone	09	373-	7599	extn.	87830/83761.		
Email:	humanethics@auckland.ac.nz.	

APPROVED	BY	THE	UNIVERSITY	OF	AUCKLAND	HUMAN	PARTICIPANTS	ETHICS	COMMITTEE		
ON	01.10.1014	for	(3)	years,	Reference	Number	012/817	
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DANCE	STUDIES	PROGRAMMES		
	
	

Dance	Studies	Programme	
Building	421	-	Level	5,	Room	512	
26	Symonds	St,	Auckland	Central	

	
Private	Bag	92019	

Auckland	Mail	Centre,	Auckland	1142		
New	Zealand	

	
Telephone	Extension:	88705	

Email:	t.rickett@auckland.ac.nz	
Website:	www.creative.auckland.ac.nz	

CONSENT	FORM	–	Director	of	Organisation	
THIS	CONSENT	FORM	WILL	BE	HELD	FOR	A	PERIOD	OF	SIX	YEARS	

Research	project:	The	Land	is	my	Learning:	Stories	from	community	to	curricula.	
An	indigenous	exploration	of	intercultural	community	arts	pedagogy.	

Researcher:	Tia	Reihana	(Dance	Studies)	

I	have	been	given	and	read	the	Participant	Information	Sheet	and	understood	the	nature	and	
purpose	of	the	research.	I	have	had	an	opportunity	to	ask	questions	and	have	them	answered.	I/we	
consent	to	the	dance	theatre	participants	being	asked	to	be	involved	in	the	study,	knowing	that	their	
participation	is	entirely	voluntary.	I	understand	that	participants	can	edit	transcripts	of	interviews	
and	withdraw	from	this	study	up	to	six	weeks	after	the	last	interview.	I	understand	that	participants	
can	have	information	they	have	contributed	to	the	research	withdrawn	also.	The	researcher	will	
obtain	a	consent	form	from	participants	to	have	full	permission	to	be	involved	in	this	research.	

I	understand	that	this	research	will	involve:		
• Voluntary	participation.	
• Planning	and	involvement	of	two	interviews	with	participant	and	researcher	(Tia	Reihana)	
• Rehearsal	observations	during	the	research	at	a	time	agreed	upon	with	the	artistic	directors.	
• Participants	in	the	study	will	be	interviewed	about	their	involvement	and	experiences.	This	

will	be	digitally	voice	recorded.		
• Participants	can	withdraw	from	the	research	at	any	time	up	to	six	weeks	after	the	last	

interview.	
• As	researcher	and	participant	I	will	endeavour	to	maintain	confidentiality	of	the	information	

shared.		
• A	primary	researcher	will	transcribe	the	digital	voice	recordings.	
• Participant	names	will	be	used	in	research	reports,	articles	and	subsequent	presentations	

and	publications.		

I	understand	that	this	research	will	be	used	to	inform	community	and	teacher	education	programs	
and	will	be	published	in	academic	articles	and	conference	presentations.	We	will	be	informed	how	to	
access	a	copy	of	the	research	report.	I	understand	that	the	name	of	the	dance	theatre	and	individual	
participants	will	be	revealed	in	any	of	these	publications.	I	understand	that	anonymity	cannot	be	
guaranteed	and	are	aware	that	the	information	provided	by	participants	might	be	published.	I	give	
my	assurance	that	any	participant’s	participation/non-participation	will	not	affect	their	standing	in	
the	dance	theatre	in	any	way.		
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I	agree	to	participate	in	this	research.	I	agree	to	allow	the	researchers	access	to	the	Organisation.		

Signed	________________________________	 	 	Organisation:		___________________________	 	

Name:		________________________________	 	 	Date:		 _________________________________	 	

Nga	mihi	nui	

Tia	Reihana	
Faculty	of	Dance	
University	of	Auckland	
Ph:	+64	9	9238946	
Mb:	0211846451	
Email:	tia.reihana@auckland.ac.nz	

Principal	Investigator	
Associate	Professor	Nicholas	Rowe	
Dance	Studies	
NICAI	
University	of	Auckland	
Ph:	+64	9	3737999	Ext.	86357	
Email:	n.rowe@auckland.ac.nz	

Associate	Professor	Ralph	Buck	
Head	of	Dance	Department	
Dance	Studies	
NICAI	
University	of	Auckland	
Ph:	+64	9	3737999	Ext.	82529	
Email:	r.buck@auckland.ac.nz	

For	any	queries	regarding	ethical	concerns	you	may	contact:	
Chair,	The	University	of	Auckland	Human	Participants	Ethics	Committee,		
The	University	of	Auckland,	Research	Office,		
Private	Bag	92019,	Auckland	1142.		
Telephone	09	373-	7599	extn.	87830/83761.		
Email:	humanethics@auckland.ac.nz.	

APPROVED	BY	THE	UNIVERSITY	OF	AUCKLAND	HUMAN	PARTICIPANTS	ETHICS	COMMITTEE		
ON	01.10.14	for	(3)	years,	Reference	Number	012817	
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DANCE	STUDIES	PROGRAMMES		
	
	

Dance	Studies	Programme	
Building	421	-	Level	5,	Room	512	
26	Symonds	St,	Auckland	Central	

	
Private	Bag	92019	

Auckland	Mail	Centre,	Auckland	1142		
New	Zealand	

	
Telephone	Extension:	88705	

Email:	t.rickett@auckland.ac.nz	
Website:	www.creative.auckland.ac.nz	

CONSENT	FORM	–	PARTICIPANTS	
THIS	CONSENT	FORM	WILL	BE	HELD	FOR	A	PERIOD	OF	SIX	YEARS	

Research	project:	he	Land	is	my	Learning:	Stories	from	community	to	curricula.	
An	indigenous	exploration	of	intercultural	community	arts	pedagogy.	

Researchers:	Tia	Reihana	(Dance	Studies)	

I	have	been	given	and	read	the	Participant	Information	Sheet	and	understood	the	nature	and	
purpose	of	the	research.	I	have	had	an	opportunity	to	ask	questions	and	have	them	answered.	I	
consent	to	being	a	participant	in	this	study	and	I	understand	that	my	participation	is	entirely	
voluntary.	I	understand	that	I	can	edit	transcripts	of	interviews	within	three	weeks	of	interviews	and	
can	withdraw	from	this	study	at	any	stage	up	to	six	weeks	after	the	last	interview.	I	agree	that	the	
research	will	require	me	to	do	the	following:		

• Plan	with	the	researcher	Tia	Reihana	a	timetable	that	allows	research	to	be	conducted.	
• To	take	part	in	2	interviews	about	strategies	and	experiences	within	an	intercultural	

community	creative	arts	context.	This	will	be	digitally	voice	recorded.		
• Agree	to	rehearsal	processes	being	observed	by	researcher.	

I	understand	that		
• I	can	withdraw	from	the	research	at	any	time	up	to	six	weeks	after	the	last	interview.	
• Primary	researcher	will	transcribe	the	digital	voice	recordings.	
• I	will	be	given	the	opportunity	to	review	and	amend	transcribed	interviews	within	three	

weeks	and	up	to	six	weeks	after	the	last	interview.	
• This	research	will	be	used	to	inform	community	and	teacher	education	programs	and	will	

possibly	be	published	in	academic	articles	and	conference	presentations.		
• Participation	will	involve	publications	that	may	reveal	identifying	information	about	

individuals	and	organisations	that	are	intended,	and	an	understanding	of	any	identification	
which	may	be	likely	though	not	intended.		

• I	understand	that	the	dance	theatre	artistic	directors	have	made	an	assurance	that	any	
participation/non-participation	will	not	affect	their	standing	in	the	dance	theatre	in	any	way.	

• Any	level	anonymity	cannot	be	guaranteed.	
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I	agree	to	participate	in	this	research.		

Signed	________________________________	 	Organisation:		___________________________	

Name:		________________________________	 	Date:		 _________________________________	

Nga	mihi	nui	

Tia	Reihana	
Faculty	of	Dance	
University	of	Auckland	
Ph:	+64	9	9238946	
Mb:	0211846451	
Email:	tia.reihana@auckland.ac.nz	

Principal	Investigator	
Associate	Professor	Nicholas	Rowe	
Dance	Studies	
NICAI	
University	of	Auckland	
Ph:	+64	9	3737999	Ext.	86357	
Email:	n.rowe@auckland.ac.nz	

Associate	Professor	Ralph	Buck	
Head	of	Dance	Department	
Dance	Studies	
NICAI	
University	of	Auckland	
Ph:	+64	9	3737999	Ext.	82529	
Email:	r.buck@auckland.ac.nz	

For	any	queries	regarding	ethical	concerns	you	may	contact:	
Chair,	The	University	of	Auckland	Human	Participants	Ethics	Committee,	
The	University	of	Auckland,	Research	Office,		
Private	Bag	92019,	Auckland	1142.		
Telephone	09	373-	7599	extn.	87830/83761.		
Email:	humanethics@auckland.ac.nz.		

APPROVED	BY	THE	UNIVERSITY	OF	AUCKLAND	HUMAN	PARTICIPANTS	ETHICS	COMMITTEE	
ON	01.10.14	for	(3)	years,	Reference	Number	012817	




