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Abstract 

This study explored the development of contemporary arts in Fiji since contact, through 

colonialism and from Fiji’s independence in 1970 to date. The social, cultural, political and 

economic milieu of contemporary creations and exhibitions were examined, along with 

institutions and their contribution to the visual arts in Fiji. This research undertaking, the first 

of its kind, in terms of examining contemporary art development in Fiji, applied a qualitative 

phenomenological approach. Methodologically, it drew from western and indigenous 

research frameworks to contextualize past and current day art practices in Fiji. This mixed-

methods approach was a deliberate attempt to locate both western and indigenous cultural 

perspectives in the analysis of art discourses and art production and their contribution to local 

art contexts, in relation to the broader international context.  

Findings indicate that the visual arts system in Fiji is incomplete. As a result, there are many 

missed opportunities for development of the arts and artists. Livelihood remains the most 

obvious benefit for artists. However, this study shows that there is a need for purposeful 

research to examine the social, cultural and economic benefits of the arts for Fiji. There are 

many challenges within the visual arts in Fiji related to the dysfunctional nature of the visual 

arts system. The lack of arts education in Fiji schools has contributed to the general lack of 

awareness and appreciation of the arts. The economic situation adds to the lack of investment 

in art infrastructure and human development. Additionally, the absence of official statistics 

makes it difficult to conduct comparative studies in the arts to develop meaningful policies. 

This will form a critical component in developing viable creative industries in the country. 

These include museums and galleries, art discourses and the art market which relates to a 

favorable economic situation. The current art situation in Fiji is exacerbated by the 

dysfunctionality of various components within the visual arts system.  
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Definitions. 

Art - In this study, art is seen generally as including visual arts, performing arts, literary arts 
and the digital arts. 

Art Development – In this study ‘art development’ refers to art production themes and 
materials used by artists, art buyers and institutions that support the growth of 
contemporary arts in Fiji. 

Art Information Production – Refers to how information about art are conceptualised, 
created/ documented and distributed.  

Art Production – Refers to the process of creating or making of an artwork. 

Bete – Priest of the old Fijian (iTaukei) religion. 

Bure – iTaukei Fijian word for ‘house’. 
Ceuceu – iTaukei Fijian word for ‘carving’. 
Contemporary Art - have a wide definition that includes varieties of art categories. “No one 

seems to agree about the exact meaning of Contemporary art. Critics, curators and 
historians define it in varying ways. One of the reasons for the confusion is that 
contemporary art is preceded by modern art and there is no precise agreement on when 
modern art ended.”1  Note: For the purpose of this study I will limit the coverage area 
to painting and sculptures due to wide scope of studies in Contemporary Arts. 

Contemporary Arts in Fiji – Any arts produced by anyone in Fiji after European contacts 
that are not considered iTaukei, traditional or heritage arts. 

Contemporary Fijian Art – Any art produced by any Fiji national after European contact to-
date, with aid of outside (non-traditional) materials and styles although 
conceptualisation remain or relate to traditional and/or contemporary world view/s in 
Fiji. 

Drua – Name given to iTaukei Fijian largest double haul canoe. The smaller outrigger canoes 
are known as ‘Takia’ and ‘Cabakau’. 

Ibe – iTaukei Fijian word for ‘mat’, usually made out of the pandanus leaves. 
Iri – iTaukei Fijian word for ‘fan’ (as the implement to keep the user cool, not as a human 

admirer).  
iTaukei – Refers to the ‘indigenous people’ of Fiji. 

iTaukei/ Heritage Art – Any indigenous/traditional art form/s, for instance, masi or tapa 
(bark clothes), mats, carvings and all other art forms before European contacts. 

Kakala – Tongan word for certain type of garlands (not all garlands in Tonga is referred to as 
a ‘kakala’). Kakala also refers to certain type of fragrant flowers, leaves, bark and fruits 
that are used to make these Kakala (garland)2. Note: not all flowers are considered as 
Kakala in Tongan ‘flower art’ aesthetics. 

Koro – iTaukei word for ‘village’. 

                                                           
1 See http://www.visual-arts-cork.com/contemporary-art.htm - access June 2010. 
2 See Thaman (2003; 2009) for more details. 
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Ketekete - iTaukei word for ‘basket’. 
Lalawa - The art of ‘Lashing’ of magimagi (coconut fibre sinnets or ropes) to not only secure 

timbers or posts in canoes and houses but also creates designs that are aesthetically 
pleasing. 

Mainstream – Since there was no art discourses offered in the art system that Fiji is in, I 
took ‘art mainstream or mainstream’ to refer to ‘the regular art exhibition that were 
held in those times’ 

Mana - Refers to the supernatural energy or force that exists in nature, people and 
relationships3. 

Magimagi - iTaukei word for coconut fibre ropes or sinnets. 
Masi – iTaukei Fijian word for ‘tapa’ (bark cloth). 
Matagali – iTaukei Fijian word for ‘clan’. 
Matavulo – iTaukei Fijian word for ‘mask’. 

Meke – Fijian iTaukei traditional dance by men and women, of which there are different 
types. 

Ngatu - Tongan printed bark cloth 
Realism – In this study, realism is taken to mean works that mimic any natural forms and 

elements (e.g. nature orr portrait) as closely as possible.   

Salusalu – iTaukei Fijian word for ‘garland’. 
Sara ga – Fijian words used in informal conversations (talanoa) for emphatic exclamation to 

add emphasis to effect. For instance, ‘hot sara ga’ means its ‘extra hot’. This is most 
often used as an emphasis on contemporary slangs. 

Sevusevu – The iTaukei or traditional process with presentation and/or consumption of 
yagona in order to have the permission to operate or work in a particular context within 
the community. 

Talanoa – Informal conversation or talking between two or more people. 

Tuli Kuro – iTaukei words for ‘pottery’ made of clay using traditional procedures. 
Va – In this study ‘Va’ is referred to simply as ‘relationship’. 

Veli – iTaukei mythical being with magical power and is referred or known as a ‘Leka’, 
which is also the iTaukei name for ‘dwarf’. 

Visual Art – Anything that is considered art that can be seen. In this study, visual art/s will 
refer specifically to painting and sculpture. 

Yagona – The drink made out of the plant known scientifically as Piper Methysticum. It is 
also known as ‘kava’ in Fiji and other PICs. 

 

 

 

                                                           
3 For details on ‘Mana’ in the Fijian context: See Tuwere (1992) and Nabobo-Baba (2006). 
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Chapter 1: Introduction and Background 

1.1 Researching Art: A Personal Journey1 
My interest in researching contemporary arts in the islands was born, both out of interest and 

frustration. I think the cliché ‘love and hate relationship’ holds some truth in this regard. I 

loved what I was doing as an artist, but over the years, I had come across situations where I 

began to question some of the decision making about contemporary arts in the Pacific 

Islands. Questions like: what filters or worldview and aesthetics are used and held by those in 

decision-making positions? And, what do we as a people, use to view, produce and judge the 

arts? Why are we not investing in the arts,institution-wise and in art infrastructure? Why are 

the arts marginalised and seen as only side activities in our schools? Why is there so much 

politics in the arts? Why are we trying to imitate the western world’s art? Why is there a lack 

of mentoring and empowering of the younger generation in the arts? These and many more 

questions plagued me as I struggled to practice the arts and to understand the wider system in 

which the arts operate, in Fiji and the wider Pacific islands. 

I have been an artist involved in the visual art scene in the islands (Fiji) for more than a 

decade. To be honest, this is something that I never imagined I would one day be doing. I was 

born and raised in the village of Lapaha, the old capital of Tonga on the main island of 

Tongatapu. I grew up with stories – myths, legends, histories, and various traditional arts in 

both visual and performance art genres. I grew up witnessing my mother weaving different 

types of mats and making Ngatu (Tongan bark cloth) just as I had seen men in the village 

carve and make canoes.  

In high school, Tongan studies was a compulsory subject but I did not see it as important 

because I reasoned that it would not be useful to me in my pursuit of a white collar job which 

I envisioned for myself at that time. It was not until I was a practicing artist and later while 

undertaking postgraduate study that I really began to appreciate what I had grown up with 

and learnt. These continue to anchor me and provide reference points that shape my world 

view. All of these things have in numerous ways contributed to the conception and 

production of my artworks. 

                                                      
1This section (1.1) was modified and constructed from various Diary Entries/Field Notes, from before and during my 
research. 
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In 1996, I was married and living in Fiji and no longer found academic studies inspirational. I 

attended an art workshop at the Oceania Centre for Arts and Culture (OCAC)2 in 1997 just to 

see what it was all about. This led me to a second workshop in 1998 which resulted in my 

becoming a full time artist. This series of events fuelled my interest in researching art in the 

local scene and in better understanding the type of art systems Fiji and Pacific Arts and artists 

operate in.  

The arts that I produce (mainly paintings and drawings) are influenced and informed by 

Tongan myths and legends that I grew up with. This includes metaphors, epistemologies and 

everyday experiences. I enjoyed translating stories into visual dialogue and forms and 

initially, I painted for myself and for exhibition.  

As the years passed, the situation of Pacific island artists living overseas earning financial 

rewards was appealing to me and knowing how to get there became a personal goal for some 

time. The more I delved into the visual art world, the more I understood the system we 

operate in and the situation we face in the arts locally. This slowly shaped my art worldview. 

This journey, in research on contemporary visual art in Fiji, was at first, a very exciting 

prospect. Just the thought of researching the arts was very exhilarating. I imagined that it was 

going to be like making or weaving a ‘Kakala’ or ‘Salusalu3’ to be presented at the end of the 

required academic allotted time. I thought that using the Kakala Research Framework and 

other concepts proposed by Professor Konai Helu-Thaman and others as a guide, nothing 

could go wrong (in my head at least). I told myself that the various information that I would 

gather would be like the flowers for the garland. The methodological frameworks with 

indigenous research frameworks and tools would be my selection process, and all I had to do 

was to weave and string them together, and at the end of the academic semester, I would have 

a thesis (garland/kakala/salusalu) to be presented. And so with great enthusiasm, I enrolled in 

semester 1 of 2008 hoping that I would achieve this, quickly.  

Unfortunately, reality was totally different and the demands of research relentlessly 

hammered at my inflated enthusiasm. Towards the end of that semester I decided to drop out 

despite the insistence of loved ones to continue. I decided to use this time off to delve more 

into my research in my own time. Looking back, when I enrolled that first semester, I made 

the horrendous mistake of already deciding what my garland (thesis) will look like. I was so 
                                                      
2 Now known as Oceania Centre for Arts, Culture and Pacific Studies (OCAC-PS) 
3 ‘Kakala’ and ‘Salusalu’ in this context simply means ‘garland’ in Tongan and Fijian respectively. 
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sure that I would be collecting the same kind of flowers (pre-defined art information) to make 

a particular kind of garland (study) that I had envisioned in my head. The problem was that 

the flowers I collected were of different varieties, some cultural while others were introduced. 

Even though I would have liked to have put aside some of these, respondents insisted they 

have been here for a long time so they were now seen as traditional. I was at a loss at what to 

do with all this information on art which have multi-faceted origins and perspectives.  

But, the ‘Eureka moment’ came when I realized my mistakes and four years later, in 2012, 

decided to begin again with a fresh slate. Rather than concern myself with what the end 

product should look like, I resolved to go where the data took me. I took solace in the 

knowledge that nowadays there are garlands made up entirely of plastic beads, and other 

newer, materials but in retrospect, the process of garland making is still based on local know-

how and concepts. I had learned a valuable lesson – the need for a balanced approach to 

research maximizing both introduced materials and local epistemologies.Indeed, there were 

numerous research challenges along the way as in any research undertaking but with this new 

found zest for researching the arts, I managed to bounce back and thus, began an exciting 

process of weaving and threading my flowers into a garland.  

I have come to realize that there is a lot of potentialin the arts, which remains untapped. It is a 

matter of ‘a purposeful contextual capacity building and development’ that we need for 

contemporary arts in Fiji to have its niche in the global market. So, what does this mean? 

This means what is needed is a detailed situational analysis of all areas in the arts so that 

purposeful art programmes may be designed that suits our local contexts and at the same time 

capacity builds the human and institutional resources for the arts to suits the type of art 

development needed. If I have learnt something from this research, it is that the arts operate 

in a system and the elements within that system are inter-related. Understanding that system 

will enable us to identify our weaknesses and maximise our strength. It is my hope that the 

information gathered and presented here may be of use to other fellow artists, art 

practitioners, cultural policy makers and decision makers. 
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1.2 Contemporary Arts in Fiji 

Art, a wide and sometimes controversial subject in terms of definition in today’s art 

discourses (Scanlan, 2008) is crucial to our island communities, for the conservation and 

promotion of culture and its contribution to economic development. Although the latter has 

been largely neglected in the Pacific Island economic discourses, this is beginning to change 

with increasing awareness of the contribution of the cultural and creative industries to 

economic development in the local and international arts scene. In the Pacific islands4, the 

lack of investment in the arts is a reflection of limited art research and awareness about 

contemporary arts.  

Contemporary Arts is a contested term. Witcombe (1997) attempts to define art as “the way 

something is done … with the use of skill and imagination in the creation of aesthetic objects, 

environments, or experiences that can be shared with others" rather than what it is” (p.1). 

The difficulty and absence of a clear definition of art leaves room for flexibility in its 

definition. This flexibility leads to vague descriptions of what art is and who an artist is, in 

today’s art discourses or context (Scanlan, 2008).  

In the Pacific Islands, contemporary art is, for the most part, seen as a colonial legacy. The 

word ‘contemporary’ is often seen as a general adjective to describe any art created in 

current/recent times, rather than as an avant-garde movement in the arts as used in Western 

art discourse. As a result of colonial legacies, traditional/cultural arts were/are often 

categorized as crafts/handicrafts and more recently, ‘heritage arts’. The latter has gained 

popularity over the last decade as a result of UNESCO efforts in the protection of Cultural 

Heritage5. It is important to note that an added complexity in defining art in the Pacific and in 

Fiji is the fact that there is no indigenous word for ‘art’ as used in western contexts (Teaero 

2002; Kaeppler, 2007; Mahina, 2011; Potauaine & Mahina, 2011). For this reason, it is easier 

to simply adopt definitions and terminology from the wider global art world.  

Painting which is the art form emphasized in this study, first appeared in the mainstream6 in 

Fiji in the 60s as a result of the work of colonial Europeans and expatriates who began 

forming interest groups and teaching a small number of locals about the art form.  

                                                      
4With the exception of New Zealand and Australia. 
5 See UN Convention for the Safeguarding of Intangible Cultural Heritage, 
2003:http://www.unesco.org/new/en/cairo/culture/tangible-cultural-heritage/ 
6 I take mainstream here to mean ’the regular art exhibition that were held in those times’ 
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In examining the development of contemporary art in Fiji, this study reviews the Fiji Visual 

Arts system focusing especially on the genre of painting over a fifty year period, from the 

1960s through to date. Some aspects of metal and wood sculptures are also discussed.  

Contemporary visual art is an area of potential that has not been widely researched in Fiji.  

Visual arts operate in an incomplete or dysfunctional system which leads to many challenges. 

These challenges are dependent or interdependent and are in the areas of art discourses, 

markets and institutions which are discussed in various sections of this dissertation. 

It is important to define contemporary art in context because the contemporary art of Fiji7was 

inherited from the colonial era along with its modern education system where most artists 

were exposed to western art forms. This definition(s) will help in identifying and 

differentiating between low-end and high-end fine arts for local and international art markets. 

It is also important to differentiate between ‘Contemporary art in Fiji’ and ‘Contemporary 

Fijian art’8and the need to define a balance between tradition and what is considered the 

contemporary western contribution. 

1.3 The Study 

The purpose of this study was to document and provide insight into the development of 

contemporary arts, challenges faced and opportunities it could provide for the people of Fiji. 

Although a lot has been done in terms of art production, very little has been written about the 

contemporary arts and its discourses in Fiji. There are there currently no specific local 

policies in place highlighting their importance at the national level. This study was purposely 

limited to the discipline of paintings in the visual arts due to the wide scope of contemporary 

arts, which includes drawing, sculpture, media art, installations and others. 

 

 

                                                      
7 I refer to this, as the type of arts that was mainstreamed in local art exhibitions from the 60’s to the late 80’s. 
8 This debate of ‘what is contemporary Fijian art’ has not been done in Fiji or in academia but it is related to the Label of 
Authenticity (LOA) label that was an initiative by the Department of National Heritage, Culture and the Arts, and other 
stakeholders, to protect local producers (including artists) by providing proof of genuine locally produce products. This 
project was never completed. In 2011, the Ministry for Industry and Trade began work on the “Buy Fiji Made” Campaign 
which led to the development of a variety of labels such as ‘Made in Fiji’, ‘Packed in Fiji’ and others including ‘Fijian 
Crafted’ for heritage artists. These were launched in 2013. Despite this positive headway, the discussion about LOA and its 
implications for contemporary visual arts has not yet been resolved. See <http://www.fijianmade.gov.fj/> for more 
information on approved labels of authenticity.  
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1.4 Research Questions 

The overarching research question on which this thesis was developed is: “What is the status 

of Contemporary Arts in Fiji?” In order to answer this question, the following guiding 

questions were employed as entry points into the wider study. 

1. Who were the first Contemporary artists (Painters) of Fiji and when did they begin 

producing art? 

2. What institutions and art-group have contributed to and supported the development of 

the visual arts in Fiji? 

3. What are the noticeable changes that have occurred in contemporary arts in Fiji? 

4. What are the benefits of and challenges to contemporary arts in Fiji? 

5. What is the current thinking towards art and art education in Fiji? 

6. What is the current situation in the Contemporary Arts in Fiji? 

7. What could be done to further develop contemporary art in Fiji? 

 

1.5 Rationale 

This study is significant for a number of reasons. Firstly, there is increasing global 

recognition of the value and potential contribution of the arts to local economies. An example 

of this is the Commonwealth and UNCTAD9recognition of the development and support of 

cultural economies and creative industries. Secondly, the study is designed to addresses two 

main art gaps: (1) the general lack of literature and documentation; and, (2) research on and 

about Contemporary Arts in Fiji and the wider Pacific Island Nations10. Thirdly, it is timely 

that the significant contribution of Contemporary Visual Arts to Fiji is highlighted.  Given the 

lack of documentation and academic research interest in the contemporary arts locally, it is 

important that a study such as this be undertaken. It is equally significant that discussions are 

held with the artists themselves as well as with other relevant stakeholders to fully understand 

the context of the arts in Fiji. 

 

                                                      
9At the United Nation Conference on Trade and Development XI in 2004, the topic of creative industries was introduced for 
the first time into the international economic and development agenda, on the basis of recommendations made by the High-
level Panel on Creative Industries and Development. Member States called on the international community to support efforts 
of developing countries to foster, protect and promote their creative industries for development gains (São Paulo Consensus, 
paras. 65 and 91).
10With the exception of our economic affluent neigbours, New Zealand, Australia, PNG and Hawaii. 
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This study is designed to: 

i. Record and document the development and status of Contemporary Visual Art 

(Painting) in Fiji; 

ii. Contribute to the near non-existent literature on this subject in Fiji and other Pacific 

Island Countries; 

iii. Identify the factors, institutions and individuals that have contributed to this 

development; and, 

iv. Investigate the significance and contribution of the contemporary arts in the promotion 

of contemporary art production and potential economic development for island 

economies. 

1.6 Study Limitations 

There is a general lack of local and international anecdotal information/documentation about 

contemporary arts in Fiji locally. This was a serious hindrance to my corpus of literature 

within the review. The lack of archival information on art in the Pacific Islands was another 

major problem. Where some information is available about artists, visual 

records/ethnographies (e.g. photos) of their works are not available. This means that visual 

comparatives of artists’ works across the decades are limited. 

Secondly, some of the first generation artists who began painting in the 60s and 70’s have 

either migrated or passed away. This limited gathering information to archival searches and 

from the art community including friends, family members of these artists and art collectors. 

Thirdly, many articles, research papers and books are not available locally. Consequently, a 

lot of time and money spent was spent on internet access to acquire these materials. 

Lastly, there are no official statistics available for the arts in Fiji, limiting the assessment of 

meaningful relationships between the contributions of the arts to the Fiji economy. 
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1.7 Ethical Considerations 

The issue of research ethics is seen as one of the most important components of research 

design. Resnik explains; 

Most societies have legal rules that govern behaviour, but ethical norms tend to be broader and 
more informal than laws. Although most societies use laws to enforce widely accepted moral 
standards and ethical and legal rules use similar concepts, it is important to remember that ethics 
and law are not the same. An action may be legal but unethical or illegal but ethical. We can also 
use ethical concepts and principles to criticize, evaluate, propose, or interpret laws. Indeed, in the 
last century, many social reformers urged citizens to disobey laws in order to protest what they 
regarded as immoral or unjust laws. Peaceful civil disobedience is an ethical way of expressing 
political viewpoints (n.d. p.1). 

The University of the South Pacific (2009) research ethics handbook on conducting research 

that deals with human subjects in the Pacific islands was used to ensure adherence to these 

principles or standards. Appendix 3 presents the University of the South Pacific’s Ethical 

Research Principles adhered to.  

In this study, no names are cited when personal opinions were expressed on subjects deemed 

sensitive by the researcher in respect to the anonymity of participants. Those opinions are 

included however, so that an event or a situation can be easily understood from different 

perspectives. Where credit is due and appropriate, participant names are cited. 
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1.8 Fiji: General Overview 

This chapter provides a general overview of the background to this study. It introduces the 

context of ethnic and religious diversity, the education system, economy and the system 

within which the arts exists in Fiji. These present numerous challenges, which are discussed 

in later chapters. The absence of official data or statistics on contemporary arts exports and 

imports values or for other sectors of the creative industry in Fiji, prevents a discussion of 

this aspect of development. 

Figure 1: Map of the Fiji Islands11 

 

Fiji gained independence from Britain in 1970. It was officially declared the Republic of the 

Fiji Islands in 1987. The island nation is made up of approximately 330 tiny islands, about a 

third of which are inhibited. Located in the South Pacific region, Fiji is to the north of New 

Zealand and North West of Australia with a land mass of 18,333 square kilometres and 

approximately 1.3 million square kilometres of Ocean. Fiji has two large main islands, Viti 

Levu and Vanua Levu. The capital city of Suva is located on the main island, Viti Levu.  

                                                      
11Source: http://www.ezilon.com/maps/oceania/fiji-physical-maps.html 
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Although the official iTaukei language is the Bauan dialect, there are many dialects relational 

to the provinces. The official language spoken in Fiji is English and the two other major 

languages are Bau dialect and Fiji Hindustani. The people of Fiji have the constitutional right 

to communicate in any language, although the primary language of communication, 

instruction at school and business is English.  

1.8.1 Demographic Summary 

The population of Fiji was estimated at 890,057 in 2011with a population growth rate of 

O.76%. Suva, the capital city and surrounding municipalities is said to comprise about 20% 

of the total population. The national literacy rate was estimated at 93.7% in 2003 (i.e. 95.5% 

for males and 91.9% for females). School life expectancy (primary to tertiary) is 13 years 

from Year 1 to 13 and education expenditure is 6.2% of GDP. 

In July 2010, the Bainimarama government declared that the nationality of all Fiji citizens is 

Fijian and where specific demographic is required, the additional ethnic ‘descent’ is to be 

added to this. Indigenous peoples are referred to as iTaukei while those of Indian heritage are 

referred to as ‘Fijians of Indian descent’, and so forth. 

1.8.2 Ethnic Diversity 

Fiji’s location at the eastern end of Melanesia and proximity to Polynesia has led to 

Polynesian influences on the culture. Norton (1990) explains that stone adzes found in Samoa 

and Fiji suggests that Fijian and Samoan cultural communities may be linked. Large canoes 

made from Fijian trees were found in Tonga and Tongan words are part of the language of 

the Lau group of islands in Fiji. Clay pots from Fiji have even been found in the Marquesas 

Islands. Fiji has a “... history of settlement but also one of mobility” (Ibid, p.8). 

The people of Fiji are made up of different ethnic groups. About fifty one percent are 

comprised of iTaukei, believed to be of mixed Melanesian and Polynesian ancestry. The 

second largest group in Fiji is of Indian descent, making up forty four percent of the 

population. The remaining five percent of the population are European/part-European, other 

Pacific Islanders, Chinese and Rotuman. A large number of Indians12 first arrived in Fiji as 

indentured labourers to work the cane fields from as early as 1879 until 1916. The National 

                                                      
12Prior to the inclusive Fijian nationality label, local Indians were referred to as Indo-Fijians or Fiji Indians. 
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Archives of Fiji has 60, 954 immigration passes of Indian nationals who entered the country 

as part of the Girmit Indenture period13.  

1.8.3 Religious Diversity 

Religion is closely relational to various ethnic or racial groups. (Koya-Vaka’uta: 2000). 

Christianity was introduced in Fiji through the Lau group by Tongan Methodists missionaries 

and it is said that the Tongan chief, Ma’afu, was instrumental in spreading the Methodist 

Christian denomination mainly through warfare. Hinduism and Islam arrived in Fiji with the 

Indian indentured labourers. Most Fijians ascribe to Christianity, Hinduism and Islam.  

Christian congregations include Methodist, Roman Catholic, Protestant, Mormon, Baha’i, 

Seventh Day Adventist and emergent evangelical congregations. Hinduism includes Sanatan, 

Arya Samaj, Kabir Panthi, Sai Baba and others; while Islam has mainly Sunni and Ahmadiya 

as well as other minorities of the Shia-Muslim. 

Religion remains an important part of peoples’ lives in Fiji today. Gardner (2002) explains:  

“… religions possess one or more of five sources of power. They shape people’s worldviews, 
wield moral authority, have the ear of multitudes of adherents, often possesses strong financial 
and institutional assets, and are strong generators of social capital, and assist in community 
building” (p.5). 

Religion and culture form an important conversation in the arts because worldview 

influences artists’ conceptualization and art production.  

1.8.4 Education System 

The first formal schools were opened in 1835 on the Island of Lakeba in the Lau group by 

Wesleyan missionaries, Reverend William Cross and Reverend David Cargill. These mission 

schools catered for men, women and children for the purpose of conversion and 

indoctrination (Kenneth: 1981, In Koya-Vaka’uta: 2000: p.18) 

Upon cession to Great Britain in 1874, Fiji adopted the British education for the colonies. 

The early years showed an emphasis of education for expatriate children. ‘Ordinance No. 10’ 

was passed in 1879 prioritized the establishment of public schools for Europeans. Although 

many schools began offering segregated classes for other ethnic groups by the late 1800’s, 

ethnic children learned a distinctseparate curriculum content from that offered to expatriate 

                                                      
13See http://girmitunited.org/ 
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children. The Indian community also began setting up schools for the children of indenture in 

1917 (Kenneth: 1981). 

In the late 1990s, Geraghty (1997) argued that much of the Fiji school curriculum was 

irrelevant to the ethnic diversity of the nation. This was already well known as the 1969 

Education Commission had previously argued that the Fiji curriculum was intensely 

prejudiced towards New Zealand examinations (p. 11). Three decades later, the Education 

Commission Panel Report (2000) confirmed these concerns that the education system in Fiji 

was content-based and examination-driven. The report also stated that the examination-driven 

system and frequency of exams had a ‘cramping effect’ on teachers and students. (Koya-

Vaka’uta: 2000).  

In November of 2013, the second edition of the National Curriculum Framework was 

launched by the Minister of Education for implementation from 2014. This framework 

emphasises for the first time, the importance of holistic education with recognition of the role 

of the arts and culture (Ministry of Education, 2013). The role of the arts in the Fiji School 

system is discussed in later chapters of this study. 

1.8.5 Economy 

Fiji is fortunate to be endowed with natural resources such as forest (pines and mahogany 

plantations), mineral (gold and others), and marine resources (fish and others). 

Comparatively, Fiji is one of the most developed Pacific island economies though still 

maintaining a fairly large subsistence sector.  

The sugar industry has for decades been the primary industry that contributed economically 

to Fiji’s GDP because of special access to the European Union (EU) markets. In the past few 

years, the tourism industry has surpassed the sugar industry as the main contributor to GDP, 

particularly since Fiji lost preferential sugar subsidies from the European Union.  

Political instability has impacted negatively on Fiji's tourism industry in particular the 

December 2006 coup. As a result of this, in 2007 tourist arrivals were down almost 6%, with 

extensive job losses in the service sector. These crises have created a difficult business 

climate affecting the arts sector. EU, Australia and New Zealand have suspended some major 

Aid programmes with conditions that the interim government takes steps toward elections. 



13 
 

The long-term challenges that Fiji could incur includes low investment, uncertain land 

ownership rights, and the government's inability to spend and manage its budget14.  

According to the FIBOS (2010), the composition of Fiji’s GDP comes from three main 

sectors: services: 59.5%, industry: 24.4%, and agriculture: 16.1%. 2008 – 2009 statistics 

indicate an increase with 31% of the population said to be living in poverty (FIBOS, 2012). 

Primary agricultural products include sugarcane, coconuts, cassava (tapioca), rice, sweet 

potatoes, bananas; cattle, pigs, horses, goats and fish.The main industries are tourism, sugar, 

clothing, copra, gold, lumber, as well as small cottage industries.  

1.8.6 The Visual Art Sector 

The visual art sector in Fiji is largely driven by the artists themselves with little support from 

art institutions in terms of art training, art production and marketing. Art discourses which 

would add value - both cultural and economic - to this sector in Fiji in relation to the outside 

world, is non-existent. Thus, there is a reliance on Western art discourses,as well as, art 

discourses from Pacific Islanders in Diaspora. These discourses are based on the context of 

the western country of origin and as a result are decontextualized. Unless this information is 

contextualized and made relevant to local art discussions, the value of such information is 

limited. These issues will be discussed in further in later sections of this thesis. 

A number of art institutions and art groups were/are instrumental in sustaining 15  and 

promoting the visual arts in Fiji.  

1. Fiji Arts Club is the oldest art club/group in Fiji, established in the 40s by Europeans 

during colonialism for their interest in the arts. Painting (realism) has developed from 

here. Fiji Arts Club has run many art workshops and its annual art exhibition is the oldest 

continuous visual art exhibition in Fiji. 

2. Department of National Heritage, Culture & the Arts (DNHCA) was established in 

2000 under the Ministry of Education to oversee the Fiji Arts Council (FAC), National 

Trust of Fiji and the Fiji Museum. DNHCA’s main contribution to visual arts is policy 

development and funding arrangement/sourcing for the all forms of art. 

(a) Fiji Arts Council (FAC) was opened in 1964 to promote and develop all forms of art 

in Fiji. FAC’s main contribution to the visual arts is the provision of exhibition spaces 
                                                      
14 See http://www.indexmundi.com/fiji/economy_profile.html 
15 The researcher is referring to ‘sustaining’ here to mean: that without these institutions some visuals artists will not be 
producing arts in terms of sales and exhibition spaces. 
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for the ‘National Fine Art Exhibition’ – seen as the main art exhibition in Fiji - and 

offering art workshops when funds are available. 

(b) Fiji Museum was officially opened in 1955 largely to look after/preserve Fiji’s 

heritage/tradition arts. Its main contribution to the visual arts is providing exhibition 

spaces to artists. 

3. Western Arts and Crafts Society16 (WACS) was set up in the early 90s by a group of 

artists and art enthusiasts to look after the interest of artists based at the western side of 

Viti Levu. WACS’s main contribution to the visual arts is providing art workshops and 

exhibition spaces targeting the tourism market. 

4. Oceania Centre for Arts and Culture and Pacific Studies (OCAC-PS), located at the 

University of the South Pacific (USP), Laucala Campus, Suva, Fiji, was officially opened 

in 1998.  The Centre was established with the intention to create and promote 

contemporary Oceanian (Pacific Island) arts, serving the USP member countries. Its main 

contribution was the development of young Fijian artists from the late 90s to the late 

2000s. 

5. Tourism is one of the most important sectors that have maintained visual arts in Fiji in 

terms of sales and market. Tourism has also shaped the type of visual arts that are sold in 

Fiji, and any artists mostly produce the types of arts that tourists are likely to purchase. 

These and other institutions operating in Fiji are faced with a lot of challenges ranging from 

financial to human capacity training. These challenges, including the lack of other necessary 

institutions and art research required for proper functioning and vitality of Fiji’s visual art 

system, are discussed in more detail in later sections of the thesis. 

 

 

 

 

 

 
                                                      
16WACS underwent a name change in the 2000a to CreatiVITI but in 2012, reverted to WACS. 
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1.9 Study Overview 

It is important to note that while a traditional thesis format is adhered to in the first part of 

this dissertation; findings, analysis and discussion are woven into chapters five through to 

eleven. 

Chapter 1: Introduction and Background 

This chapter provided a general overview of the research undertaking outlining basic research 

questions, rationale and limitations of the study. The chapter includes a brief description of 

geographical and demographic background about Fiji. It concludes with an overview of the 

art sector in Fiji outlining the infrastructure in place for the development and promotion of 

contemporary art.  

Chapter 2: Literature Review and Theoretical Framework 

Chapter two presents a review on available literature on contemporary arts from the Pacific 

region and other developing countries, within and beyond Asia-Pacific. The chapter 

concludes with a discussion of emergent theoretical perspectives that are used in this study. 

Chapter 3: Methodology 

Chapter three examines the methodological approach applied in this study. It begins with a 

summary of various theories and research tools that were used in gathering and analyzing 

data and presentation of findings. This study employs both western and indigenous research 

frameworks for data collection and analysis. 

Chapter 4: Contemporary Arts, Artists and Institutions in Post-Colonial Fiji 

Chapter five examines the main institutions and sectors that have facilitated the development 

of contemporary arts in Fiji.  

Chapter 5: Art in Fiji - Pre-Contact and Colonialism 

Chapter four reviews iTaukei or traditional/heritage arts.It includes the profiling of select 

pioneering local contemporary artists from Fiji who began painting during the colonial era. 

Chapter 6: Fiji Artists: 1980s – 1990s 

Chapter six includes the profiles of a select number of artists who have contributed to the 

development of contemporary arts nationally over this period. This chapter also profile eight 

artists who were influential in terms of development of realistic art in Fiji. These prominent 
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realistic and impressionist artists were mainly expatriate and/or Europeans and their 

descendants.   

Chapter 7: Fiji Artists: 1990s – 2000s 

Chapter seven profiles the artists who emerged in the nineties and the 2000s. These artists’ 

works demonstrate a departure from realism. They represent a new movement in art subject 

and style and were influential in the mainstream in terms of winning art prizes at local art 

exhibitions. 

Chapter 8:  Art Exhibitions – Showcasing the Visual Arts and Artists 

Chapter nine features important art exhibitions and discusses the evolution of art exhibitions 

in Fiji over the last four decades.  

Chapter 9: Contemporary Arts in Fiji: The Current Situation & Recommendations 

Chapter ten discusses the current context and realities of the contemporary arts in Fiji. This 

chapter also reviews various related factors and events that have informed the visual arts 

scene in Fiji and presents a number of recommendations for a plausible way forward. 

Chapter 10: Conclusion 

The final chapter comprises a summary of the findings of this study.  

 

 

 

 

 

 

 

 

 

 

 



17 
 

Chapter Two: Literature Review and Theoretical Framework 

2.1 Chapter Overview 

This chapter presents an overview of select relevant literature on contemporary arts from the 

Pacific region and abroad. Due to the lack of art discourse on local and Pacific island arts in 

the islands, the main corpus of literature is from outside of Fiji.The reviewexamines pre-

contact heritage arts, contact, colonialism and post-colonialism, mainstream art and world-

view, art institutions and movements and the benefits of the arts. The chapter also includes a 

discussion of the re-thinking of education and arts education in the Pacific, advocating the 

importance of a de-colonisation of the mind (Fanon 1967), in order to realign and 

contextualize the conceptualization and delivery of education and arts in Pacific Islands’ 

contexts. 

2.2 A Brief history of Western Art 

The Art Gallery of New South Wales (Australia)17explains that the term ‘Western Art’ is for 

the most part used to describe those arts that originated from Europe. The term is also used as 

a ‘general category’ for the type/forms of arts that has its roots in Europe but has now spread 

worldwide.  

Art historians describe the history of Western art in terms of successive periods and/or 
movements, including classical, medieval, Byzantine, Romanesque, Renaissance, baroque, 
rococo, neoclassicism, Romanticism, realism, Impressionism, modernism and postmodernism. 
Definitions of these periods are often debated, as it is impossible to pinpoint where they begin 
and end, or to account for the wide array of art produced within them. Nevertheless, such terms 
are indispensable in navigating the complex history and stylistic shifts of Western art across 
time (p.1). 

Witcombe (1997) in an essay “Art and Artists Today” further explains: 

ART has not always been what we think it is today. An object regarded as Art today may not 
have been perceived as such when it was first made, nor was the person who made it necessarily 
regarded as an artist. Both the notion of "art" and the idea of the "artist" are relatively modern 
terms (p.1). 

He continues:“the idea of an object being a ‘work of art’ emerges, together with the concept 

of the Artist, in the 15th and 16th centuries in Italy” (p.1). It was during the ‘Renaissance 

Period’ in Europe, especially in Italy, that the word ‘Art’ was used to collectively refer to the 

discipline of ‘painting, sculpture and architecture’. This grouping of the three 

disciplines/forms into ‘art’ gained prominence in the 16th century by the Italian artist Giorgio 

                                                      
17See: http://www.artgallery.nsw.gov.au/discover-art/learn-more/western-art/   
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Vasari. In the 18th century, this expanded to ‘music’ and ‘poetry’ and then to what we now 

know as ‘fine arts’ today in the western world (Ibid). 

Although, these five art forms have formed the core of ‘fine art’ in Europe since the 

Renaissance, there was a notable exclusion of the 'decorative arts' and 'crafts', which were 

considered utilitarian in nature. These include furniture making, pottery, weaving, manuscript 

decorations and others. Witcombe argues that these utilitarian items or objects were admired 

and appreciated and were produced in times and places when people did not think of them as 

art as we think of it today. 

Witcombe also poses two important questions. “How did Art become distinguished from the 

decorative arts and crafts?” And, “how and why is an artist different from a craftsperson?” 

(p.1). He argues that in the Ancient and Middle-Ages, the production of ‘art’ as we 

understand it today was governed by rules and aesthetic of those eras. Sculptures and 

paintings among others such as weaving and shoe-making were considered‘crafts’. During 

the Renaissance, however, there appeared to be a more exalted insight of art, with a parallel 

rise in the social status of the artist/s. 

Not surprisingly, the first ‘Academies of Art’ were founded in Italy and then in France, and 

later, elsewhere in the latter half of the 16th century. These academies or schools of art were 

responsible for educating artists through instructional courses including subjects such as 

geometry and anatomy. Out of these academies emerged the term "Fine Arts" which held on 

to a narrow scope or definition of what was considered art at the time (Ibid).  

By the 19th century, there were new challenges to the restrictions and narrow definition of art 

by art academies. These challenges included new claims to the nature of paintings and 

sculptures. And, by mid-19th century, the ‘modernist approaches’ to paintings incorporated 

new ways of painting (value) and new subject matter. In a sense, modern artists were 

rejecting and/or contradicting the standard and principles of the Renaissance era.  Towards 

the end of the 19th century, artists started to find the idea of ‘truth’ in their mediums or 

materials, realizing that paints are different colorful pigments and the canvas is a two-

dimensional surface. Armed with this knowledge and freedom of production and expressions, 

“Art for Art’s sake” also came about at this time(Witcombe,1997). 
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The satirical challenge of the Renaissance tradition emerged in art academies which before 

had placed the artist in an exalted position. Marcel Duchamp18, an artist at that time, argued 

that anything the artist produces is art. He exhibited a white ceramic urinal and called it art. 

This position complicated and undermined how art was perceived for the duration of the 20th 

century.At the same time, it has encouraged a broader, more inclusive narrative and 

assessment of art (Witcombe 2007). “...In recent decades, globalisation has challenged our 

notions of ‘the West’ and what constitutes Western art. Although some Western traditions of 

art (such as oil painting, marble sculpture, still life and landscapes) still persist, artists, like 

all of us today, are citizens in a global  village” (Art Gallery of New South Wales. p.1) 

The above historical brief is important because it holds similar truth to our traditional or 

heritage arts that are discussed in the next section. Fiji and other Pacific Island Countries 

have developed utilitarian objects which are now considered art. These were made from plant 

materials and other natural by-products (Teaero, 2002). Local artisans have also acquired 

introduced materials to assist in art production and although there were no direct challenges 

to what was called heritage art at the time, local artisans have quietly and slowly incorporated 

these new modern materials into the various art forms. As a result, they have become part of 

our arts and cultural life.  

The point is that there is no history of painting in the region, unless we count the application 

of natural dyes to bark cloth and body painting in dance. Nevertheless, we have acquired 

modern paints, canvases and other mediums to use in art creation. Increasing marketing and 

selling of contemporary art under the label of ‘Contemporary Pacific Art’ or ‘Contemporary 

Fijian Arts’, has raised the issue of what these labels mean. For example, if a Fijian artist 

living in Fiji paints a coconut tree and a Fijian living in New Zealand paints the same tree; is 

the artwork then contemporary Fijian art because the coconut tree was painted in Fiji or the 

one in NZ because it was painted by a Fijian? It raises a further question about the possible 

need for further criteria to factor into the use of such labels.This brings to fore 

Taufe’ulungaki’s question: “Whose aesthetics and whose lenses are we using to examine the 

arts?”(2011). 

 

 
                                                      
18 In the early 20th century all traditional notions of the identity of the artist and of art were thrown into disarray by Marcel 
Duchamp and his Dada associates.  
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2.3 Art in PICs: (Pre)-contact, Colonialism and Post-colonialism 

One of the few Pacific islanders to write on Art and Art Education in the Pacific islands, 

Teweiariki Teaero discusses the role of indigenous education, knowledge and culture in 

developing an art curriculum for primary and secondary school. In his view, dominant, 

western ideas about art have influenced the treatment of art within education systems 

followed in the region today. He explains that art is a critical part of cultural capital 

emphasizing: “the arts are one of the key defining characteristics of a culture” (Teaero 

2002,p.5).  

Teaero presents four periods in the history of Oceanic Art: pre-contact (1500s); contact 

(1550s – 1960s); post-independence (1960s – 1980); and neo-traditional (1980s – to date).  

Pre-contact comprises what he terms arts and crafts or functional traditional items 

andContact saw an introduction of new mediums coupled with new ideas used in art 

production. Post-independence was marked by “…the search for and re-establish [ment] of 

national identities” (p.11) [Emphasis added]. During this time, students who were seen as 

‘non-academic’ were given the option of ‘soft non-academic subjects’ such as art. Another 

feature of this period, which continues today, is the influence of tourism on art production, 

which eventually led to commoditization, and mass production of traditional artifacts which 

also contributes to the potential loss of traditional value and meaning.  

Teaero views the Neo-traditional period as an exciting time where, “art in the region today 

is on the threshold of a new and exciting era for the region is currently experiencing a 

dynamic renaissance of Oceanic art on an unprecedented scale” (p.12). This period is one 

where some artists are no longer trying to mimic western art forms and are instead 

“redefining art in Oceania today” (Ibid). He concludes by discussing the importance of art 

and culture in education towards the development of a culturally inclusive curriculum and 

presents a number of approaches and recommendations on how this could be done. 

The impact of colonialism on art development is shared with other developing countries. For 

example, a similar context is foundin Sri Lanka. Weerasinghe (2005) discusses the 

development of contemporary arts from colonialism, through post-colonialism to modern 

times arguing that the themes and subject of contemporary visual art has changed as a result 

of social change. While profiling various artists and groups that have influenced the 

development of arts in Sri Lanka, he argues that the themes of art have changed 
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asartistsbecame more aware of their identity and surroundings, culture, taboos and changing 

society. This process of contextualization or ‘ownership’ of an introduced art system is in line 

with Teaero’s neo-colonial era discussion. 

A significant point that Weerasinghe makes is of the challenge of theoretical arguments by 

western genres and their art theories which cannot appropriately conceptualize current art 

practices that do not fall into their categories. This includes modernism and postmodernism. 

This argument reflects the development of the arts in the developing world. The scenario 

Weerasinghe describes is similar to the situation in the Pacific islands, where it is often 

difficult to place Pacific Contemporary Art within the broader framework of western art 

theory, unless it (art) is seen solely as a derivative of European/western art. 

For many people, contemporary Pacific arts refers more specifically to those art works 

created by diasporic Pacific islanders in New Zealand rather than art produced by Pacific 

islanders in the islands. In the context of development of contemporary New Zealand Pacific 

arts, it was in the 1990s that contemporary Pacific art was recognized in the New Zealand 

mainstream art scene (Stevenson, 2004). Stevenson discusses the ‘Pacific label’ assigned to 

artists from those Pacific island countries with historical and political ties to New Zealand 

including Cook Islands, Niue, Tuvalu, Fiji, Tonga and Samoa. The primary emphasis of these 

diasporic artists is migration and culture with an attempt to assert their identity, sense of 

culture loss and reinvention of indigenous knowledge through their art. With this reinvention, 

artists are combining cultural knowledge with their understanding of their world distanced 

from the place of origin of their culture into their art production. 

Stevenson argues that while the ‘Pacific’ label was vital in enabling Pacific artists to engage 

in the mainstream New Zealand art scene, it soon became overused and seen as a cliché. She 

identifies a number of significant exhibition markers in the ‘Pacific art movement’ such as 

‘Te Moemoe a No Iotefa’ (The dream of Joseph) 1990, an exhibition by Rangihiroa Panoho 

that featured a number of Pacific artists. That exhibition is recognized as one of the earliest 

entry points for these artists shifting the exhibition of their works from small exhibitions to 

national level in New Zealand. Similarly, ‘Bottled Ocean: Contemporary Polynesian Artists’ 

was a traveling exhibition curated by Jim Vivieaere in 1994 and 1995. He is noted as 

deliberately attempting to challenge institutional expectations of Pacific artists and art spaces. 



22 
 

Focusing on a number of Pacific New Zealand artists, Stevenson provides some insight into 

the early movement and development of the contemporary arts and the ‘Pacific’ label. She 

offers an indication of growth in the influences and themes that these contemporary artists are 

now concerned with. One of the aspects of art discussed is the establishment of artists’ trusts 

and structures that support the development and giving voice to both emerging as well as 

established artists. Given the absence of contemporary art development literature in the 

islands, it is significant that an examination of the literature of New Zealand and Australian 

Pacific art movements and development is conducted for this study.  

Stevenson also discusses the journeying of Polynesian peoples and how this has influenced 

New Zealand art, including new art mediums and ideas. She discusses the role of women as 

the “…purveyors of cultural transitions…” (p.63) and carriers of traditional art arguing that 

their identity is tied to these art works. She profiles a number of prominent ‘Pacifika’ artists 

who have migrated to New Zealand and shows how traditional knowledge, art forms and 

skills have been transformed to produce new art forms. Although her work prioritizes 

diasporic Pacific artists, an important issue raised is the role of traditional or cultural 

knowledge which is also true of Pacific island artists producing art in the islands. Although 

many of these artists areremoved from their village settings through urbanization within their 

home countries or migration to cities abroad, their cultural knowledge and skills remains a 

strong influence on their work. Stevensonmakes an important point to this effect: “… a 

Pacific ideology is extended to balance relationships, to ensure the passing of knowledge, 

and to sustain a Pacific cultural identity in a modern world” (p.75). 

Stevenson’s discussion of major landmark exhibitions and profiling of Pacific artists in New 

Zealand is an important part of the discourse raising awareness of contemporary Pacific Arts 

in specific contexts. Though a few artists have been profiled or written about in Fiji19, no one 

has attempted to plot landmark exhibitions for the purposeful mapping of development in the 

contemporary arts in Fiji. Given the lack of anecdotal and archival documentation of these 

events, such an undertaking poses many challenges.  

 

 

                                                      
19There are a number of articles on artists in the local newspapers Fiji Times and Fiji Sun but these are few and sporadic. See 
Teaiwa (1998) and Higgins (2008) for others. 
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2.4 Mainstream Art and World Views in the Pacific 

Graeme Lay’s (2008) book: “In search of Paradise: artists and writers in the colonial south 

pacific”, compiled the works of various European chroniclers during the ‘contact period’, 

writers from contact periods to wars in the South Pacific during in the 1940’s and five 

European artists. These artists range from Sydney Parkinson - a botanical artist on Captain 

Cook’s world voyage in 1768-71 - to Paul Gauguin, who spent time in Tahiti in the late 

1800’s. Lay’s work is important because from a European point of view, there were no artists 

in the South Pacific at that time (1700’s to the late 1800’s). Traditional or cultural arts of 

indigenous people of the Pacific Islands were considered ‘primitive art’ and, did not fit within 

the Eurocentric mainstream view of art at that time. Recognizing this, Dutton (1993) states: 

Europeans seeking to understand tribal arts face obvious problems of comprehending the 
stories, values, and ideas of vastly remote cultures. In this respect the issues faced in 
understanding tribal art (or folk art, primitive art, traditional art, third or fourth-world art — 
none of these designations is ideal) are not much different from those encountered in trying to 
comprehend the distant art of “our own” culture, for instance, the art of medieval Europe 
(p.1).  

Dutton presents the argument that there are complications when outsiders (non-Pacific 

islanders) view cultural or what they refer to as ‘tribal’ or ‘primitive art’. Tribal art are 

sometimes so strange that “outsiders cannot identify whether they are meant to be works of 

art or some local analogue of what we would call art” (1993. p.1). This argument is echoed 

by Chiu (2004) who indicates that the romanticisation of the Pacific was idealized by early 

European contact. She mocks the misconception of Pacific cultures blended together in a 

meaningless mix as shown in the popular Elvis Presley film ‘Paradise’. Chiu discusses 

outsiders’ perception of the Pacific which has not changed much since the time of early 

explorers. She acknowledges the remnants of colonialism in the Pacific but raises the point 

that there is much more to contemporary arts in the Pacific thus, reflecting a vibrant world of 

socio-cultural, political and economic tensions. Chiu also challenges the notion of the Pacific 

paradise by early explorers and other commercial companies. This commonly held belief that 

Pacific islands are comprised of primitive and simplistic societies is one that Pacific Island 

scholars and artists continue to challenge.  

In the 21st Century context, colonial influences on the arts scene are still visible in 

Fiji.Teaiwa (2008) raises the issue of who an artist is, and how Pacific perceptions of art have 

been shaped by external ideas. She discusses the role of women in the arts as part of daily 

Pacific life and questions a lack of interest in knowing ‘who’ the craftsperson is. This 

disinterest in creative producers of heritage arts, she argues may be due to a number of 
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reasons. Firstly, the cultural collectivist nature of Pacific cultures does not recognize the 

efforts of the individual artist; and secondly, the colonial legacy of heritage art as artifacts 

does not prioritize their origin and creators. Also, in the cultural context of heritage arts, it is 

the artwork or completed heritage art that is significant in ritualistic cultural use and takes 

precedent over the creator of the art work/s.   

Another significant point Teaiwa discusses, is the idea that traditional arts are a legacy of the 

same colonial mentality and therefore categorized as ‘craft’. She argues that Pacific people 

need to reflect and dialogue on the role of the arts and artists in our societies, given that the 

arts are highly commoditized and individualized focusing on potential gains and profits to be 

made. The significance of this discussion is that the idea of art and the recognition of 

individual artists stems from a western perspective. Also, the general conception of what art 

is and who is an artist, is important to this study because what artists produce and how they 

see themselves in contemporary society is also influenced by these beliefs and 

understandings.  

In Australia, Neale (2005) discusses how aboriginal arts found its way into art galleries from 

the late 1940s to the 1970s. These works were initially viewed as neither “…fine art or high 

art but rather as objects of material culture” (p.484). The western approach to collecting 

these arts was motivated by the view that the culture was dying and, it was only in the 1980s, 

that Australians themselves began collecting indigenous bark paintings. According to Neale 

argues this may be due to the colonial influence, which prevented this art from being 

accepted as fine art worthy of collections. “…[T]o accept these images as fine art the 

dominant culture would have to acknowledge that the people who produced them had a 

culture equal to its own in order to share that rarefied category, high art” (p.485).  

The 1980s also saw Aboriginal art on canvases produced by desert communities but it was 

not until the mid-1990s that art works began to be accepted in art institutions.The acceptance 

of Aboriginal art into art institutions led to a better understanding by non-indigenous people. 

Neale(2005) stresses the irony that modern Australia is marketed through the fame of 

contemporary indigenous art and culture and posits the question: “Is Australian high culture 

now indigenized?” (p.496).   An important point Neale makes is that what many art critics 

failed to recognize was that in cultural production, the media used is not what makes the 

artwork authentic, but rather the message it portrays.This raises important issues for 

contemporary art in the Pacific islands and in Fiji where little art dialogue has been 

stimulated in academia, and in the art circle itself, about what comprises Pacific or Fijian art. 
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In New Zealand, the movement of traditional Maori art into the international art scene began 

to emerge in the mid-1980s (Mane-Wheoki, 2005). Contemporary Maori art on the other 

hand formally began around fifty years ago.  Mane-Wheoki profiles a number of artists who 

were at the forefront of the contemporary Maori art movement in the 1950s, as a direct result 

of the Tovey20 era. Even though these pioneering Maori artists attained formal art education 

in the 1950s, many of these original artists were marginalized and unsupported by the 

mainstream art scene in New Zealand. Their exclusion from gallery space exhibitions 

resulted in five art teachers, mounting the first exhibition of contemporary Maori art in 1958 

held at the ‘Adult Education Centre’ in Auckland. This was the first time such an exhibition 

had been mounted anywhere in the world. 

Mane-Wheoki critiques the notion of who indigenous an artist is, and how this influences 

support and recognition in New Zealand Maori art today. In that context, the correlation 

between formal arts education and the growth of contemporary Maori arts is clear whereas in 

the Pacific islands, artists are predominantly unschooled in the arts. In the Maori 

contemporary art scene today, more formally trained artists have emerged. The three main 

categories of contemporary Maori art that have emerged are ‘iwi’ (tribal), ‘mana wahine’ 

(female), and ‘mana tiriti’ (treaty conscious). Mane-Wheoki posits that Maori contemporary 

art has matured after fifty years of growth with an increase of formally trained artists who are 

conscious of their past, present and future.  

From a broader art standpoint, Moore (1995) examines the way that concepts of identity; 

power, supernatural and imagination are used to show the relationships between religion and 

the arts. He examines art as a political tool reflective of societal and cultural changes and 

revisits the early rejection of Pacific ‘primitive art’ and ‘non-literate’ societies and conception 

of the so-called tribal arts. Moore argues that in order to fully understand and appreciate 

Pacific arts, it is important to understand cultural and religious contexts of the islands. He 

explores the influence of European contact, colonialism and the introduction of Christianity 

on the rejection of some art forms, and the complete loss of and/or changes in the form and 

presentation of others. While Moore talks about the differences between culturally-significant 

art and tourism-driven art, he also reinforces the value of documentation and research on 

Pacific Arts and the use of local ‘insider’ methods to portray true meanings. 

                                                      
20Mr. Gordon Tovey was the national supervisor of Art and Crafts in the New Zealand department of Education in 1946. He 
established a program that aimed at Maori to be trained as artists and can be appointed as primary school teachers of arts and 
crafts. For more details see Mane-Wheoki (2005; p.500). 
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The history of Pacific/Oceanian appreciation of contemporary arts can be traced to the Pacific 

value of traditional/heritage arts, artisans and their production processes (Teaero, 2002; 

Teaiwa, 2008). These ways of understanding and appreciation of ‘functional heritage arts’ 

can work to either inform or undermine local worldviews of contemporary artsdepending on 

how widely read or well informed/exposed the artists (producers) and the viewers 

(consumers) are in terms of both local art history and outside art history and know-how. 

Those that produce and disseminate information about Pacific island arts also play a role in 

creating awareness, understanding and appreciation of these art forms. Additionally, if those 

disseminators of information such as schools, academia, curators, media, and the like, are 

themselves ill-informed, that further undermines and stagnate the wider community’s 

understanding and appreciation reinforcing the lack of investment in contemporary arts. 

These discussions are relevant to the mapping of development of contemporary arts in Fiji. It 

presents different views on how Pacific arts were/are viewed from the outside, but also most 

importantly how those in the Pacific see what has been inherited and engaged as new arts and 

art forms. In New Zealand, the idea of formally trained artists emerged and although some 

may argue that we do not need formal training for artists, the reality is that formal training 

creates awareness of the arts around the world. Formal training also informs the way that 

Pacific Islanders see their own art, and improves art production through the introduction of 

alternative processes. It builds capacity of individual artists, in terms of proposal writing, 

academic writing, and provides other skills that artists require to deal with the ever-changing 

globalised world of the arts. 

2.5 Art Institutions & Development 

According to Kavaliku (2000) when it comes to development, the small Pacific islands are 

often labeled by outside entities as ‘The Pacific Paradox’. This concept arose in the early 

nineties when the World Bank (1993) raised concerns that the Pacific Island economies were 

not doing so well in comparison to its counterparts in the Caribbean and in the Indian Ocean 

who are subjected to similar economic constraints. That is, they contain small domestic 

markets, narrow production base in terms of economic scale, lack of infrastructure or high 

unit costs infrastructures, isolation from potential high income markets overseas, high 

dependency on remittances and foreign aid, among other issues. Kavaliku points out the 

importance of blending ‘customary practices and modern systems’ which both: “inhibits 

development; and, provides some stability and a social safety net” (p.26). That is, culture or 
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customary practices are only recognized as either “Inhibitors of development or as a 

conservative“social force” (Ibid). His counter position was that the different ‘cultural 

dimensions’ play an important development role and should be included in any/all policies 

regarding the Pacific Islands.  

Kavaliku suggeststhat there is no Pacific Paradox as this is “simply an admission of their 

[World Bank’s] confusion … [and] … The paradox is solely in the eyes of the beholder who 

is blinkered against culture and sustainable development” (p.26) [Emphasis added]. He 

admits that Pacific Islanders are living in a globalised world and the greatest challenge PICs 

face is how they may participate in the global economy without losing their way. Kavaliku 

demonstrates this by relating this challenge to a ‘fish metaphor’. 

The Lokua is a small fish that lives in reef ponds cut off from the surrounding waters during low 
tides, but when the tides are high, they are periodically replenished by ocean waters. For people 
living in the Pacific islands, the issues are much the same as those faced by the lokua: whether to be 
an integral part of the larger ocean or to remain in our own little ponds, nurtured mainly by our own 
resources, but having them replenished from time to time with by regional and global environment 
(Kavaliku: 2000. p. 28). 

 

Kavaliku explains the metaphor with a series of questions relating to PICs aspirations of 

becoming more involved in the global economy. He asks: how much of the sheltering wall of 

our ponds do we want to knock off to allow for a greater flow of ocean both at low and high 

tide? Can we be ourselves in a bigger world? What is our future among the bigger fish of the 

world’s ocean? What resources will there be to allow us to live and participate in the global 

society? Could we survive? (p.28). 

The gist of this metaphor is that the 21st Century Pacific is part of the globalised world. 

However, given our economic constraints, culture is an important element that may be 

incorporated to influence and help define development in the Pacific island context. Kavaliku 

concludes with a Tongan proverb: Taumulivalea, which emphasizes the importance of 

culture in any dialogue or discussions about development. It roughly translates as “if you do 

not know where you come from, how can you hope to know where you are going?” 

(p.31).Although Kavaliku’s primary concern was economic development, his essay presents 

an important conversation relevant to the arts in Fiji and the wider Pacific Islands. His ideas 

are applicable in terms of conceptualization and contextualization of contemporary art to 

generate art discourses in the islands to ensure that Oceanic/Pacific arts can have legitimacy 

or a voice of its own rather than it being defined by outside actors.  
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What stands out in the development of the arts is the critical need to strengthen art 

institutions. While there has been no discourse on this in the islands, McCarthy et al (2005) 

explains that in the United States of America (USA), three distinct institutions have shaped 

the visual arts system. They posit that all of these institutions have their origins in eighteenth 

and nineteenth century Europe. These include: 

1. Public Art Museums which have been the dominant venues for public arts appreciation;  

2. World of Visual Arts Discourse which includes research, the system of ideas and 

theories that validate art objects and links them to one another over space and time;  and,  

3. Visual Arts Marketwhere art works are bought and sold (Ibid: p. xv). 

They argue that over the last thirty years, each of these institutions have changed 

considerably. Art museums which firstemerged in the United States a century and a half ago 

have increased in numbers and have grown considerably in public popular perceptions. These 

museums administer large sums of revenue andassets and have traditionally served various 

agendas that have often at times, in conflict with each other.  

Arts discourse was oncerelatively limited in terms of ‘who was included and how works of 

arts were evaluated’, but it ‘has become increasingly pluralistic and splintered, and it exerts 

less control than in the past over the process of determining the artistic value of emerging 

works (Ibid, p. xv).These changes have opened the art system for the appearance of 

extraordinary artistic varieties and for the fast growth and segmentation of the visual arts 

market. Ultimately the visual arts market in America has “been transformed from a small and 

close-knit community of relatively few members into a modern, specialized, multibillion 

dollar marketplace” (Ibid). 

The USA example provides a useful reference point for art development in Fiji and PICs, but 

the near non-existence of both Public Art Museums and Visual Arts Discourse, makes it 

difficult to move in any purposeful direction in the arts or to develop effective policies. 

Rather, the trend is to adopt policies or models from the outside in the hope that it will work 

for Fiji and other small Pacific Island nations.  

Art institutions in Fiji have yet to be assertive in the publics’ mind.  Mackenna and Janssen’s 

(2009) rightly argue: 

“… we [in the Pacific] have yet to assert clearly the value of [and] current role[s] and the 
potential of our institutions. The basis for acceptance of their place in society should be 
articulated in order to claim a solid intellectual position in public discourse.” (p.2) [Emphasis 
added] 



29 
 

Emphasizing the ‘Oceania’ Art discourse, Hau’ofa (2008) reflected on the vision of having a 

space to promote the arts of Oceania. In his view, institutional support is needed to provide 

spaces for the creation of arts that are distinctly Oceanic and without adhering to western 

concepts, standards and aesthetics. He felt that Pacific ‘people of the ocean’ would only 

maintain autonomy by relying on themselves rather than on outsiders and in so doing ensure 

that PICs maintained control on what they produced as art. He argued that PICs need to 

rethink their art collections (or lack of) and stressed the need to keep the best within regional 

and national collections, instead of in Museums and art galleries abroad, as was usual practice 

in the past with traditional arts. Hau’ofa consistently argued that freedom from most 

restriction is vital to the success of the Oceania Centre for Arts and Culture. He was of the 

view thatthe centre needed a vision of expansion to other Pacific Islands beyond its based in 

Suva. Hau’ofa raises a number of important issues related to the development of 

contemporary Art, including the need for a clear vision, art creation space(s), local 

community support; less reliance on the outside world in defining and limiting creativity; and 

the freedom to create without restriction; and, having a ‘space’ to operate from. 

Higgins (2008) shares many of Hau’ofa’s ideas but also questions what contemporary 

Oceanic or Pacific Art is. She argues that there are many categories or forms of contemporary 

Oceanic arts and  discusses the differences between the contemporary Pacific art of New 

Zealand diasporic artists and art produced by artists in the islands. She argues for use of 

‘Oceania art’ rather than ‘Pacific art’, based on Hau’ofa’s renown 1993 article, ‘Our Seas of 

Islands’ which presents the Ocean as a metaphoric Oceanic space or highway. Higgins 

acknowledges the complex influences and expressions in contemporary Pacific art which 

makes it difficult to confine and categorize in traditional western art paradigms.  

Cochrane (2005) also discusses movements in Pacific art with the creation of post-colonial 

notions of identity and culture. Reviewing contemporary art movements in Melanesia, 

Polynesia and Micronesia, she argues that Pacific artists create their images to correspond 

with their own cultural backgrounds and experiences. Cochrane recognizes the importance of 

Pacific artists maintaining control of their art, but says that in order to do this; they need to be 

able to access resources, space and opportunities. She portrays contemporary art as 

“…innovative development in the visual arts of indigenous cultures” (p 453). Contemporary 

Pacific art, she argues, saw indigenous artists engaging in new art media as well as the 

emergence of the urban artist breaking away from traditional art forms and contexts.  
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Acknowledgingthe lack of documentation of contemporary art in the Pacific, Cochrane traces 

the emergence of the use of the term‘contemporary art’ in the region. She says that 

‘contemporary art’ was first used in Pacific art discourses in the 1970s with wide usage 

emerging in the late 90s.She argues that since the late 1960s, there has been a lot of 

interaction between European and Pacific artists and scholars, which has contributed to the 

development of the contemporary arts in the region.Cochrane provides a working timeline for 

the definition of contemporary Pacific art. She also examines the beginning and development 

of contemporary Pacific art in the region. This chronology shows the various conversations 

and influences that the outside world has had on contemporary Pacific art, which continues to 

draw on traditional concepts and meaning. This development will continue to grow and 

change as new generation artists emerge. 

In Asia, artist-initiated spaces emerged in the early 1990s (Clark, 2005). These spaces have 

played a vital role in shaping contemporary art definitions and movements at the local and 

regional level. A majority of these projects are in regional countries lacking national support 

structures for the arts. Discussing community initiatives in Asia, Clark (2005), raises the 

importance of art movements that work in specific island contexts even if they challenge 

traditional western perceptions of art and art spaces. On theme and content, she explains how 

artist-driven spaces allows artists to explore social, political and taboo subjects, which is 

restricted in formal institutions where artists work according to that institution’s mandate. 

She concludes that inadequate backing of government and institutional support means the arts 

movement will continue to struggle in its development, even though artist initiated projects 

can/do achieve some levels of success.  

Globally, particularly in developed and more economically affluent countries, what can be 

seen is that during financial down-turns in economic situations, art institutions and art 

personnel are often undergoing training or redefining their roles to keep up with the ever-

changing art world.This enables necessary adjustment to changing public preferences and 

declines in budgetary funding (Effendy, 2004; McCarthy and Ondaatje, 2005; Pilkinton et al, 

2010; Edgar, 2012; Brown, 2012).  

The art critic is another important art development actor. In the United States, Szanto (2002) 

discusses a study on the role of the visual art critic. Szanto states that visual art “criticism has 

been struggling to keep up with the swift evolution of the [contemporary] art world” (p.6). 

[Emphasis added]. In an earlier work, Eisner (1988) argued that art critics ‘help students 
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participate in [the] chain of looking, seeing, and experiencing, and later to transfer what they 

have learned to do with art to the world at large.’(Eisner 1988. p.19: cited in Teaero 1999. 

p.1). In the Pacific, Teaero (1999) supports the idea that art critics are important for the 

development of the arts and should be part of art education in the region. His contextualized 

view is that it is possible to employ critique together with local ideas and concepts of the arts. 

He posits that this will provide students - potential island artists - with greater awareness for 

and appreciation of the ‘visual environment and works of art …[and to] … perceive, explore 

and describe their visual world in a highly individual and unique way.’ (p.1). [emphasis 

added].  

This conversation is crucial in the islands for a number of reasons. Firstly, given the lack of 

art education and the fact that most artists in the Pacific islands are self taught; the production 

of art may be tolerated for the local art market but when these art works are moved to a 

different stage in the overseas art markets, many issues emerge such as acceptable quality and 

standards. Art production issues of ‘copying, appropriation, and derivatives’ also come into 

play. Where local artists may be unaware of expected art standards, this could further 

undermine the values of arts produced in the islands and prevent them from being taken 

seriously in the global art conversation.  

Although some countries in the Middle East and Africa are not economically stable, the 

economic resurgence of oil rich nations, has seen funding channeled into the arts for 

administration, training and much needed infrastructural development. In Africa, this has led 

to the creation of discussion spaces to deliberate developmental needs for the arts in new 

types of art symposiums ‘focus[ing] on building art institutions in Africa’ (Ericson: 2011. 

p.1) [Emphasis added]. A summary of some notable interest points that has emerged from 

that regional discourse are: 

1. The changing role of art institutions and initiatives in relation to the broader artistic 

urgencies and to society in its whole; 

2. The role of independent contemporary art institutions in the construction of a strong 

cultural private sector as well as in forging a critical opinion from an open civil 

society; 

3. Providing a platform for discussing case studies and experiences accompanied by an 

informed interpretative analysis; 
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4. Government institutions adjustment to these paradigm shifts to achieve fruitful public-

private partnerships; 

5. Understanding the dynamics that former colonial powers create through their strong 

cultural and artistic presence in post-colonial territories; 

6. Institutions as products of their environments and active agents capable of shaping 

their societies in return; and  the question,  

7. What can artists and related professionals expect from an art institution in a context 

determined by one off blockbuster events, financial incapacities and educational 

degradation? (Ericson: 2011. p.1-2). 

These examples of national and regional discourse in richer and economically well endowed 

resource countries relate to the recognition that institutions and personnel, education and 

other factors play vital roles in the development of the arts and the wider cultural industry. It 

also exposes a huge gap in the economic situation and weaknesses in Small Island 

Developing States (SIDS) like Fiji and other PICs.It poses the question; how can we talk 

about these changes and the different roles of art institutions and personnel if they do not 

exist? In those instances where art institutions have been established, experience has shown 

that they are not able to function properly partly due to lack of resources in terms of funding 

and/or the lack of qualified personnel.  

2.6 Benefits of the Arts 

The many social and economic benefits that the arts can bring to the individual, society and 

the economy are widely covered in international literature (Myerscough, 1988; O’Brien & 

Feist, 1995; Jermyn, 2002; Guetzkow, 2002; Reeves, 2002; Kinder & Harland, 2004; 

McCarthy et al, 2004; Power and Scott, 2004; UNCTAD Creative Economy Report, 2008; 

Texan Cultural Trust, 2010). However, these benefits do not always go hand-in-hand with the 

investments that the art sector needs, as the case in most developing countries. Similarly in 

developed countries, when economies are in decline, there is a drop in art investment and 

funding (Pogrebin: 2007; Lassahn: 2009; Pilkington et al: 2010; Boyer: 2011). In Fijias in 

other  PICs, the norm is very little investments in the arts (Veikoso, 2012)21. 

In 2003, UNESCO convened a ‘Regional Conference on Arts Education’ in Nadi, Fiji 

highlighting the various benefits and the roles of art education in the Pacific. The conference 

                                                      
21Talanoa session with Mr. Laisiasa Veikoso, Director of The Fiji Arts Council (FAC). 
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report highlights the need for research on the arts from multiple perspectives including 

academia, practicing artists, art teachers, art collectors, art critics, museum/gallery curators, 

the community and students themselves.These perspectives are presented as crucial to 

facilitating a better understanding of the artworks and the art industry (UNESCO, 2003). 

Although that regional gathering brought together representatives from around the region, the 

status of art education in Pacific schools has not changed in the last decade.Nor hasthe report 

impacted on the actual generation of research and publication in the arts. Since this study is 

limited to Visual arts, the following section provides a summary of the benefits of visual arts 

education identified at that gathering. 

Learning through Visual arts: 

� Visual arts offer, like other arts disciplines, ways of knowing about oneself, one’s 

community and the world, and opportunities for exploring, reflecting on and 

communicating identity. 

� As students learn about visual arts there are opportunities to understand and 

participate in local and global community. 

� Visual Arts learning offers meaningful contexts for developing a range of higher order 

thinking skills such as problem solving, interpretation, analysis and application as 

well as life skills such as self-management, study, communication and physical 

skills(UNESCO, 2003. p.42-43).  

 

Learning in Visual arts offers opportunities for learners to: 

� build skills in and knowledge about specific media, processes, techniques and art-

making conventions; 

� develop knowledge about how art-works are viewed and valued in societies; 

� encourage students to develop ways to express ideas, feelings, experiences and issues, 

and communicate to a wider audience; 

� have quality time for multi-sensory exposure and engagement with art works in order 

to gain deeper understanding of the meaning and ideas being communicated, the 

artists’ intentions, the art making processes involved and the context in which the 

work was produced (p.42-43). 
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Furthering the discussion on the benefits of the arts, Guetzkow (2002) argues that art enables 

active participation of the individual and community through direct involvements, audience 

participation and through the presence of artists, arts organizations and art institutions. These 

benefits/impacts extend from economic, cultural and social tomaterial/health, 

cognitive/psychological and interpersonal benefits. Table 1 presents a summary of these 

benefits. 

Table 1: Benefits of the Arts  

Benefit Impact 
 
 

Material/Health 
 

� Builds inter-personal ties and promotes volunteering, which improves 
health. 

� Increases opportunities for self-expression and enjoyment. 
� Reduces delinquency in high-risk youth. 
� Increases opportunities for enjoyment. 
� Relieves Stress. 
� Increases individual opportunity and propensity to be involved in the arts. 

 
 

Cognitive/Psychological 
 

� Increases sense of individual efficacy and self-esteem  
� Improves individuals’ sense of belonging or attachment to a community. 
� Improves human capital: skills and creative abilities. 
� Increases cultural capital. 
� Enhances visuo-spatial reasoning (Mozart effect)22. 
� Improves school performance. 

 
Interpersonal 

 

� Builds individual social networks. 
� Enhances ability to work with others and communicate ideas. 
� Increases tolerance of others.  

 
 
 

 
Economics 

 

� Wages to paid employees. 
� Income for artists 
� People (esp. tourists/visitors) spend money on attending the arts and on 

local businesses. Further, local spending by these arts venues and 
patronized businesses has indirect multiplier effects. 

� Increases propensity of community members to participate in the arts. 
� Increases attractiveness of area to tourists, businesses, people (esp. high-

skill workers) and investments. 
� Fosters a “creative setting” that spurs economic growth in creative 

industries. 
� Greater likelihood of revitalisation. 

 
Cultural 

 

� Increases sense of collective identity and efficacy. 
� Builds community identity and pride, leads to positive community norms, 

such as diversity, tolerance and free expression. 
 
 

Social 
 

� Builds social capital by getting people involved, by connecting 
organizations to each other and by giving participants experience in 
organizing and working with local government and non-profit 
organisations.  

� People come together in art events, who and which, might not otherwise 
come into contact with each other.  

(Adapted from McCarthy 2002, In Guetzkow; 2002, p.3). 

                                                      
22 The "Mozart effect" was concept first described by French researcher, Dr. Alfred A. Tomatis in his book (Pourquoi 
Mozart? 1991) (Why Mozart? 1991). He advocates that listening to music by Mozart, presented at different frequencies 
helped the ear, and promoted healing and the development of the brain. 
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The ‘economic benefits of the arts’ have been recognized in art sectors around the world, 

“…largely as a result of a new ‘economic’ rationalism in public policy.”(Madden (1998: 

p.3). However, applying economic measurements to the arts is “at odds” with acceptable 

economic and analytical practices, alluding that perhaps ‘Cultural economics23’is the way 

forward and will juxtapose the relationship better. Madden feels that the “…relatively young 

subject known as ‘cultural economics’ is only just beginning to mature[and for this reason] it 

is hardly surprising, then, that much of the application of economics to the arts has been less 

than satisfactory” (Ibid).  

Madden posits the terms ‘economy is a system’ and ‘economic and its tools’ have been used 

to misrepresent results of economic benefits, hence, the prioritization of the financial side of 

the arts. He presents the view that ‘economics’ has distracted attention from more useful 

discussions’ and “… discourses on arts policies, has weakened Arts advocacy and has caused 

undesired policy responses” (Ibid). An alternative solution is provided by Nurse (2006) who 

suggests that that ‘culture’ or ‘cultural economics’ is the missing link. He argues that 

increasing production and share of cultural goods and services, intellectual property and free 

world trade as well as the threats to cultural diversities and identities linked with 

contemporary globalization, emphasize the fact that  ‘culture’ should be included as the 

‘fourth pillar24 of sustainable development (SD). “Sustainable development is only achievable 

if there is harmony and alignment between the objectives of cultural diversity and that of 

social equity, environmental responsibility, and economic viability.” (p.1). Pascual (2012) 

shares similar standpoint. 

The current paradigm of three pillars [in development] is based on a narrow Western view that 
forgets the sense of place. The deep meaning of development is only understood at a local 
level. Global models cannot be implemented locally unless there is a “door”, a local 
governance in which people and places are not threatened by globalization but, instead, 
invited and empowered to become actors of globalization, that is, to generate new meaning 
without losing their identity. Recognising the plurality of knowledge systems is critical for 
sustainability. (Pascual: 2012. p.2). [Emphasis added]. 

Similarly, a number of Pacific education scholars, (c.f. Professor Konai Helu-Thaman, 

Professor Linda Tuhiwai-Smith, Dr. ‘Ana Taufe’ulungaki, Associate Professor Kabini Sanga, 

Teweiariki Teaero and others) have promoted similar ideals for some time. They recognize 
                                                      
23 Cultural Economics is a fairly new branch of economics that argued for the recognition of culture as an important pillar of 
sustainable development. See Nurse (2006). 
24 The other three pillars of development are Social Equity, Environmental and Economic. The economic pillar aims to 
create income and it was conceived in the 18th century, the social pillar redistributes income and aims to introduce 
considerations related to equity to all members of a society as we began to do in the late 19th century; the third pillar 
watches over the responsibility for the environment and was conceived during the second half of the 20th century (Pascual 
2012.p.1). 
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the need to contextualize education and to take into account local cultures and concepts and 

values to guide and bridge the gap between the western cultures and local Oceanic 

epistemologies. They argue that it is only by doing so that PICs may arrive at a more 

appropriate, sustainable and meaningful way of producing and generating knowledge. This 

relates to the state of affairs in the arts in PICs - including Fiji - where governments are still 

unwilling to invest in the arts as they do in other more visible sectors of the economy. The 

arts do not have the immediate economic returns as other more economic viable sectors and 

therefore are not seen as lucrative as exports from the manufacturing sector. 

Madden (1998) presents a useful argument when lobbying for national and regional 

investment. He says art should be promoted and articulated per specific functions, as this is 

crucial to justify the benefits of art investment to governments and more importantly for 

creating appropriate and meaningful policies. It is clear that if the benefits of the arts were 

better understood by decision makers in the islands, there would be more support, 

development and training opportunities provided in the sector. 

2.7 Re-thinking Art and (Art) Education 

Societies change, and so must their arts, if they are to be meaningful, functional and express 
the sentiment inherent in that society. This is not a radical and complete break from the past, 
but rather a compatible and gradual modification to suit the new values, identities and 
concerns of that society (Tausie1979, p.vii). 

The quotation from Tausie above was concerned with the heritage or traditional arts in the 

Pacific, but his argument is applicable to contemporary visual arts in Fiji today.  The issues 

about modification or change, raises a number of questions: For whom are we changing? For 

what reasons? And, Why? (Meleisea: 1980). And, what lenses or worldviews of the arts are 

we using in Fiji and PICs? (Thaman 2003; Taufe’ulungaki 2011). 

There is little literature about re-thinking of the arts and Arts in Education (AiE) in the 

Pacific Islands but Pacific scholars such as Linda Tuhiwai-Smith, Konai Helu-Thaman, ‘Ana 

Taufe’ulungaki, Kabini Saga and Teweiariki Teaero among others, have advocated the 

critical re-thinking of Pacific education and research. They argue ‘re-thinking’ is only 

possible through deliberate decolonizing of the mind and purposeful employment of Pacific 

epistemologies. These Pacific scholars advocate the use of Pacific concepts in understanding 

the creation, acquisition and delivery of knowledge to Pacific people in Pacific contexts. 

Their works resonate with the re-thinking philosophy that can be applied to the arts in Fiji 
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and the wider Pacific, if contemporary Pacific arts from the islands are to get away from 

being categorized or labeled as ‘mimics or derivatives’ of the western worlds’ arts. 

The labeling of ‘mimics or derivatives’ was raised by Hermawan (2008) in an interview with 

Indonesian Art critic, Enin Supriyanto. Supriyanto was asked, why are Indonesian 

contemporary arts not often known in International Art Forums comparative to its other 

Asian counterparts like China, India or South Korea?Supriyanto acknowledged that it was 

difficult to provide an instant and concise answer as he did not know much about Indonesian 

arts. He did however explain the ill-recognitionof Indonesian contemporary arts in the world 

art markets. 

In a lot of European countries and in the United States, modern and contemporary arts are 
always seen as cultural practices important to the cultural and social developments in Europe 
and the U.S. As Asian [and Pacific] art is not included in such discourses, it tends to be 
relegated or rendered as exotic, or even worse, asartworks derivative or imitative of 
what is found in the West (Ibid, p.1).[Emphasis added] 

This reasoning is relevant to the arts in Fiji and wider Pacific context in terms of current 

forms of mainstream contemporary visual art produced. Hau’ofa (2008) attributes this to 

mimicry as the result of arts created for tourism and hospitality industry without institutional 

support to promote the development of the arts.  Hau’ofa argued that there are ‘modern’ 

artists in Fiji but; 

“... most are foreigners or Oceanians [Fijians and other Pacific Islanders] who have studied 
fine arts overseas or learned from resident Western artists. The content and some materials 
used may be local, but the styles, the perspectives, and the aesthetic values are all non-
Oceanian [non-Fijian]”. (p.82). [Emphasis added]. 

In fact, the challenges of producing ‘mimicry and derivative art forms’ was initially raised in 

the 1970s and partly addressed by a programme proposal initiated and implemented by Beier 

(1974). Beier proposed an alternative art programme based on workshops and apprenticeships 

at Art Centres targeting indigenous artists in Papua New Guinea. Beier argued that such a 

programme keeps artists grounded in their own traditional background before they are 

exposed to outside influences. It also stresses the practical side of art rather than theoretical; 

advocates techniques [sometimes materials] that are available locally. Classroom teaching 

was replaced with a workshop environment; and, attempted to integrate traditional values 

while showing the artists modern techniques and the necessary skills required in the today’s 

world. According to Beier, the programme’s success depends on the artists own initiative and 

imagination. She suggests this initiative will hopefully engage the kind of natural selections 

that exist in village level. These fundamental elements are also perpetuated by Hau’ofa 
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(2008) in his article “Our Place Within: Foundation for a Creative Oceania,” and were 

noticeable25 at the Oceania Centre for the Arts and Cultures at the University of the South 

Pacific, Suva26. Similarly, Taufe’ulungaki (2011), in her keynote address at the ‘Workshop 

on Safeguarding Cultural Heritage’, reiterated the employment of cultural values in the 

process of creativity in order to understand the context of Pacific art being created. 

In the re-thinking of art education, Shaeffer & Engelhardt (2006) advocates the ‘Art in 

Education (AiE) Approach,’ which is different from the conventional approach of Art 

Education where art is taught as a distinct subject. AiE draws from the theory of “multiple 

intelligences”, developed by educationist Howard Gardner (1983).Gardner argued that there 

are many modes or forms of learning and subsequently many types of intelligence.Shaeffer & 

Engelhardt’s argument is based on Gardner’s perspective using the arts as a tool in teaching 

of other subjects. The AiE approach to arts education acknowledges the important 

connections between the arts and culture. 

Such inclusion of culture is viewed as a means by which to counteract the effects of 
globalization and stem the decline in cultural diversity (as manifested in the loss of languages, 
practices and art forms). The incorporation of culture into [art] education is also seen as 
important because learning about one’s own culture, how it has changed and how it relates to 
other cultures, better enables students to construct their own sense of personal identity, 
enhancing their confidence and sense of belonging, and fostering social cohesion (Shaeffer & 
Engelhardt 2006. p.1). [Emphasis added]. 

The AiE approach is advocated as having multiple benefits in improving the quality of 

education. These include: 

1. Engaging students’ curiosities and interests, which enables students to see 

connections and relationships between different subject areas, leading to new creative 

insights and inventive ideas thus bringing the advantages of arts education to all 

students and the subjects they engage in; 

2. Inclusion of local cultures and values into all areas of education which provides an 

opportunity for students to learn about a range of local art forms and build up greater 

appreciation for cultural values and diversity; 

                                                      
25Noticeable to the researcher who was an artist in residence at the Oceania Centre from 1998 to 2008 under the directorship 
of Professor Epeli Hau’ofa. 
26 For similar objectives for the OCAC See Hau’ofa (2008) “Our Place Within: Foundation for a Creative Oceania. In We 
are the Ocean; Selected works. p.85-88. However, it is also important to note that Uili and Georgina Beier were 
commissioned by the University of the South Pacific (USP) to write a situational analysis report that could help USP in 
establishing OCAC. See Hau’ofa (2008). p.83. 
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3. This approach is seen to be a valuable asset for schools which lack the financial and 

human resources to provide specialized art classes but wanted their students to 

benefits from art education; and, 

4. And finally, the employment of the arts as a tool to teach school subjects has been 

found to also help teachers develop their own skills and fosters motivation and 

interest in their works27 (Ibid, p.1). 

In Fiji and other Pacific Island nations, the Arts are marginalized. Teaero (2002) describes the 

classroom situation. 

Observations in classrooms…reveal that art in primary schools is used only as a “filler” subject. 
In this sense, students are allowed to engage in art only if there is nothing else to do in the 
classroom. In Fiji, art is taught as part of what is referred to as PEMAC. This consists of 
Physical Education, Music, Art and Crafts. These subjects are again being marginalized (p. 18). 

Thursby (2002) expands onthe context of art education in the Pacific islands over the two to 

three decades post-independence. He argues that decisions on school curriculum had been 

widely debated within villages, towns and governments. The outcomes pointed towards a 

desire by PICs for a “... core curriculum of subjects that would offer young people 

opportunities for employment, particularly white collar jobs in the developing economy and 

also opportunities to engage in cultural activities that would enhance and strengthen their 

knowledge of their cultural heritage.” (p.1). According to Thursby, it was unfortunate that the 

chance to implement this core curriculum were not achieved. He argues that most of the 

education systems in the South Pacific prioritize policies and planning of core subjects that 

meet literacy, numeracy and infrastructure and human development required to support 

economic development. This means that arts were/are in the low priority of development and 

education. Thursby further posits that limited resources hindered what could be done. This 

added to educational bureaucrat and governments beliefs thatthe arts were better-off left to 

the communities and to special allotted days in schools where cultural performances are 

displayed.  

Formal education has been and will continue to be viewed for its functionalist purpose.That 

is, the main expectation and aim of parents for their children or the learner, is to find paid 

employment (Burnett, 1998). Thisfunctionalist view is one of the main challenges facing 

formal education in PICs today, and has culminated in the unrelenting marginalization of arts 

in the region’s school curriculum (Teaero, 1999; 2002). 

                                                      
27 See Jensen &Attig (2005) for case studies on how the arts-in-education (AiE) approach has worked in Asia. 
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Thursby (2002) also attributes the problems of Pacific Island art education to high costs of 

Western art materials and the reluctance of young Pacific Islanders who are aware of the 

West’s art media and techniques, to accept anything other than the "newer"media, which 

includes digital media through computer technology. He surmises that Pacific educators need 

to be vigilant and to keep promoting the arts as crucial to theeducation of young people in the 

Pacific. He also recommends that donor agencies support thearts and assist in its 

implementation.The recommendations by Shaeffer & Engelhardt (2006) and Thursby (2002) 

are relevant to the contemporary Fiji art scene where limited national financial contribution to 

the arts is a serious constraint.  

In line with this, the UNESCO Regional Pacific Art Education Conference (2003) report 

emphasized that despite massive budgetary allotments to formal educational programmes, 

there is a general failure to provide educational opportunities for the Pacific children at 

school. The report, presents five common challengesin Pacific education:  

1. A highly selective system of students’ admittance to secondary and tertiary levels of 

education;  

2. Irrelevant and de-contextualized educational programmes;  

3. Insufficient resources, including infrastructures, well-train staff and up-to-date school 

materials;  

4. Ignorance of or refusal to acknowledge the importance of indigenous educational 

knowledges; and,  

5. Influence of western concepts on indigenous education and the arts. The report 

emphasizes detrimental effects of ignoring Pacific concepts in art and education 

(UNESCO, 2003). 

Similar sentiments are raised by various contributors to ‘Tree of Opportunity’ (Pene, 

Taufe’ulungaki & Benson, 2002) a collection of articles on the state of education in the 

Pacific islands. This publication presents the proceedings of the inaugural Rethinking Pacific 

Education Initiative for and by Pacific People’s symposium held in 2000 at the University of 

the South Pacific.Authors argued that education was in dire need of a critical review from the 

inside-out rather than seeking solutions based on educational contexts in the developed 

world. Drawing on the ideas of other Pacific education re-thinkers Koya (2011) argues for the 

inclusion of culture in Pacific art education and for the reclaiming for Art Spaces within 

formal school curricula and non-formal education in the Pacific. She says there is a genuine 
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need for ‘advocacy and awareness’ about the ‘benefits’ that ‘Art in Education’ (AiE)brings to 

formal and non-formal education and to social development and unity in Pacific 

communities. She advocates creating awareness in Pacific island communities of the potential 

and essential economiccontributions of the arts to development through stimulation of the 

creative and cultural industries as well as for human and social growth.One of the main 

concerns in her re-thinking of art is the need to contextualize AiE to ensure authentic Pacific 

learning experiences in the Arts. She presents 8 indicators as a guide for art educators.  

1. AiE must be contextualized in the philosophy, psychology and sociology of the Pacific 

islands;  

2. Prior ‘art’ knowledge of students and teachers must be the starting point for AiE;  

3. AiE must consider the lived experience and heritage art forms existent in diverse cultural 

contexts; 

4. Multiple Intelligence theory advocates a holistic school experience and AiE ought to 

provide multiple learning opportunities for students across the intelligences;  

5. AiE developers need to be cognizant of issues of relevance, readiness, resources; and, 

sustainability; 

6. AiE requires teaching for the Head, the Heart and the Hand. This comprises knowledge 

(cognitive learning through content); values, beliefs and attitudes (understanding, 

expression etc) and skills-for-life, livelihoods and life-long learning (through learning to 

do and hands on learning experiences and outcomes); 

7. Pedagogy must incorporate indigenous knowledgeand its contribution to positive and 

meaningful learning experiences; and, 

8. Important issues include Intellectual property, Copyright, Cultural mapping, Oceanic 

languages as endangered languages, Pacific History and the cultural and creative 

industries (Koya: 2011, p.3). 

In an earlier work, George (2005) presented the view that it is not enough to just include 

Pacific concepts in education. He argued for an indigenization of art administration in Pacific 

arts education institutions which in his view should be run by indigenous people rather than 

expatriates. His concern isfor Pacific people to feel a sense of ownership in the arts to 

maintain continuity and ensure sustainability. He also expresses the need for a regional art 

school at tertiary level in a politically stable island country and that such a school should take 



42 
 

into account the diversity of cultures and needs of the Pacific island countries through the 

arts.  

The need for a regional art school is premised on the view that Australia and New Zealand 

have sidelined Pacific Art in their tertiary art schools and there is a lack of development 

opportunity for Pacific artists in the islands. George is critical of regional art institutions 

which he says have failed to carry out their responsibility for the people of the Pacific. USP 

Oceania Centre for Arts and Culture (OCAC) is used an example. “Fiji’s Oceanic Art Centre 

was expected to play a greater role in the development of Pacific Art but it has not live up to 

its expectations as a central, regional focus for the arts. A centre purpose built to generate 

dynamism has failed to gain any traction[in other USP island member countries apart from 

Fiji].” (p.1). [Emphasis added].  

George’s use of the phrase “Fiji’s Oceanic Art Centre” is deliberate.While the Centre is part 

of the regional University, he makes the point that it has only served Fiji. George concludes 

by advocating the need to empower Pacific indigenous people to take ownership of the arts 

institutions and the initiative of having a regional art school to ensure regional development 

in the arts. The non-engagement of OCAC in other PICs art scene was partly addressed by 

Vaka’uta (2010)28wherehe advocated the use of USP Campuses in USP member countries not 

only to deliver mainstream educational subjects but also to hold art workshops and 

exhibitions. Vaka’uta suggests engaging the USP main campus at Suva as a main art gallery 

for sales and marketing of arts from the other Pacific island Countries locally and 

internationally.  

It is important to note that while the re-thinking of education and the arts is seen as a critical 

prerequisite for the development of both quality education and the arts in Fiji and the wider 

PICs, there are challenges which need to be considered. In Fiji, one such policy challenge is 

the politics of inclusiveness given the multicultural diversity of the population demographic. 

Past practice has seen the prioritization of indigenous Fijian (iTaukei) and Rotuman groups in 

affirmative action education programmes29 which have raised concerns about other ethnic 

groups’ needs. Experience has also shown that discussions about national representation at 

international events and exhibitions often focus on these two ethnic groups.  

                                                      
28 This essay was written in 2008, and published in 2010. Formal discussion about the establishment of the OCAC art gallery 
began in 2009 and the article was published well before its opening. 
29See for example the Blue Print for Affirmative Action 2000  
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The conversation about Contemporary Art in Fiji faces similar challenges. Although all Fiji 

nationals are now considered ‘Fijians’ in the current Military regime, many iTaukei feel that 

this is a privilege that should only apply to their category (Koya-Vaka’uta, 2011). This 

further complicates the discussion on the development of the arts and the Label of 

Authenticity (LOA) initiative, which has been an ongoing debate since 2006. There is also a 

concern by non- iTaukei artists that though the status quo seems fine, if another pro-

indigenous government is elected, how then would assistance and development for the arts be 

distributed? This complex socio-political reality is unlikely to change overnight. The hope is 

that support will be distributed on an equitable, merit basis rather than through polarized 

ethnic lines which does more harm than goodin the development of the arts. 

2.8 Theoretical Framework 
A theoretical framework is “...  a collection of interrelated concepts, like a theory but not 

necessarily so well worked-out. [It] guides your research, determining what things you will 

measure, and what... relationships you will look for” (Borgatti 1996, p.1).The theoretical 

framework is relevant where the researcher does not know much about what is going on in 

the area of study but is trying to gain more knowledge. No matter how little a researcher 

thinks s/he knows about a topic, and how unbiased s/heplans to be, it is hard not to have 

predetermined ideas, even if they are very general in nature (Ibid). These basic beliefs affect 

how a researcher looks at a situation or study area. As such, the theoretical framework: 

... guide[s] what you notice in a [situation], and what you don't notice. In other words, you 
don't even notice [all] things that don't fit your framework. We can never completely get 
around this problem, but we can reduce the problem considerably by simply making our 
implicit framework explicit. Once it is explicit, we can deliberately consider other 
frameworks, and try to see the [situation]...  through different lenses (Ibid. p.1). [Emphasis 
added]. 

Theoretical perspectives or lenses are important components of the theoretical framework. 

Crotty (1998) defines the theoretical perspective as “the philosophical stance informing the 

methodology and thus providing a context for the process and grounding its logic and 

criteria” (p.3). In the context of this study, I am an artist researching art in Fiji (my country 

of residence).My stance, through ‘participant observation’ for data collection through 

‘Talanoa’, could bring bias assumptions with or without my awareness into this study. To 

address this, it is important to clarify a theoretical perspective (i.e. view of the human world 

and the social life within it) where such assumptions are firmly based.  
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Crotty further argues that “Symbolic interactionism is a theoretical perspective that grounds 

these assumptions in most explicit fashion” (p.7). [Emphasis added], by “dealing directly with 

issues such as language, communication, interrelationships and community” (Ibid. p.8). He 

explains that symbolic interactionism is about basic social interaction whereby the researcher 

“enters into the perceptions, attitudes and values of a community, and becoming persons in 

the process” (p.8), in other words, being able to ‘put yourself in the place of others’. This 

informs choice and shaping of methodology. This also relates to the employment of 

‘indigenous research tools and values which are an integral part of methodological 

considerations in any Pacific research undertaking. 

2.8.1 Theoretical Issues in Visual Art 

To explore the nature of contemporary art development in Fiji, it is necessary to examine this 

phenomenon (art) theoretically from both western and indigenous perspectives. The art 

literature analysis indicates thatthere appears to be strong support of the need to examine 

contemporary Pacific art in Pacific Island Nations from a self-determination perspective. 

Ballengee-Morris et al (2010) advocate “exploring theories of self-determination and 

describe decolonizing approaches to research that are built on mutual trust.” (p.1). They 

recognize that researching and representing the stories of othersparticularly across 

international and trans-cultural boundariesis both problematical as well as an ethical 

challenge if not done appropriately. They also posit that research should follow “culturally 

sensitive strategy of having collaborating indigenous artists lead the research.” (p.1). This 

research approach is based on the work of others particularly Paulo Freire (1972) ‘Pedagogy 

of the Oppressed’ and Linda Tuhiwai-Smith (1999),Decolonizing Methodologies both of 

which are considered proponents of ‘critical and anti-colonial theory’ (Porsanger: 2004; 

Mahuika: 2008).  Similar decolonization approaches are also advocated by Thaman (1992, 

1996, 2003) and Taufe’ulungaki (2000, 2002). 

In line with critical and anti-colonial theory, Dei (2006) argues that the strength of anti-

colonial paradigm lies in its contributing of alternative insights to challenge Eurocentric 

discourses. Rabaka (2003) also suggests that “one of the most important task of a critical 

anti-colonial theory … is to capture and critique the continuities and discontinuities of the 

colonial and neo-colonial in order to make sense of our currently … colonized life and … 

worlds” (p.7).  
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In Fiji, from an indigenous perspective, Nabobo-Baba (2006) writes on the Vugaleipeople’s 

perspective, stating; “…the eyes, heart, soul and entrails (‘stomach’) work together to give 

meaning and interpretation to the realities of the people” (p.37). It is evident from these, and 

other Pacific descriptions that Meyer (2001) is succinct in her bold statement:“we simply see, 

hear, feel, taste and smell the world differently” (p.125). This metaphorical view by Meyer 

(2001) may be interpreted as the differences in Western and Pacific perspectives, but it is also 

applicable between our own people within Fiji and other PICs and those of Pacific descent in 

Diaspora. We may ‘see, hear, feel, taste, and smell the world’ similarly but we also create 

arts in ‘different contexts’ with ‘different mind sets’. This differential worldview is not taken 

into account in the visual arts genre where Pacific island artists and diasporic Pacific artists 

are all lumped in together as ‘Contemporary Pacific Art and Artists’. This is further discussed 

in Chapter eleven.This research applies ‘anti-colonial theory’ rather than ‘postcolonial 

theory’. The distinction is important because, 

…the thrust of postcolonial theory does not always serve the interests of the communities most 
damaged by colonialism . . . postcolonial theory argues, first, that there is no simple continuity 
between pre- and post-contact eras, and secondly, that after contact each group can only articulate 
its identity in relation to the other (During 1992,  p.350). 

Anti-colonial theory on the other hand, recognizes the significance of indigenous perspectives 

and acknowledges what colonialism has done. It attempts to address these from the context 

within rather than looking outward for solutions. This is applicable to the art scene in Fiji by 

setting the historical record straight, particularly in terms of the contribution of various 

important outside factors or elements to contemporary art development since the cession to 

Great Britain, so that art discussions and development can move towards a more 

contextualized and meaningful level. In a relevant statement that may be applied to the arts, 

Puamau’s (2002) comment on Fiji’s education system is relevant to the arts. ‘We must 

therefore seriously question the current ... system and ... paradigms to identify their short 

comings and develop more culturally appropriate way[s] of doing things...’.  (p.71). 

2.8.2 Critical Theory. 

The methodology of this study is informed by the theoretical lenses of Critical theory. 

According to Geuss (1981) Critical theory promises enlightenment or deeper understanding 

in its aims towards emancipation “…by making agents aware of hidden coercion in their 

environment enabling them to determine where their true interests lie.” (Cited in Goldman: 

2006: n.p.). In this case, the agents would be the artists themselves.  
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Critical theory is significant to this study because it provides the space to conduct research 

that values the voices of marginalized groups including indigenous communities, and for the 

purpose of this study, Fiji artists. Smith (1999) provides some insight in to what she calls the 

“‘localising’ of the aims of critical theory” in relation to Kaupapa Maori Theory (Ibid. 

p.186). On this, Smith has the following to say;“The project of critical theory held out the 

possibility that, through emancipation, groups such as Maori would take greater control of 

their own lives and humanity”(Ibid). If this is also applied to artists in Fiji, it could enable a 

deeper understanding of the influences on the development of art in terms of aesthetics, 

subject matters, mediums, art forms, institutions and so forth.  

Importantly, Littlejohn (1992) posits that the following features which inform all varieties of 

critical social science. 

� Critical social scientists believe that it is necessary to understand the lived experience 

of real people in context.  

� Critical approaches examine ... conditions in order to uncover hidden structures [and 

meanings].  

� Critical theory teaches that knowledge is power. This means that understanding the 

ways one is oppressed enables one to take action to change oppressive forces. 

� Critical social science makes a conscious attempt to fuse theory and action. Critical 

theories… serve to bring about change in the conditions that affect our lives(p.238). 

In the context of this study, the ‘oppressed’ (or marginalized) is taken to mean ‘the arts in Fiji 

and all its stakeholders including artists’. Being ‘oppressed’ comes in many forms, for 

instance, not having the right resources or relevant knowledge or skills to pursue a better life. 

(Freire, 1972). 

Therefore, Critical theory strives to improve the understanding of a society by integrating all 

the major social sciences, including geography, economics, sociology, history, political 

science, anthropology, and psychology (Frankfurt School of Thought)30.When applying this 

approach in this research, it means contextualizing the research findings in the reality of the 

Fiji situation to enable a more holistic understanding of the phenomenon (contemporary art) 

being investigated. 

                                                      
30 See:http://www.iep.utm.edu/frankfur/ 
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2.8.3 Some Lenses used in the study of Art 

Since contemporary visual art in Fiji and the Pacific Islands is a fairly new phenomenon in 

comparison to Western art development, studying traditional art is mainly done by 

description of items in terms of productions, patterns, historical values or context of its 

timeEwins (1980; 1999).The first approach is Iconographical analysis which relates to 

‘Taxonomy (Classification) approach’ focusing on specific design elements of an artwork. By 

examining these aspects of the artwork, historians can trace its origins. The holistic 

understanding of the background and context of the artwork will include political, economic, 

socio-cultural and art world views of those time and places 

Contemporary visual art in Fiji (and the Pacific), is a fairly young phenomenon comparative 

to Western arts development, and is mainly assessed through western know-how and 

contexts, when being studied at local tertiary institutions or assessed in local art exhibitions. 

More often the works of art are examined through an ‘Analysis of Form’, that is, how various 

elements(lines, shapes, colors, textures) are applied and juxtaposed by the artist to form an 

artwork. This approach assesses how the artist employs a two-dimensionalsurface or space 

(usually in paintings) or the three dimensions of sculptural space (usually wood-carvings or 

metal works) to producean artwork. The way these individual elements are employed by the 

artist will result in ‘representational or non-representational’ art.  

If the artist is imitating an item, object or image found in nature then it is 

‘representational’.The art is considered ‘realistic’as it is an imitation of a real life image.If the 

artist is not imitating anything (object or nature) but rather relying on ‘symbolism’ by striving 

to capture nature's essence in some way or form rather than trying to copy it,then the artwork 

is ‘non-representational’ and sometimes referred to as ‘abstract’.  

Impressionism is an example of a representational style that was not directly copied, but tried 

to create an ‘impression’ of nature. If the artwork is not representational but an expression of 

the artist's or someone’s emotions, or a search for ideals (in beauty or life, etc), then the 

artwork is said to be non-representational or Expressionism. Impressionism and 

Expressionism was made famous by late 19th and early 20th century European artists (Ocvirk 

et al: 2006). 

Many theories are used when academics or art historians are studying or examining art 

objects, especially those from the late 19th century onward. Feminist, Critical, Marxist, Race, 
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Queer, and Post Colonial and its former Anti-colonial theory are all well-established theories 

in the study of arts in western contexts. In this study, Critical theory is employed as it is 

closely related to Indigenous Research Frameworks and Methodologies (Mahuika, 2008). It 

is important to note that there are few indigenous Pacific theories (art or otherwise) that can 

be used to study Pacific arts from an indigenous point of view. The only exception to this is a 

theory developed by Tongan academic Dr. ‘Okusi Mahina called ‘Ta Va’ that looks and 

examine arts through ‘time (Ta) and space (Va)’. 

2.9 Limitations of the Literature Review 

It is emphasized here that while the literature review in this chapter seeks to provide some 

reasonable coverage across the field of contemporary arts and its development in Fiji, the 

literature on contemporary arts in Fiji and other Pacific Islands is very limited. As a result 

most literature is from outside Fiji, drawn from the Asia-Pacific region and beyond. The 

review is therefore mindful that the literature originates from very specific contexts that are 

different to that of Fiji and other PICs. For instance, given the affluent economic situation of 

developed nations, like Australia and New Zealand, the discussion on the changing roles of 

art institutions is embedded in the already existent system of art institutions in those 

countries. In Fiji however, the lack of such institutions makes for gaps in comparative 

analysis. 

There are also many areas of the arts education literature that can be considered significant 

but lie beyond the scope of this study. These include studies such as multicultural education 

in the arts, teacher perceptions, knowledge and pedagogical approaches in teaching the arts, 

and analyses or critiques of arts curriculum development, implementation and outcomes 

internationally. Some specific areas of theoretical development on the arts are touched on but 

are not dealt with in depth due to the non-existence of other local studies about contemporary 

arts.An additional challenge is the lack of up-to-date art literature in local libraries including 

the USP main campus at Laucala Suva, and the Fiji National University’s Library at the 

Raiwai campus, Suva. 
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2.10 Summary 

This chapter reviewed the literature on the emergence of the word ‘art’ and the elevation of 

the ‘artist’ in the west as well as the development of contemporary art in developing 

countries. The literature shows that development and growth of the arts in general, and 

Contemporary Art in particular differs between countries. This is dependent on a number of 

factors including cultural change, political and social interaction, economic situation, 

available resources, and support structures. ‘Pacific Art’ in New Zealand has flourished with 

the gradual mainstreaming of ‘Pacifika’ Art and artists, as has Aboriginal Art and artists, in 

Australia. Likewise, in Sri Lanka the arts have been supported and nurtured through artist-

initiated spaces. 

In Fiji, as in the rest of the developing PICs, literature on the arts and art development is 

scarce leading to a dependence on outside literature to inform a better understandingof the 

process ofcontemporary art productions and the development of contemporary arts. The 

review also examined some different views from the Pacific and abroad on the re-thinking of 

the arts and AiE. Some propose empowering indigenous people and employing local 

knowledges and know-how to create genuine contemporary Pacific arts. Most support the 

notion of recognizing and using culture in teaching through the arts and in the creation of 

authentic Pacific art curricula. The last section of this chapter presented the theoretical 

framework derived from the literature to inform research lenses that guide methodological 

choices for collecting and analyzing data 
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Chapter Three: Methodology 

3.1 Chapter Overview 

This chapter presents the methodological approaches employed in this study derived from the 

theoretical framework. It begins with a summary of various theories and research tools that 

are used to gather data and present findings. This study employs both western and indigenous 

research frameworks for the collection and analysis of data. 

3.2 Why use both Western and Indigenous frameworks? 

There is no word for ‘art’ in the Pacific islands, as viewed from a western ‘art’ perspective 

(Teaero, 2002; Kaeppler, 2007; Mahina, 2011; Potauaine & Mahina, 2011). All forms of 

contemporary visual arts in Fiji and other Pacific islands were inherited or appropriated from 

the western world. Subsequently, Pacific island artists have learned to copy, imitate, 

appropriate, and conceptualize various western forms of art, according to need and world 

view. These appropriations and cultural-borrowings include art materials as well as ideas and 

art production processes (Thomas, 1999). 

It is appropriate to employ both western and indigenous frameworks to best represent the 

viewpoints of Pacific island artists and art because contemporary arts have originated from 

the western societies and are now considered a part of the Pacific culture, This approach may 

be seen as a mixed methods approach at both theoretical and methodological levels.  

When conducting research in the Pacific it is important to consider appropriate 

communication processes and other data gathering methods to ensure that conflicts are 

minimized. Such conflicts may arise due to a lack of contextual knowledge and 

understanding of cultural norms and cues that are important for interpreting the behaviour 

and conduct of those being researched (Riley, 1985; Widdowson, 1987; Ninnes, 1991; 

Taufe’ulungaki, 2000; Thaman, 2003). 
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3.3 Indigenous Research Methodology (IRM) 

Indigenous Research Methodology has been promoted over the past decade, as an alternative 

paradigm for doing research that involves indigenous epistemologies and people. In the 

Pacific, this promotion has seen the emergence of a small group of Pacific academics whose 

scholarly writings on educational issues target the deconstruction and reclaiming of Pacific 

indigenous education. These academics propose methodologies based on the cultural systems 

of indigenous peoples (‘Otunuku, 2011). Most notable for this promotion of indigenous 

research methodologies are Thaman31 (c.f. 1992, 1996, 2003), Bishop (1998), Tuhiwai-Smith 

(1999), Taufe’ulungaki (2002, 2011), Baba at el (2004), and Nabobo-Baba (2006, 2008) 

among others. 

3.4 Phenomenology 

This study employs a phenomenological framework with the phenomenon under 

investigation being the development of Contemporary Arts in Fiji. A case study approach is 

used as the research examined the development of contemporary arts in a fixed case area - 

that being Fiji focusing on the two main islands of Viti Levu and Vanua Levu.  

Phenomenology attempts to describe and reveal or give meanings, behaviour and events, as 

they unfold and as interpreted or experienced by researched participants or informants 

(Bogdan and Biklen: 1992). According to Wiersma (1986) phenomenology enables “… the 

careful description of phenomena in all areas of experience”. (p.235). Alasuutari (1996) 

suggests that phenomenology allows for the documentation of the ways that people interpret 

their world in their context. (p.35).Crotty (1998) extends this description further by stating 

that it “…examines the use of and interpretation of a given phenomenon within specific 

cultural contexts”. Lester (n.d.) purports that: 

Phenomenological methods are particularly effective at bringing to the fore the experiences 
and perceptions of individuals from their own perspectives, and therefore at challenging 
structural or normative assumptions. Adding an interpretive dimension to phenomenological 
research, enabling it to be used as the basis for practical theory, allows it to inform, support or 
challenge policy and action. (p.1), [and] the establishment of a good level of rapport and 
empathy is critical to gaining depth of information, particularly where investigating issues 
where the participant has a strong personal stake (p.2). 

 

                                                      
31A number of Thaman’s works are cited throughout this thesis but in all fairness, it should be noted that the 
body of her life’s work from the 1980s to date have all shared this common element, the promotion of culture in 
education and the need to rethink and to contextualize education in the Pacific islands.  
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In this case, a descriptive analysis of the development of contemporary visual arts in Fiji 

was undertaken. 

The qualitative research methodology lends itself to this study in that there is a general lack 

of data available on art in Fiji. Bouma and Ling (1984) explain that “…sampling issues 

therefore focus on how well the subjects and situations provide ‘windows’ on social 

processes.” (Ibid: 171). Here, artists are seen as windows to the development of their own art 

development as well as providing insight into changes in the art scene that they have 

witnessed over the years in Fiji.  

3.5 The Case Study Research 

Laws and McLeod (2004) argue “when a case study in linked with a discipline or area of 

specific interest, it can be named to reflect that interest or discipline. e.g. an ethnographic 

case study, a historical case study, a psychological case study or a sociological case study” 

(p.5). This study falls under the category of ‘Descriptive Case Studies’ which, “present 

detailed account of the phenomenon under study” [in this case contemporary art] and “such 

studies are useful in presenting information about areas ... where little research have been 

conducted” (Ibid). According to Trochim and Donnelly (2008) such studies, “… are designed 

primarily to describe what is going on or what exists” (p.5). This research undertaking is best 

defined as a descriptive case study because it records and documents what has been done and 

what is going on in the art scene in Fiji – something that has to date not yet been undertaken. 

Elements of a Historical Case Study approach was also applied to, “…tracethe development 

of an organisation/system over time. This type of case study depends heavily on records, 

documents and interviews” (Burns: 1997. p.366). It was important that this approach be 

blended with the descriptive case study approach because to date, there has not been a 

chronological study of this nature (in the visual arts) undertaken in Fiji. In view of this, the 

study is therefore a descriptive historical case study of the development of contemporary arts 

in Fiji.   
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3.6 Study Group/Participants 

3.6.1 Artists 

There are over a hundred contemporary artists in Fiji32, many of whom are full-time artists. 

Others are part-time artists, and a smaller group engages in the arts as a hobby. These latter 

categories include artists who have paid employment but choose to paint and exhibit their 

works when there is an exhibition. This study focuses on all contemporary artists from three 

sites on the two main islands of Viti Levu and Vanua Levu. These sites include Suva, Nadi 

and Savusavu. Where artists have passed away, information and visual ethnographies 

(photographs) were sourced from close family members, friends and/or collectors of their art 

works. 

3.6.2 Relevant Stakeholders 

In order to obtain a holistic picture of art development and the development of contemporary 

art in Fiji, it is necessary to include other stakeholders in the gathering of data. Other stake 

holders included in this study are art enthusiasts, academics and those working at art and 

cultural institutions and local art buyers or collectors. 

3.7 Data Collection Strategies 

3.7.1 Primary Data/Sources 

Primary sources refer to information that is gathered through direct contact with those that the 

researcher is studying (participants), for example, through Talanoa, participant observations, 

questionnaires and interviews. Talanoa was selected as the most effective means of gathering 

data and eliminated the use of questionnaires and interviews. From experience, Talanoa puts 

both researcher and those being researched at ease, and is also a culturally appropriate 

method of data collection. Table 2 presents a summary of the advantages and disadvantages 

of primary research sources. 

 

 

 

                                                      
32 Refer to Appendix 1: Contemporary Visual Artists of Fiji 
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Table 2: Primary Sources – Advantages and Disadvantages of Primary Research 

Advantages Disadvantages  
A digital recorder will keep information in its 
memory which the researcher can always refer to 
when needed. 

A digital recorder can upset the consistency of a 
discussion. 

Extensive secondary materials are available for 
the researcher to get further information to 
corroborate information gathered from 
interviews. 

Some participants may be uncomfortable when 
tape-recorded. This can lead to false information 
given because they are too eager to finish with 
the interview rather than contemplating and 
giving factual information. 

Secondary materials such as diaries [or field 
notes] provide verification and follow up. 

Validity and reliability of secondary materials 
will vary from source to source. For example, 
information from statistics is more valid and 
reliable compared to diaries. 
Availability of data is common with first time 
researchers where they assumed that there is 
plenty information out there for researchers to do 
research on. 
Personal bias is evident in sources such as diaries, 
magazines and newspapers because the writer is 
less objective compared with academic research 
articles. 

(Adapted from Kumar, 2005. p.141). 

3.7.2 Talanoa 

Talanoa as a data collection tool is informal talking or conversation with one or more people. 

These informal conversations may take place in a single session or a series of conversations. 

Talanoa was employed with Fiji artists and other art stake holders in Fiji. It involved the 

researcher as ‘participant observer’ given the nature of two-way dialogue/conversations. This 

is differentiated from an interview where the researcher simply poses questions for 

participants to answer. In Talanoa, the rules of culturally appropriate behaviour in 

conversationsapply. 

Talanoais consistent with Pacific education research guidelines that suggest appropriate 

research methodologies for use in research involving Pacific peoples.  Bishop et al (1999), 

Smith (1999) and Thaman (2009) share the view that that narratives and storytelling is most 

appropriate and the preferred method of researching indigenous people. Talanoa provides 

safe, comfortable, non-threatening spaces in which to share personal experiences and life-

narratives. These are sensitive to contemporary Pacific [societies] and contexts, capable of 

embracing existing Pacific notions of collective ownership, collective shame, collective 

authoritarian structures, and capable of withstanding the test of time (Anae et al., 2001). 
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The nature, degree, direction, place, and time of the talanoa are determined by the participants 
themselves, and their immediate surroundings and worldviews. It is a dynamic interaction of 
story-telling, debating, reflecting, gossiping, joking, sharing families’ genealogies, food and 
other necessities. It is talking about everything or anything that participants are interested in. 
Talanoa helps build better understanding and co-operation within and across human 
relationships. ('Otunuku: 2011). 

Talanoa is a shared concept in Samoa, Tonga and Fiji (Johansson-Fua, 2009). In the Tongan 

context, Talanoa is a combination of two words, ‘tala’ which means to tell or to 

talk/converse, and ‘noa’ which means anything or nothing in particular. Talanoa allows 

conversations to develop over a time in which the focus is determined by the interests of the 

participants (Vaioleti 2003, cited in ‘Otunuku 2011). 

Nabobo-Baba (2008), explains that talanoa in the Fijian (iTaukei) cultural context is the; 

… process where two or more people talk together or when one person is the 
storyteller and has an audience who largely are listeners. Some talanoa are more 
formal than others. The very formal may be conducted with yaqona being served. If it 
is a serious occasion, then the numbers attending may be limited and restricted. 
Others who are passersby may not be welcomed…. Informal talanoa sessions are 
usually more lighthearted and passersby would most probably be called in to 
participate. Most talanoa sessions, if conducted after hours, are done around the 
yaqona bowl. (p.148). 
 

Nabobo-Baba also poses questions that guide the use of talanoa as a research method: 

� How do we approach people appropriately in order to request their knowledge? 

� How do we ask questions without being seen to be abrasive? 

� How do we seek knowledge?  

� What are the appropriate protocols, structures and processes that are in place that 

determine the way knowledge seekers ask their questions? 

� Who can ask and answer the question asked? Who are the depositories of knowledge in 

the cultural set up of the study? 

� Who will speak on behalf of the clan? How will the selection of the sample be done so 

that the insider researcher does not exclude nor insult important people in the process? 

� Where is/are ‘clan boundary/boundaries’ and how does this influence the process of 

research and talanoa? (p.148-149). 

 

The skilled researcher is able to draw out relevant information (data) from the talanoa 

sessions according to their own cultural know-how and purposes (Vaioleti 2003). 
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3.7.2.1 Challenges of Talanoa 

Talanoa is more than merely talking about random issues. There are a number of challenges 

to purposefully employing talanoa as a research instrument. Its flexibility requires skill and 

patience and it may be: 

� Time consuming and requires a lot of patience on the researcher’s part. 

� At times, the talanoa may turn or deviate from the researcher’s agenda, deadlines and 

priorities.  

� The researcher allows for these digressions because it is respectful to allow them to 

happen, and it helps with the rhythm and the flow of talanoa.  

� Trust, respect and integrity are important underpinning values if talanoa is to happen well. 

This needs to be developed early in the research stage so that information can be flow 

easily and correctly, rather than the participant giving false information. 

� There may be a need for an interpreter if thereare vernacular needs in explaining or when 

participants use conversational metaphors. (‘Otunuku: 2011. p.50). [Emphasis added]. 

3.7.3 Talanga 

Talanga is another tool that can be used to collect data. Unlike Talanoa which has no agenda 

to lead the conversations, Talanga is more focused on an agenda or subject area which the 

researcher and participants can converse on. Vaka’uta (2009) defines Talanga as a “... 

Tongan way of talanoa (orality, story-telling, talking). Unlike talanoa—which can be 

monological… talanga is a dialogical process that involves both the acts of speaking and 

listening, and they must always go together. Talanga requires no consensus. It is always an 

open-ended mode of conversation that invites multiple perspectives, options, solutions and/or 

meanings” (p.129). 

It is important to note that ‘Talanga’ and ‘Talanoa’ can both be utilized at the same session to 

collect data, in one group session. For example, during a talanoa session, the researcher can 

raise a question to find participants opinions on a particular subject. In this situation, the 

‘talanoa session became a talanga session’ until discussions of that particular subject ends 

and the Talanoa resumes as normal. In this way the researcher uses talanga as a managing 

tool, thus, has ‘semi-guidance’ on the ‘purpose and progress’ of the talanoa. This means that 

the researcher does not have rigid control over the talanoa but rather acts as a guide to the 
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topics being discussed, because talanoa can be frustrating when it goes off topic for a long 

time (‘Otunuku 2011). In this study, participant sessions took on a blended Talanga and 

Talanoa approach which allowed for free, informal and flexible conversations, while at the 

same time, maintaining focus and direction in the discussion.  

3.7.4 Field Notes 

Field notes are a particularly important method of documenting research processes and 

insights in qualitative research. This includes observations as well as reflections. Field notes 

were kept to ensure consistent documentation of events and data as they are collected and 

allow for meaningful analysis later on. Field notes also act as a diary, which is useful in 

following up on data that needs to be validated. 

3.8Secondary Data/Sources 

Secondary sources utilized in this study include books, newspapers, articles (archival 

&historical documentation), and the World Wide Web (internet). 

3.8.1 Archival & Historical Documentation 

Useful data on the arts wereavailable in the form of official documents and reports from the 

National Archive of Fiji, the Fiji Arts Council and other institutionssuch as the Fiji Arts Club, 

the Fiji Institute of Technology and the Oceania Centre for Arts, Culture and Pacific Studies, 

USP. 

3.8.2 Visual Ethnographies 

This includes photographs and actual samples of art work and video recording where ever 

available and permission was obtained. All sources are duly acknowledged and cited in this 

thesis.  

3.8.3 Library 

Site visits to the public and institutional Libraries including the University of the South 

Pacific, Fiji National University (previously the Fiji Institute of Technology) to retrieve data 

from books, journals and thesis collections. 
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3.8.4 World Wide Web (Internet) 

Some of the data was sourced from reliable online sources from the Internet. Sites that were 

deemed unreliable were excluded from the literature. For instance, websites like Wikipedia 

were excluded because of its free upload policy where anyone can edit documents and add 

information freely calling into question the credibility and accuracy of information. 

3.9 Data Analysis Strategies 

For some authors, analysis refers primarily to the tasks of coding, indexing, sorting, retrieving, 
or otherwise manipulating data . . . From such a perspective, the task of analysis can be 
conceived primarily in terms of data handling . . . For others in the field, analysis refers 
primarily to the imaginative work of interpretation, and the more procedural, categorizing tasks 
are relegated to the preliminary work of ordering and sorting the data. (Coffey and Atkinson: 
1996.p.6–7). 

Data analysis in qualitative studies is a process that involves “... organizing, accounting for 

and explaining the data”. This means, ‘making sense of the data in terms participants’ 

definitions, noting patterns, themes, categories and regulations.”(Cohen et al, 2000).The 

purpose of data analysis and eventual interpretation is to bring to order and understanding to 

the case(s) under investigation. Data analysis requires some sense of creativity because the 

challenge is, to place the raw data into logical and meaningful themes, which can be 

examined, interpreted and communicated to others (Hoepfl 1997). 

Time series analysis was utilized in this research. It is described as “one of the major 

strengths of a case study [which] is to trace changes over time and relate these changes to 

previous enunciated theoretical propositions” (Burns 1997: p.379).  What this means is that 

the study undertakes “an analysis of chronological events in retrospect” (Ibid), also 

reflecting on similar or different trends elsewhere in the world. Here, the study uses many 

sources of evidence and covers many variables to uncover thetrends in the development of 

contemporary visual arts in Fiji from traditional; through colonial to recent art development 

in the country. 

3.10 Validity & Reliability 

Triangulation of research instruments goes some way to ensure validity and reliability of 

results. This is provided for, in the use of numerous ways of collecting data for this study. 

Such triangulation ensures that the researcher is better able to cross-check information 

collected. According to Leedy & Omrod (2005) using multiple sources and methods will 
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achieve reliability and validity in qualitative analysis. Similarly,Burns (1997) argues that 

“ways of establishing reliability [in case studies] involves triangulation, reporting of any 

possible bias by the investigator, the existence of an audit trail to authenticate how the data 

was obtained to authentic how the data was obtained and decisions made about the data and 

categories.” (p.382). [emphasis added]. This means that all processes and procedures must be 

clearly identified and well defined.  

In terms of internal validity or “how well the findings match reality” (Burns 1997, p382) it 

should be noted that “when what is being observed is a participant’s notion or construction 

of reality, their understanding of the world. What seems true may be more important that 

what is true” (Ibid). In this case, artists’ personal experiences and art production were 

observed through their own explanation as well as a field study of samples of their works. 

Internal validity here is ensured by the use of triangulation and “rechecking with participants 

as to observer interpretations made, peer judgment, and long term observation” (Ibid). 

3.10.1 How ‘Talanoa’ can be used to verify information 

Talanoa as an indigenous research tool is very useful in verifying information/data in the 

Pacific context. As a researcher in the Pacific, it is important to berespectful to whoever the 

host may be, in a particular time or context. For example, if the researcher is in a village, 

doing a study on ‘Agricultural production by each household in the village”, the researcher 

will be hosted by a family after all the village welcoming protocol has been carried out. And 

during the researcher’s stay, and after many talanoa sessions, the host, Jone (as an example) 

explains that he had planted 10 acres of taro in his plantation. The researcher will then record 

10 acres of taro for Jone. Now, the researcher’s dilemma is; how does he verify this?  

One way of verifying this is to ensure that the next time a family member goes to the 

plantation to bring root crops, vegetables or just to help out, the researcher volunteer to go 

with him/her to the plantation to help out. And through observation, the researcher will 

determine how many acres of taro Jone has planted in his plantation plot. If it’s the same (10 

acres), then the researcher’s data remain as it is. If it is only 2 acres instead of ten, the 

researcher will then quietly change his data from ten acres to two acres, for Jone’s household.  

This takes into account the contextual reality in which there will often be some sort of pride 

or expression of bravado in talanoa sessions, the hosts or research subjects will sometimes 

overstate or exaggerate information. It is not the researcher’s place to offend his host by 
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accusing him/her of lying, more sobecause they (hosts) are feeding him, allowing him to stay 

in their house, and giving him their time and knowledge for his research for free. The 

researcher’s job is to verify his data by being politely inventive (as in the above example), 

observing events and reading body languages as they occur and reacting appropriately. For 

instance, ‘Silence’ (Nabobo-Baba, 2006) in Fijian or Tongan context does not necessarily 

mean that the participant does not know what the researcher is asking. ‘Silence’ can mean so 

many things depending on context. In this instance, the researcher’s relationship or ‘Va’ with 

his hosts is more important thus maintained, and the researcher’s data is genuine without 

offending his hosts. 

Talanoa was used in this study to verify art information.For example, if an artist stated 

that he produced five paintings in the last week, I recorded that data. I then had to locate other 

people and means to confirm this. More often I met with other artists who said that “...oh we 

were with the falla (slang for fellow) last week and we drank grog until we were doped ‘sara 

ga33’ every day.... the falla painted two paintings and one not done...” Now my data is 

confirmed to be change from five to two.34In this way, some of the data was able to be 

verified in days, others in weeks. Where possible, personal observations were also used to 

verify the number of artworks completed.This method was preferable to the use of 

questionnaires for data collection for example, because questionnaires would utilize whatever 

the artists write down and would be assumed as truthful data without verification. 

3.11 Summary. 

This chapter presented the methodological approach adhered to in this study. It posits the use 

of a blended methodological approach – drawing from Western and Indigenous approaches – 

as well as a mixed methods approach using quantitative data analysis to support the 

qualitative research undertaking. This approach is presented as the most appropriate to inform 

an in-depth understanding of a phenomenological undertaking in the arts. The chapter 

discussed methods, various indigenous data collection tools, how these are employed, 

research sites and ethical considerations. 

 

                                                      
33 Fijian words used in informal conversations (talanoa) for emphatic exclamation to add emphasis to effect. For instance, 
‘hot sara ga’ means it’s ‘extra hot. It may be literally translated as “really” i.e. really hot. This is most often used as an 
emphasis on contemporary slangs.In this case, there was a lot of grog being drunk and the group was heavily intoxicated as a 
result. 
34 In this situation, I have to be careful to get at-least two or three people to verify the data. 
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Chapter Four: Art Institutions in Post-Colonial Fiji 

4.1 Chapter Overview 

This chapter reviews the main art institutions in Fiji and the respective roles they play in the 

arts sector. The art institutions selected are from government and non-government 

organizations, as well as educational institutions and aid agencies which work to enable the 

development and promotion of contemporary visual arts in Fiji. 

4.2 Art Institutions in Fiji 

Art Institutions are critical to developing, marketing, selling, providing space, engaging, 

encouraging and maintaining the vibrancy of the art scene in any country. Half a century ago, 

this included the use of caves, temples, palaces and cathedrals which served as main display 

venues for arts in different eras (Lee and Henning, 1975). Today, particularly in more 

economic affluent countries, the principle place/space for art appreciation and admiration is 

the public art museum (McCarthy et al., 2005). As discussed previously, the three distinct 

institutions that have shaped visual arts systems in the west are Public Art Museums, Visual 

Arts Discourse, and, Visual Arts Market (Ibid, p. xv). In the Pacific, where art is not as 

systematically conceptualized as in the developed world, the institutional structure is quite 

different. Some of the institutions listed here may not be normally associated as art 

institutions but in Fiji, they have/or are playing significant roles both directly and indirectly 

in shaping the development of the contemporary visual arts in Fiji. 

4.2.1 Fiji Arts Club 

The Fiji Arts Club was the first modern art group to be formed and registered in Fiji. The 

club was established in 1947 in Lautoka, on the western side of the island of Viti Levu, by 

wives of Colonial Administrators and workers. It began as an art and crafts group offering 

painting classes, and art and craft classes such as quilting. The group also introduced the idea 

of art exhibitions in Fiji. Painting styles comprised realism, with themes of forests, village 

life, local fruits, and still life with various vibrant colors. The Fiji Arts Club moved to Suva in 

1952 and it became a meeting place for artists and craft-persons alike through its art 

exhibitions and, art and crafts classes. There was also a drama/theatre section within the club 

putting on plays and the occasional poetry reading. 
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The Fiji Arts Club has been instrumental in exposing locals to the contemporary arts over the 

last three decades. Majority of the local artists who emerged in the 70’s and 80’s were 

influenced by the Fiji Arts Club whether it was through attending art classes or exhibitions. 

The Fiji Arts Club is currently based at the ‘Play House’ at Selbourne Street, Suva. This 

building acts as a theatre for local plays and dance productions and is also used as a gallery 

for the Club’s annual art exhibition now sponsored by ANZ Banking corp. 

4.2.2 Fiji Government 

The usual route that Governments take is through the establishment of a policy and 
legislative regulatory framework aimed at protecting and promoting intangible culture, deter 
theft, piracy, and counterfeiting, and thereby, indirectly promoting the free flow of and 
ready access to information leading to increased creativity, innovations, and enterprise that 
benefit all. (Taufe’ulungaki: 2011, p.4) 

 
The Fiji government has supported the arts since independence through budget allocations to 

the Fiji Arts Council and more recently, through the Department of National Heritage, 

Culture and Arts (DNHCA) since its inception in 2000. Government allocations for the 

Department for Culture and Heritage budget has increased incrementally from year 2000 at 

FJ$486,000 to 2012 at FJ$ 2,192.500 (Ratunabuabua, 2012). These budgetary increases 

include the budgets of other departments under DNHCA’s auspices. These budgetary 

contributions may vary from year to year depending on the need and Fiji’s economic 

situations. Table 3 below shows various DNHCA yearly budgets since 2000. 

Table 3: Annual Budget for DNHCA: 2000 – 2012 

YEAR s ANNUAL BUDGET  
(FJ$ 000) 

2000 486.0 
2001 707.7 
2002 903.5 
2003 1,071.8 
2004 931.2 
2005 1,114.3 
2006 2,675.8 
2007 1,369.3 
2008 1,285.8 
2009 1,518.9 
2010 1,868.0 
2011 1,792.4 
2012 2,192.5 

(Ratunabuabua: 2012. p.6).  
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The rise in budget in 2006 and 2012 was due to the hosting of the 3rd Melanesian Arts 

Festival in Suva, Fiji and the Festival of Pacific Arts (FOPA) in Honiara, Solomon Islands, 

respectively. The steady increases were also due to the work on the Creative Industry for 

UNESCO World Heritage Project implementation in Fiji which was a priority at that time 

(Ibid). 

DNCHA was established in 2000 under the responsibility of the Prime Minister and the 

Minister for Fijian Affairs, Culture and Heritage & Regional Development. DNHCA 

comprises the Fiji Arts Council, The Fiji Museum and The National Trust of Fiji. DNHCA 

has “moved through various Ministries since its establishment”… [and] January 2008 moved 

from the Ministry of Fijian Affairs (now Indigenous Affairs) to the Ministry of Education, 

National Heritage, Culture and Arts” (FDNHCA, Country Report. 2010: p.1).  The policy 

objectives of the department are to: 

1. To protect, preserve and manage Fiji's cultural heritage; 

2. To increase cultural and cross cultural understanding; 

3. To promote creativity in all forms and at all levels of society with particular emphasis on 

the role of women and youth; 

4. Promote conservation and resource development that emphasizes partnership with local 

landowners; and,  

5. Develop creative performing arts and visual arts focusing on traditional raw materials, 

techniques and designs (FDNHCA, 2012)35. 

DNHCA has a number of core responsibilities36. It administers cultural grants and service 

agreements with the Fiji Museum, National Trust of Fiji and Fiji Arts Council. The National 

Trust of Fiji is mandated to protect and manage Fiji's national heritage, flora, fauna and 

national amenities. The Fiji Museum does the same for archaeological sites and cultural 

heritage collections. The Fiji Arts Council is tasked with development of the crafts and arts 

sector including the establishment of a database of performing and visual artists, producers 

and craft artisans. Secondly, DNHCA provides policy advice on issues relating to the cultural 

and heritage sector and particularly the preservation, development and promotion of the 

intangible and tangible cultural heritage. This includes advice related to implementation 

issues and the initial promulgation of new government policies. Thirdly, the department also 
                                                      
35http://www.culture.gov.fj/about.htm- Access February 2010 
36 For more details see FDNHCA website: http://www.culture.gov.fj/about.htm 
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prepares responses to parliamentary inquiries and draft replies to general ministerial 

correspondence such as speech notes, advisory support to the Minister in Cabinet committees 

and select committees, press releases and the like.  

Fourthly, it supervises the administration of a Cultural Grants Funding Program that is 

managed by Fiji Arts Council (FAC). DNHCA ensures these funds are allocated for new 

cultural initiatives and projects at the community level. The program is offered sporadically 

and only when funding is available. In the past, the grant was more consistent as it was 

funded by the Taiwanese Embassy Cultural fund.  Fifthly, DNHCA supervises the 

preparation and management of artists, craftspeople and performers, representing both 

indigenous and other ethnic groups, to participate at regional and international arts festivals.  

Sixthly, the department has responsibilities in relation to the following Acts of Parliament: 

Fiji Museum Act Cap 263; Preservation of Objects of Archaeological and Paleontological 

Interest Cap 264; National Trust for Fiji Act Cap 265; and, National Trust Amendment Act.  

An important role of the department is in assisting in the development of national policies 

relating to culture and the arts. This includes the ‘Label of Authenticity (LOA)’, ‘Cultural 

Mapping/Strategies documents’ and ‘Intellectual Property Rights in Traditional knowledge 

(TK)’ which deals with copyright issues. It also administers ‘cultural grants’ sourced to help 

local artists mount workshops or travel overseas to exhibit their works. 

4.2.3 Fiji Museum 

The Fiji Museum is located at the Suva Botanical Garden, at the corner of Queen Elizabeth 

drive and Ratu Cakobau road in Suva city. The Fiji Museum is a statutory body under the 

auspices of the DNHCA and is governed by the Fiji Museum Act and the Preservation of 

Objects of Archaeological &Paleontological Interest Act.  The Fiji Museum 37  holds a 

collection of archaeological material dating back 3,700 years and other cultural objects 

representing both Fiji's indigenous inhabitants and other communities that have settled or 

interacted with the Fiji island group over the past ten decades. 

The Museum was established in 1904 and was fortunate to receive the private collection of 

artifacts from Sir William Lamond Allardyce, Colonial Governor of Fiji 1901–2. His 

                                                      
37 For more detail see the Fiji Museum web page: http://www.fijimuseum.org.fj/aboutfijimuseum.html 
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collection was presented to the Suva Town Board and displayed in the town hall (McLeaod: 

1979). 

The importance of the Fiji Museum to contemporary arts is its provision of exhibition space 

for local artists over the years, through its temporary exhibition space. This space has seen a 

number of artists’ exhibitions of their works and also exhibitions of overseas artists who had 

been born in Fiji during colonial days who reside overseas.  

4.2.4 Fiji Arts Council (FAC). 

The Fiji Arts Council was established in 1964 by the Fiji colonial government. Its primary 

role was preparation of local artists for overseas art festivals which included the ‘Pacific Arts 

Festival’38which was first held in Suva in 1972. Since independence, the role of FAC has 

expanded and it is now the implementing body for the preservation, development and 

promotion of the arts. FAC is a registered non-profit and charitable organization. Its annual 

government grant of FJ$60,000.00 was increased to FJ$120,000.00 in 2009.  

The Fiji Arts Council39has an ‘advisory board’ from which the FAC director regularly seeks 

advice and reports to. The director invites who s/he believes will contribute to the arts to be 

included in the advisory board. As of 2011 board members40 included;  

� Mr. Josefa Natau (Board chair, Senior Administrator for Training and Productivity 

Authority of Fiji (TPAF) at FNU. 

� Mr. Peni Cavuilagi (Director, Department of Heritage, Culture and Arts). 

� Ms. Mere Ratunabuabua (Principal Cultural and Development Officer, FDNHCA). 

� Mr. Jerry Wong (Senior Lecturer FNU – Graphic Designs). 

� Mrs. Ravesi Johnston (Community member and retired civil servant). 

� Mr. Laisiasa Veikoso (Director FAC& Conservatorium of Music). 

FAC is responsible for coordinating national programmes and activities to develop and 

promote the visual, performing and fine arts. It also coordinates and organizes Fiji's 

participation at regional and international festivals such as the Pacific Arts Festival (now 

Festival of Pacific Arts, FOPA), held every four years and the Melanesian Art Festival, held 

                                                      
38Now known as the Festival of Pacific Arts (FOPA). 
39 See FAC web page: http://www.fijiartscouncil.com/ 
40 As of 2012 there were other new members included. 
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tri-annually. It is interesting that while visual arts is still the primary focus of overseas travel 

and the local National Fine Art Exhibition, that there has not been any Visual Arts 

representative on the board for some time now. 

As the primary Centre for the Arts in Fiji, one of its main activities is networking and 

collaborating with regional and international organizations and institutions towards the 

promotion of the arts and artists from Fiji. The Council also maintains a database of local 

artists, craftspeople, cultural groups, musicians and dancers to assist in their promotion and 

development programmes. Currently, the FAC is located on the first floor of Procera House 

at Waimanu Road in Suva. It houses the administrative offices of FAC and a display area 

which act as a Gallery for the art collection on the same floor space. FAC has five full time 

staff including the director and a number of part-time volunteers. 

In 2009, FAC produced a list of what it classifies as art.  

1. Visual Arts: Paintings, Drawings, Sculptures, Photography, Installations and Print-

makings; 

2. Performing Arts: Dance, Music, Play/Theatre and Opera; 

3. Design Arts: Fashion, Textiles and Adornments; 

4. Heritage Arts: Masi making, Weaving, Carving, Canoe &Bure building, Pottery and 

Navigation; 

5. Literary Arts: Poetry, Short stories, Script writing, Fiction; and, 

6. New Media and Moving Images: Films, Graphics, Animation, and Electronic 

Illustrations (Fiji Arts Council Strategic Plan: 2009-2012, .p.4). 

As defined by its 2009-2012 Strategic Plans, FAC’s mandate is to develop a Professional Art 

Sector by: 

� Providing relevant and dynamic programmes to develop and support our artists and arts 

organizations. 

� Ensuring the Fiji Arts Councils positioning as a national arts agency, focused on 

advocacy advisory and arts sector support. 

� Influencing policy and integrated nationwide programme 

� Ensuring  recognition and a high moral and economic value is placed on the arts 
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� Creating an awareness and appreciation of the arts nationally and internationally. 

� Serving the arts sector as the national coordinating and implementing agency, linking and 

empowering a unified arts community (Ibid). 

The Arts Council has been instrumental in the development of the visual arts in past years 

organizing workshops and art exhibitions for local artists. FAC seeks funds for artists to 

represent Fiji in regional and some international art festivals. The annual National Fine Arts 

Exhibition also acts as an awareness and exposure medium for local artists as well as 

encouragement and recognition through its awards. 

4.2.5 Alliance Française, Suva (AFS) 

The Alliance Française of Suva41 was established in 1987, as part of a network of over 1100 

Alliances Française around the world. The first and oldest of which was founded in Paris, 

France in 1883. In 2007, a branch of the Alliance Française was opened on the Western side 

of Viti Levu by the University of Fiji.  

The Alliance Française is a registered non-profit organization headed by an administrative 

committee and in partnership agreement with the French Embassy in Suva. It is also a school 

for French language and culture. Classes include French, Fijian and Hindi languages at 

different levels for children, and adults alike. AFS has comprehensive collection of French 

comics for children and young adults, and learning books for children.  

The Alliance Française aims to promote cultural exchanges with the host country. AFS 

partners with other associations and Fiji institutions involving art projects with local artists 

and/or with those from France and the French-speaking territories (Wallis and Futuna, New 

Caledonia, French Polynesia). It also frequently supports and sponsors other local art genres 

and events like film nights, music festivals, dance spectacles and theatrical shows. 

Since its establishment, AFS has helped a lot of artists, especially those in Suva, by hosting 

various group and solo exhibitions, usually at its own expense. For many years, in the 

absence of an art gallery, it provided the critical exhibition space and took care of event 

marketing when there was decline in other institutions’ hosting of regular art exhibitions. 

AFS art exhibitions draw a lot of clientele from the expatriate community and from local 

buyers alike. 
                                                      
41 For more details See Alliance Française of Suva see website: http://www.af-fiji.org.fj 



68 
 

4.2.6 Western Arts and Crafts Society (WACS) 

Founded by a group of artists and art enthusiasts in 1993in Nadi, ‘Western Arts and Craft 

Society’ (WACS) underwent a name change in the late nineties to CreatiVITI. The group was 

formed with the intention of giving voice to artists based in the western division of Viti Levu, 

i.e. from Sigatoka, Nadi and Lautoka. However, membership is open to any artist in Fiji. It is 

a registered non-profit charitable organization with a membership-fee of FJ$15.00 as of 2011. 

Many Fiji artists are members of CreatiVITI whose mission is to “develop arts and grafts in 

Fiji through training, promotion and enjoying the creative expression in a place accessible to 

the whole community” (CreatiVITI brochure, 2011). 

The organization has a small art gallery and the only modern pottery kiln studio in Fiji. In the 

art gallery, visitors will find pottery/ceramic objects, paintings, drawings and sculptures in 

wood, metal and clay from artists around Fiji. These art works are displayed in tight spaces 

and CreatiVITI recognizes the need for a bigger gallery space. The emphasis on livelihood 

targeting the tourist market on the tourism belt of Fiji (Sigatoka coral coast and Nadi, 

Yasawa, Lautoka areas), is reinforced by the display of many small pieces for easy 

transportation. 

The group is heavily involved with the local community and has kids craft activities, 

especially during the various school holidays. It also coordinates bi-monthly exhibitions, 

seasonal craft markets and an annual art exhibition called ‘Art on the Island.’ These activities 

and exhibitions raise awareness for the arts and enable local artists to sell their artworks. By 

mid-2012, a new management committee was elected, and the group decided to resume the 

use of its original name, and reverted to ‘Western Arts and Craft Society’ (WACS). At the 

time of completion of this study, WACS was going through and internal review with the 

possibility of liquidation. 
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4.2.7 Oceania Centre for the Arts and Culture (OCAC) 

The Oceania Centre for Arts and Culture (OCAC) was officially opened in 1998 with a staff 

of three, the cleaner, Miliakere Naikece, secretary, Lillian Thaggard and the director, 

Professor Epeli Hau’ofa. Over the next ten years, the Centre’s main focus in visual art was 

the development of new contemporary Oceanic art forms or expressions (Hau’ofa, 2006). In 

2010, a year after Hau’ofa death and as part of the USP restructure, it was decided to bring 

together art and academia relating to culture and the arts and the Centre was renamed 

Oceania Centre for the Arts, Culture and Pacific Studies (OCAC-PS). 

Since its inception, the Oceania Centre has focused on the development of artists in Fiji. 

While a very small number of artists from other USP member countries have resided for short 

periods of time at OCAC, they were either USP students or spouses of students at the 

University. From 2006 to 2010, Dance Outreach programmes to Pacific island countries 

included Samoa, Tonga and Tahiti. The Tonga outreach (2010) included a visual art 

workshop which is the singular visual art activity that has taken place outside of Fiji. George 

(1999; 2005) expresses disappointment that the Oceania Centre has operated mainly in Fiji 

with the near exclusion of the USP member countries. 

The Centre is located at the main USP campus at Laucala, Fiji, offering postgraduate courses 

in Pacific Studies. In the arts, the emphasis has always been on non-formal creation spaces 

for visual and performing arts with Fiji artists in Suva. These artists receive an allowance to 

cover bus-fare on a weekly basis, and earn money from entertainment (dance) and exhibitions 

(visual arts). 

A number of artists who emerged in the late nineties and early 2000s, found the Centre to be 

a creative space free from academic pressures and assessments. For twelve years artists 

produced and displayed their works on boards at the Centre during exhibitions. This 

exhibition space also acted as the dance performance space. Although Hau’ofa had begun 

negotiating for a gallery in the early 2000s, it was only after his death that two Acting-

Directors revisited the need for a permanent display space and sought funding from the 

University to convert one part of an existing building into a gallery. This was approved in 

2008 and renovations began in 2009.  

The Oceania Centre assists visual artists by providing art materials such as canvas and paints, 

and a bus-fare allowance. These artists are expected to make payment for these materials 
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when they sell their artworks. In 2000, the travel or bus-fare allowance was initiated at FJ$20 

per week. This covered travel from Monday to Friday, to and from the Centre. In 2012, the 

visual artist allowance was between FJ$30 - FJ$50 per week. This allowance is dependent on 

availability of USP funding and the continuation of this programme depends on funds and 

vision of those who recognizes its importance. It also relies heavily on the level of 

professional skills and art background of personnel at the Centre. Ultimately, the continuity 

and sustainability of the Centre is dependent on the University’s changing vision and funding 

priorities. 

4.2.8 Fiji Institute of Technology (FIT) 

Fiji Institute of Technology (FIT) was an independent national technical college until 2010 

when the Fiji government combined all its tertiary education institutions under the banner of 

the newly formed Fiji National University. This includes the Fiji Institute of Technology 

(FIT), Fiji School of Nursing (FSN), Fiji College of Advanced Education (FCAE), Lautoka 

Teachers Training College (LTC), Fiji School of Medicine (FSM) and Fiji College of 

Agriculture (FCA). 

The Visual Art department at FNU is part of the School of Art, Culture & Design established 

in 2000 offering certificate and diploma in the Visual Arts.  Signage and Screen Printing 

courses were established in 2002. In 2007, the Visual Art department offered Saturday 

Classes for Children in piano, art and craft, acting and choir lessons bringing together music 

and visual arts. In 2010, with the establishment of the national university, the department was 

renamed ‘The Department of Music, Visual & Performing Arts’ under the ‘College of 

Humanities & Education’. Prior to this, there was only one department - the ‘Graphic Design 

& Graphic Arts’. In 2005, Hairdressing and Beauty Therapy was incorporated into the 

department but in 2010, Graphic Art courses were moved to the ‘College of Engineering 

Science and Technology’.  

The Department of Music, Visual & Performing Arts offers certificates and diplomas in 

Visual arts, usually with Music and Performing arts. It is located at the FNU Raiwai campus, 

Suva. The campus also has an art gallery, the ‘Ratu Iloilo Art Gallery’ that was opened in 

2000. Disappointingly, the gallery has been underutilized since its opening. Apart from 

students’ works, the National Art Exhibition has only been held there on three occasions 

since its opening – the most recent being in 2012. 



71 
 

 The Visual Arts programme was put on hold to be reviewed in 2009 due to lack of student 

enrolment. And even though it resumed in 2010, its survival depends on student enrolment 

numbers and availability of qualified teaching staff 42 .The importance of FIT - now 

Department of Music, Visual & Performing Arts, at FNU - was the professional development 

of the artists. Apart from production; learning how to paint, draw, design, etc, artists also 

learned basic computing, proposal writing, professional presentations and other skills, that 

modern artists needs in this globalized world. Unfortunately in 2013, the only art program 

offered was a certificate in signage and printing. 

4.2.9 Fiji Tourism Industry 

The history of tourist art in the Pacific between 1945 and 1989 documents an increasingly 
unequal but interdependent relationship between people producing tourist art and those who 
consumed it. Tourist art and its markets in the Pacific were co-construction of tourists and 
indigenous people. As in earlier periods of Pacific history, tourism was a phenomenon that 
entangled indigenous and non-indigenous people in the imagining and imaging of the Pacific. 
(Mallon: 2012. p.385) 

Globally, tourism is a $3-billion-a-day business and its growth continues to fuel other 

growing industries trading in creative cultural goods and services in the local and 

international tourist market. Tourism is the main source of foreign exchange for one-third of 

developing countries (including Fiji) and one-half of least developed countries, where it 

accounts for up to 40 per cent of Gross Domestic Product. (UNCTAD: 2010b). The Fiji 

tourism industry43 may not be normally classified as an art institutions but it is included here 

because it is an important avenue of exchange and influences local contemporary arts in 

terms of market as well as local crafts and contemporary art productions.  

In the 1960s with the construction of bigger airports and the introduction of the Jet airplanes 

into the South Pacific a major inflow of tourists from overseas took place. These included 

people travelling through airports, visiting resorts, hotels, local craft markets and local 

villages. Fiji led the way in most tourist arrivals far exceeding other South Pacific Island 

Countries (Milne: 1990; Mallon: 2012). The Fiji Tourism industry is an important market for 

local artists trying to make a living from their art.  

The impact of tourism on art is a contested one. The effects are seen as negative and 

detrimental to the integrity and purity of traditional arts, but on the other hand it benefits local 
                                                      
42 In checking the visual art course on the FNU website, the certificate and diplomas are on offer in 2012 but tagged with 
TBC –to be confirmed. 
43 See Gaskell (2002). Contemporary Tourist Art: An exploration of the social construct of meaning. Unpublished thesis. 
USP library, Suva. 
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artists economically (Teaero, 2002). Tausie (1980) and Wendt (1983) are of the view that 

these arts may are economically beneficial but are inferior. Regardless, the tourism industry 

in Fiji acts as a sustaining mechanism for local artists. Without it, a lot of artists would not be 

artists. As one artist put it “My priority is to feed my family and pay the rent…without these 

little ones [small art prints to sell to tourists] I do not know what I will do.” 

Interestingly, some artists have managed to separate their art by differentiating between the 

works of art they sell to tourists and those they keep for selling at art exhibition both locally 

and overseas at higher prices. The fine-line between ‘tourist art’ and ‘high end market price 

art’ can be blurred by temptation and the need to earn a salary or income for the family’s 

daily needs. As a result, some artists are reproducing the same works (e.g. paintings) and 

selling at local art market fairs and art exhibitions as well. As one art buyer from overseas 

complained: “… there should be some sort of monitoring process in Fiji because it is very 

disappointing to buy a piece of art from an [local] exhibition and weeks later I found out that 

a very similar piece by the same artists is selling in one of the hotel shop in Nadi for a much 

lower price.” 

Unfortunately these things do happen and along with other concerns had led to some artists in 

the last few years calling for a ‘National Monitoring Body for the Arts’44separate from the 

‘Small Claims Tribunal’ 45  and FICAC 46 where artists and stakeholders can lodge their 

concerns. This has not materialized. A similar concern is found in the UNCTAD report 

(2010a). 

A vibrant national tourism sector can serve to diversify the economy and generate social and 
environmental benefits, but this does not happen automatically. In many developing countries 
with a sizeable tourism industry, large-scale mass tourism poses a growing threat to the 
preservation of cultural and environmental resources. Effective policies and actions should 
be in place to maximize the beneficial development impact of tourism and its deep 
linkages with the creative economy. (p.21). [Emphasis added] 

Ewins (1980) argues that initially, the decision for tourism to be a patronage for the arts 

especially crafts was taken unconsciously in Fiji and other developing countries. While 

tourism surely generated a lot of activities in the craft areas, tourism also has its 

disadvantages which must be addressed.   

 

                                                      
44 Instrumental in lobbing for this was the artist Mrs. Maria Rova from Nadi, whose works have been appropriated by others 
and used in commercials products without her consent. 
45 For more details see Omar, M, T. (1999). 
46 Fiji Independent Commission against Corruption was established in 2006 to fight corruption in Fiji. 
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These lie in the demand for unprecedented volume production from craftsmen geared to high 
quality low volume output, in the demand for certain types, shapes and sizes of objects which 
relate more to tourists' luggage allowances and coffee-table sizes than they do to any wish of the 
craftsmen, and in the requirement for low unit cost. Under these types of pressure, the island 
craftsmen have neither the incentive to pursue excellence or tradition, nor indeed even the 
chance to do so. For to do so would mean working at a loss (Ibid: p.7-8). 

 
Tourism at its worst is a ‘fast agent of destruction’, and even if we view it as a patron, it is 

simply not enough, for it does not support the full range of the arts including the higher 

quality craft activities. Ewins explains that the level at which tourism operates is probably 

with some accuracy, commonly called 'handicraft' (Ibid, p.8). Despite the cultural and social 

problems presented by tourism, from an economic point of view, tourism does provide a lot 

of jobs and income for Fiji’s people, and directly and indirectly benefitting artists in terms of 

income generation. The Fiji Tourism industry has been the top money earner for the country 

in the last couple of years commanding a FJ$23.5 million in 2012 budget allocations47. 

4.3 Other Stakeholders 

This section discusses other stakeholders or entities and institutions that are often not visible 

but have/do play significant roles directly or indirectly in the development of contemporary 

arts in Fiji. 

4.3.1 Expatriates 

The expatriate community remains an important group in Fiji purchasing arts from local 

artists. This group comprised of diverse ethnicities work at various embassies, public and 

private companies, regional organisations, and tertiary education institutions in Fiji. Many of 

these expatriates are involved in local art groups as members, volunteers, advisors and/or 

sponsors. They have a different understanding and appreciation for the contemporary arts, 

and coupled with their higher income level, can afford to buy more art from the local artists. 

At the vast majority of exhibition opening nights, most of the guests are expatriates and/or 

family members. At such events, more artworks are sold comparative to those few 

exhibitions which are attended predominantly by locals. 

 

 

                                                      
47 See: www.fiji.gov.fj 
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4.3.2 Art Funding Sources and Sponsors 

Securing funds or sponsors for visual art events is an ongoing struggle for local art 

organisations. The Fiji Arts Council and other art groups in Fiji are continuously engaging 

with local businesses, NGOs, regional and international institutions to secure funding or 

sponsorships for their art programmes. Working at the Fiji Arts Council for a year provided 

the researcher with an insider perspective privy to the operation of the organisation. There is 

always a need for funding for different local arts programmes to be carried out and maintain, 

and writing funding proposals are a necessity for art programmes’ longevity and endurance. 

In this globalized world and the increasing need of PICs, including Fiji, the need for art 

funding is on the rise but the amount of funding available is either limited or is available for 

specific areas. Common funding focus areas include Climate change, HIV & AIDS, disability 

and others. Soni (2012) explains: 

Right now we all know that to get funding you need to mention these words – I recently came 
across people doing a gender impact study on climate change. Not because they knew 
anything about the subject of gender – they were all climate change specialists – but because it 
was the only way to secure funds for their research (p.1). 

When art is used in the above situation, it can be mutually beneficial in creating awareness on 

the issue (e.g. climate change, gender, etc.) as well as assisting in development of the arts. 

Local art organisations that apply for such funding are required to highlight these priority 

areas through its art programmes.  

The reality of sponsorship or funding acquisition for the arts in Fiji (and small PICs) is that 

arts do not attract major sponsorship from local governments and instead depend mainly on 

local businesses and other donors. Until the arts are able to secure sustainable funding in Fiji, 

development will remain sporadic and ad hoc. Most major visual arts events in Fiji are partly 

or entirely funded by private or non-governmental organisations. Below are some 

organisations that have been known to have sponsor visual arts events: 

1. Various Embassy and High Commissions 

- French Embassy (& the Alliance Française).  

- Japanese Embassy. 

- Taiwanese Embassy. 

- American Embassy. 

- British High Commission. 

- Australian High Commission (through Aus-AID). 
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- New Zealand High Commission (through NZ-AID). 

2. Businesses in Fiji 

- Carton Brewery/Foster Group (Used to sponsor National Art Exhibitions). 

- British Tobacco. 

- Punja & Sons Ltd. 

- Taboo Company. 

- Sheraton Hotels. 

- Various resorts and hotels. 

3. Tertiary Education Institutions, Regional and International Organisations 

- University of the South Pacific. 

- Fiji National University (formerly FIT). 

- University of Fiji. 

- South Pacific Commission (SPC). 

- Pacific Islands Forum Secretariat (PIFS). 

- European Union (EU). 

- UNESCO. 

- ILO. 

- UNCTAD. 

- Common Wealth Foundation (before Fiji was suspended from the commonwealth). 

4. Governmental Organisations 

- DNHCA. 

- Fiji Museum. 

- Fiji Arts Council (FAC). 

- Fiji Trade and Investment Bureau (FTIB). 

 

4.4 Summary 

A number of institutions both government and non-government agencies have contributed 

towards the sustenance of contemporary arts in Fiji. Although the nature of the art institutions 

in Fiji may not necessarily correlate with what the developed world considers art institutions, 

in the local context they have provided the necessary support for ongoing art development. 

These institutions have and continue to play significant roles both directly and indirectly in 

developing and supporting the arts and artists since independence.  
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Chapter Five: Pre-Contact to Colonial Art in Fiji 

5.1 Chapter Overview 

This chapter reviews iTaukei or traditional Fijian arts in general from pre-European contact 

through contact and colonialism, and its impact on art and artists in Fiji. It also profiles some 

of the first local contemporary artists in Fiji from the late colonial era to the post-

independence period covering 1960s and 1970s. This chapter also profiles important artists 

who have contributed to contemporary arts in Fiji in terms of realism. 

5.2 ITaukei Visual Arts – Fiji before Colonialism 

Oceanic art in the pre-contact period was characterised by several important features: exclusive 
dependence on the natural environment for media, generally coarse and simple decorative 
features, conformity and conservatism to established modes of working, uniqueness among 
individual artwork, special mana48for artists, prominent functional considerations of artwork, 
specialist artists and a sexist basis for allocation of responsibilities for art making (Teaero 2002: 
p.6). 

There is a collection of writing on iTaukei or traditional/heritage Fijian arts (e.g. Toganivalu, 

1911; Henderson, 1931; Waterhouse, 1976; Ewins, 1982). Most notable in this area, is the 

work of Dr. Roderick Ewins49. 

Traditional iTaukei visual arts, as in many Pacific Island societies before the advent of 

European contact and colonialism was mainly utilitarian in nature with much adherence to 

community conformity (Dutton, 1993; Thomas, 1997; Ewins, 1999; Teaero, 2002). In Fiji, 

learning and the transmission of knowledge took place under the direction and guidance of 

village or community elders and specialists or experts.Significant knowledge and skills50were 

passed down through various means including storytelling, myths and legends, dance, poetry, 

chants, songs, proverbs, cultural rituals and ceremonies. Hands-on practical knowledge 

transmissions were through observation, listening, imitation, participation and direct 

instruction where the younger generations obtained the necessary understandings, skills and 

values of their cultures (Thaman. 2006). Other transmission and exchange of ideas was 

through contact with other Pacific Islands through inter-island travel within the Pacific Ocean 

(Hau’ofa, 1993; Teaero, 2002). 

                                                      
48 For details on Mana in Fijian context: See Tuwere (1992) and Nabobo-Baba (2006). 
49For an online repository of papers by Dr. Roderick Ewins, See: http://www.justpacific.com/rod-personal/anthropubs.html/  
50 ‘Open knowledges are open to everyone in the community to use. ‘Close knowledges’ are only passed down through 
members of a family or clan to use. ‘Negotiated knowledges’ are those whereby special permission must be obtained from 
the holder of that knowledge to use(c.f. Nabobo, 1994; Teaero, 2001). 
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The heritage/traditional (visual) art forms of Fiji comprise gendered domains in the arts. 

Women’s art include Tapa (Masi); Weaving of Mats (Ibe), Fans (Iri), and Baskets (Ketekete); 

and, Pottery (Tulikuro)51. The male domain of the heritage visual arts includes Carvings 

(Ceuceu), making Spears and War clubs, Canoes (Takia, Cabakau, Drua), and architecture: 

House (Bure) building and Sennit (Magimagi), Lashing (Lalawa). 

Art mediums at this time consisted of natural materials, dyes and fibres. The tools used for art 

production were made of wood, rocks, bones or sea shells, and were bound or lashed to a 

carved wooden handle using magimagi (coconut sennit), fibre from the bark of the Vau 

tree 52 ; or the leaves of the pandanus tree 53 .Adherence to functionality and conformity, 

limitations of tools’ and low longevity of materials used, all contributed to the slow and 

limited progress in the arts (Teaero, 2002). 

Most of the art produced, was mainly for practical everyday use/consumption rather than for 

aesthetic value. These items/objects had multiple meanings depending on how they were 

presented, used and in what context they were employed in a particular time and place. These 

items were used (and some still are) in cultural ceremonies, such as weddings, funerals, and 

chiefly installations. Some items were made by everyone (for example, basket weaving) 

while other art items were made only by specific artisans or clans (for instance, canoe 

building). These heritage art objects were also acquired or traded through barter and 

reciprocities in cultural rituals and ceremonies often to reinforce social bonds or as tools to 

forge socio/political alliances between individuals or matagali (clans) (Teasdale & Teasdale, 

1992; Ewins, 1999; Teaero, 2002). 

These utilitarian heritage objects or artifacts such as Mats (Ibe), Fans (Iri), Baskets 

(Ketekete); and, Pottery (Tulikuro), Carvings (Ceuceu), War clubs, Canoes (Takia, Cabakau, 

Drua),  Houses (Bure) and bark cloths (Masi) designs will later on provide a source of 

inspiration and subject matter for contemporary artists and logos for local companies.  

 

                                                      
51 Pottery is mainly done by women in certain clans but this art form is also done by some men as I found out on my trip to 
Rewa on Viti Levu Island. 
52Scientific Name: Hibiscus Tiliaceus. 
53Scientific Name: Pandanus Tectorius. 
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Fijian Masi (above) and some designs (below): Source: Urbanviti54 

 

 

 
 

 

 

 

 

 

Above: Using Fijian artifacts as subject matter: Yalo i Viti.2009. Acrylic on Masi and board. Photo: Sharon 
Light 

                                                      
54 See https://urbanviti.wordpress.com/category/theatre/ Note: The center image comprises 15 kesakesa designs/motifs 
included in the 2013 Fiji Airways Company Logo which the company has sought to trademark. At the time of completion, 
the Trade Marking Case had not yet been ruled on by the Fiji Intellectual Property Office.  
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5.3 Contact and Art in Colonial Fiji 

… colonialism and its modern manifestation, globalisation, interacted and consequently 
transformed not only the structures of many Pacific cultures but also the way members of 
cultural groups see themselves and others. The degree with which this transforming process 
influences the way… [we]… think and see the world would depend on [our] ability to clarify 
for [ourselves] the difference between [our] received wisdom (from formal, [and] mainly 
western education) and the wisdom of the cultures in which [we] were socialised and from 
which [we] continue to learn (Thaman: 2006: p.151) [Emphasis added]. 

The late 1600s to the 1800s55 marked the period of contact in Fiji. Over this time, interaction 

with Europeans saw the introduction of tools and materials employed in various art forms and 

their production. There were four main groups from the Western world (Europeans) that 

Pacific Island Countries including Fiji, came into contact with: sailors, traders, missionaries 

and colonial administrators. These four groups brought with them foreign materials and tools, 

as well as, different ideologies which influenced the Pacific island way of life (Thomas 1999; 

Teaero: 2002).Sailors sometimes chose to remain in Fiji whereas others were said to have 

been marooned or captured as a result of their involvement in local warfare.  

Traders were after whale oils, bêche-de-mer (sea slug) and sandal wood for trade in China, 

while the Missionaries began their efforts at converting the ‘natives’ to Christianity.  The 

major impact, of Europeans in Fiji, took place in the late nineteenth century when many 

began to settle in the islands, setting up plantations of cotton, copra and sugarcane (Norton: 

1990). This and the culminations of local warfare eventually led Fiji to its cessions to Great 

Britain in 1873, ushering in the colonial era which lasted until 1970 – a period of 96 years of 

colonial rule in the Fiji islands.  

Goldsmith (1993) argues that the colonialists' aim was to transform cultural institutions. The 

main reason behind this agenda was that they prevented indigenous people from being 

subordinate socially, ecologically and spiritually to the short-term aims and economic returns 

received, by participating in the colonial economy. He argues that this transformation was 

both necessary and effective given that “… there is no better way of destroying a society than 

by undermining its [traditional]educational system” (p.285) [Emphasis added].   

This is related to an instance, in 1922 where the late Ratu Sir Lala Sukuna, one of Fiji’s 

prominent statesmen, responded to a campaign by colonial administrator, G.L. Barrow’s 

calling for a democratic system of governance and the elimination of the Native Regulations. 
                                                      
55 The first recorded European contact in Fiji was Abel Tasman’s journey in 1664. For more on early contact, see Norton 
(1990). 
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Sukuna said that his life and the services he performed did not only belong to his family but 

to the entire clan that he was a part of. Sukuna argued  that the ‘native’( iTaukei) was not 

ready for such a transition in governance, values and lifestyle, as Fiji, was still well-

established in a hierarchical but beneficial social system which provide the individual and 

clan the foundation of their life (Jena: 2012). Similarly,Ewins (1980) makes the following 

statement. 

It was a time for convincing the islanders that their way of life, their religion, indeed the very 
fabric of their existence, was evil and worthless. A time for selling them your commodities at 
the expense of their own, in exchange for the sandalwood and bêche -de-mer, and a time for 
bringing to bear an incredible arsenal to convince them that whether it was all true or fair, 
Might was Right…(p.5). 

Teaero (2002) explains that contact with the western world has resulted in many changes to 

Pacific/Oceanian arts and worldviews including: 

1. Elimination of significant components of indigenous art forms[deemed heathen or 

evil]; 

2. Extensive modification of certain art forms[considered rude or to increase sales to 

outsiders]; 

3. Introduction and integration of new ideas, motifs and materials[new durable 

materials]; 

4. Artists and craftspeople were able to work at a faster pace [due to modern tools like 

iron tools]; 

5. An instilling of a sense of inferiority and helplessness among islanders [to easily 

govern and rule];and, 

6. A new view of indigenous objects as "art" (Adapted from Teaero 2002: p.10).  

In the latter, because ‘Functionality’ was the emphasis before, there was no one single word 

for art as it is used in today’s sense and use of the word.However, there are numerous words 

for different forms of indigenous/heritage art. 

At that time, the attraction of the unfamiliar or exotic appears to have been the order of the 

day. Teaero surmises: ‘the bottom line is that the status quo had been irreversibly 

disturbed...There was a general craving for and glorification of anything "foreign" (Ibid). 

The ‘glorification of things foreign’56 also led to Pacific islanders naming their children after 

                                                      
56 This phenomenon may also be referred to as exoticism or romanticism.  
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foreign events or items. For instance, one of Fiji’s most prominent leader and politician, Ratu 

Sukuna was named after an iron ship, a ‘schooner’, which translates to ‘Sukuna’ in Fijian 

(iTaukei)that one of his ancestor had bought to replace his ‘drua’ (double haul canoe), 

(Geraghty 2011).  

In the early days of colonialism, contemporary artists in Fiji were Europeans, mainly visually 

documenting the local sceneries and life. One such artist was Ms. Constance Gordon 

Cumming, from the U.K, who lived in Fiji from 1875 to 1877. Ms. Cumming was a friend 

and companion to Lady Gordon, the wife of Sir Arthur Gordon, the Governor of Fiji at that 

time. Cumming spent a lot of her time travelling around Fiji producing a number of drawings 

and watercolors of landscapes, villages and iTaukei objects. All of her artwork returned with 

her to the U.K witha number currently housed at the Museum of Archaeology & 

Anthropology, Cambridge and the majority at the National Museums of Scotland, Edinburgh 

(Fiji Art Research Project, UK. 2011)57.Three of Constance Cumming’s works are shown 

below depicting a bure (traditional thatch house) and two takia (outrigger canoes). The third 

piece, an engraving, is the first visual record of Suva before it became the capital. Many 

visual artists in Fiji continue to paint in similar styles and themes today. 

                                                      
57Fijian Art Research Project is an Arts and Humanities Research Council (AHRC) sponsored research project that is being 
jointly hosted by the Sainsbury Research Unit (SRU) at the University of East Anglia and the Museum of Archaeology and 
Anthropology (MAA) at the University of Cambridge. The collaborative 3-year project, set to run from May 2011 to April 
2014, aims to unlock the potential of the outstanding collections of Fijian art, material culture and associated photographs 
and archives held in museums in the United Kingdom and abroad. The bulk of these Fijian collections have never been 
displayed, nor have they ever been thoroughly researched or documented. (University of East Anglia, UK: 2011). For more 
details see: http://www.fijianart.sru.uea.ac.uk/ 
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Fijian Bure (above) and Two Canoes (below) at Museum of Archaeology & 

Anthropology.Watercolour by artist, Ms. Constance Cumming. Photo: Fiji Art Research Project, UK. 
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Suva in Viti Levu (The future Capital): 1800s. Artist: Ms. Constance Gordon Cumming. An engraving58. 

From the beginning of colonialism to the 1950s, all artists (painters) in Fiji were colonial 

Europeans or settlers and their descendents. One such artist was British official World War II 

artist, Eric Ravilious, who was born in Eastbourne, Sussex and studied at Eastbourne School 

of Art and the Royal College of Art, London.One of the earliest exhibitions recorded in Fiji 

was a solo exhibition featuring the works of Ravilious at the Fiji Arts Club in 1950 (British 

Council of Arts: 2011). It was not until the 1960s, that local Fiji artists (painters) began 

appearing in the mainstream59. 

5.3.1 Exposure to Western Arts 

In Fiji and other Pacific Island Countries, colonial administrators’ goals were to bring in new 

political, economic and educational systems that were modeled on their own countries’ 

systems. Their main objective was to establish and reinforce in the indigenous people the 

culture, political system and values of the colonial powers. These goals were achieved for the 

most part through specially designed curriculum created from the colonial countries, which 

contributed to the colonization of the mind. The traditional arts were objectified and 

misrepresented and this has been further misrepresented in research with negative impacts on 

indigenous cultures around the world (Te Awekotuku, 1991; Thaman, 1992; Smith, 1999; 

                                                      
58 Source: http://www.justpacific.com/fiji/engravings/gordon-cumming/fijiisles/suva.jpg 
59 I take ‘mainstream’ here to mean ‘local art exhibition’ where art were sold and appreciated. 
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Teaero, 2002; Hanlon, 2003; Burke, 2004; Hedeen, 2005; Madison, 2005; Battiste, 2008; 

Dion, 2009; Diversi & Moreira, 2009; Taufe’ulungaki, 2011). 

Many of the school subjects that were taught in the arts such as history, geography and 

literature were about the colonial powers’ attributed mana60. In this way, generations of 

Islanders grew up learning more about Europeans countries and their arts rather than about 

their own. This has resulted in the appreciation for and borrowing or coping, and adoption of 

not only materials but also ideas of the western world (Thaman, 1992; Thomas, 1999; Teaero, 

2002). Most young people were introduced to art and the idea of art through the books that 

they were exposed to at school, libraries and Christian illustrated story books61. 

Traditional arts were considered handicrafts, and at school, were made as handicraft projects, 

under the education mandate of learning and preserving culture. Indigenous participants 

shared this experience and during talanoa sessions explained that their notions of art at school 

was ‘arts and crafts’.The ‘real’ art, as some of them put it was understood to be realistic 

drawings or paintings, usually still life and local sceneries. They saw basket weaving and 

other indigenous art forms as handicrafts. 

During the researcher’s time as a senior artist at the Oceania Centre for the Arts and Culture 

(OCAC), USP Suva Campus from 1998 to 2008, it became evident that this view of art had 

not changed much in Fiji. For instance, the researcher facilitated art workshops for the Red 

Wave Collective62 targeting young unemployed youths who could take up visual art as a 

pathway. These young men were usually aged sixteen to twenty years old though some were 

older.During the interview processes of initial trainees, interviewees were asked to draw or 

sketch something to gauge their basic understanding level of art, creativity and basic skills. 

The vast majority would sketch realistic images of muscled men, comic super heroes, trees 

and the like. The few who used traditional motifs in their sketches usually did not know the 

meaning of these motifs. They said they had seen these on printed masi or in other print 

material. When asked them for meaning and in what context they were using these motifs, the 

usual answer was, ‘I don’t know’.  

                                                      
60 I take ‘mana’ in this context to mean ‘the overwhelming privileges, wealth, prestige, status and achievements of colonial 
powers’ through the eyes of the indigenous people at the time. 
61The researcher shared this experience and as a young man was drawing and painting realistic art and admired the works of 
artists of the Renaissance period, though he did not know what renaissance was, at the time. 
62 Red Wave Collective was the name of a group of artists based at OCAC since 1998. For more details see Higgins (2008). 
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The issue is that young people in Fiji (and PICs) are growing up in a world that is changing 

with every generation. The mainstream types of art they are exposed to and appreciated in all 

forms of media outlets are essentially Western art - usually ‘realism’ in its derivative forms. 

These youth do not have the same opportunity to learn about traditional arts. Some artists in 

Fiji who use traditional motifs, say they do so because it gives the artwork perceived 

traditional art value, without knowing the meaning of the motifs or context of its use. 

5.3.2 Romanticism and its Impact on Paintings’ as Subject Matter 

During a Talanoa session, some young artists inquired as to why so many artists paint sunsets 

or sunrises with beaches with ‘bures’ (traditional thatch houses) and/or scenery with flowers. 

One artist asked; ‘How did we go from traditional arts to painting beaches, coconuts trees 

and sunsets?’ The answer is the development of art world view that is derived through a long 

process of exposure that started with the ‘contact’ period from the 18th to the early 19th 

century. 

As mentioned in the literature, the contact with the outside world (Europeans) had many 

impacts on the life of the Pacific islanders. One impact is the idea of the Pacific islands as a 

‘Paradise’. That is, the ‘romanticisation’ of the Pacific Islands as a romantic destination with 

warm-weather, sandy white beaches and a carefree life style. Sexual innuendo was portrayed 

in post cards with images of semi-naked young maidens. This romanticisation was quite 

prevalent for the Polynesians islands and Fiji considered a part of Polynesia was party to that 

categorisation. 
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Left: Topless Hula girl Hawaii; right: Fiji Postcard63. 

 

The idea of Pacific islanders or native people as ‘Noble Savages64’has multiple perspectives 

but the romantic aspect of ‘noble savages’ in Pacific islands as care-free and living in 

Paradise was the main idea that was perpetuated and captured the mind of the western world 

at the time. At a time when western women were considered vulgar for showing their bodies, 

the free, topless, full bodied Pacific Islander presented an exotic, semi-pornographic intrigue. 

This romanticism also drew the European artist Paul Gauguin to Tahiti in the late 1800s. He 

painted nude and semi-nude Polynesian women adding to this notion of the Pacific islands. 

By the nineteen forties, and through the fifties and sixties, more post cards and films65  were 

in circulation around the world further emphasizing this romanticism through 

misrepresentation of the cultural communities. The western world’s view or lenses of the 

PICs were heavily influenced by these skewed/bias romanticized notions of life in the islands. 

 

                                                      
63Source: www.rubylane.com  
64Although the terms ‘Noble Savage’ was first coined by John Dryden in his fictional work (poem) ‘The Conquest of 
Granada’(1672) to describe the natives of Mexico. It was Jean-Jacques Rousseau and others that gave significance to the 
idea in socio-political discourses concerning colonialism and indigenous/native people in the 1700s. 
65C.f. Blue Lagoon 1949, South Pacific, 1958 and Elvis Presley’s 1961Blue Hawaii are examples of these.  
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Post cards advertising Hawaii (left) and Tahiti (right).66 

 

With the advent of mass tourism in the sixties due to introduction of the jet planes (larger 

carrying capacity) for travel into Fiji, the creation of these type of art were played out in three 

scenarios. Firstly, local artists (mainly Europeans and those locals who had learnt from them) 

turned their skills of painting European sceneries to painting islands sceneries. Secondly, 

tourists pouring into Fiji were already influenced by romantic ideas fuelled by the media. 

They formed a ready market hungry for souvenirs of the exotic places they visited. And, 

finally, local artists had found a ready market for their livelihood (earning an income) that 

they were happy with and willing to cater for. Thus began decades of these types of art 

(paintings) that are still visible today. 

 

 

 

                                                      
66Both pictures were sourced from  http:// www.zazzle.ca/  
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5.4 The first wave of Contemporary local Artists in Fiji 

The first generation of local contemporary artists learnt their trade mainly from the 

expatriates or expatriates’ wives of the colonialists with some artists learning from European 

missionaries. These artists mostly produced paintings and skills were learnt through painting 

classes or personal lessons. The Fiji Arts Club played an important role in these early years of 

development by providing art lessons and classes. 

Most of the prominent artists on the local scene from the 1940s to the 60s were Europeans or 

of European decent, the majority of whom were part of the Fiji Arts Club either as full time 

or part-time artists working in Fiji at the time. Names like Mary Edwell Burke, Irving, Bette 

Harrison, Robi Wilcork, Triska Blumenfeld, Aaron Shikler, Mary Jane Bentley, Alfred Stone, 

Dolphie Kearsley and Betty Harrison were quite well known locally in the 60s and 70s67. 

Some of these artists remained on the local art scene through to the 1980s.  

Even the former Fiji parliamentarian Senator Kenneth Low’s grandfather Low Kum-Tim was 

an artist specializing in traditional Chinese painting. Low Kum-Tim is recorded as having 

exhibitions hosted by the Fiji Arts Club in the 1960s. There is not much information available 

on these artists from the sixties and seventies other than the Fiji Art Council records of the 

National Art Collection. Those records document some of these artists winning the top prizes 

from the sixties, seventies to the early eighties both from the annual exhibitions by the Fiji 

Arts Club and by the Fiji Arts Council. 

Local artists such as Fred Whippy, Semisi Maya and Liebling Marlow attracted local 

attention as emerging artists in the sixties and seventies. These three local artists went on to 

become prominent Fiji Artists leaving a permanent legacy in the local art scene. 

 

 

 

 

 

                                                      
67 See Appendix 2: Fiji Art Council: National Contemporary Art Collection. 
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5.4.1Semisi Maya 

 
 

 
Semisi Maya68 

Semisi Maya was born in 1917 and grew up in the village of Cautata, Bau in the province of 

Tailevu on the island of Viti Levu. Maya grew up just like any other young iTaukei in the 

village and was educated at the district school, working in the plantations, fishing, building 

houses, and engaging in other village tasks (Canterbury Society of Arts: 1974). In 1938, 

Maya was diagnosed with leprosy at the age of twenty-one and sent to Makogai for treatment. 

He spent the next 14 years, from 1938 to 1952 on the island. Upon discharge, he returned to 

his village, with long periods spent at St Elizabeth's Home or Twomey Hospital69, the leper 

rehabilitation depot, just outside Suva.He became a permanent resident in 1958 when it 

became difficult to care for himself.  

The disabling after-effects of leprosy led to occasional periods of depression. A Catholic 

sister of the SMSM order, at St Elizabeth's Home, gave him paints and paper and taught him 

the technique of finger painting. The sisters soon realized that Semisi had an exceptional 

talent (Ibid).He learned to blend colors andcreate unique painting using his knuckles, the 

edges of his hands and hairs on his forearms. He applied these to create effects and shapes 

                                                      
68 Image  cropped from 1981 stamp picture from 
http://www.linns.com/howto/refresher/curiosities_20080825/refreshercourse.aspx/  
69Recorded accounts differ in this, with somestating that he moved immediately after his release from Makogai to St 
Elizabeth's Home while others said he resided at Twomey Hospital. Allaccounts agree that he spent the remainder of his 
days at Twomey hospital in Tamavua, Suva from 1958 onwards. 
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such as waves, marine and plant life and fine details were achieved with a spatula held 

between both hands or in his mouth. His paintings were exhibited in Christchurch taken there 

by the New Zealand Lepers' Trust Board; London, Australia and the United States (Holmes: 

1982). 

Evidence of the appreciation for his art was apparent at that time with some of Maya’s 

paintings hung on the walls of the Suva Travelodge (now Holiday Inn) as well as at Twomey 

Hospital. Semisi Maya is the only artist from Fiji who was honored nationally and his art 

made it to the Fiji stamps in 1981 celebrating the International Year of Disabled Persons. 

Maya’s style was mainly expressionist but his story is important because it is inspiring. His 

art being celebrated on Fiji stamps70 also helped to raise awareness for visual art in Fiji for 

two decades before email began to dominate the mailing communication system. Semisi 

Maya’s legacy has earned him a special place in Fiji’s art scene. 

 

 

 
 

 

 

 

 

 

 

 

 

 

 

 

Both pictures above and below were from Fiji stamps of Semisi Maya’s works. Titles: unknown 

                                                      
70Local residents confirmed that Maya’s art was featured on the cover of the Fiji Telephone directory that year but a visual 
of this could not be found.  
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Fiji Stamps that commemorate Semisi Maya’s Life was released in 198171 

 
                                                      
71 Source: http://www.linns.com/howto/refresher/curiosities_20080825/refreshercourse.aspx 
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5.4.2 Frederick Whippy 

 
 

 
Fred Whippy: Photo: Tessa Miller 

Frederick Whippy, known locally as Fred Whippy was born in 1939 in Lautoka on the 

western side of Viti Levu. He had no formal artistic training other than participating in art 

lessons organized by the Fiji Arts Club when it was based in Lautoka in the late 1950s72. 

Whippy began his artistic career in 1960 with Tiki Togs73 in textile design. Creative director 

and business woman, Cherie Whiteside first recognised the potential of young Whippy, and 

his works began to adorn their walls. 

 In 1964, Whippy was the first local artist to exhibit internationally with his pastel cuts 

travelling around the United States and Canada. All of his artworks at that exhibition were 

sold. Seven years later, in 1971, the French airline sponsored an exhibition of Whippy's work 

in oil in Los Angeles. Whippy was a regular participant in major exhibitions in Fiji and also a 

regular winner of art prices including the Carlton Brewery Fine Art Award in 1973, 1980 and 

200374.  

                                                      
72 Fiji Arts Club was established in Lautoka in 1947. 
73 Tiki Togs was a chain of clothing stores in Fiji that specialized in fashionable clothing featuring local designs based on 
Pacific designs. It closed in the 1990s after the death of its Ms. Whiteside.  
74Suva Fiji Activities online: May 12, 2006. See http://promotingsuva.blogspot.com/2006/05/local-artist-shows-talent.html 
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In the later years of life, Fred kept to himself concentrating on producing art. His style can be 

attributed to realism, expressionism and a sense of romanticism about daily life in Fiji 

provided inspiration for his subject matter. This included Fijian women making pottery, men 

working in the gardens, fishing, firewood cooking, meke (traditional Fijian dance), and a 

variety of village scenes. Fred Whippy passed away in October, 2011. 

 

 

 
Dancers by Fred Whippy: Photo: Courtesy of CreatiVITI 
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Artwork by Fred Whippy: Photo: Courtesy of CreatiVITI 

 
Artwork by Fred Whippy: Photo: Tessa Miller 
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5.4.3 Liebling Marlow 

 
 

 
Liebling Marlow. Photo: Vasu: 2008 

Liebling Hoeflich Marlow is often viewed as a Fiji icon having been the first Miss Hibiscus, 

Fiji in 1956. She was an ardent member of the Fiji Arts Club and learnt to paint from the club 

in Lautoka. Liebling began painting in 1967 and describes her first steps as difficult with a lot 

of mistakes.After helping to found the Fiji Craft Association in 1975, she represented Fiji at 

the World Craft Conference in Mexico, 1976. Liebling’spaintings on oil and acrylics depict 

village scenes, beaches, local flora and fauna and are realistic in style with vibrant colours. 

She also works with white masi (Fijian tapa/bark cloth) and magimagi (coconut sinnets) and 

in one instance used these to create the largest wall hanging of its kind in Fiji. That piece 

hangs in the dining room of Musket Cove Resort.  

She was named Fiji’s Craftsperson of the year in 1986 at the Fiji Arts Club annual exhibition. 

In 1991, her piece, ‘Breast Plate 2000’ won the first prize at the FAC’s National Art 

Exhibition. She was the first Fiji artist to have her artwork ‘Tuvaga’ as the cover art for the 

‘Art and Asia Pacific’magazine (Vol.2, No.4)(Teaiwa1998). Liebling has exhibited at the 

Alliance Francaise, Sydney, 1995 and USA. In 1999, she was commissioned to paint a large 

wall mural for the Dominion Hotel in Nadi. 
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Breast Plate 2000. (1991). Magimagi, Pearl Seashell, Masi on board. Photo: FAC 

 

 
Village scene 2008: Acrylic on Masi. Photo: Vasu 

In 2004, Marlowwas treated for depression, and a year later, in 2005, returned to painting and 

entered the Fiji Arts Club annual exhibition at the Play house in Suva. She also exhibited a 
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number of pieces at the Vasu regional art exhibition held at the Oceania Centre for Arts and 

Culture, USP in 2008. Liebling’s works can be found in numerous offices and private 

collections around Fiji. 

 

 
Island scene. 2008: Acrylic on Masi. Photo: Vasu 

 

5.5 Other Important Artists 

The artists profiled in this section were influential in the development of realistic art through 

painting in Fiji from the late seventies to the nineties. They specialized in realistic and/or 

impressionistic realism paintings and their influence was through art classes, workshops and 

mentoring. 
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5.5.1 Jasper Schreurs 

 

 
Dutch Artist: Jasper Schreurs. Photo: The Artist 

Jasper Schreurs is a professional artist - painter, sculptor and graphic artist - who creates story 

boarding and artworks for major corporate companies such as Adidas, Unilever, Philips and 

Shell Company (Howey, 2012). He grew up in Africa and studied in Holland. Jasper 

completed a two year master-classes with a Dutch Baron who it is said could trace his 

ancestry back a thousand years. During the course of his studies, Jasper was sent to museums 

to work on reproductions of the Baron’s ancestors. Jasper worked for various advertising 

companies in London before coming to Fiji (Ibid). 

The artist resided in Fiji for 13 years from the late eighties to the late nineties, where he 

married and started a family. During this time he worked for the Fiji Arts Council and 

continued to produce magazine and book covers and book illustrations. He also ran art 

classes in Suva. 
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Fiji’s earlier Two dollar note design by Artist Jasper Schreurs. Photo: Howey, H.C 

Jasper was commissioned by the Fiji government to design the old two dollar bill in the 

eighties and he worked his daughter into the artwork. His daughter is the girl with the woven 

leaves hat at the top right of the centre image (Howey 2012). 
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5.5.2 Jane Ricketts 

 

 
Ms. Jane Ricketts. Photo: Fiji Times Online 

Jane Ricketts was born, raised and educated in New Zealand. A Fiji citizen, she resides in 

Suva and is a regular at most art exhibitions in Suva as participant artist, organiser or art 

judge. She previously lectured in the department of Literature and Language at the University 

of the South Pacific in Suva. Jane is also an avid collector of local artists’ works.  

In 1987 after the military coup, Jane took art classes from the Dutch artist Jasper Schreurs at 

the Fiji Arts Council in Suva and began her career in the arts. She specializes in painting or 

collage in realistic impressionism style. Jane has won the FAC’s National Art Exhibition 

twice. First, in 1992 with her piece ‘Three Sisters on Rest’ and then in 1995 with her piece 

‘Dressing the Bride’. She has facilitated the ‘Yellow Ribbon75’ art programme76since 2011 as 

a volunteer, teaching and working with prisoners towards exhibitions at the Tagimaucia 

Gallery77 housed at the administration block of the Korovou Prison at Walu Bay, Suva. 

                                                      
75 The Fiji Yellow Ribbon Programme is based on a model developed in Singapore for the need to give offenders a second 
chance or fresh start upon their release. The concept was named after a popular 70’s song ‘Tie a Yellow Ribbon round that 
old Oak Tree’. Thus the Fiji Yellow Ribbon Art Programme was initiated in 2008 to help some prisoners be artists upon 
release. There are also different components in this programme like creative writing, carpentry, and so on. 
76 The researcher was involved in the initial stages of the Yellow Ribbon Art programme working with prisoners in 2008 and 
2009. 
77 The Tagimaucia Art Gallery was officially open in 2009 for the purpose of selling arts produce by prisoners in the 
programme. It is located in the administration wing of the Korovou Prison at Walu Bay, Suva. 



101 
 

 
Three Sisters at Rest. 1992. Oil on board. Photo: FAC 

 

 

 

 

 

 

 

 

 

 
Dressing the Bride. 1995. Oil on canvas. Photo: FAC 
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Hanging dirty Linen in Public. 2001. Oil on canvas. Photo: OCAC 

5.5.3 Karen Bower 

 

 
Karen Power. Photo: The Artist 

Karen Bower resides in Savusavu, the main tourist town in Vanua Levu. She is also the 

mother of young businessman and metal sculptor, Shane Bower. Karen was born and grew up 

in Suva. Although she was always interested in art, it was not until 1992 that she began 
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taking art classes with Dutch artist, Jasper Schreurs. Mrs. Bower specialises in realistic and 

impressionist style using oil, watercolours, acrylics and oil pastels. 

 

 
Pawpaw on Masi. (n.d.). Photo: The Artist 

 

 
Market Flowers I. (n.d.). Photo: The Artist 
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Karen Bower has won the National Art Exhibition (NAE) twice. She won the NAE with her 

watercolours on paper works titled, ‘Dinghy at Sunset’ and ‘Two Dinghies’ respectively. 

Karen also won art prizes from the Fiji Arts Club exhibitions in 1996. 

 

 
Coconuts. (n.d.). Photo: The Artist 

In 1996, she opened an art gallery in Suva to sell her works and the works of other artists but 

this was closed in 1998 when she relocated to Savusavu. Soon after, she opened an art gallery 

at the Cobra Shed Marina at the Savusavu waterfront. The Copra Shed Marina is an ideal 

location for the art gallery because of its access to tourists. It houses the Captain's Café 

restaurant, a coffee shop. Savusavu Yacht Club, a handicrafts shop, internet café and travel 

agent booking offices for both international and domestic air and sea travel. 
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5.5.4 Deborah Scales 

 
Ms. Deborah Scales. Photo: The Artist 

Deborah Scales was educated in the United States and attended the University of Maryland, 

Baltimore, where she acquired a Bachelors Degree in Fine Arts and Art Education. She began 

teaching visual arts and operated a sign writing business in Crested Butte, Colorado. A 

planned painting holiday to French Polynesia (Tahiti) extended to two years and a long 

commitment to the South Pacific. 

 

 
Visions beyond tomorrow. (n.d.). Photo; The Artist 
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Deborah has since returned to Colorado, USA, but over the years she resided in South Pacific 

island countries including French Polynesia, Cook Islands, Tonga, Fiji and Vanuatu. Her 

pacific encounter spanned over twenty years from the early eighties to late 2000s. During this 

time she adopted a Fijian son, settled in Fiji and was heavily involved in the visual art scene 

in Fiji. She was especially involved in teaching and art education at the FIT at the School of 

Printing and Graphic Design; now part of the Fiji National University. 

 

 
Left: Call of the Herald. Right: Mercy. (n.d.). Photos: The Artists 

Deborah was first visible in Fiji when she was attached to the Fiji Arts Council in 1983 where 

she offered painting and drawings classes. Specializing in painting with oil and water based 

paints and teaching life drawing and designs, she also ran an art greeting card and screen 

printed fabrics business in the Fiji. 

She was instrumental in the development of the Visual arts programme at FIT where she 

arranged a student art exchange between FIT visual arts students and students from the 

Lompoc Museum, Lompoc Ca, USA in 1996.From 1999 to 2005 she engaged in course 

writing and teaching drawing and painting at the institute. During this time, she was head of 

department in the Visual Art section at Fiji Institute of Technology for three-years, and was 
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responsible for the foundation, certificate and diploma in visual arts, diploma in art education. 

She was also Art gallery coordinator for the Ratu Iloilovatu gallery space located at the 

Raiwai campus. Additionally, she held the role of part-time Project Coordinator for 

Community Art & Craft Workshops for Continuing Studies at the University of the South 

Pacific.  

She assisted FAC in organizing art exhibitions and overseas events for artists in Fiji. Her 

works can be found in many local corporate businesses and resorts and overseas. Deborah 

returned with her son to the United States in 2007. 

5.5.5 Sharon Anne Light 

 

 
Sharon Light. Photo: The Artist 

Sharon Anne Light was born in Suva in 1948, a descendent of a European settler family that 

arrived in Fiji to grow cotton in Ra province in 1869. She attended Suva Grammar High 

School and Business College in Auckland, New Zealand. She is a self-taught artist who 

admits that she learnt art basics from Mary Edwell-Burke78 who taught art at Suva Grammar 

High School. Sharon is also a local fashion designer and won first prize in the Fiji Red Cross 

Fashion Award in 1998.  

                                                      
78Ms. Edwell-Burke was the first artist to win the National Art Exhibition in 1962. See Appendix 2. She passed away in 
1988 and is buried at the Nasinu cemetery. 
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After more than a decade of making a living through painting for the tourist market, she 

decided to take painting seriously. This was after winning second place at the Fiji Arts Club’s 

annual exhibition in 2003. In the same year, she won the first prize in the Indigenous Art 

Category at the Fiji Arts Council’s annual National Fine Art Exhibition with her acrylic on 

board piece, ‘Fisher-woman before the Missionaries’79. Her passion for fishing and diving is 

reflected in her art. In 2008, Sharon won first prize in the ‘Arts on the Island Exhibition’ 

organised by CreatiVITI at the Sheraton hotel, Nadi. She also won first prize at the ANZ Fiji 

Arts Club exhibition in 2009 and third place in 2010. 

 

 

 

 

 
 

 

 

 

 

 

 

 

Fisher-woman before the Missionaries. 2003. Acrylic on Masi and Board. Photo: FAC 

 

                                                      
79 It is only in the last three years that the discussion of what criteria ought to apply to this award has been debated. In the 
past, it was the content and not the artist which determined the winner of the Indigenous award but more recently this has 
been questioned.  
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Sharon’s works are realistic in style with some expressionist representations adding local 

images to her works. Her subjects vary from marine life, to Fiji’s tropical flora and fauna, 

nude studies and daily local life scenes. She also designs Fiji postal stamps for Post-Fiji’s 

‘Philatelic Bureau’. 

 

 
 

The Nanai (above) and Snakes of Fiji (below) are two of the stamp-designs by Sharon Light. Photos: The Artist 

 

 

Sharon Light continues to be a regular participant in most major art exhibitions in Fiji and 

continues to paint and works from her home in Uduya Point, Lami. She is married with three 

sons and three grand-children. Sharon’s works can be found in Resorts, Hotels and major 

corporate businesses throughout Fiji. 
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Beach Market Fruits. 2010. Acrylic on Masi and board. Photo: The Artist 

 

 
Tuna. 2010. Triptych. Acrylics on Masi and board. Photo: The Artist 
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5.5.6 Marita Brodie 

 

 
Marita Brodie with her painting ‘Small Warrior’. Photo: Fiji Times Online 

Marita Brodie was born in South Africa and immigrated to Fiji in 1979.She called Fiji home 

because she resided there longer than any other country in the world. She managed a 

landscaping business and painted in her spare time. Marita was a self-taught artist who began 

painting and experimenting with oil paints in 1997. She worked in acrylics and other 

materials for her arts. Scanlan (2008) writes:  

Her works are as diverse in style, content and media as a Van Gogh is from a Monet. From oil 
paintings, watercolors, to pieces made completely of shredded leather. Marita pushes the 
boundaries and keeps things interesting for herself, painting what she feels that day’. .. Many of 
her pieces are traditionally Fijian in theme – images of idyllic village scenes, bures, masi 
patterns, and the all alluring nude Pacific woman (On the artist’s webpage). [Emphasis in 
original]. 
 

 

Marita was known for her meticulous attention to details and was a regular 

attendant at most art exhibitions in Fiji. She was an executive member of the Fiji 

Arts Club and coordinated their annual exhibition. Marita expressed 

disappointment at the lack of exhibition spaces or display areas in Suva and her 

home in Toorak, Suva, acted as a display area for her works (Ibid). The artist was 
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an inspiration to emerging artists and it was considered a great loss to the art 

community when she passed away in 2013.  

 

 

 
On the Mat. (2007). Oil on canvas. Photo: The Artist 
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Dawn in the Namib. (n.d.). Photo: The Artist 

 
Reedy Reflections. 2008. Oil on canvas. Photo: The Artist 
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5.6 Summary 

Given the utilitarian nature and natural materials required for the production of 

traditional/heritage arts, numerous changes occurred through the various stages of contact. 

Various groups brought with them different ideas and materials that Fiji artists borrowed and 

adopted in their art production. During the last two decades of Colonial Fiji (1960s – 70s), 

colonial ideas about art and mass tourism meant that mainstream contemporary artists and art 

styles were dominated by European and artists of European decent working in the style of 

realism. In the sixties and seventies, they inspired local emerging artists who continued to 

produce this style of art for the art market which comprised expatriates and tourists. 

There were also six artists whose works have influenced contemporary art development in 

Fiji. These artists are expatriates or Fijians of European descent; who, have, through their 

various undertakings, contributed to the way that contemporary paintings are perceived in Fiji 

today.  
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Chapter Six: Fiji Artists: 1980s – 1990s 

6.1 Chapter Overview 

This chapter profiles select artists from the eighties who were integral to the development of 

visual arts in Fiji. These artists’ style and preferred mediums indicate a departure from 

‘realism’, the style that had dominated the visual arts from the sixties. In many ways, these 

artists heralded in a time of change in the arts scene in Fiji.  

6.2 The Eighties Artists 

In the early to mid-eighties, there emerged a handful of young artists who were different. 

These young artists had been exposed to overseas media coupled with travel abroad and were 

deliberately departing from realism that still dominated mainstream visual art in Fiji. These 

artists experimented with new approaches toart production, and juxtaposing it with local 

cultural concepts in terms of forms, themes, presentations, to the incorporation of local and 

introduced materials in their works. Although these artists did not win prizes at local art 

exhibitions until the late eighties and nineties, most continue to produce and sell art locally. 

They remain prominent in the local visual art scene today. 

 

6.2.1 Tessa Miller 

Tessa Miller is of European, Fijian and Samoan decent. Her father, Andrew Miller, ran a 

small screen printing and garment manufacture business and she began experimenting with 

fabric off-cuts and left-over paints. As a seventeen year old, she began working the local craft 

fair circuit with hand painted fabrics, t-shirts, glass and ceramics.  In 1985, through exposure 

at these craft fairs, she secured outlets in Suva to sell hand-painted t-shirts.  
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Tessa Miller. 2012. Photo: The Artist 

In 1991, Tessa and fellow artist, Katrina Brown, started a creative business venture called 

‘The Art plant’. This venture was inspired by modern mosaics. The duo experimented with 

different materials and cement mixes resulting in the ‘Cosmic Ride’- a series of mosaics 

based on galaxy scenes.The initiative took the duo all over Fiji to various businesses, hotels 

and resorts. 

In the mid nineties, shereturned to fashion and fabric design winning the ‘Funky Category’ in 

the Red Cross-BMW Fashion Award in 1997 and the ‘Premier Collection Award’ in the Red 

Cross- Fiji Times Fashion Award in 1998.In the late 1990s, Tessa and her husband Brad went 

back to mosaic and hotel commissions along the coral coast.Over the next two years, they 

completed seven large commercial mosaic commissions including 105 bath room inserts for 

the Shangri La Fijian Resort. (Maketi Ples, 2012). In 2002 she shared commissions with 

various local artists to share in her commissions. Some local artists who have collaborated 

with her include Katrina Brown, Warwick Marlow, Freddy Lorenti, Nayawa Womens Pottery 

Group, Mere and Marika Sendre, Craig Marlow, Seniloli and Lambert Ho (Ibid).  
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Tessa Miller working on "Birth of the Sea". Photo: Villa Lomalagi80 

In 2003, Tessa won the ‘3D award’ at the National Art Exhibition. At the same time, the 

family beachside property in Korotogo, Coral coast, Sigatoka area, was transformed into an 

art gallery called ‘Namana’. This art gallery also exhibited the works of other local artists and 

craft artisans and runs artist workshops in marketing of their works. In 2004, she was selected 

to be part of the Fiji delegation to the 9th Pacific Arts Festival in Palau. When the Outrigger 

resort offered Tessa a space to display her artwork, it led to the opening of the ‘Art Cart’ in 

2006. The Art Cart displays and promotes the work of local artists, and also invites artists to 

demonstrate their artistic skills on sight to add value to their works and promote sales. The 

Art Cart remains one of Tessa Miller’s main art operations. 

                                                      
80Courtesy of Villa Lomalagi. See: http://heavensdoorfiji.blogspot.com/p/villa-lomalagi-faqs.html 
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Plaster Work I & II. 2003. Mixed media by T. Miller. Photo: OCAC 

In 2012, Tessa was again selected to represent Fiji in Australia in ‘Maketi Ples81’- an annual 

exhibition and market place hosted by the Pacific Islands Trade & Investment Board. Maketi 

Ples provides a space to display and sell Pacific Island art82. Tessa continues to experiment 

with new materials for her arts from fabrics (fashion designs), to painting, mix media and 3D 

arts. 

 

 

 

 

                                                      
81Maketi Ples is an exhibition and ‘market place’ featuring the fine artwork of Pacific Island artists and artisans and aim to 
showcase the diversity and creativity of the Pacific communities. This event is an annual affair and currently held in Sydney, 
Australia, 2013. 
82 See: http://www.maketiples.com/about-2/ 
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6.2.2 Craig Marlow 

 

 
Craig Marlow. Photo: L. Vaka’uta 

Craig Marlow was born in Suva on September 29th, 1960 of Rotuman, English, Scottish, 

German/Samoan descent. His father Herbert was English and his mother Liebling Marlow is 

of Rotuman-Scottish-German-Samoan ancestry. His great grandfather started Marlow 

Construction in Fiji in the 1900s. Craig credits his mother one of Fiji’s first local artists, 

Liebling Marlow for influencinghis decision to become a full time artist. 

Craig finished secondary school at Suva Grammar in 1977 after whichhe worked at the Fiji 

Times art section and later joined Architects Pacific graphic art department. The new work 

environment provided international awareness of the arts (Sami, 2007) and thus began his 

training as a professional artist.In the eighties, Craig produced artworks in an attempt to find 

his voice. He admits to having been a ‘wild child’ which led to misjudgment which he 

believes contributed to not being taken seriously as an artist. “[Craig] is the first to admit 

that… It's only in the last couple of years that a paradigm shift has taken place (Ibid).  Craig 

still produces works in his early style inspired by Pacific totemic symbols and bark-cloth 

motifs, as shown below. 
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Domo ni Veiyanuyanu. 2005. Acrylic on Masi and board.  Photo: FAC 

In 2005, Craig won the top award at the FAC’s National Art Exhibition with his acrylic on 

canvas piece, ‘Domo ni Veiyanuyanu’ (Voice of the Island). This led to commissions from 

local businesses and hotels and abroad. Although Craig has been producing art most of his 

life, he admits that only in the last nine years he has felt his works have made an impact. 

His passion for the environment is often reflected in his artworks, whether in mixed media or 

installations employing discarded plastics or household items. His environmental art led to an 

art residency with the National Trust of Fiji at the Sigatoka Sand Dunes in 2007 which 

‘involve[d] the upgrading of the Sigatoka Sand Dunes National Park and the production of 

environmental art using flotsam and jetsam found along its beachfront” (Sami 2007, p.1). 

Craig has managed to combine his love of the environment and nature, with his Fijian 

upbringing and Polynesian heritage into his artworks. These are seen in imageries of local 

marine and land flora and fauna and sometimes imbued with inspired creative Pacific totem 

and bark-cloth motifs. 
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Karma-Kama.2010. Acrylic, Feathers, on Masi and Board. Photo: L. Vaka’uta 

Craig often volunteers at environmental NGOs such as WWF and continues to produce 

artworks for commissions. He is a regular participant in local art exhibitions and curates art 

exhibitions for the Fiji Arts Club annual exhibition. His artworks can be foundin collections 

of local resorts, business houses and art collectors. 

 

Left: Belo. 2012. Acrylic on canvas, Right: Collared Lorry. 2012. Acrylic on canvas. Photo: L. Vaka’uta 
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6.2.3 Lambert Ho 

 

 

 

 

 

 

 

 

 

 

 

 
Lambert Ho with two of his works in the background. Photo: The Artist 

Lambert Ho is one of the few artists in Fiji who works in multiple art disciplines. He is a 

trained established painter, fashion designer and contemporary jeweler. Lambert is of Fijian 

and Chinese decent, his mother was iTaukei and his father Chinese. Lambert grew up in an 

urban environment of Lautoka and Suva (Teaiwa 1998). Despite this, his iTaukei roots 

remain an important inspiration for his art. Lambert attended St. Thomas Primary School in 

Lautoka city and St. John Secondary School in Levuka 83 , Ovalau. From an early age, 

Lambert was interested in art. His secondary school years were filled with designing 

background props and costumes for school plays and concerts.  

In 1987, Lambert won a scholarship to Armand Hammer United World College, New Mexico 

in the United States. This was a new stage in development and exposure in art for Lambert. In 

                                                      
83 Levuka is the old capital of Fiji, located in the Island of Ovalau just to the east of the main island of Viti Levu. See Map in 
Chapter One. 
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New Mexico, Lambert studied paintings, sculpture and pottery; and was deeply influenced by 

Native American, Mexican and South-western art[s] (Teaiwa, 1998). These inspirational 

influences were not limited to just the actual art but also life and stories of these artists. 

In 1989, upon return to Fiji, Lambert opened a business art studio in Nasese, Suva, where he 

exhibited and sold his art. Around this time, he expanded into fashion design, collaborating 

with another emerging designer, Rosie Semisi, to create the fashion label “Viavia”. Lambert 

also dabbled in graphic designs creating logos and brochures for local companies and 

businesses. In 1992, he was selected as part of the Fiji contingent to the World's Fair; Seville 

Expo '92, Universal Exposition in Seville, Spain. He has since represented Fiji to various 

overseas art exhibitions, Expos and festivals. Lambert is continuously experimenting with 

different materials for his art productions. 

Teaiwa (1998) describes his work aptly. “Lambert’s style is characterised by bright colours 

and stylised figures, and he deliberately resists cultural authenticity and literal 

representations... ... Lambert believes that the hardest part in the development of art in Fiji 

will be getting locals [artists and academia] to ‘intellectualise’ their work” (Ibid: p.79) 

[Emphasis added]. 

 

 

 

 

 

 

 

 

 

Contemporary Jewelry Pieces by Lambert Ho. Photo: The Artist 
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In 2004, Lambert won the National Fine Art Award and four years later, in 2008 he was a 

visiting artist at O’kaioceanikart gallery in Auckland, New Zealand. He is also passionate 

about the environment and often recycles plastics and other materials in his mixed media 

artworks and contemporary jewelries. 

At present, he commutes between his working places of Suva, Lautoka and Pacific Harbour 

(Coral Coast, Fiji). He runs his own art consultation business and is often seenat art events, 

government and private business functions as guest, participant, art decorator or event 

manager. 
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6.2.4 Shane Bower (Metal Sculptor) 

 

 
Shane Bower. Photo: The Artist 

 
Shane Bower is Fiji’s foremost metal sculptor. He is currently based in Savusavu town on the 

island of Vanua Levu where he is manages a successful wrought-iron furniture business. 

Shane is represented by Ms. Leanne Hunter of J. Hunter Pearls Fiji. An artist, engineer and 

entrepreneur with an easy-going demeanor, Shane was born and raised in Suva where he 

attended primary and secondary school. In the late eighties, after high school, he started an 

apprenticeship with a boat building company where he was introduced to working with a 

variety of metals.  

From the late eighties to the nineties, he also produced artistic contemporary metal sculptures 

and was a regular participant in the local annual Art Exhibition and National Art Exhibition 

hosted by the Fiji Arts Club and the Fiji Arts Council. He opened a wrought-iron business, 

called Bistro Designs in Wailada, Lami in the early nineties producing indoor and outdoor 

wrought-iron furniture, metal gates and sculptural metal design logos. His early works ranges 

in form from near-realism to rudimentary stylised figures based on every-day village life to 

nature inspired pieces. He was the first mainstream metal sculptor in Fiji and won regular 
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prizes from the annual art exhibitions. Shane has set the precedence and influence locally for 

other Fiji metal sculptors to follow. 

 

 
Imagination in Metal. 1996: Photo: Karen Bower84 

 

In 1998, he relocated his business to its current location in Savusavu. Even though this move 

did not affect much of Shane’s main business, being away from Suva coupled with more 

business works led to a decline in his participation in the National exhibitions, which are held 

in Suva. Despite this, his main business of large scale sculptures to custom-made decorative 

gates and home indoor and outdoor décor is thriving. Shane’s visual language conveys an 

acute understanding of metal’s properties to artistic form and movement, starting from two-

dimensional sketches, and, transformed and expressed in three-dimensional sculptures 

(Hunter, 2009).  

                                                      
84 This photo was first published in the article ‘Our Pacific: Contemporary art in Fiji by Teaiwa, T. (1998. p.76). 



127 
 

 
Namale Resort gate sign. Mild steel and Copper. Photo: The Artist 

 
Iron gate with sculptural copper leaves. Photo: The Artist 
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Metal Sculptures: 2002. Belo (Heron) and Takia (Fijian outrigger Canoe).  

Copper, brass and mild steel. Photo: The Artist 
 

A committed entrepreneur and artisan, his work is built to last.Shane Bower’screative 

signature style has come and high quality metal craftsmanship has made him one of Fiji’s 

most sought-after metal sculptors. His works can be found in major hotels, resorts, corporate 

businesses & stores and private homes in Fiji. 

 

6.3 Summary 

In the eighties with the advent of exposure through travel and various new media there were a 

number of young artists whose styles moved away from realistic styles. They pursued their 

own interpretations and conceptualisation of their art and experimented with different styles 

moving away from the predominant realism that continued to dominate the Fiji visual art 

scene. While these artists initially struggled for recognition by the mainstream, they soon 

gained popularity and are now renowned Fijian artists in their own right.  
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Chapter Seven: Fiji Artists: 1990s – 2000s 

7.1 Chapter Overview 

This chapter profiles select artists who emerged from the nineties to the 2000s. These artists’ 

works also show a further shift from realism. The artists that are profiled in this section 

include two female artists: Josie Crick and Maria Rova; and, a group of artists from the 

Oceania Centre, USP, known as Red Wave artists.  

7.2 Emergence of the 90’s and 2000’s Artists 

Contemporary Art in Fiji through the 1990s followed the trend set by the few 1980s artists 

moving further away from realistic depictions. A new group of young artists emerged on the 

art scene challenging the idea of realism as mainstream art. Most of these artists were from 

the Oceania Centre for Arts and Culture (OCAC) at USP Suva, while others were from 

Sigatoka and Nadi. These artists used cultural motifs and stylized imagery in their art work to 

create new styles. 

Although some previous local artists had incorporated traditional iTaukei designs and motifs 

into their artworks, that style was considered by some to be ‘tourist art’. The trend of using 

traditional motifs in the visual art was labelled by artist Jane Ricketts (1998) as “... a service 

to the lucrative tourist market with contrived naive and primitivist artwork.” (In, Teaiwa 

1998, p.77). Ricketts argued against another ongoing trend in the visual art as a “... clichéd 

representation of Fiji [and arts in Fiji] through paintings of bures (traditional thatched 

dwellings), beaches, seashells and flowers” (Ibid. p.77).  

Regardless, the emergence of the nineties artists, who were increasingly visible by winning 

the FAC National Fine Art Exhibition, seemed to indicate that the local art establishment was 

opening up to more than just realism in the mainstream. These artists were becoming aware 

also of the success of Pacific islands artists in Diaspora (especially in New Zealand) using the 

contemporary Pacific art brand through books, the internet and art workshops. They 

embraced the idea of modified traditional motifs and designs, local materials, stylized figures 

and conceptualized them into their artworks.  As the artist Maria Rova explains: 

The influence of Fijian culture and traditions resonate through much of my recent work, 
with the rhythmic, geometrical patterns and earthy tones of ancient bark cloth art, finding an 
echo amidst the contemporary colours and forms that characterize my art’ (Rova 2011, p.1). 
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The influence of ‘culture and traditions’ on the art of contemporary artists in Fiji is in many 

ways dependent on the individuals artist’s values, socio-economic situation, access and 

exposure to local and outside influences shaping their art worldview. 

7.2.1 Josiliva Crick 

 

(Josie Crick. Photo: Déjà Vu Fiji) 

Josiliva Crick (better known as Josie Crick) was from Vanuavatu village in Naitasiri Province 

in Viti Levu Island. She defined her painting as an extension of her iTaukei identity, 

incorporating the diversity of people and culture in Fiji. She is known for thebright and bold 

colours in her works.  Josie was a self taught artist and who had her first solo exhibition at the 

Alliance Francaise in Suva in 1997. She had been producing and participating in local group 

exhibitions since the early nineties and had organized various exhibitions for Fiji artist locally 

and abroad.Josie represented Fiji in various art events overseas including the Pacific Art 

Festival in Noumea, New Caledonia in 2000, and in Honiara, Solomon Islands in 2012. 
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(Untitled. 2010. Acrylic on Board. Photo: The Artist) 

 

Ms. Josie Crick was bestowed a medal of Knighthood in 2003 for her contribution to art in 

Fiji by the French Government (Chevalier de L'order des Arts et des Letters: The order of 

Chevalier of Arts and Letters). She also received a certificate of recognition from the Royal 

Commonwealth Society (Fiji Branch) in 2010 for her contribution to art in Fiji. Josie 

mentored and advised younger artists and was best known for her helpful, cheery nature. She 

resided in Suva, running her art galleryfrom her home until her death in 2013. 

 

 

 
 

 

 

 

 

(Various Acrylics on canvases art by Josie Crick.Photo: The Artist) 
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7.2.2 Maria Rova 

 
(Maria Rova(right) and her son, Eremasi: Photo: Sigavou Studios) 

Maria Rova grew up in the United States and Europe. She met her husband as a student in 

London and in 1991, they relocated to Fiji. The mother of three, an avid Fiji art blogger and 

artist, resides in Nadi where she runs an art studio and business known as ‘Sigavou Studios’ 

from her home. Maria is passionate about making the arts a sustainable livelihood in Fiji. “I 

see art as a tool for nation-building – it has a dynamic role to play as a vehicle for 

empowerment through income-generation, as a means of strengthening identity in an ever-

changing world, and as a positive channel of communication in our fragmented society.” 

(Rova 2011, p.1) 

Maria is one of the few artists in Fiji with formal art training. She started out as a free-lance 

artist in 1997 and specializes in painting with on ‘masi’ (traditional bark cloth) and dye on 

natural silk. Sigavou Studios produces a wide range of limited edition hand-painted arts on 

masi and natural silk which feeds a ready market within Fiji’s gift shops, hotels and resort 

boutiques.  

For almost as long as Maria has been an artist in Fiji, she has devoted much of her time 

toward the development of CreatiVITI, where she was instrumental in organising art 

exhibitions, art workshops and art fairs. She is a regular advocate for raising awareness about 
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the protection of local artists from exploitations by local business companies and 

unscrupulous art dealers. 

 
(In the Shadows of the sleeping giant mountain II. Dye on Silk. Photo: The Artist) 

Maria’s works draw on subjects such as Fiji’s colourful flora and fauna, marine life and the 

cultural heritage of her adopted homeland. She says “the vibrant colours ofour reefs and 

forests, along with the unique traditions that still strongly influence the everyday lives of my 

[iTaukei] Fijian husband and his people have had an enormous impact on my art” (Ibid, p.1). 

She admits that the vibrant colours that she employs in her silk works, reflects her fascination 

with Henri Matisse’s85 use of colours, flat and bold shapes. Maria often experiments with 

new local and imported materials in her artworks. In the past few years, she has been 

experimenting with three-dimensional artworks in local clay, cement and recycled papier-

mâché. She is mindful that as an outsider in a new culture (Fiji), first impressions “eventually 

give way to deeper layers of meaning if one takes the time to look and understand” (Ibid). 

With this in mind, Maria used this in her art by “overlapping forms to show connections and 

challenge perceptions” (Ibid).  

                                                      
85World famous European expressionist artist in the early 20th century. 
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(In the Shadows of the Sleeping Giant Mountain IV. Dye on 

Silk.  Photo: The Artist) 

 

Maria has won a range of prizes in art exhibitions around Fiji. In 2003 she won first prize in 

the ANZ Fiji Arts Club yearly exhibition; and, in 2009, took second place in FAC’s National 

Fine Art Exhibition. She is a regular participant in most art exhibition in Fiji and her works 

are found in major resorts & spas, hotels, corporate offices and private collections locally and 

overseas. 
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7.2.3 The Red Wave Collective 

The Red Wave Collective86 was formed at the Oceania Centre for Arts and Culture (OCAC), 

USP, Laucala campus and was officially registered in November 1998 in Fiji as a non-profit 

organisation. The founding director of the Center at the time, the late Professor Epeli Hau’ofa 

was its mentor.  

 
Artists staying overnight to look after a Red Wave exhibition, May 1999. From right: William 

Bakalevu (stripe t-shirt), Alma Wright (blue t-shirt), Lingikoni Vaka’uta (in mustard shirt), Rusiate 
Lali, and Josua Toganivalu (white t-shirt). Photo: L. Vaka’uta87 

The name ‘Red Wave’ was the title given by Professor Hau’ofa to the first group exhibition 

featuring new artists who had attended a three-week art workshop conducted by NZ-Niue 

artist, John Pule, at the Centre in February 1998. The workshop has been advertised in the 

local newspaper and interested artists submitted expressions of interest and went through an 

interview process. Those selected to be in the workshop included Premila Devi, Sangeeta 

Singh, Dulcie Stewart, Sanjeshni Reddy, Delia Xie, Alma Wright, Josua Toganivalu, Meli 

Laddpeter, Richard Bell (now known as Rusiate Lali), Lingikoni Vaka’uta and two others 

who are no longer practicing artists. At the end of this workshop the first exhibition titled 

‘Red Wave I’ was held.  

                                                      
86 Refer to Higgins (2008) and Hereniko, V.& Stevenson, K. (2012) for more details. It is also important to note that the 
researcher is a founding member of the Red Wave Collective and writing this section from institutional experience and 
memories. 
87 The Oceania Centre did not have a proper enclosed art gallery at the time, so the Red Wave art exhibitions were held at 
OCAC open verandas on display boards. For security reasons, the artists took shifts in looking after the exhibition at night. 
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Some of the artists from that original group remained at the Centre producing and selling 

their works. Towards the end of 1998, Professor Hau’ofa proposed the idea of forming a 

registered art group and naming it Red Wave Collective. By the time the group was officially 

registered, there had already been four exhibitions - Red Wave I to IV.Eight artists from the 

original group were the founding members of the Red Wave Collective - seven were Fiji 

citizens and one a Fiji Resident. They included Premila Devi, Sangeeta Singh, Dulcie 

Stewart, Alma Wright, Josua Toganivalu, Meli Laddpeter, Lingikoni Vaka’uta and Richard 

Bell. These artists are listed in the Red Wave Collective’s constitution as the founding 

members88 of the Collective. 

In the early years, the Collective aimed to develop potential artists without restricting their 

creativity. The target group was young people who were unemployed or had dropped out 

school. The Collective was looking to increase its members and initially included anyone 

who was interested in art. However, after two years, the group realized that those who had 

jobs or joined as a hobby were either irregular or stopped participating all together89. In light 

of limited space, materials and transport assistance, resources were diverted to unemployed 

youth and school dropouts who could learn to make a living from being an artist. 

Red Wave focused on developing contemporary art 90  that was distinctively Oceanian in 

conceptualisation, representation and imagery 91 . Hau’ofa’s reasoning for this was that 

traditional or heritage arts are the domain and expertise of Pacific forefathers and their 

contemporaries, i.e. current elders both men and women who reside in the various Pacific 

island villages. Hau’ofa argued that if OCAC duplicated traditional or heritage arts it would 

be an insult because these young artists are not/cannot claim to be heritage arts experts. On 

the other hand, contemporary arts was/is a gap that Pacific island people needed to close in 

terms of art production and information production.  

Hau’ofa was interested in how this was/could be juxtaposed against Oceanian epistemologies  

between ‘us’ as Oceanians, and the wider world of contemporary arts and its relationship and 

impact on Pacific contemporary art scenes (Hau’ofa, Talanoa 2006). In line with this 

philosophy, the early Red Wave group experimented with this juxtaposition creating and 

                                                      
88 See Appendix 4 for the Red Wave Collective’s Constitution as registered in 1998. 
89 The Red Wave art workshops at the timecharge no fee and art supplies for the workshops were provided by the Oceania 
Centre for free to the participants. 
90Talanoa session with Professor Epeli Hau’ofa (2006). 
91 I refer to ‘imagery production’ here as a ‘move away’ from realistic images (as it was not encouraged) but images were 
‘stylised’ or ‘primitive’ in form as seen from western art perspective. 
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exhibiting modern art productions with Oceanian epistemological concepts92.Hau’ofa’s idea 

was to stop mimicking art from the western world. 

From the early to mid 2000’s, other artists from Fiji emerged from OCAC and participated in 

Red Wave exhibitions including Jeke Viwalu Lagi, Mason James Lee, Ledua Peni Cuicake, 

Irami Bulimaivale Uluinasaravi, Pita Waqanui and Eparama (Abraham) Lagi. It is also 

important to note that other artists associated with the Red Wave Collective have either 

migrated, are no longer practicing artists, or have joined Fiji’s blue or white collar-labor 

force.  

The Red Wave Collective had its first international exhibition in 2000 at the James Harvey 

Gallery, Sydney, Australia. From the 2000s, Red Wave artists have been visible in the Fiji art 

scene winning local exhibition art prizes and international art awards. Rusiate Lali was the 

first from Red Wave to win art prizes at local exhibitions hosted by Alliance Francaise and 

Fiji Arts Club and to represent Fiji to the ‘Pacific Arts Festival’ in Noumea New Caledonia in 

2000. Other members have represented Fiji at every Pacific Art Festival since.  

Lingikoni Vaka’uta was the first artist from Red Wave and from the Pacific Islands93 to win 

the Commonwealth Art Award in 2002, and the first from Red Wave to take an overseas art 

residency in 2003 at Manukau School of Visual Art, Auckland, New Zealand. Josaia 

McNamara won the same award in 2008 and spent his residency in Bangladesh. Locally, 

William Bakalevu was the first Red Wave artist to win the ‘Indigenous Award Category’ at 

National Fine Art exhibition in 2003 and Peni (Ben) Fong won the ‘Sculpture Award 

Category’ at the National Fine Art Exhibition in 2003. Ledua Peni Cuicake won the overall 

Award in the National Fine Art Exhibition in 2006 and other Red Wavers have done the same 

since.  

In retrospect, it was in the 2000s that Red Wave cemented its name in the Fiji art scene with 

more artists winning the National Fine Art exhibition and art prizes from other local art 

exhibitions. In the interest of brevity and given the academic requirement of a dissertation of 

                                                      
92 For more details on Hau’ofa’s philosophy and vision on art and OCAC, refer to Hau’ofa (1993). A New Oceania; 
Rediscovering Our Sea of Islands;University of the South Pacific; and Hau’ofa (2008).Our Place within – Foundation for a 
Creative Oceania, University of Hawaii. 
93Excluding Australia, New Zealand and Papua New Guinea. 
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this nature, Red Wave artists’ profiles94 are brief and presented visually to gauge changes and 

experimentation in style over time.  

7.2.3.1 Frederick Butafa 

 

 

 
 

 

 

 

 

 

 

Fred Butafa at his home in Perth, Australia. Photo: The Artists 

Frederick Butafa (commonly known as Fred Butafa)95 was born on the island of Malaita in 

the Solomon Islands. He attended primary and secondary in Honiara before attending the 

University of the South Pacific in 1997. Fred was studying Law at the USP main campus in 

Suva, when he joined the Oceania Centre as an artist. He left at the end of 1998 to continue 

his study at the USP-Vanuatu campus in 1999 and moved to Australia in the early 2000s to 

practice law. Throughout the 2000s to 2006, Fred often returned to Fiji or joined Red Wave 

for art shows. He is now a fulltime practicing criminal lawyer in Perth, Australia and 

continues to paint in his spare time. 

. 

 
                                                      
94 Higgins (2008) profiles all of these artists except Frederick Butafa (Solomon Islands) and Rusiate Lali (Fiji). See also 
Hereniko, V. & Stevenson, K. (2012). The artists profiled here began at OCAC in the late 90’s and early 2000’s. 
95 While Fred is not a Fiji National, he is included in this section for his influence on Fiji artists’ based at the Oceania Centre. 
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My Bird.1999. Oil on Mesonite Board. Photo: OCAC 

 
Despair II. 2001. Oil on canvas. Photo: OCAC 
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7.2.3.2 Rusiate Lali 

 

 
Rusiate Lali (left) with his wife Roslyn Premont (far right) with friends. 

Photo: The Artist 

 

The researcher was introduced to Rusiate Lali at the first art workshop held at the now 

Oceania Centre96 by an Australian art teacher and educator, Ms. Geraldine, in February 1997. 

A year later they were both participants at the 1998 art workshop by New Zealand-Niue artist 

John Pule at OCAC in 1998. He was known at the time as Rusiate Rokotuiwai with the alias, 

Richard Bell. His earlier works at the beginning with the Red Wave Collective appear under 

these names. It was only when he married that Rusiate officially changed his name to 

‘Rusiate Lali’ as reflected in his later works. 

Rusiate comes from a family of traditional artists of weavers and potters from Rewa 

Province, Fiji. He is arguably the most successful contemporary artist from Fiji financially 

and in terms of marketing to the outside world. This success is also attributed to his wife, 

Roslyn Premont who owns a successful gallery, Gallery Gondwana, and is an art collector 

and art dealer of indigenous art in Australia. Ms. Premont acts as Rusiate’s art-dealer, agent 

and manages the marketing of his works. He is a frequent flier between Fiji and Australia for 

art production and exhibitions and is an inspiration to young upcoming artists from Fiji. 

                                                      
96 At that time, although the space had been allocated for the Oceania Centre, it had not yet been officially named or opened.  
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1847. Oil on canvas. 1998. Photo: OCAC 

 

 
Untitled 1. 2008. Acrylics on Canvas.  Photo: The Artist 
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Untitled 2. 2008. Acrylics on Canvas.  Photo: The Artist 

 

The following section includesvisualprofiling with pictures of the works by Red Wave Artists 

who are profiled in Katherine Higgins’s “Red Wave” publication. Their works are presented 

here for a more holistic representation of the Red Wave contemporary art style.  
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7.2.3.3 Lingikoni Emelio Vaka’uta 
Lingikoni Vaka’uta (the researcher) is a founding member of the Red Wave Collective. He is 

a practicing artist in Fiji and pursuing academic studies at USP. 

 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
Left: Lingikoni Vaka’uta. Photo: The Artist   Right: The Eater of Life. 1998. Ink on paper. Photo: The Artist 

 
Fehuluni. Ink on paper. 1999. Photo: The Artist 
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The Charmer. Ink on paper. 2006. Photo: The Artist 

 
The Bachelor. Ink on paper. 2011. Photo: The Artist 
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7.2.3.4 Peni Saimoni Fong 

Peni Fong (aka Ben Fong) is one of two metal sculptors in Fiji. He is currently employed as a 

technical assistant at OCAC-PS and a regular participant in local exhibition. 

 

 
Peni (aka Ben) Fong.2012. Photo: Fiji Times Online 

 
 

 

 

 

 

 

 

 

 

 

 

 

Boso. Mild steel. 1997. Photo: OCAC 
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A Celebration. 2004. Mild steel and brass. Photo: OCAC 

 
The Provider. Copper, brass, mild steel. 2007. Photo: OCAC 
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7.2.3.5 Paula Liga 

Paula Liga has been resident Master Carver at the center since the late 1990s. He is also 

profiled in Katherine Higgins’s work.  

 

 

 

 

 

 

 

 

 

 

 

 Paula Liga. Photo: OCAC 

 

Left: Turtle. 1999. wood. Photo: OCAC   Right: Emotion. 2007. Mahogany wood. Photo: OCAC 



148 
 

 

Untitled. 2000. Rain tree wood. Photo: OCAC 

 
Untitled. 2000. Rain tree Wood. Photo: OCAC 
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7.2.3.6 William Rafton Bakalevu 

William was based at OCAC from 1999. He has since returned to his village and continues to 

paint from there. He is also a regular participant in local shows. 

 
William Bakalevu. Photo: L. Vaka’uta 

 
The Glow. 1999. Acrylic on Mesonite board. Photo: OCAC 
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Dakuwaqa. 2001. Oil on canvas. Photo: OCAC 

 
The Legend of the Killing of Turukawa. 2003. Oil on canvas. Photo: OCAC 
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7.2.3.7 Josaia McNamara 

Josaia was based at OCAC from 2000. He now works fromhis village home. Josaia is a 

regular participant in local exhibitions. 

 
Josaia McNamara. Photo: L. Vaka’uta 

 
(Untitled.1998. Ink on paper. Photo: OCAC). 
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Na Yavirau. 2005. Oil on canvas. Photo: OCAC 

 

 
(The Plight of the Land and Sea Creatures. 2010. Oil on canvas. Photo: L. Vaka’uta). 
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7.2.3.8 Josua Toganivalu 

Josua Toganivalu is also a founding member of the Red Wave Collective. Josua continues to 

paint from his home in Suva. 

 

 

 

 

 

 

 

 

 

 

Josua Toganivalu. 2012. Photo: Ivamere Rokovesa; The Fiji Times Online 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Untitled. 1998. Oil on canvas. Photo: OCAC 
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Casanova the great Lover. 1999. Oil on Mesonite board. Photo; OCAC 

(The Journey. 2004. Oil on canvas. Photo: OCAC). 
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7.2.3.9 Jeke Viwalu Lagi 

Jeke first came to the Centre in 2000.He migrated to Canada in 2012 where he continues to 

paint. 

 
Jeke Lagi. Photo: L. Vaka’uta 

 
Together We Stand As One. 2004. Ink on paper. Photo: OCAC 
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Waiting for Rain. 2010. Acrylic on Board. Photo: L. Vaka’uta 

 
Untitled. 2011. Acrylic on canvas. Photo: The Artist 
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7.2.3.10 Ledua Peni 

Ledua came to the center in 2000 through an art workshop facilitated by John Pule. He 

remained there as a resident artist until 2013 when he migrated to New Zealand. 

 
Ledua Peni. Photo: OCAC 

 
Two Faces. 2001. Ink on paper. Photo: OCAC 
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I Takitaki. 2002. Oil on canvas. Photo: OCAC 

 
The Source. 2010. Oil on canvas. Photo: Ann Tarte 
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7.2.3.11 Mason James Lee 

Mason Lee started at the Centre in 2000. He is now painting from his home in Lami. 

 
Mason Lee. Photo: The Artist 

 
Patience. 2000. Oil on canvas. Photo: OCAC 
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Onaqa Fish. 2003. Oil on Mesonite board. Photo: OCAC 

 
First Born. 2005. Oil on canvas. Photo: OCAC 
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Infinity. 2009. Oil on canvas. Photo: Jason Chute 

 
Ocean Life. 2012. Oil on canvas. Photo: WACS 
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7.2.3.12 Irami Bulimaivale Uluinasaravi 

Irami Buli as he is commonly known started at the Centre in 2000 at a John Pule art 

workshop. He is now painting from his home in Tailevu. 

 
Irami Buli. Photo: L. Vaka’uta 

 
Yau Bula, 2002. Oil on canvas. Photo: OCAC 
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Head Hunter. 2003. Oil on canvas. Photo: OCAC 

 
Wo-man. 2005. Oil on canvas. Photo: OCAC 
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The Fish that caught my eyes and The Bird that stole my catch. 2010. Acrylic on canvas. Photo: L. Vaka’uta 

 
Wise Fisherman I & II. 2011. Acrylic on canvas. Photo: V. Coster 

 

 

 



165 
 

7.2.3.13 Pita Waqanui 

Pita a high school drop-out was brought to the center by his uncle in 2001. He remained at 

the center until 2012. He now paints from his home in Suva. 

 

 
(Pita Waqanui. Photo: L. Vaka’uta 

 

 
Sleeping Beauty. 2002. Ink on paper. Photo: OCAC 
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Peaceful.2003. Oil on canvas. Photo: OCAC 

 

 
The End Journey of Navosavakadua. 2004. Oil on canvas. Photo: OCAC 
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7.2.3.14 Eparama Lagi 

Eparama Lagi (aka Abraham Lagi) came to the Centre in 2001. He is basedat his village of 

Kaloko Levu and is a regular participant in local shows. 

 
Eparama (Abraham) Lagi. Photo: Rae Smart 

 
Vie Vaka Mariqeti. 2002. Oil on canvas. Photo: OCAC 
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Thank You Lord. 2007. Oil on canvas. Photo: OCAC 

 
Looking for Dry Land.2010. Oil on canvas.Photo: L. Vaka’uta 

 

7.3 Summary 

The exposure to overseas media and travel that began in the eighties and increasing 

recognition of the contemporary ‘Pacific Art’ brand continued over the next two decades.  

More young artists began emerging confident in producing works based on cultural 

juxtaposition of concepts and imagery. These artists were actively reinterpreting their world 

and telling their stories through their art by relating traditional knowledge systems with 

modern interpretations. 



169 
 

Chapter Eight: Art Exhibitions – Showcasing the Visual 

Arts and Artists 
8.1 Chapter Overview 

This chapter reviews a number of important art exhibitions that have taken place in Fiji. It 

also examines the idea of art exhibitions in Fiji moving from sales driven exhibition to issues-

based exhibitions and their effect on the Fiji art scene. 

8.2 Art Exhibitions and Titles 

From the nineties onwards, art exhibition in Fiji began to take a different form. For the first 

time it was considered important to name an exhibition. In the previous decades, livelihood or 

selling to earn a living had been the main focus of art exhibitions. When art exhibitions were 

held, the sponsor’s name became the title of the exhibition. Corporate names like ANZ, 

Westpac and Carlton Brewery were a few associated with art exhibitions. Some art 

exhibitions took name of the art group or association and others focused on exhibition by 

particular artists, as in the case of the Red Wave Exhibitions.  

In the past two decades, as more artists began to produce art that deals with issues such as the 

environment, politics, social, cultural and economic situations, art exhibitions began to carry 

different kinds of names that reflected a particular concept. For example ‘Arts on the 

Island’97, ‘Foot by foot’98, ‘Vasu’ and others were named for an important issue or local 

conceptualized names. While livelihood exhibitions continue today, these have also begun to 

take on exhibition names. The following sections provide some insight into these important 

exhibitions.  

8.3 The National Fine Art Exhibition (NFAE) 

Although FAC was formally established in 196499, it had run informally as evidenced by the 

1962 ‘Nation Art Exhibition’ (NAE)100.  Artworks of winners of the NAE were acquired by 

                                                      
97A series of exhibitions organized by CreatiVITI (a.k.a. WACS) in Nadi. 
98Referring to the dimension of the artwork i.e. one foot by one foot 
99 The director of the FAC in the launching of the 2012 NAE stated in his comment to the Fiji Times (See Naleba (2012); 
The Fiji Times Online: http://www.fijitimes.com/story.aspx?id=216156) on 2nd  November, 2012, announced that the NAE 
was started in 1975, but this contradicts the records (see Appendix 2) which states between 1962 to 1964. 
100 This is very similar to the story of the Oceania Centre at USP. The director with two helpers moved into the building that 
will later be known as OCAC in 1996 but the Centre was officially opened or exited in 1998. 
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the FAC which then became the ‘National Art Collection101.’ According to the ‘National Art 

Collection records102 the winner of the 1962’s NAE was Ms. Mary Edwell Burke with an oil 

on canvas painting, titled, “Eta Uluvula” (Miss Hibiscus, 1962).   

In 1999, with more awareness of different contemporary art forms, NAE was renamed as the 

‘National Fine Arts Exhibition’ (NFAE), and a new category, ‘Indigenous Art’ was 

introduced. ‘Sculpture’ and ‘Emerging Artist’ categories were later introduced in 2003 and 

2004 respectively. The NFAE currently has four categories; with the main category as the 

overall winner of the NFAE. The other three categories are: Indigenous, Sculpture and 

Emerging artist Awards. The provision of categories hinges on the FAC’s ability to find 

sponsors for each, every year. 

Previously any artist from anywhere in the world could enter the National Art exhibition. 

Since 2009, upon realizing the importance of the national awards for the recognition of local 

artists, the decision was made to only cater for Fiji citizens and those with Fiji resident status. 

This criterion was initiated to ensure that the National art exhibition really was/is a national 

award providing opportunities to local artists keeping the prize money in Fiji along with the 

winning artworks as part of the National Art Collection.  

One of the conflicts that haveemerged in the past few years isthe view held by some artists 

that their artworks are worth more than the prize money offered by the NFAE in securing 

their works for the National Art Collection. This caused some tension between the art council 

and local artists. In 2009, to counter such miscommunications, FAC clarified a number of 

criteria for the awards. It explained that if any artists want their artwork/s to be considered for 

any of the art category prizes, the individual artist must; 

1. Submit original artwork/s that have never been exhibited before; 

2. The value (in Fijian dollars) of each artwork submitted for consideration must not surpass 

the prize money offered for that category; and, 

3. Registration forms must be filled and signed by the artist. 

In 2012, FAC reverted to ‘Fiji National Art Exhibition’ shown in FAC’s advertisement poster 

for entries into the National Exhibition in November that year. There were only two category 

awards on offer; ‘Emerging Artist category’; and, ‘Overall winner category’. The latter was 
                                                      
101 The National Art Collection consists if arts (traditional arts, contemporary sculptures and paintings) from past NAE and 
donated artworks from since 1962. Refer to Appendix 2. 
102 See Appendix 2 
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referred to as the ‘National Art Prize’ in the amount of FJ$2,500.00103. From experience, it 

has become harder and harder to find sponsors every year for the various art categories in the 

national exhibition which explains the reason for the cut back on awards104. As testimony to 

this fact, the 2013 call for submissions was made in August and retracted two months later. 

As a result of financial constraints and other challenges the awards did not take place.  

NFAE is a crucial exhibition for contemporary artists in Fiji in terms of exposure to local and 

overseas buyers as well as prestige in terms of reputation and increasing the artist artwork 

prices for award winning artists. The exhibition is also an important selling avenue for local 

artists. Most importantly, it is currently the only opportunity where artworks are collected for 

the national art collection. This collection can also be looked upon as the road map for the 

development of contemporary art since the sixties. 

Any form of art can be entered into the NFAE by an artist of 18 years and over. These bring 

to the fore, decades old conversations and questions by local artists and art enthusiasts of 

‘how prestigious is the NFAE?’ Comments and questions that have resurfaced time and again 

include: 

� NFAE is just like any other art exhibition; 

� Should the NFAE be an invited artists’ only art exhibition? Or would this disadvantage 

other artists who also deserve to be recognised given our small art market?  

 

As one art enthusiast at the 2012 NFAE puts it, ‘... it is quite disconcerting to see artworks by 

award winning artists hanging besides works by artists who had just painted recently... you 

can tell the differences in presentation, the quality and the brush stroke finishes.....’ (Talanoa, 

November 2012).  

So the NFAE have not change much since its inception, a new format is propose by the 

researcher; 

A. The NFAE should have two exhibitions. That is, one selling exhibition in June or July 

(mid-year). This will cater for artists to sell their works but mainly to pick final entries to 

final to a non-selling exhibition in November (end of year). 

B. The November exhibition will be a non-selling show with the focus on artists and their 

works but also the type of art discourse/s they (artists) bring to validate or justify their 
                                                      
103 There were two awards in the 2012 NFAE which was the ‘emerging artist category’ and ‘overall winner.’ 
104The researcher was employed by FAC as ‘Contemporary art coordinator’ in 2009. 
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artworks. The criteria will be defined by FAC or those running the NFAE. The winner/s 

of this exhibition will then receive the NFAE award. This will not only reward the artist/s 

but also cater for the lack of local art discourses in Fiji especially for the contemporary 

arts. 

8.4 The Fiji Art Club Annual Art Exhibition 

The Fiji Arts Club’s annual art exhibition is the oldest art exhibition in Fiji. Previously the 

club hosted a number of art exhibitions in a year including quilting, candle making and 

various utilitarian household items produced by its members and invited overseas artists. 

Currently the main exhibition is its annual art exhibition usually held at the Play House or the 

Civic Centre. The Club’s annual exhibition is named after the ANZ banking group which is 

the current sponsor. It is one of two main art exhibitions in Fiji, the other being NFAE 

discussed in the previous section.  

Various local businesses, including Carlton Brewery, have sponsored this event in terms of 

hosting expenses and art prizes for various categories. This exhibition has always provided 

Fiji artists with a venue to sell and show case their work to the local community and overseas 

buyers. Artworks exhibited at this event may be in any styles or medium as long as it is 

presented professionally. A fee of five dollars is charged for each work exhibited and a 20% 

commission105 deducted on any piece sold. This money goes toward the daily operation of the 

Club and maintenance of the Play House.  

The Fiji Arts Club is still in operation today but like all other local art organization in Fiji, it 

is struggling with lack of resources and funding. As one member of the Fiji Arts Club and 

prominent local artist, Craig Marlow puts it, ‘the Club can do much more than organising 

annual exhibitions if only it had more funding” (Talanoa August, 2010). 

8.5 ‘Art on the Island’ Exhibitions 

Since its inception in 1993, the Western Arts and Crafts Society (WACS) regularly organized 

art exhibitions at least once a year at various venues around Nadi. Later renamed to 

CreatiVITI, the group initiated ‘Arts on the Island’ art exhibition which was first launched in 

July 2003 in cooperation with the Sheraton Fiji Resorts in Denarau Island in Nadi. This 

                                                      
105This 20% fee is calculated on the price given by the artist and added on top to be the final selling price. The same practice 
is also done in the FAC’s NFAE. This practice is done to avoid confrontation with artists who expect the price that they 
submitted their artwork/s with, to be the money they received when their work/s are sold. 
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cooperation aimed to bring more of the local contemporary arts to the affluent section of the 

Fiji tourist market. 

This first exhibition was held at one of the Sheraton’s Conference rooms with the intention of 

becoming an annual event. Artists from around Fiji were invited to participate and the 

researcher participated in the first launched of ‘Arts on the Island’. It was a great success in 

terms of sales for the participant artists and well received by the resorts’ guests. Due to the 

success of the first exhibition, the ‘Arts on the Island I and II106’ was held twice that year; in 

April and September respectively in 2004. Due to internal disagreement on the arrangements 

of the show, the exhibition was not hosted for four years until June 2008 when ‘Arts on the 

Island III’ was re-launched by CreatiVITI and Sheraton Fiji. The exhibition has since 

continued with an annual show. The latest, ‘Arts on the Island VI’ was held at the ‘Radisson 

Blu Resort’ in Denarau Island107 in August 2012 organised by WACS108. 

Anyone who resides in Fiji can enter ‘Arts on the island’ with any type of art as long as their 

work is properly presented. Artworks must be mounted or framed with strong strings or wire 

at the back for hanging purposes. A registration fee of FJ$5.00 for each artwork entered. Over 

the years the types of arts submitted to the shows were mainly 2D works. That is paintings in 

varieties of mediums and styles and 3D works in molded plasters; works made with recycle 

objects and sculptures in both wood and metal. 

The Arts on the Island exhibitions are an important livelihood event in terms of income 

generation for the local artists due to its access to higher income earners in the tourism sector. 

The exhibition also focuses on raising awareness about the type of contemporary arts 

produced and available in Fiji. Maria Rova, who previously organized the event, explains: 

“The Art on the Island will give the artists their chance to show off their work as these are 

trying times for everyone… We have a mix of old and new faces in the art community… Arts 

on the Island… is a colourful proof that Fiji's burgeoning art scene continues to thrive” 

(Rova: 2008. p.1).  

                                                      
106 The ‘Art on the Island’ exhibition was initially just an art exhibition in 2003 that was negotiated by WACS with the 
Sheraton Fiji Resorts but due to its success in sales, there was further negotiation to resume the exhibition again. Thus two 
exhibitions were held in 2004, but the numbering of the exhibition therefore starts from ‘one’ as in ‘Arts on the Island I’ in 
April 2004 and onwards from there. 
107 Denarau Island holds different resorts and hotels (like the Sheraton Fiji, The Radisson Resort, The Hilton Hotel and 
others) so the ‘Arts on the Island’ exhibition get different venues to hold the show. This venue also depends on availability 
and the negotiation done by WACS. 
108CreatiVITI has gone back to its old name, ‘Western Arts and Crafts Society’ (WACS) by the time ‘Arts on the Island VI’ 
was held. Note:  there was no ‘Arts on the Island’ exhibition in 2011 hence 2012 was exhibition number VI. 
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8.6 ‘Foot by Foot’ Exhibitions and Craft Fairs 

The ‘Foot by Foot’ exhibition and craft fair’s main focus was livelihood through income 

generation for artists. This show was launched by CreatiVITI in early December 2011 at the 

‘Blue Bure’ on the Denarau Road, Nadi. CreatiVITI’s target market was the tourists and 

locals travelling abroad. As a result, it emphasized easy transportation of artworks limiting 

the maximum size for any artwork to a ‘foot by a foot’ (12 inches by 12 inches), hence the 

title derivative of the exhibition.  

A registration fee of FJ$5.00 for each artwork or FJ$20.00 for four or more artworks entered.  

Past experience of disagreements when dealing with agents or art dealers, CreatiVITI dealt 

directly with the artists concerned when it came to payment of artworks sold at the show. 

This same policy is also applied to the ‘Arts on the Island’ exhibition. This exhibition was 

intended to be a quarterly event but has not taken place since 2011. 

8.7 Red Wave Exhibitions 

The first Red Wave exhibition was held in February 1998 at the Oceania Centre for Arts and 

Culture (OCAC). At that time OCAC did not have an enclosed art gallery, so the exhibition 

was held on the verandah with artworks presented on white display boards.As mentioned 

previously, by November 1998 five Red Wave exhibitions had been held at USP. 

 
Guests arriving for the opening of the ‘Red Wave V’ exhibition. November 1998. Photo: Pauline Walker 

The Red Wave exhibitions aimed to exhibit and sell works produced by the artists based at 

the Centre, known as the Red Wave Collective artists. As highlighted elsewhere, the 
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emergence of the Red Wave with new stylized contemporary Pacific art had an impact on the 

art scene in Fiji. More and more of these types of works began to appear in local art 

exhibitions. Not only did they sell but these artists were winning art prizes and awards.  

8.8 Issue Based Art Exhibitions 

‘Issue based’ art exhibitions are those related to subjects or issues that are considered 

important to the people of Fiji and/or the Pacific. These ‘issues’ vary from public health 

concerns like HIV to environmental issues such as climate change. These types of exhibitions 

are sporadic due to availability of funds. This type of exhibitions became more noticeable in 

the late nineties. This does not mean that individual artists did not produce artworks that deal 

with issues before, but entire exhibitions focusing specifically on an issue is rare and usually 

organization driven.  

Initially, the usual practice by organisers of such events was to invite artists to submit an 

artwork usually a painting on a theme/issue and an exhibition was launched. Awareness and 

publicity was done through the local media, usually TV and newspapers, which highlighted 

the specific exhibition and the ‘issue’ being purported. 

 It was only towards the mid to late 2000s that curators of ‘issue based exhibitions’ became 

more involved with artists and their production. This meant that the curators put out 

curatorial statements and at times ran short workshops with artists to ensure that they were 

informed on the ‘issue’ and how the works was going to be displayed. The artists were 

generally left to interpret the issue/s and their impact on the socio-cultural and economic 

situations of the community or country.  Organizers with more funding available sometimes 

provide artists with financial support to help acquire materials or for production expenses. 

Some of the major exhibitions of this type are briefly mentioned below. 

8.8.1 HIV & AIDS Art Exhibition 

The first art exhibition that used visual art to raise awareness on HIV and AIDS in Fiji was 

organised by the ‘Pacific Island AIDS Foundation’ (PIAF) and was held at the Civic Centre 

hall in 1999. The organisers invited local artists to submit any artworks on the theme. The 

sale of artworks went directly to the artists with no commission deducted. Most works 

exhibited at this show were realistic paintings. 
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8.8.2 ‘VASU: Pacific Women of Power’ Art Exhibition 

‘Vasu’ in the iTaukei context refers to a person’s maternal ties to a group of people or clan 

from an area (village, province, or island). The Vasu connection was so influentialin the past, 

that through marriage, it was used to wage war for territorial expansion, strengthen family 

ties or unite enemies. The ‘Vasu: Women of Power exhibition’, focused on the concept of 

‘power and influence’ of the traditional Fijian female. The exhibition aimed to challenge 

‘preconceptions about women’s art spaces and power in the Pacific… lamenting their lack of 

space and development and resolving to create their own’ (Vasu: 2008. p. 10). 

This exhibition was launched in September 2008 at the Oceania Centre, USP where it 

remained for a week and moved to the Fiji Museum for a month to ensure wider public 

accessibility. Most of the women artists living in Fiji participated in this show.  It was the 

first of its kind in Fiji that dealt with the issue of Pacific Island women. Forty Six select 

Pacific women artists in the islands were invited to participate. The exhibition was organised 

and curated by four women, Ann Tarte, Cresantia Koya, Luisa Tora and Jacki Leota-Ete. Due 

to funding constraints the group has not since exhibited.  

8.8.3 Islands and Oceans Art exhibition 

An exhibition titled ‘Islands and Oceans’ was organised as part of the creative expressions 

component of a conference titled, ‘Creativity and Climate Change: Oceans, Islands and 

Skies’, hosted by the Faculty of Arts, Law and Education at the University of the South 

Pacific in September, 2010. This exhibition was curated by the researcher and was held at the 

Oceania Centre for Arts and Culture. With art production as the main livelihood for most 

artists in the Pacific Islands, the challenge was not only curating the space and artworks but 

curating the artists as well.  Twenty four artists were invited to participate and given some 

money to help with materials. They were briefed on the Climate change issues and were left 

to interpret the theme in their own production and their own visual presentations. These 

visual forms included photographs, posters, paintings, drawings and installations. 

This exhibition was the first to provide space for outdoor art installations to coincide with the 

indoor displays. The art installations were exemplified through works such as renowned local 

artist, Craig Marlow’s ‘Tree of Lost Soles’ - a tribute to the Vanua (Land) of Viti (Fiji) and 

Rotuma, its people and the delicate balance it has with the environment and the consequences 

of climate change. The installations by the young artists, Jeke Lagi, Waqa Vuidreketi, Irami 
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Buli and Olando Turner were interactive pieces that recognised and used the traditional 

knowledge system as warning signs for on-coming natural catastrophes like hurricanes as a 

play on modern day warnings about abusing the environment. 

The show also exhibited other works of emerging artists from Fiji andworks from US Based 

Samoan artist Dan Taulapapa McMullin;New Zealand artist Dr. Cath Koa Dunsford who was 

also a presenter at the conference, and young artists from Tonga who had participated in a 

Climate Change art workshop coordinated by the researcher in July of the same year. 

 
Craig Marlow with his installation, ‘Tree of Soles’. 2010. Photo: L. Vaka’uta 

In a small economy such as Fiji issues-based exhibitions are likely to continue into to the 

future because for the moment, the lack of funding opportunities means that this is one sure 

way to secure much needed funding to mount art exhibitions. 
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8.8.4 Sokota. 

Sokota109is an iTaukei concept meaning to ‘embark on a voyage. It is also an open invitation 

to others to traverse the wide ocean. The concept encompasses the spirit of seeking, finding, 

and sharing new discoveries.’ It is an annual art exhibition curated by the researcher that 

began in 2013. Sokota the exhibition is part of a project that aims to create awareness about 

Non Communicable Diseases (NCDs) that are prevalent in Fiji and the Pacific. This 

exhibition involves taking a group of young emerging artists from various art forms (visual, 

dance, music etc) and capacity build them for six months. This capacity building is not only 

how to produce art but also various skills that the young artists will need. Using these skills 

the individual artists produces art works that helps raise awareness about NCDs. This project 

is important because it teaches the young artists various skills such as proposal writing, CV 

writing, portfolio construction, etc apart from producing art works which is the main focus of 

most art workshops in Fiji. This was sponsored by the Fiji College of Medicine, Nursing and 

Health Sciences, Fiji Ministry of Health and AusAID through the Australian Embassy in 

Suva. The project is expected to continue with a national exhibition in 2014 and a regional 

exhibition in 2015. 

8.9 Summary. 

As shown in this chapter art exhibitions have been held in Fiji since pre-independence. The 

early years of exhibitions saw events taking on the name of the major sponsor of the 

exhibition or the institution organizing the display. The two regular annual exhibitions in Fiji 

over the last five decades have been the Fiji Arts Council’s National Fine Arts Exhibition and 

the Fiji Arts Club annual exhibition. From the late 1990s to the 2000s, the Oceania Centre for 

Arts and Culture, USP held numerous Red Wave Exhibitions and the CreatiVITI in Nadi also 

hosted a number of annual events. Two recent developments in the evolution of exhibitions in 

Fiji include the naming of exhibitions and issues-based exhibitions in which art works are 

used to raise awareness about a particular theme/issue.  

 

 

                                                      
109For more information see: http://issuu.com/smash_spot/docs/full_catalogue_for_upload 
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Chapter Nine: Visual Art in Fiji: Current Situation and 

Recommendations 

9.1 Chapter Overview 

This chapter examines various issues which have influenced and challenge the development 

of and opportunities in the contemporary visual arts in Fiji. These include politics in the arts, 

art aesthetics and world views, modes of art training, institutional challenges, and the Fiji 

visual art system. Some of these issues have been discussed elsewhere because of the inter-

relatedness and/or interdependency of issues within the Fiji Visual Art System. 

Recommendations for a way forward in the Fiji visual arts are also woven into the various 

sections of this chapter. 

9.2  Type of Visual Artists’ Works 

As mentioned in the literature, ‘who is an artist and what is art nowadays’ is still up for 

debate. In the course of this research, artists in Fiji may be grouped into three general 

categories based on the type of works they produced as contemporary artists: 

1. Artists who use traditional concept/s or ideas as a basis of influence for their works. A 

local example is Josua Toganivalu using ‘Masi’ format and motifs. In New Zealand, an 

example is Niue/NZ artist John Pule, using the tapa grid system for paintings or 

Tongan/NZ artist Filipe Tohi using the Tongan ‘Lalava’ concept for sculpture. 

2. Artists who use any art form/s to tackle an issue (historical, socio-cultural, etc). Local 

examples include Lambert Ho and Craig Marlow using recycle materials to tackle 

environmental issues. From New Zealand, the works done by Samoan/NZ artist 

Shigeyuki Kihara are good example of this. Shigeyuki uses performance and video 

installation and photography to tackle old colonial euro-centric notion of the Pacific 

islands. 

3. The last group comprises those who produce all type of arts focusing mainly on sales, 

for instance, realism. Most artists in Fiji are producing works in this category. 
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9.3 The Fiji Visual Art System 

As established in the literature, there are three main institutions that shape the visual arts 

system in the west: public art museums and galleries; visual arts discourses; and, the visual 

arts market. In contrast, Fiji’s Visual Art System as in other small PICs is ‘incomplete’ or 

‘dysfunctional’. Contact with the outside world and the ‘cash economy’ and economic system 

dictates the contemporary visual art system. Even though this system changes over time 

according to needs and priorities, the incomplete or ‘missing parts’ of the system creates 

other problems and challenges. It is not that the western world does not have problems of its 

own, but knowing this system and adjusting it to local needs, cultural perspectives and island 

contexts will give the arts a ‘voice’ of its own. Otherwise, local arts will continue to be 

defined from the outside as mentioned in the literature. 

The Fiji Visual Art System is an expansion on the model presented by McComb (2012, p.54) 

of the ‘Pacific Visual Arts Commercial Value Chain’ model110. Figure 2 shows the flow of 

artworks, information and services required by each entity/sector to minimise 

problems/challenges currently faced by the visual art sector. These flows demonstrate the 

interrelatedness of these entities. Some entities depend on others and others are 

interdependent on each other for enhancement and continuity. The existing entities (in blue) 

need the entities (in red) in terms of adding value to the artworks and proper functioning of 

the system. Unfortunately, the entities in red are either limited in capacity, sporadic or non-

existent.  

In order for the visual art system to operate smoothly, there is a need to support and develop 

the missing entities which in turn; add value to the actual artworks and help to develop 

perceptions and understanding of the arts locally and internationally, thus increasing demand.  

 

 

                                                      
110 See Appendix 5B 
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Figure 2: The Fiji Visual Art System. 

 

It is also important to note that the diagram does not include all the entities in the art system 

but rather selective relevant entities that need immediate attention. It shows how 

interdependent these entities are for mutual benefits. These benefits build on each other and 

range from information feedback to improving services, developing more relevant policies, to 

better marketing of products through well informed research. 

The visual art system coincides with a country’s economic situation, that is, the more affluent 

a country is, the more funding available for capacity building and art development, the more 

effective the system should be. The economy works hand-in-hand with the smooth running of 

its visual art system adding value to its contemporary arts. 
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9.4 Chronological Art Development (Fiji) 

The development of contemporary art has not been chronologically mapped before. Figure 3 

takes into account traditional arts with contact with the outside world, to introduction of 

foreign materials to different styles that dominated the visual arts during colonialism through 

other changes to date. 

Figure 3: Chronological Summary of Contemporary Art Development in Fiji. 

 

The development of contemporary art (paintings) in Fiji is not like that of western art 

development because most painting styles that are done in Fiji are appropriated from the 

western world. That is, we have moved from heritage arts to producing realistic paintings. 
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9.5 Art Organisations and Challenges 

There are many challenges faced by art institutions in Fiji including lack of funds, low 

budget, donor dependency, unsustainable practices, low salaries for art institution staff, lack 

of qualified personnel or staff, low staffing numbers and/or too many staff, low student 

numbers enrolled in higher education art programmes, internal art politics, conflicts of 

interest/conflicting agendas, lack of space, no proper storage area, no proper art gallery, lack 

of modern equipment, poor record keeping, no records at all, no database, development 

concentrate in one area and lacking in others, disseminations of information is sporadic, no 

information sharing, work in isolation of each other, and others.  

Lack of funding for the arts is the main challenge highlighted by participants in this study. 

This manifests in other challenges that hinder development. Art organisations want to carry 

out their mandated duties and other art programmes but simply do not have the funds to do 

so. There is a constant need to seek funds from other local businesses, as well as, local and 

international organisations to support these art programmes for development or attending 

overseas festivals.  

9.6 Politics in the Arts 

Fiji is notable among South Pacific for its varied ethnic composition.... In addition to these two 
large groups (Fijian and Indians), there are small numbers of Chinese, European, Rotuman  and 
other Pacific islanders and people of mixed descents... while it is strictly incorrect to refer to 
Europeans, Indians and Fijian as ‘races’, it has become customary in Fiji to use this term. 
(Donnelly et. al: 1994. p.111). 

Fiji is quite unique in the Pacific region because of its ethnic diversity, and for the arts these 

varieties represent both as strength as well as a challenge. Koya-Vaka’uta(2004) argues that 

this “presents a multidimensional challenge for policy and decision makers. Racial and 

religious diversity, disparity of lower income earners, and the increasing urban rural divide 

have resulted in a number of outcomes” (p.2).  

The Secretariat of the Pacific Community’s (2012) ‘Regional Cultural Strategy: Investing in 

Pacific Cultures 2010-2020’, highlights the need to include Pacific cultures as part of PICs 

decision making processes. The document is commended in that it is not just another attempt 

at theorising and wishful thinking. It presents a number of ‘Indicators and Key activities’ 

(p.21-32), to help in initiation and implementation processes. In the case of Fiji, given its 

cultural diversity, the questions which arise are: ‘Whose culture do we perpetuate or employ - 
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iTaukei culture, Indian culture, Chinese culture or others?’ and, ‘Are we meant to try to 

identify the best practice model?’ Again, when these conversations are applied to the arts, 

similar questions seem to have emerged111. For instance, ‘What type of art is Fijian or Pacific 

art? What is Fijian contemporary art? What makes your art Fijian or Pacific? What type of art 

are we producing? What will happen if another government elected will be only pro-

indigenous and its effect on art? How about artists of other backgrounds?  

These and other questions emerged from various ‘talanoa’ sessions. Given the diverse ethnic 

background of artists in Fiji and the doubtful leaning112 of future political situations, artists 

rarely seem to question the arts in public for fear of being labelled ‘pro-indigenous’; ‘pro-

western’; being ‘difficult to work with; ‘having an ulterior motive’; and worse, being labelled 

‘racist’. This unwillingness to ‘rock the boat’, so to speak; that emerged from the ‘talanoa’ 

sessions with artists and other stakeholders can be summarised into three main reasons; 

1. Artists feel they do not know much about art other than their own; so it is not their 

place to speak/talk/question it publicly113; 

2. Fear of being labelled, for example, artists fear being seen as difficult to work with and 

losing out on any future opportunities; 

3. The status-quo (of not questioning) is fine as it is, because it can be exploited to your 

own benefit. 

The first reasoning can be addressed through art education; by the artists learning about Fiji’s 

art history, both traditional and contemporary, together with the outside (western or 

otherwise) art history. In this way, Fiji artists can strike a balance between western and local 

context of their art and knowledge productions, enabling artists to speak with an authority on 

the subject. The lack of art education programme in Fiji at both secondary and tertiary level 

contributes to this situation still not being addressed. 

The second reason can also be addressed with art education but given the absence of art 

education and training in the islands, capacity building art workshops can also arrest this 

situation. Such workshops would provide artists with the necessary knowledge or know-how 

                                                      
111 A similar situation happened when Fijian (iTaukei) was proposed to be a mainstream subject in all secondary schools; 
however, the debate on that issue is still ongoing.  
112 Some artists of non-indigenous origin expressed doubts of future assistance in the arts if a government with pro-
indigenous agenda is re-elected. 
113 Artists may not speak or question publicly but in private talanoa session, artists do complain and question a lot. 
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to be self-reliant professional artists. Lack of funds is a contributing factor to hosting these 

workshops and the situation persists. 

The third reasoning was constructed out of copyright issues. For instance, when artists 

borrowed from indigenous motifs or traditional knowledge systems (TKS) for their art 

production, the question arose: who owns the motifs or patterns? It seems that some artists 

and/or so-called local art experts refrain from raising these issues because it will attract the 

wrong kind of attention and therefore raise questions about their own art practices or 

expertise. The situation can be minimised if there are regular forums to raise concerns. It is 

also important that copyright legislation is implemented. Copyright issues are a controversial 

and sensitive issue. A number of conversations and sporadic meetings have been held over 

the years in an attempt to form this vital platform for the arts. 

While these three scenarios are expression of fear due to some insecurity, they can be 

addressed through purposeful efforts as indicated above. To be realistic, there will always be 

questions asked and challenges faced in the arts. 

There is a joke among local artists that; if you really want to know what people think of your 

art, you have to ask people who attend your show who do not know you. In this way at least 

you will get a different (truthful) perspective. If you ask those who know you, the usual 

answers that artists usually come across are usually positive. For instance, ‘I love your work’, 

‘that’s fantastic brother (or sister)’, ‘like it’, ‘love it’, ‘it’s mind-blowing’, ‘it’s very 

powerful’. Because of this, artists’ do not really know if this is the truth. It also means that 

they rarely receive any constructive suggestions. As a result, local artists usually judge the 

success of their works and themselves by how often their works sell and the number of art 

commissions they receive. 
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9.6.1 Fragmented Lot 

This section deals with the type of politics that exist in the art sector in Fiji. It is included here 

because it is a factor that hinders art development in Fiji. 

Figure 4: Art show competitors say show 'degrading' 
Frederica Elbourne 
Sunday, July 24, 2011 
 
THIS year's art contest at the annual Agriculture Show went down as one of its most 
disorganized, degrading exhibitions which lacked serious competition, winners of the 
competition said yesterday. First-place winner Jeke Lagi and third-place getter Anare 
Somumu both of the established artists' category have complained about the competition. The 
duo said the humiliating fact was that there were only four entrants in the established artists 
category and the emerging artists category was scrapped a day before the winners of the 
contest were announced. Mr Lagi and Mr Somumu expressed gratitude their winning 
paintings were not taken by the Agriculture Department as they did last year. Mr. Lagi's Art 
of Living painting his only art piece exhibited at the contest won him $1000 as his prize. 
"There wasn't any competition," Mr Lagi said. "There were just four of us in the established 
artists' category. There were a total of eight paintings from those who participated. It's all 
about the money and I was there to get drunk." 
 

[Note: Figure 4 and 5 were reporting on the same art event but were printed in different sections of 
the same Fiji Times newspaper] 

Figure 5: Artists need to get it together: Semisi 

 Ms. Frederica Elbourne 
Fiji Times Online: Sunday, July 24, 2011. 

ORGANISER of the fashion and art contest at the annual Agriculture Show, Rosie Semisi, a 
designer, seamstress and graduate in visual arts has called on established artists to work 
together and end the internal bickering that mars the million dollar industry. Responding to 
criticism against the art contest at this year's Agriculture Show in Suva, Rosie urged 
established artists to consider the future of upcoming and promising painters in the country. 
Her reaction follows severe disapproval over the way this year's art contest - for the 
Agriculture Show - was organised."They need to come down from their high horse and work 
together," she said."They knew the winning prize was $1000 and they should have painted 
something worth that much, not go overboard. They have made their name and if they think 
they're too good for the local industry, they should go abroad."Rosie said she made the 
recommendation to the Agriculture Department to include an art contest in the Agriculture 
Show."They are a fragmented lot," Rosie said. "They should be grateful the Agriculture 
Department approved an art component of the show. The ministry can only offer so much. 
What if the ministry scraps the art contest?"There is a large gap between the emerging and 
established categories, it’s high time the established artists got it together. It's become so 
personalised to the point where they won't work with each other. In the spirit of the Farmers 
Award, they shouldn't expect more than what was offered." 
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These incidents may be surprising given the small art community in Fiji, but unfortunately 

this is actually what is happening in the art scene. There is a lot of unconstructive 

underhanded politics between artists who refuse to work together in art projects or in 

organising art events. There is a lot of ‘pointing finger’ and it seems like an ongoing ‘blame- 

game.’ The nature of artists’ politics in Fiji has reached a stage that some artists often resort 

to spreading rumors and hearsay information about other artists. This destructive behaviour 

has led to artists especially from the Suva area not being able to form an art association when 

given the chance by the Fiji Arts Council. Essentially, there was/is a lot of bickering and 

unwillingness to participate in the group work organised by others. 

In 2009, the researcher faced a similar challenge while working with the Fiji Arts Council. 

When things escalated, there was a Fiji wide call for all artists to gather and air their 

differences in order to stop the rumor-mongering. Less than ten artists showed up and the 

event was cancelled. As one artist puts it; ‘the problem is, that no one is willing to state it in 

public but it seems everyone is whispering something to everyone else and everyone is 

judging you without you even knowing about it’. Another artist added laughingly, ‘it’s an 

island thing, once we see one of our own [artist] becoming successful, we try as hard as 

possible to pull that person down’ (Artist Talanoa, 2009). 

When other artists were asked about why this could be happening, most cited ‘jealousy’ as 

the reason. However, ‘jealousy’ seems the easy reasoning. The root of the problem lies in 

competition for limited opportunities and resources where recognition and reputation are key 

to being given/awarded art opportunities. This type of underhanded behaviour exists in any 

art community. Unless there is a system in place for artists to mediate and address these 

problems it will continue to be a hindrance to the development of the arts in Fiji. 

9.6.2 Livelihood Pressures and Limited Resources 

‘… the need to earn money within the cash economy becomes increasingly important. This 
shift towards a cash economy affects all aspects of society, including the arts. The routine of 
daily life changes because the requirements for survival are changing.’ (Cioffari: 2006. p.11). 

Most artists in Fiji sell their works locally, either through various local art exhibitions, art 

fairs or through the tourism industry in hotel and resorts shopping outlets. Consequently, 

artists compete for limited resources in market share, clientele, funding and opportunities. 

The pressure to earn an income as livelihood for the family is understandable and recognised 

by all stakeholders. Only in the past few years have there been a number of workshops on the 
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‘Creative industry’ organised and hosted by two regional organisations, Secretariat of the 

Pacific Community (SPC) and Pacific Islands Forum Secretariat (PIFS). When livelihood is 

the main purpose of art production two challenging outcomes arise: 

1. Underhanded behaviour where artists sell the same or similar artwork/s at different 

prices which leads to complaints by art buyer of being short-handed; and, 

2. Artists keeping to the same style or appropriating other works that sell. Thus, the arts 

are not benefitting from new conceptual art styles or development. 

These two outcomes stem from the need to make money. Some artists can balance the works 

they produce to sell to tourists or as cheaply priced art, and the artworks they produce for fine 

art exhibitions. Over the years in Fiji, the researcher has witnessed artists being disillusioned 

by the hope of making a lot of money quickly, after seeing other artists selling their works for 

high prices. After only a year or two, some of these artists begin to price their art on par with 

more established artists who have been practicing and selling for years. Most of these artists 

looking to make quick and easy money drop out of the arts to find other paid employment.  

This pressure to earn an income has led to more frustration in trying to form local art groups 

or a national artists association. The artists who concentrate only on frequent sales do not 

usually help in contributing (i.e. volunteering of time and administration works) to the wider 

group unless it benefits them through sale of their works. Even when a group was formed, it 

did not endure because of internal politics and unwillingness to contribute. This situation has 

left the Suva area, (where almost half of Fiji artists are based) without a registered art 

association for its mainstream visual artists. This unfortunate state of affairs has not 

benefitted the artists and the arts.  

1. If the artists formed a national association, they would have a more powerful voice in 

lobbying, advocating and selecting what is needed for the arts from governments and 

other national, regional and international bodies; 

2. A registered art organisation114 has a better chance of applying for larger amounts of 

funding locally and from  international organisations like UNESCO, EU and/or ACP; 

3. The national artist association can protect artists’ interests in dealing with artists’ 

concerns, copyright issues, and appropriation of artists’ works by local businesses and 

so forth;  
                                                      
114 Applying for funding from local and international organization usually requires that a group be registered locally and in 
existence for at least three years. 
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4. Senior artists through the national association could create their own opportunities 

through capacity building workshops, organising art events, applying for funding, 

applying for art residencies overseas; and finally, 

5. It would mean less reliance on local art institutions such as Fiji Arts Council (FAC) or 

the Oceania Centre (OCAC-PS) to create opportunities and livelihood activities for 

artists. This would allow these institutions to develop the next generation of local 

artists. 

In the absence of this, some artists look to the Fiji Arts Council, Oceania Centre and other 

organisations for the provision of livelihood spaces, selling avenues and the like. Artists 

sometimes can get frustrated or disillusioned when there is no assistance and begin pointing 

at these organisations as not doing their job, returning to the issue of finger-pointing. 

The exception to forming an artist group in Suva is the ‘Suva Teachers Art Association’ 

(STAA). This group consists of primary school teachers. It currently receives no assistance 

from government. This group was formed because these teachers recognised the benefits of 

the arts in their teaching and to their young students. The group develops their own art 

programme to help their students ranging from weaving to arts made from recycled materials. 

These teachers often set up a booth during the Hibiscus festival and other local festivals to 

sell arts and raise funds for their art teaching programme (Suva Teachers Art Association: 

2012). 

9.7 Different Art Aesthetics and Worldviews 

There are a different attitudes and approaches towards the arts and its relevance and 

importance to various cultures (Brown, 1993; Hollister & Rice, 2001). Some views that have 

emerged from the literature about how Pacific islanders view arts and artists are as follows; 

- Artists are not celebrated because everyone else can do the same thing; 

- The functionality of the art is most important; 

- Anyone can be an artist because one does not need a formal qualification; 

- Functionality of education i.e. being able to secure a job, has led to the arts being treated 

as a ‘soft subject’ marginalized at schools; 

- Artists are seen as academic failures (school dropouts); 
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- The type of arts we are most exposed to will become the accepted  norm; 

- Investment in the arts is tied to income generation. 

Taking the above views into account115 will hopefully make talking about different situations 

and views on the visual art in Fiji easier to understand.  

One of the biggest challenges in the arts is convincing and fighting the mentality of local 

people towards arts especially the contemporary arts. The contemporary arts are changing 

quite rapidly that public views and aesthetics of arts are left behind. For example, it emerged 

from talanoa sessions that artists often complain about being treated as if: ‘I am doing you a 

favour116.’ This view has multiple perspectives depending on who one talks to, but the artists 

were referring to this, as how local people are ‘undervaluing’ them or have ‘low opinions’ of 

them. Some artists said that it is frustrating when people want artworks for their walls or 

public murals but are unwilling to pay fairly for that work. To be fair, on the other side of the 

conversation, there is the view that some artists are overcharging. 

On the issue of Art as a full-time job, a similar situation happened to the researcher. After 

receiving the Commonwealth Arts and Crafts Award in 2002, he met with some of his older 

siblings and other family members at an evening barbeque. As everyone sat around talking, 

the researcher was answering questions about what he was doing as an artist. One of his elder 

brothers turned to him and asked, ‘I am happy for what you are doing but when are you going 

to find a job117’. To prevent that conversation from accelerating into an argument, all the 

researcher could think of at that moment was to respond with, ‘Very soon’. From the 

researcher’s older sibling’s perspective, he felt that the researcher may as well not have 

attended school and University because to end up being an artist, was not what they had 

envisioned for my future. The point to this story is that being an artist in the Pacific islands is 

not generally thought of as a promising career or a career at all. This may be universal for any 

concerned parent or family member towards their children. It brings to fore the ‘functionality 

emphases’ of Pacific education systems, and one of the reasons to why art is side-lined or 

marginalized in schools in Fiji and other PICs.  

                                                      
115Talking about different views and aesthetics on arts in the context of Pacific islanders living in their own islands is much 
more complex than what is expressed here and deserve another study of its own. However, this is an important aspect that 
should be touched on briefly to understand some situations and views that were expressed in this study. 
116 The researcher is being diplomatic here because the actual words used in those conversations to express that view is not 
appropriate to be stated in this study. 
117 The researcher is translating into English a conversation that was done in Tongan. The question in Tongan is: ‘Oku ou 
fiefia ho’o me’a ‘oku faii ka te ke kumi ha ‘o ngaaue ‘a fe? The respond’s reply was, ‘mei vave ni pe’, which translate into 
‘very soon’ in English.  
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Another situation took place in 2010118 when a group of artists met with representatives from 

a government department who intended to commission artists to submit artworks to be 

installed in Fiji’s allotted space in a world event held in an overseas country. Some artists 

were creating contemporary pieces ranging from a canoe made of PVC pipes to other 

installations made out of plastic bags. Basically, the arts that were created with modern 

materials were rejected in favour of a realistic mural and traditional/heritage arts. Some artists 

felt that there is more to the arts in Fiji than realistic and traditional art forms and that should 

have been taken into account. One artist remarked, ‘if they wanted realistic why didn’t they 

just take some photos and make some posters’. On the other side of this argument, this is a 

government department that is interested in attracting investment and tourism to Fiji, and the 

message has to be simple, clear and straight forward, hence realism was seen as the best 

means for this. There is more to this story but the issue is that those who have the funds and 

make decisions on the importance and justification of investment for the arts locally may not 

necessarily see ‘eye to eye’ with those creating arts, especially contemporary arts forms and 

materials. 

This does not mean that the people in Fiji do not appreciate art but given the different cultural 

contexts and aesthetics coupled with different income levels and exposure, different decision 

makers and cultural groups appreciate and value arts differently. With increased awareness 

through different forms of media and overseas travel there is a growing group (though still 

less than the majority) that are becoming aware and appreciative of the changing and 

different forms of contemporary arts in Fiji. In light of this, there is a need for research and 

art discourses to justify investment and educate the public on art appreciation and importance 

of the arts in local contexts. 

 

 

 

 

 

                                                      
118 Names are omitted here because the study is not interested in who made those decision but this situation is presented to 
gauge into basis of why (art aesthetic and views) some decision about art are made. 
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9.7.1 Visual Art Discourses 

The literature has indicated that one of the main institutions which shape the visual arts 

system in the west is the ‘world of visual art discourses’. This is where research, ideas and 

theories that validates and relates arts to each another over ‘space and time’ were determined. 

Since this is lacking, the type of contemporary arts produced by local artists residing in Fiji 

can be of any style/s whether they are mimicry or derivatives of western arts. Regardless, but 

they (arts) are marketed or labelled as contemporary Fijian arts or contemporary Pacific arts. 

Taufe’ulungaki (2011) poses the following questions in regards to the arts in the Pacific 

which is also relevant to Fiji.   

Whose values? Whose knowledge? Who creates it? Who controls it? Who controls access and 
distribution? Who validates it? Who recognises and uses it? Whose cognitive and philosophical 
theories are they based on? Whose research paradigms, methodologies, techniques, and processes 
are used in knowledge production and transmission? Whose agenda are we following?(p.4). 

These questions about art are important. They need to be asked, discussed and researched 

within the contexts of Fiji and the Pacific taking into account international art discourses. The 

art discourse currently happening in academia though sporadic needs to filter down to local 

artists as well as the public and overseas markets through publications, television 

programmes, art blogs, and so forth. The type of visual art discourses in the contemporary 

arts in Fiji has been mainly in profiling artists and short explanations of their artwork/s 

selling in a shop or exhibition. The art production and process, concepts, aesthetics and others 

has largely been ignored. It was only in the last six years with the promotion of the ‘Creative 

Industry’ by EU, ILO, UNESCO together with SPC and PIFS with USP and FAC that more 

art talks and workshops have been conducted. Some of these workshops were mainly geared 

towards cultural producers as a business or livelihood endeavor. While this is needed, 

organizers seem to forget that not all cultural producers or artists are/aspire to be business 

men or women.  

To exclude the art discourses will amount to producing works that follow a fad without 

information to support and validate it. For instance, an artist who concentrates on art 

production will have his/her artwork judged purely on styles and can be easily seen as 

influenced by other artists local or international. On the other hand, the artist who does 

his/her research with conceptualisation processes included in his/her art production will most 

often be judged on the meaning of the artworks no matter what form, medium or style is 

used. 
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9.7.1.1 Art Research and Information Production 

The arts have been and will continue to be an immensely significant and invaluable 
component of the cultural capital of Oceania. As an important part of culture, art has always 
been traditionally conceived, produced, used, distributed, and critiqued by islanders from 
their ethnocentric perspectives. Over the centuries, however, alternative perspectives – 
especially from a Eurocentric viewpoint - were introduced, used and perpetuated through 
the school system. As the cash economy assumed greater centrality in the lives of Pacific 
Islanders, the arts were gradually sidelined into the peripheries of formal educational 
provision (Teaero: 2002: p.2). 

There is much literature written on contemporary visual arts around the world. In the Pacific 

region, Australia and New Zealand are the only countries with extensive contemporary arts 

records. Other smaller PICs lack existing documentation in regard to contemporary arts. This 

lack of documentation is partly due to the contemporary arts mainly surviving in the non-

formal sectors of the Pacific economies. The unavailability of data could also be attributed to 

the art sector not being recognised as important in terms of economic development. For this 

reason, the researcher was unable to find any official statistics documenting the contribution 

of contemporary arts to the socio-cultural and economic milieu of Fiji. 

Lack of documentation can also be attributed to the lack of Pacific research on contemporary 

arts by Pacific islanders themselves. In Fiji, there is an assumption or a silent understanding 

among mainstream artists119 that the modern wooden masks sold in the handicraft sold locally 

are not traditional (Ewins 1980; Scanlan 2008), and does not have any roots in Fiji’s iTaukei 

history. This assumption may be correct but it could also be wrong. While conducting the 

many ‘talanoa’ sessions for this study, it was put forward that the ‘Bete’ (traditional priests of 

the old iTaukei Fijian Gods and religions), used to wear masks on certain religious rituals, 

(Nawadra, 2008), and the Fijian word for ‘mask’ is ‘matavulo’. It is said that the ‘Bete(s)’ 

specifically wore these masks even though it was not part of the mainstream cultural 

performances120 such as ‘meke’ (dance).  It can be argued that (1). It is improbable that 

Fijians would have a word for something that never existed: and, (2) since Christianity came 

to Fiji, these masks may have been one of those traditional items or ritual artefacts that were 

wiped out due to its association with the old religions and gods. Both of these reasoning 

could be right or both could be wrong, but the point is that unless someone conducts research 

about these masks (Matavulo), the current assumption will linger, and the arts are not the 

                                                      
119 I took ‘mainstream artists’ here to mean artist who exhibit in art exhibitions in contrast to those who make a living selling 
craft art in handicraft markets. 
120 This information was gathered from an artist group talanoa session and was not followed up because my interest was not 
on masks but to raise a point on the lack of research. 
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better, in terms of documentation and knowledge/information production and contribution. 

As Scanlan(2008) states; 

... there is very little documentation about the art[s] ...  and contemporary artists within 
Fiji, so most of the research I conducted and finds I based my conclusions around were 
from interviews I had with a few choice resources ...  so the process of writing a 
research paper on a topic that has barely been researched proved challenging (p.11) 
[Emphasis added]. 

 
Meke Dancers from Wainibuka, Viti Levu in 1870. Photo: Neich, R. & Pendergrast, M. 

Continuing from the talanoa sessions on Fijian masks it was established that there is an 

iTaukei Fijian meke known as ‘Meke ni Veli’ (Dance of the Imp or dwarf)121. In this meke, 

dancers’ faces are covered in a mask made out of leaves. One such dance mask is shown in 

the above picture from the 1870s (a time where there were very few Europeans in Fiji) of 

Meke dancers in 1870 from Wainibuka, Viti Levu shows the fish-hook like (on far left) and 

cross-like masks on top of the black painted faces of the iTaukei dancers. The picture below 

depicts a modern version of Meke ni Veli.  

                                                      
121‘Veli’ in iTaukei Fijian refers to (using European mythological terms) an Imp, Leprechaun or dwarf with magical or mana 
power. The ‘Veli’ can either be mischievous, good or bad depending on how you worship it. The ‘Veli is also referred to as 
‘Leka’, which is also the iTaukei name for ‘dwarf’. 
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Modern version of the ‘Meke ni Veli’ performed by Lomai Youth Rugby Club. Photo:  My Fiji Friends122 

There is also a photograph from the 1930s depicting an iTaukei man wearing a mask shown 

in picture below. The purpose of the mask is not documented. This example highlights the 

need for art research in Fiji. 

 
Fijian Man with Headdress of Coconut husk with Half Shell as Inside Cap'. Photograph by T.A.G. Strickland, 

Suva. circa 1936 – 1939: Source: Fiji Art Research Project, UK) 

                                                      
122 See: http://www.myfijifriends.com/photos 
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The Contemporary Arts (Paintings) in Fiji were first made noticeable locally and 

mainstreamed in the 1960s during the colonial era and continued into the 70s. As established, 

artists at that time were predominantly expatriates and wives of Colonialists, Europeans and 

their descendents and the few locals who had learnt from them. Most of the themes, in this 

period, were portraits and scenery paintings of the typical island life with realistic portrayal.  

Some artists in Fiji continue with this same style today. 

There is a fair amount written about traditional/heritage arts in Fiji as mentioned in the 

literature, but there is hardly any research on the contemporary arts.  This lack of research has 

limited this study because there are no local reference points from studies that have been 

done before that could narrow the focus of this research. 

Art production information is quite limited in terms of adding value to an artist’s work and to 

local art discourses. It is rare for an artist’s conceptualisation process or art production 

processes to be included in art information released by artists or organisers of local art 

exhibitions. This is because most art exhibitions in Fiji are group exhibition where the main 

purpose is to sell art. If solo exhibitions were encouraged artists would provide more 

conceptual information about their arts.  This responsibility falls within the role of the curator 

or those hosting an exhibition123. There is also very little art discourse on contemporary arts 

coming from local tertiary institutions. If this was encouraged, these literature could add 

value and meaning to the contemporary arts (Burke 2004;McComb 2012) produced in Fiji.  

The limited literature on contemporary arts in Fiji has been from scholars who at the time of 

their writing were based at the University of the South Pacific. These include the late 

Professor Epeli Hau’ofa, Teweiariki Teaero who has since left USP as of 2012, Dr. Teresia 

Teaiwa who is now based at Victoria University of Wellington, Linda Crowl who has also 

left the University’s employ, and the late Professor Ron Crocombe. The literature on 

contemporary arts in Fiji from the University of Fiji or the Fiji National University is non-

existent.  

 

 

                                                      
123The curator has many roles and one of them is the selection and interpretation of artists and their artworks - initiate a 
dialogue between the audience, artist, institution and stakeholders (.i.e. information or knowledge production) for the 
artworks being exhibited. 
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9.7.1.1.1 Art defined from Diaspora 

Given the wide spread beliefs fueled by ‘romanticism’ of the Pacific islands (as discussed in 

chapter four) if there is no effort to develop Pacific literature on the arts, the world will view 

the Pacific islands with the available literature of that time. Currently, Fiji is operating on an 

incomplete visual arts system, especially in the area of ‘art discourses’, where there is no 

contemporary art literature. Because of this, there is an increasing reliance on the literature 

coming from diaspora (especially from New Zealand) and international scholars. Basically 

what the world views as contemporary Pacific art, groups Pacific island artists together 

regardless of whether those artists are living in diaspora or in their own islands. This has 

created a lot of awareness about contemporary Pacific art but it has also created some 

tensions in terms of benefits and representations to the wider world. For instance; 

1. Artists who come from New Zealand to represent other island countries to the Festival of 

Pacific Arts (FOPA) are in tension with those artists that live on the islands on 

interpretation of culture and art (FOPA organising committee rep: Talanoa 2012). 

2. Most of the big international art event (residencies and biennale) and those within the 

Asia-Pacific region (e.g. Asia-Pacific triennial) is largely represented by artists from 

diaspora (Artists Talanoa 2012). 

The tension is not caused by the artists in diaspora but the fact that those artists are operating 

in an art system that is functional coupled with a more economic affluent economy. That is, 

artists, academia and various art institutions work together to generate research and 

marketing information about contemporary Pacific art which benefited Pacific artists in 

diaspora. These information and arts is what the world is largely viewing as contemporary 

Pacific art. The problem with the contemporary Pacific art label is that it homogenizes 

everyone and it assumes ‘sameness’ which in turn denies diversity and different cultural ways 

of being and doing things (Manu’atu, 2000) which are the many different cultures in the 

Pacific. 

One example of how the art system in NZ works is academia working together with museum 

to create information on Pacific artists, was the opening in March 2013, of a research 

symposium 124  that featured presentations of academic papers by NZ and international 

scholars from the Pacific, Asia and North America on ‘The Art of Shigeyuki Kihara.’ This 

                                                      
124 For more details see:  http://www.otagomuseum.govt.nz/ 
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was organized by the University of Otago and Otago Museum, Dunedin, NZ. This type of 

event creates more awareness, and adds value to the artist’s works. At the same time, it 

generates academic interests, which then feeds into the overall view and awareness about 

Pacific art from New Zealand. Nothing of this type is happening locally that could legitimize 

and add value to the works of past and current artists in Fiji. 

Having a voice in the arts is important. If the artists in Fiji (and PICs) who live and work in 

the islands are to have a voice in the outside art world, the local tertiary institutions need to 

work together with local artists in addition to establishing a national museum or gallery for 

contemporary arts and to create the literature and information that legitimizes and add value 

to these works.  

A similar situation that is worth noting, took place in Japan, as in China and other countries. 

Burke (2004) explains that in the 70s, attention to contemporary Japanese art in the U.S. and 

Europe (the outside world) was given primarily to artists making their careers outside Japan 

(diaspora), such as Yayoi Kusama and Yoko Ono. But in the 80s and early 90s in Japan there 

was; 

… a significant expansion in the production of contemporary art and of the agencies that 
legitimate it, including the commercial markets for contemporary art, academic institutions, 
museums dedicated to contemporary art, biennials, art foundations and art magazines (Ibid: 
p.3). 

This pushed local Japanese contemporary artists to the fore to represent Japan to the world 

and the Japanese artists from diaspora were then became part of American-Japanese artists.  

It is important for the local institutions to assert its voice in art discourses in the contexts of 

Fiji that will give its contemporary arts legitimacy different from that coming from the 

outside. Foucault (1972) argued that each society has its “general politics of ‘truth’: the types 

of discourse which it accepts and makes function as true, the mechanisms and institutions 

which enable one to distinguish true and false statements” (In Devos (2008). p.196). So in 

order to counter the art discourses from the outside, discourse must be generated from the 

inside. As Grant (1997) states: “A particular discourse brings into play complex relations of 

a specific nature between individuals and groups … In these relations the mode of action is 

the power to act on the action of others, to modify them” (p.105).  

There is also a need for local academics to consider researching and writing about local arts. 

These scholars need to work together with various academic departments or disciplines to 

create critical art information. This will be significant because contemporary arts do not stand 
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alone, but various aspects within the system work together to support it. For instance, art 

research will focus on the arts from different perspectives such as education or economics, 

Pacific Studies, local art history, Art ethics and Pacific aesthetics and so on. These, will then, 

inform many aspects of what the outside view Fiji’s contemporary arts giving it legitimacy 

and voice in the wider world market. 

9.7.1.2 Art Critics 

There is no official ‘art critic’ in Fiji in the sense of western art critiques, for example, an art 

critic column in a local newspaper or magazine. However, the researcher has met quite a few 

people in the talanoa sessions who are quite critical of many aspects of the visual arts in Fiji. 

As mentioned in the literature, art critique is an important area where students and artists 

learn many aspects of the art world, for instance, from aesthetics to originality or 

appropriations and art history to modern development in local and international contexts.  

Although art critics overseas struggle with the ever changing contemporary arts world 

(Szanto, 2002), it is an important area currently missing in Fiji and the Pacific Islands. Critics 

can act as a monitoring process to create awareness in contemporary art development. They 

can also address the issue of producing artworks which are seen as ‘coping, appropriating or 

derivatives’ of western arts. This problem could be reduced if the visual art system was 

working as it should be, for instance, some art galleries are also involved in art information 

production apart from academia. As ‘reputation’ is an important factor in the ‘arts’ to both 

artist and gallery in terms of selling original works, galleries often refrain from selling or 

supporting works of artists that they consider unacceptable appropriation.  

The closest current practice in Fiji to art critique comes from various local media outlets or 

so-called local art connoisseurs who report on art exhibitions, artist’s inspirations (profiling) 

and art as an important livelihood for local artists. These individuals have very little 

background knowledge of the arts and this influences their commentary. An awareness of 

western art histories and arts produced by Pacific islanders in diaspora, as well as, local art 

history and development, is necessary so that duplication is highlighted as is the creativity of 

original works. This is also especially important for ‘art judging’ which is discussed in the 

next section.  
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9.7.1.3 Art Judging 

‘Art judges’, make important decisions in the awarding of local prizes. These awards are 

critical to the development of artists’ reputation and in gaining recognition of their 

contribution to the arts. The type of art that artists produce and receive awards locally for 

depends on the judges appointed by the institution or organisers of that exhibition. The 

current practices of appointing judges for visual art awards and prizes in local art exhibitions 

are usually by; selecting a prominent local or overseas visual artist/s; a prominent local 

specialising in a different art form like literature or music; a prominent member of the 

community or civil servant that often or is working in the area of art or culture; and/or a 

prominent local or overseas academic.  

It seems that ‘prominence’ is the primary criteria in being appointed to be a visual art judge 

in Fiji. While it is recognized that any organisation or art group has the right to appoint 

whomever they wish to be a judge in their art exhibition according to their own knowledge, 

mandate or interest, often these individuals are not well versed in the arts. During talanoa 

sessions, some artists questioned the qualification of some art judges and the choice to 

include them in this decision making group. The more serious issue is these individuals’ lack 

of knowledge of what other local artists had produced in the past. For years art prizes or 

awards had been given to artists who produced similar works to what other local artists had 

produced in the past. The general lack of art history meant that judges were unable to see 

these similarities and pick up on these elements of influence and/or unacceptable 

appropriations or copying. 

The situation is such that every few years, new people are appointed as art judges and new 

artists produce more artworks. These new judges may be knowledgeable in different aspects 

of visual or other forms of art but their knowledge of local art histories or what has been done 

by other artists in the past is lacking. This is partly because that information is not available 

publicly. Similar situations arise when local judges may not be aware of what other Pacific 

island artists overseas are/have produced. When the researcher asked artists and previous 

judges of the National Art Exhibition about awards which had been given to similar works or 

works that have been done by other artists before, most were not aware of this reality. 

As discussed, the awareness of local art history and development, western art histories, and 

arts produced by Pacific islanders in diaspora must be included in art judging for awards. 
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This is especially important for the national fine art exhibition which is currently the only 

avenue for artworks to enter the National Art Collection125. Below is a selection of examples 

of some artworks that have won in the national art exhibition and are markedly similar to 

works done by other artist locally or overseas. Names and years are omitted in the pictures 

below as the emphasis is not on the artists but on art histories and awareness when it is not 

included for those judging local art awards). 

 
These two seaside sceneries artworks won the National art exhibition but separated by a few years 

There are other similar artworks which have won in past national exhibitions, for instance, 

two coconut trees have won the overall National Fine Art Award in different years. Another 

artwork that won the same award in the last five years is very similar to an earlier artwork by 

an overseas artist available on the internet.  On the surface, this may seem humorous, but this 

is a serious matter. On the other hand, to be fair, given that there are no art history courses on 

local art development, art judges and artists are simply not aware of what has been done in 

the past.  

 

                                                      
125 As of 2009, the Fiji Arts Council has stopped acquiring the winning artworks for the collection because of the disputes 
between award money and artists’ value of their work.  
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One of these metal-works won the national sculpture award a few years ago while another local 

artist has been creating these similar works since the eighties 

Another issue that has been raised is the fact that there may not be enough time given to 

judges to conduct research on the internet and other sources before making a decision. Also 

troubling is the discovery that there may need to be a time allocation to check up on the 

originality of art works submitted which questions the integrity of the artists. In terms of art 

development, this context of art judging is not doing the visual arts any favours in terms of 

progress and the creation of new works.  

The questions that remain are: what criteria were these winning artworks judged with? Did 

they look at technique or style? And, did they consider new materials? There is a need to 

document these judging criteria and decisions to enable a more transparent process and to 

map the aesthetics used as time progresses. These can also assist in future policy 

development and, in decision making processes in relation to the arts.  
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To address this situation, three criteria must be included in the judging of art awards; and 

particularly, the National Fine Art Exhibition:  

1. Art history and awareness of what has been done before locally and abroad should be an 

area that art judges aremade familiar with. The local information on artists and their 

works could be made available in the form of books to improve accessibility and lessen 

duplication; 

2. The deadline for submission of art for the national exhibition should be at least one 

month prior to the opening to allow for publication purposes and for the judges to do 

their homework. This includes online research in terms of coping, acceptable 

appropriations, etc, how the artworks were conceptualised, context of art production 

and so forth, on the works that have been submitted to be judged in the various 

categories in the NFAE; and, 

3. The judges’ decision for the awards should be written down and recorded so that future 

judges could use this as references. It could also be used for mapping art development 

policies.  

9.7.2 Museums and Art Galleries 

Currently there is no designated museum space in Fiji for contemporary arts as in overseas 

countries. The Fiji Museum deals mainly with the preservation of cultural heritage arts in its 

collection and hires out exhibition spaces for artists as an income generating initiative for the 

museum. The art gallery situation in Fiji is tied to the economic situation. Over the past 

twelve years there have been art galleries that have emerged but most have closed within a 

year or two at most due to the low income generated. 

Most galleries would have started with sales of artworks but soon diversified to selling other 

goods to cover rent and operational costs. Eventually due to inconsistent art sales, they closed 

down. A similar situation happened in 2009 when the Fiji Arts Council launched the Fiji 

Centre for the Arts & Gallery at Procera House, Suva. The monthly rent for the gallery space 

was higher than the art sales turnover, so the gallery was eventually closed at the end of that 

year. 

What are now called art galleries in Fiji are spaces that operate more or less like a shop, 

where various artists’ works are displayed for sale. These gallery spaces that operate longer 

without closing down are usually run from artists’ homes or where the artist owns the space. 
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Others are attached to resorts where special arrangements are made to pay minimal monthly 

rental. 

The main target of these art spaces or galleries is livelihood i.e. sales for income, so art 

exhibitions are not usually held in these spaces. Because of the lack of exhibitions and with 

the focus on livelihood, art information production in terms of artists’ conceptualisation 

processes or artworks’ meanings, such as; is the artist challenging a socio-economic issue?, 

are most often not included. Such information helps build artists’ profiles. Current galleries 

are mainly located in areas where there is high concentration of tourists, i.e. Sigatoka and 

Nadi in Viti Levu and Savusavu in Vanua Levu. Some of these galleries are located at hotels 

and resorts handicraft outlets and one operates from the international departure lounge in the 

Nadi airport. 

In the Suva area, a few artists use their home as a display gallery for their works and other 

artists’ works. The only proper gallery space in the Suva area, ‘Gallery of Oceanian Arts’, is 

at the University of the South Pacific. This gallery caters for the few artists based at OCAC-

PS. That space also currently operates like a shop with only one or two exhibitions per year. 

The current focus of this gallery is print-making. 

The main art galleries in Fiji are listed below. These operate more or less as shops from 

which to sell arts rather than having exhibitions. 

1. Art Cart: Initially opened at Korotogo, Sigatoka, as Namana Gallery. This gallery is now 

closed and is now known as the ‘Art Cart’. This cart is located at the Outrigger Resort at 

the coral coast, Sigatoka. It is owned and managed by the artist, Tessa Miller. It exhibits 

Tessa’s work and the work of other local artists – both contemporary and heritage - who 

wish to display their works for sale to tourists. 

2. Sigavou Studio & Gallery: This studio gallery isowned and operated by the artist Maria 

Rova and her husband, Ron.  It is located at the artist’s house and caters mainly for Maria 

Rova’s works.  

3. Copra Shed Art Gallery: This gallery shop is located at Copra Shed Marina in Savusavu 

town, Vanua Levu. The gallery is owned and managed by the artist, Karen Bower. It 

caters for artists in Savusavu but is open to any artist to display their work for sales. 

4. Western Arts and Craft Society’s gallery: This gallery is located in a house rented by 

the group and is locatedat Martintar, Nadi. The group previously operated a gallery in 
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another hotel but relocated to its current location due to a contractual disagreement. The 

gallery is open to all members who pay commission and membership fees. 

5. Ratu Iloilovatu Gallery: Located at the School of Art and Design at the FNU Raiwai 

campus, this gallery caters for the display of works by visual art students at FNU. This 

space has hosted the NFAE three times but has not been maximised by local artists due to 

its location and distance from other business areas. 

6. Tagimaucia Art Gallery: Located at the administration block of the Suva prison besides 

the main road. This gallery caters specifically for works produced by inmates. 

7. Gallery of Oceanian Arts: This art gallery is located at the OCAC-PS main office 

building at USP Laucala Campus, Suva. This gallery was opened in 2010 and caters 

specifically for arts by a few artists who are based at the centre.  

9.7.2.1 The National Art Gallery. 

In 2003, the ‘Soqosoqo Duavata ni Lewenivanua’ (SDL) government headed by former Fiji 

Prime Minister, Mr. Laisenia Qarase, passed a Cabinet decision to establish a ‘National Art 

Gallery’ for the contemporary arts and to house the ‘National Contemporary Art Collection’.  

This gallery was to be housed at ‘St. Stephen house’, an old colonial building now recognised 

as a heritage site, located at Victoria parade  in Suva. It was intended to also house the Fiji 

Arts Council (Ratunabuabua, 2012). Ten years later, the same tenant (another government 

department) is still occupying St. Stephen house and the national gallery establishment is for 

the moment, still on hold.  

A National Art Gallery will have significant impact on the development and value of visual 

arts in Fiji. Implications include: 

1. The national contemporary art collection would have proper display and storage areas. At 

the moment the artworks designated as the national art collection of contemporary arts are 

displayed and stored in the same place used as office and meeting places, which are 

exposed to weather conditions such as fluctuating temperatures, humidity and moisture. 

2. St. Stephen house is located in a strategic area, i.e. mid-town Suva, with easy accessibility 

to the public and all type of consumers. It is in the commercial area of town but 

conveniently close to hotels and the Fiji Museum. 
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3. Artists would have a place for regular exhibitions (e.g. monthly) throughout the year and 

the NFAE at the end of the year. For at the moment, there is hardly any ‘solo’ art 

exhibition where the ‘focus’ is mainly on that artist, his/her works, art production issues, 

the artist’s art concepts in terms of local and overseas contexts, and so on. 

4.  Public appreciations and awareness of the arts and the various changes in visual art forms 

will increase through exposure to art exhibitions and publication; and, public perceptions 

will be informed through various art awareness programme and information of art and 

artists released by the gallery.  

5. This is also a place that will help shape where the market is for the fine art pieces to be 

separated from regular works sold as crafts or in the tourism industry. At the moment 

most exhibitions are group shows (including the NFAE), and all types of artworks from 

established artists to primary school students, are produced, displayed and sold together. 

6. The prestige of having an artwork part of the national collection will add monetary value 

to artists’ works. 

The absence of a national museum or gallery for the contemporary arts in Fiji has affected the 

value of artworks produced by artists in the past. For instance, the work produced by artists 

like Semisi Maya or Fred Whippy are held by a lot of people in Fiji and some abroad. For the 

moment those artworks’ monetary value are as much as they were sold at that time and do not 

appreciate or increase in value. The reasons that those people that hold these artists’ works, 

ranges from aesthetics to sentimental values, but the monetary value of these works in the 

local or overseas art market does not change. If the national gallery was established and some 

of these artists’ works were displayed along with part of the national collection, then the 

value of these works would increase. 

For the moment, the value of these artworks, monetary or otherwise, depends largely on the 

individual’s aesthetics or sentimental values whether they are locals or overseas buyers. See 

for example the case found online of someone overseas trying to find out the value of Semisi 

Maya’s works at the overseas markets. The conversation was taken from a Contemporary 

Artappraisal website126 where anyone can write to an art expert to see if the artworks they 

hold have any monetary value.  

                                                      
126 Art appraisal at the URL: http://en.allexperts.com/q/Contemporary-Art-2803/art-appraisal.htm#b; access May 10 2010. 
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Figure 6: Internet Dialogue 

Question: 

I sure hope you can help me, Alan.  I have two tempera paintings by a Fijian artist named Maya 
Semisi.  I know that leprosy crippled his hands and arms when he was younger; I've run across 
small bits of information that have referred to him as "possibly the best artist to come out of 
Fiji"; and that he died sometime in the 1990's (if the information was correct).  I've also learned 
that he used the knuckles of his hands and even the hairs of his forearms to create shape and 
texture. 
 
The two paintings are about 10" high and about 15"long, both in blues and greens.  Someone 
(perhaps his helper) has signed both paintings in ink in the lower left-hand corner. 
 
Whoever owned them used scotch tape (Aaaahhh!!!) to fix them to something; the tape came 
off, but now both paintings have those appalling little yellow tabs of ancient glue on the edges. 
 
What I'm trying to do is ball-park a fair dollar figure for each piece (they don't belong to me). 
They're both just beautiful.  I'd like to know a bit more about Semisi himself, as well. 
Thank you so much for your time. 

Rhonda 

Answer: 
Dear Rhonda,  

Given the depth of your question's background, it is obvious how much the paintings mean to 
you.  That's why I couldn't just check off, "I can't help with that."  Truth is:  I can't.  I wish I 
could.  I cannot find any references to Semisi, nor any records of auctions anywhere worldwide 
to indicate value.   

Alan. 

 

Although some locals believe that Semisi Maya had an amazing repertoire, to the outside 

world (art market), his work has no value in terms of investment purchases, that is, buying an 

artwork knowing that someday its monetary value will increase. For Maya’s work to increase 

in value, it has to start locally. Having a national gallery that displays Maya’s work as part of 

its collection will be that starting point.  

The current National Art Collection does not have a verified Semisi Maya artwork, although 

there is one art work (water colour on paper) that is unframed and pinned to a piece of 

cardboard that is remarkably similar in style to Maya’s work. Proper marketing research and 

academic writing would surely add value to Maya’s works. It is similar to the European artist 

‘Van Gogh’, who was not famous in his life time but his works have since been researched, 

written and talked about. This combined with the fact that some of his works are kept in 

famous galleries and museums have meant that their monetary value is now astronomical.  

The researcher is aware of the different contexts of arts and artists, but the basic gist of the 

matter is the same. Having a national gallery is important because it will add value to artists 
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and their works through research, art information and marketing that could take place to 

increase awareness and boost art market values locally and internationally. Burke (2004) 

explains; 

… like the currency markets, contemporary art’s values were not fixed, but 
operated within syntactical boundaries—national, cultural, aesthetic and 
economic—that accord with its values. (p.3). 

9.8 Art Production 

Contemporary imagery generated by computer, silk-screen production methods and production 
of art works that have a ready market through tourist outlets are all making their mark upon the 
artistic practices of contemporary Pacific Island artists... ... in their homeland. At the present 
time there are limited opportunities for practicing artists ... ... to play a role in heightening 
awareness of the possibilities and contributing to the artistic development of the young learner. 
As always, cost plays a part ... (Thursby 2002. p.3). 

Many artworks produced by contemporary visual artists in Fiji range from photographs, 

screen prints, paintings, drawings, mix media installations, computer generated 

images/graphic arts and sculptures in both wood and metal. Many of these art forms have 

their roots in western art production, except some aspects of carving and arts created using 

local knowledge and materials like mat weavings and tapa making. 

The main visual art produced and available in the Fiji art market are ‘paintings’ in the forms 

of free hand and screen prints. These paintings are of different styles and on varieties of 

mediums ranging from imported ones e.g. artists paints, house paints, canvases, plywood and 

other boards,  to local materials e.g. masi (bark cloth) and magimagi (coconut sinnet) and 

others. The styles of these painting can be simply classified as two types, ‘realism and non-

realism127’. 

 

                                                      
127 There are different genre and styles of paintings in western art development, and to classify each artist in Fiji who had 
and are painting in those styles was not the intention of this study. 
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Figure 7: Fiji Visual Arts Creative Value Chain 

 

The diagram above is an expansion on McComb’s (2012) model128 of the ‘Pacific Visual Arts 

Creative Value Chain’ (p.57). It is appropriate to what is happening in Fiji in terms of 

production to consumptions of art with ‘monitoring and feedback’ as an important 

mechanism to inform art development policies. In line with Figure 1, the areas in ‘red’ are in 

need of improvement or to be developed in order for the whole process to run smoothly. 

                                                      
128 See Appendix 5A. 
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There are many factors that affect the visual art productions in Fiji but the main reason is 

‘high costs’ or ‘low income’, which has a ‘domino effect’ which relates to the lack of access 

to creative spaces, local and modern art materials and tools and, expensive formal 

technical/art training. As most artists in Fiji do not earn consistent income from sales of their 

works or live on meager income, high costs hamper the productions of different visual art 

forms and their quality. For instance, some artists admitted to have done carvings before 

(wood sculpture), but the tools belonged to someone else and the type of wood they preferred 

were expensive or inconsistent in supply. One main reason for not continuing to carve is that 

it is a ‘slow and tedious’ process. The artists reasoning was that in the time it took them to 

finish one wooden sculpture, they could have done three or four small paintings that could 

sell for far more then the sculpture. Again livelihood and affordability or access to materials 

plays an important part in the art production of Fiji artists. 

9.8.1 Creative Spaces 

Most artists in Fiji work from any available space. This may include home spaces such as a 

table in a corner, a verandah, a friend’s spare room, a tin and timber shack, a garage or a 

temporary space at home to work during the day but will be packed up when the extended 

family members come home. Few artists can afford to rent or build a separate art studio from 

their homes. 

In 2009, when FAC moved from its previous location in Maunikau Road to its current 

location at Procera House in Waimanu Road, it formed an agreement with the owner of the 

building to subdivide the first floor into art studio spaces so that artists could rent them in 

affordable rate. A few artists took up the offer at the beginning but the rent increased after a 

couple of months and the deal fell through. The challenge in that case was that the owner 

found it more lucrative to rent these rooms to small commercial businesses. As of 2011 there 

was only one artist who still had a studio space at Procera House. This artist sells most of his 

works in Australia and was therefore in a better situation to pay his rent regularly.  

A few artists lucky enough to be based at the Oceania Centre, USP, have access to a working 

space, paid travel allowance (bus-fare) and, the opportunity to sell their works at an art 

gallery. This is the only art place in Fiji that provides these services to a very small number of 

artists. With the focus on print-making the last three years and limited exhibition, some of 

these artists have expressed disappointment and have since left the Centre. 
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The artists initiated and operated spaces mentioned in the literature are near non-existent in 

Fiji with the exception of WACS in Nadi129. The lack of creative spaces impacts on local 

artists’ production stamina. This means that without these spaces some artists will find it 

difficult to produce their works. They will not have access to up-to-date art information from 

other artists or the internet and their art production is reduced. 

9.8.2 Art Materials & Modern Tools 

There is no art supply shop in Fiji. That is shops that specifically cater specifically for artists’ 

supplies. Most artists in Fiji use modern imported materials such as paints, canvases and the 

like. Very few artists can afford to order and buy their art supplies from overseas (usually NZ 

and Australia) and most buy these materials locally from stationery shops, book shops, 

hardware stores, garment factories and others. These stores and factories do not have all the 

supplies but might have only one type of material. For instance, artists can buy paints at the 

hardware store, brushes at one stationery shop and canvases from a garment factory. All these 

materials come at different prices and they are fairly expensive. The unavailability of supplies 

has meant that some artists do not tell fellow artists if s/he finds a shop that sells art supplies 

because of the fear that supplies might run out. This behaviour is frowned upon by society 

but it is a form of protection and preservation of livelihood as necessity due to limited 

supplies. 

Artists who buy local materials like white masi (tapa) have to source a supplier from the 

island of Vatulele or from some islands in the Lau group as they are the major suppliers of 

white masi if they want consistency of supplies. 12 ounces unprimed canvas of 1 meter by 2 

meters, bought at a garment factory in Suva, is still cheaper than a piece of white masi of the 

same size130. Most artist painters rely on painting on canvas because it is cheaper but those 

artists’ who can afford it and may have found a consistent supplier, use masi to give their 

work the allusion of traditional art or use it to build layers of texture in their works. 

The lack of access to modern tools and inconsistency of local suppliers also discourages or 

limits local artists from branching off to other visual art forms. Some artists have professed 

wanting to do metal sculpture but they cannot afford the welding equipments, the expensive 

metals coupled with the lack of space to create those type of art. This also one of the reason 

                                                      
129 Note that WACS is the process of closing down as of the end 2013. 
130 The price for a 1 meter by 2 meters 12 ounce unprimed canvas from a Suva garment factory (as of 2011) was FJ$18.00 
and white masi from the flea-market in Suva of the same size can be FJ$30.00 to FJ$40.00. 
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why there are only two metal sculptors in Fiji, one being Shane Bower and Peni Fong. Both 

of these gentlemen have full time jobs and equipment is available to them. Shane owns a 

metal works business, and therefore has space, equipment and buys metal for his works. Peni 

Fong has equipment and gas bought by the Oceania Centre, USP and a space to create and 

procure his metal or collects scrap metals for his works. They can offset this expensive 

undertaking, Shane with his business and Peni by the Oceania Centre. 

It is the same for those artists who want to do wooden sculpture or rock carvings. There is 

very limited selection of the right tools for these art forms locally. There are a few 

contemporary wooden sculptors131 but no rock carver at the moment in Fiji. One Suva based 

artist used to create sandstone sculpture in 2008 but after two years he gave up and moved to 

photography and filming short documentaries in 2010. The researcher enquired about his 

story and the artist admitted that his supplier was inconsistent and cost of transportation was 

too costly. The artist explained that his supplier was a quarry from Nadi on the western side 

of Viti Levu and their priority was to supply to the construction industry. When he did get 

some sand stones, he had to hire a forklift to lift the stones because some can be the size of a 

meter in height, breadth and depths. He also needed to hire a truck to transport his rocks to 

Suva, and it was getting costly. The artist admitted that he didn’t mind the transportation 

costs but the inconsistency of supply which was discouraging (Light, D: Talanoa, March 

2011). 

9.9 Art Training 

Art and technical training increases skills and awareness of artists in other methods and 

techniques that can improve their productions and increase the life and quality of their 

artworks. These skills could be learnt at art school but since this is lacking, most artists in Fiji 

learnt their technical skills through their own through trial and error over the years or through 

short course art workshops. The researcher has observed over the years, new artists applying 

oil and/or acrylic paints to canvas or board without priming the canvas/board first. The 

importance of priming the canvas first before applying paints to, is basic knowledge that most 

artist first learn to prolong the life of their paintings. This knowledge and skills together with 

other art products and tools can be used by artists to improve their productions and artworks; 

however some artists are quite ignorant of these.Those who are aware, many find these 

expensive or unavailable locally.  
                                                      
131 This is not counting the carvers that produce only heritage artefacts for the tourist markets.  
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Contemporary artists in Fiji have little problems with creativity, as most artists the researcher 

has encountered are full of creative ideas. Despite this and for the reasons provided, it is clear 

why most artists in Fiji keep to paintings as their main art form. Painting is simple, less 

tedious and a cheaper undertaking, comparative to other art forms such as metal sculpture or 

carvings. The cost of production of paintings in the long term and transportation to exhibition 

spaces is fairly affordable in comparison to other forms like sculpture. 

9.9.1 Models of Art Training 

There are two type of art training available in Fiji. One is in the non-formal sector through 

self-taught experiential learning and art workshops. The second is in the formal sector 

through art education secondary and tertiary level. Both of these sectors are important to 

Fiji’s art community but the first is more prevalent than the latter. 

9.9.1.1 Non-Formal Sector 

The failure of education in the Pacific can be attributed in large measure to the imposition of an 
alien system designed for Western social and cultural contexts, which are underpinned by quite 
different values. The indicators which are used in the Pacific to measure educational 
performance at the regional and national levels have largely been imported from elsewhere and 
very little effort has been made to contextualize them. It is often assumed that they are value-
free and that they are appropriate to the contexts in which they are applied (Taufe’ulungaki: 
2002. p.15)  

In the non-formal sector, the type of art trainings that artists receive in Fiji is either;  

1. Self taught/ experiential learning through trial and error or learning by watching other 

artists; and/or, 

2. Learning through art workshops usually taught by other local artist/s or artist/s from 

overseas.  

Taking paintings as an example, both of the above scenarios focuses on techniques. That is, 

learning how to paint and, livelihood or earning an income by selling the artwork afterwards. 

These two types of art training has existed in Fiji ever since painting was mainstreamed by 

local residents. Those European artists who came to Fiji during the colonial era and tutored 

local residents were usually trained in art schools in Europe. 
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9.9.1.2 Old Model of Art training 

This old model (type 1 and 2 above) of art training still exists today, where art workshops 

focus on teaching or training of local artists in only art production. That is, painting or 

making arty creations and usually having an exhibition at the end of that workshop. In the 

end, some artists are grateful that they have learnt new skills in art production. Over the years 

some of these artists are stuck doing the same thing over and over and don’t seem to advance 

to a different level. This is what has happened to some local artists who started painting in the 

seventies. With the romanticisation of the South Pacific very much alive at that time, these 

artists were painting fantastic realistic works in acrylics on masi, boards or canvases of 

various tropical flowers, village sceneries, tropical sunsets with a ‘bure’ (traditional thatch 

house) in the background against a white sandy beach and crystal blue water. These works 

were typical in those days and some artists continue to produce them today. These artists 

sometimes come to the USP Laucala campus selling their works.  

The researcher met two of these artists132 in 2001 and their stories were very similar. They 

both started painting in the late seventies and had learnt their skills from local European 

artists. They had participated in a number of local exhibitions at the Fiji Arts Club but mainly 

sold their works to tourists, government workers and USP staff by selling door to door. They 

said they have been doing this for years.Their works range from FJ$50 to FJ$250 and they 

admitted to being open to price negotiation. 

With the advent of globalisation and potential overseas markets coupled with changing 

sophistications of art buyers’ tastes and preferences, there are artists in Fiji led by the 

researcher who argue that the old model is no longer enough. These artists call for an 

expansion and a rethinking of the old model of art training through art workshops. 

9.9.1.3 New Model of Art Training 

The need for a new model of art training in the non-formal sector arises from lack of formal 

art training and the desire of local artists on how to get to more lucrative oversea art markets. 

This model is an expansion on the old model through art workshops. This model arose from 

the need for artists to be self-reliant in terms of not both art production as well as capacity 

building and life skills. This kind of art training is essential in Fiji (and PICs) since there are 

                                                      
132 The researcher met these two artists in 2001, eight years before he decided to write an art thesis and unfortunately did not 
record their names. 
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no art schools at the tertiary level where these additional skills are usually taught. After a 

more than a decade of involvement in the arts, there is a realisation that art productions only, 

is no longer enough. 

The new model of art development focuses on ‘capacity building’. This means that the artists 

not only learn to produce artworks. They also learn to develop an artist bio-data, portfolio, 

keep a visual diary, developed acurriculum vitae, basic computer literacy and basic marketing 

strategy, proposal writing for grants and art residencies application. These expansions to the 

old model are not new skills.These could be taught if there was formal art training. As most 

artists in Fiji are self taught, and if these skill are not taught, there is a danger that in ten to 

twenty years time, they will find themselves in the same situation.This limits possibilities of 

participating in art residencies overseas or selling their works internationally. 

This does not mean that art workshops or classes that focus mainly on producing artworks 

should be discontinued. It is still the most widely used training process. Rather, it is proposed 

that the use of the second model would better inform and capacity build emerging local artists 

given the general lack of formal art training opportunities. 

9.9.2 Formal Sector: Arts in the School System 

Arts education is a crucial factor in the overall socio-economic and cultural well-being of a 

country and the development of the individual’s intellect including numeracy and literacy 

(Brown, 1993; Throsby, 2005). According to Teaero (2002) whether we are aware of it or 

not, formal education continues to change us, adds new knowledge, develops new skills and 

introduces new attitudes and values. Arts education can help increase public awareness by 

creating and building more understanding, appreciation and demand for the arts, which feeds 

into the overall culture of that society (Throsby, 2005). 

There are many benefits and challenges of having art education as discussed in the literature. 

The absence of art education also creates more problems/challenges that affect many aspects 

of the visual arts system. Some artists in this study posit that they don’t need to go to art 

school or formal training to be an artist. This argument is true from a certain perspective if 

the artist’s main aim is just to produce work and sell them in a shop-type-manner, where 

works are displayed, sold and replaced with new pieces. But, there are many aspects to being 

an artist in this globalised world beyond producing artworks for sale. Formal art education 
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and training would help to fill-in those gaps in line with local contexts and international 

trends or standards. 

9.9.2.1 Art in Primary and Secondary Schools 

As stated in the literature, Art in primary and secondary schools in Fiji are marginalized. This 

means that art subjects in schools are used as mainly as ‘filler’ subjects (Teaero, 2002) or for 

weaker students to engage in. These include those students who are seen as weaker in 

mainstream subjects like Mathematics, English, or Science. Art in secondary schools is 

offered as part of the PEMAC programme, which includes Physical Education, Music, Art 

and Crafts. Due to availability of teachers and school interests, some schools choose to offer 

only one or two of these subjects. 

At both primary and secondary school level in Fiji there is no holistic art curriculum through 

which the students progress at different levels. The type of art programme that some schools 

carries out focuses on art production and it varies from painting to crafts such as papier-

mâché, or learning about traditional art objects, to production such as basket weaving.  

The exception to this is ‘International Primary & Secondary Schools’ with one branch in 

Suva and one in Nadi. This school has a fully fledged art programme from primary to 

secondary level and their curriculum is not tied to Fiji school curriculum. Very few locals 

attend this school due to the high school fees which is more than quadruple the average 

school fees for a term for other primary and secondary schools in Fiji. The few locals who 

attended this school do seem to have more art awareness than those who attend other 

schools.These individuals are from families whose income levels are in the upper echelon of 

economic situation in Fiji. 

In March 2012, collaboration between the FDNHCA, Fiji Arts Council and the School of 

Education from USP with funding from UNESCO, was initiated to develop an art curriculum 

for few primary and secondary schools in Fiji. The aim was to develop a pilot art programme 

to be trialed in a few primary and secondary schools in Suva and Nadi.The aim was to 

mainstream art education in primary and secondary schools. However, by July 2012 due to 

financial issues, the programme was put on hold.   

One of the main problems that teachers in both primary and secondary schools have in 

dealing with art is the lack of physical space. One teacher admits that it is disheartening when 
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the students are excited to do an art project but at the end of that period they have to pack up 

everything and find a place to store them because another class will be using the classroom. 

(STAA Talanoa April 2012). 

Art in most primary and secondary schools in Fiji still remains in the hand of each individual 

school and a few dedicated teachers.The art program depends on availability of art teachers, 

space and materials and how they see its value and worth to their students. On a more 

positive note, the 2nd Edition of the Fiji National Curriculum Framework launched in 

November 2013 highlights the importance of holistic education and the arts are emphasised 

as an important area of study. Furthermore, the inaugural Primary School Arts Festival was 

launched in November 2013 indicating the possibility of similar art activities and initiatives 

in the school curriculum and calendar.  

9.9.2.2 Art in Tertiary Institutions 

Art at the university level in Fiji suffers a similar situation as the arts in primary and 

secondary schools. Increasing recognitions of culture and the importance of the arts and its 

benefits in the ‘Creative Industry’ and the ‘Pacific Plan’ has not increased the enrolment 

numbers in art education in the local tertiary institutions. These low enrolment numbers is 

attributed in the literature to the ‘functionality’ aspect of education i.e. being able to find paid 

employment.  

At the University of the South Pacific (USP), ‘Expressive arts’ was an undergraduate 

programme attached to the Bachelor of Education (B.Ed.) programme that was offered by the 

School of Education targeting teachers who would teach art at both primary and secondary 

schools. Unfortunately, in 2011 this programme was dropped from the education programme 

as a result of the University restructure. This decision is currently being discussed with the 

Ministry of Education because those teachers who graduated from USP and teach in Fiji 

schools are often required to teach art as part of the PEMAC programme. Those teachers now 

resort to improvisation in these classes. To date the only art program at USP takes place at 

OCAC-PS where few Fiji artists participate in its informal residency programme which does 

not include the acquisition of any form of certification. 

At the Fiji National University (FNU), the School of Education at the Lautoka branch 

(previously known as the Lautoka Teachers Training College) continues to teach art for 

teachers for the PEMAC programme. The recent development with the National Curriculum 
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framework is expected to influence further changes in the curriculum with an emphasis in the 

arts.  

At the FNU Raiwai Campus, the Department of Music, Visual & Performing Arts offers 

certificates and diplomas in Visual arts. Although these programmes exist at the FNU Raiwai 

Campus, the offering of courses depends on student enrolment numbers and availability of 

qualified teachers/lecturers. Most students who had taken visual arts at FNU were students 

studying towards a certificate or diploma in graphic design as their main program and visual 

art was taken as a minor or an elective requirement (Talanoa April 2012: Mr. Jerry Young: 

Lecturer and Head of Graphic designs, FNU). The University of Fiji does not offer 

programmes in the Visual arts or Art in Education. Neither does the University of 

Queensland which offers various educational undergraduate and post-graduate programmes 

locally. 

Though the local tertiary education institutions have tried to offer art education programmes, 

the reality is, that the ‘functionality’ aspect of formal education wins at the end of the day. 

This means being able to find a job is paramount, so when students take visual arts 

programmes, they see it as an enhancement to their main programme which will find them 

employment in the job market i.e. teacher education or graphic design. From an institutional 

point of view, whether that institution knows the benefits of art education or not, it is not 

economically viable to run an art program where student enrolment numbers (i.e. student 

fees) cannot cover the salaries of the lecturers and staff that run those programmes.  

The researcher, in various talanoa sessions enquired as to why artists were not enrolling in 

visual arts programmes offered at FNU. They explained that they: 

1. Could not afford to study as a private student;  

2. Would apply if there were scholarships available;  

3. Do not see the value/worth of it.They said they had never known or heard of any 

graduate from visual arts at FIT (FNU now) who had made an impact by winning art 

awards or prizes in the local and international art scene; and, 

4. Do not need it as they are already artists.  

Although there have been conversations in various art forums on the need for more 

scholarships in the arts, this conversation seems to be putting the ‘cart before the horse’. If 

the ‘functionality’ aspect of art education is kept in mind, it makes no sense to offer 
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scholarships for students to be pilots or airplane engineers if the country has no airplane at 

all. The example is extreme but the gist is there is no use having art graduates if the art 

infrastructure - physical and educational - does not exist for the art graduates to work 

(employment). One plausible solution is to implement or mainstream art education in primary 

and secondary schools where these graduate could be teachers. It is also important to build 

the national art gallery/museum for the contemporary arts as separate from the current Fiji 

Museum so that the art administration or museum studies graduates can be put to work. This 

also depends on political will and availability of funds which is akin to favorable economic 

situations. 

9.10 Art Markets and Marketing 

The local art market in Fiji is fairly small. The main markets for artists in Fiji are; 

1. The tourism market which is the main market for most artists in Fiji. Without this 

market most artists will not be able to continue as artists. Sales in the local tourism 

industry, through exhibitions, street art fairs and personal contacts are what keeps 

artists going.  

2. The Expatriate market. Most artists sell their works to expatriates through exhibitions 

and commissions; and  

3. The local working class. This group varies in term of art buying according to Fiji’s 

economic situation. 

There is also a blurry line between the market for the ‘fine arts’ and arts that sell in the tourist 

market. This can be seen by the type of artworks whether they be arts from professional 

artists or a high school student, selling at the two most important art exhibitions in Fiji. That 

is, the Fiji Arts Club annual exhibition and the National Fine Art Exhibition hosted by the Fiji 

Arts Council. 

The access to overseas art markets by local artists is very sporadic. These entry points into 

overseas and regional markets are mainly by; 

1. Individual artists doing their own marketing and networking on the internet. These are 

a few artists who have access and can afford regular internet access to market their 

works. 
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2. Financial support from local government department and/or private businesses for 

airfare to markets like the ‘Maketi Ples’ in Sydney, or FOPA in the host PIC. 

3. Migration to an overseas country, especially NZ and Australia and operating from an 

art system that is functional and a favourable economic situation. 

The marketing of contemporary arts of Fiji is done mainly by the individual artists. There is 

also limited marketing done by local government and tertiary institutions. What is now 

needed for art marketing/promotion is to develop those local institutions such as galleries and 

engage with the local academic institutions.There is a need for more research and writings to 

better inform the art marketing so that the outside world stops looking at our contemporary 

arts as imitations of western or diaspora’s art. 

9.11 Art Pricing 

The pricing of artists’ artworks in Fiji is determined mostly by the artists themselves. The 

local art market (tourists, expatriates and local consumers) do not have much influence on the 

art pricing unless they choose to negotiate process with the artist. The purchasing of art 

locally is not driven by market demand such as investment purchases but by what the 

consumer prefers. As one art enthusiast puts it: ‘something to match the living room couch’. 

This pricing of artworks by artists instead of market demand has led to some challenges.  

Some artists have steadily increased their prices to the point that it has become too high for 

the local buyers and some overseas buyers. These increases in price often does not take into 

account the state of the local economy and the purchasing power of art buyers, so for some of 

these artists, the only way that they could lower their price is to produce other derivatives in 

smaller sizes to earn the income to maintain their arts. These increases are also influenced by 

watching Pacific island artists in Diasporas (especially NZ and Australia) and wanting to be 

like those artists. Some local artists do not take into account that those Pacific artists are 

living in a different context economic wise, where the purchasing power of those consumers 

is stronger than local consumers.  

As mentioned, this trend also influences new and emerging artists. When these new artists see 

that the more senior artists are selling their works at high prices, some of the new artists also 

increase their art prices after a few years of being a practicing artist. Most often at art 

exhibitions an artist who has been a practicing artist for more than ten to twenty years will 

have similar price range with an artist who has just been practicing for two to three years. 
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9.12 Economic situation and Contemporary Arts 

In a lot of cases, the economic development of a country on an international level provides 
one, [among other reasons], the significant factors of international recognition of works of 
art [and its sale] (Hermawan 2008.  p.1). [Emphasis added]. 

Hermawan’s reasoning may be a global issue but it also is a major hurdle facing Fiji and 

other small Pacific Island Countries today, where the increase in material wealth or Gross 

Domestic Products (GDP) of a country associates with increased funding for investment, 

development, marketing and sales of arts locally and internationally (Burke, 2004; 

Hermawan, 2008; Boyer, 2011). 

The Fiji Visual Art System operates just like any system in the world where money plays an 

important part in how the system operates smoothly. To put this into economic context, the 

Fiji visual art system is not functioning as it should be because it is operating in an economic 

situation, although far better comparatively to other smaller Pacific island nations, it still lag 

far behind the economies of developed countries in the Pacific Region like NZ and Australia 

or Singapore (from South-east Asia). Fiji’s spending on the arts (inclusive of operational 

costs like salaries) as shown in chapter 4, varies from FJ$60,000 to FJ$120,000 per year 

depending on the perceived need. Compared this to our more economic affluent neighbour, 

New Zealand is quite small. NZ had a total budget for the arts for the financial year 

2012/2013 of NZ$273.116 million133(equivalent of FJ$408 millions). Singapore which is 

almost the size of Fiji allocated a total budget in 2012 of $209.7 million134 (equivalent of 

FJ$301 million). Given these differences in economic situation and spending on the arts, it is 

no wonder that contemporary Pacific arts in New Zealand are taking the lead in the 

contemporary Pacific arts market around the world 

So given the above situation, what can be done? Since the visual arts are struggling to survive 

especially in the private and public sector, a proposal can be raised so that the Fiji 

government can ease taxes on the visual art industry. For instance; 1. Lowering taxes on art 

materials will go a long way in helping artists acquiring materials and the suppliers of those 

materials. 2. To help revive the lack of art gallery situation, an annual cash incentive (how 

much and how long can be defined later) will help these galleries operates more than being 

shops. 

                                                      
133 See: http://www.mch.govt.nz/ 
134http://www.mof.gov.sg/budget_2012/expenditure_overview/mica.html 
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For the moment, Fiji does not invest much on the arts. This coupled with the fact that it is 

operating in an art system that is not functioning as it should be means that development is 

limited. Despite this, established tertiary institutions need to pursue the necessary research 

and engage in art discourses that would give our arts legitimacy and value. It is critical to 

engage academia to do their part and building other institutional infrastructures like the 

national gallery for the contemporary arts that would add more value to local artists’ works. 

These, together with more training of personnel in administrative or specific art discipline 

experts are essential. 
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9.13 SWOT Analysis: Fiji Visual Arts 

A SWOT analysis is necessary to gauge the threats, opportunities, weaknesses and strengths 

of the visual arts in Fiji. A summary is presented below. 

Figure 8: Visual Art SWOT Analysis 

 

9.14 Summary 

This chapter discussed the current state of the Fiji Visual Art System highlighting some of 

issues and challenges faced. Some of these challenges exist because of missing elements in 

the system.Other factors prevent the achievement of the system’s potential because they are 

either non-existent or are not performing as they should be. The chapter concludes with a 

SWOT analysis highlighting specific issues of concern and potential growth areas. 
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Chapter Ten: Conclusion 

10.1 Chapter Overview 

This study focused on paintings and sculptures in Fiji. By means of a conclusion, this chapter 

is developed around the research questions in order to present the findings in a more holistic 

way. 

Values are central to understanding any nation, community, people, organisation, or 
individual, since values determine the ways in which individuals and groups behave; the 
ways in which they structure their organisations and institutions; their characteristics and 
behaviours; and, the procedures and processes they use. It is important, therefore, to note 
that… it is critical that we understand where differences could arise (Taufe’ulungaki; 2011. 
p.2). 

10.2 The first Contemporary artists (Painters) of Fiji 

There is still some tension between the labels “Contemporary Fijian Art” and “Contemporary 

Art in Fiji”. Essentially, there is still no consensus within Fiji as to what is Contemporary 

Fijian art. This is because there has never been any attempt in local academia or through art 

research to define or come to some consensus to explain what contemporary Fijian art is. 

Contemporary arts in Fiji on the other hand, are a result of the contact with the outside world.  

The contact period was a time of change due to introduction of new materials and ideas that 

influenced and changed the heritage arts in Fiji. New arts like painting were also introduced 

by the colonial Europeans to Fiji and carried on by settlers and their descendents. Locals also 

learnt from them and thus began a new generation of local artists who painted using the 

European style of realism. 

Notable local artists in the sixties were dominated by Europeans and their descendants, and 

realism together with impressionism and expressionism were the styles that dominated the 

mainstream local art exhibitions. Europeans and of European descents artists like Mary 

Edwell Burke, Bette Harrison, Robert Wilcork, Triska Blumenfeld, Aaron Shikler, Mary Jane 

Bentley, Alfred Stone, Dolphie Kearsley and Betty Harrison were prominent in the local art 

scene with realism as the primary art form. 

In the sixties, young locals like Semisi Maya, Frederick Whippy and Liebling Marlow 

emerged making a name in Fiji’s art scene. These young artists continued to produce western 

arts styles painting as their main art form. 
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10.3 The contribution of institutions and art-groups 

In the forties, local colonial Europeans formed the first local art group, the Fiji Arts Club as 

an outlet for their interest in the arts. This group played an important part in the interest and 

early development of western paintings in Fiji. It continues this work today. By the 60s, the 

Fiji Arts Council was formed to oversee the general interest in the arts. At this time, realism 

was still the dominating mainstream art form in paintings that both the Fiji Arts Club and the 

Fiji Arts Council produced. 

Local businesses have played an important role in art development as major sponsors of local 

art exhibitions from the sixties to date. Thus, local exhibitions were named after the main 

sponsors of local art exhibitions. It was only in the late nineties that art exhibitions were 

given a title. Prior to that, solo and group exhibitions were titled with the main sponsor and 

the work of the artist/s featured. 

In the 1990s another art group was formed on the western side of Viti Levu. The Western 

Arts and Crafts Society (formerly CreatiVITI) continues to play an important part in 

engaging the tourism market that most artists in Fiji use as their livelihood.The Oceania 

Centre from USP Laucala Campus also emerged in the late 90s as a place that advocated 

what it supported as contemporary Oceania/Pacific arts. Artists from the Oceania Centre have 

made their mark in the Fiji arts scene by winning art prizes in local exhibitions including the 

National Fine Art Exhibition as well as international art residencies and awards. 

Suva artists have not been able to form any art group or association due to the internal 

politicking between senior artists refusing to work together for the betterment of the arts in 

Fiji. Despite this, art exhibitions continue and artists participate in the main art exhibitions as 

an important part of their main livelihood. 

10.4 Noticeable changes in contemporary arts in Fiji 

The heritage arts have gone through some changes due to contact with the outside (western) 

world. The introduction of iron alone has led to major changes in the arts such as the ability 

to produce detailed carving designs in heritage arts. The change from heritage to realistic 

paintings was an introduction from colonial Europeans and strengthened by the mass arrival 

of tourism to Fiji from the 40s. Tourism provided local artists with a ready market for the 
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type of paintings that emphasize the romanticism of Fiji as an exotic group of South Sea 

Islands. 

Realism and other style of western paintings dominated the Fiji mainstream art scene to the 

nineties. In the early eighties, there were, however, a few young artists who departed from 

realistic painting to producing arts that is non-realism in style. These young artists were more 

aware of different art forms due to overseas travel and exposure to the various media outlets. 

Although these young artists were producing these type of works, some of their inspirations 

and influence were a mixed of western art forms and juxtaposing it with iTaukei materials 

and concepts. It would take these artists a decade to be recognised by the local mainstream in 

the form of winning local art prizes by the early nineties. 

In the late nineties, more artists emerged who confident in producing art that is not realistic. 

These artists were becoming aware of what other Pacific island artists in diaspora were doing 

coupled with overseas travel and increased art awareness through new media such as the 

internet. These artists were mainly from the Oceania Centre at USP and were making their 

mark in the local art scene by winning art prizes and awards. Notably, all types of art styles 

are still produced in Fiji and local artists tend to produce what is more likely to sell due to the 

pressure of earning a livelihood. 

10.5 The benefits and challenges to contemporary arts in Fiji 

The noticeable benefits of the art in Fiji are its provision of a livelihood avenue for local 

artists. It is difficult to conduct an economic benefits analysis of the contribution of the art to 

the Fiji economy because there are no official statistics or baseline study to construct a 

meaningful exercise. Other benefits of the arts such as social and educational benefits can be 

pulled from the literature but those are based on having the arts mainstreamed in 

schools.Other benefits of the arts for Fiji, social or otherwise, cannot be stated with 

confidence because there have not been any focused studies on those issues. 

The many challenges in the visual art in Fiji are related to the non-functional nature of the 

various elements in the visual art system mentioned in chapter eleven. These challenges are 

dependent or interdependent on one another in that they need to be developed in order to add 

value and legitimacy to the type of arts produced locally.  
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10.6 Current thinking towards Art and Art Education in Fiji 

In Fiji, there are no academic discussions or local art discourse to generate or debate ideas on 

the type of contemporary arts produced in Fiji and the Pacific Islands. Basically, the visual 

arts and artists are mainly left alone to their devices. 

The type of thinking that has emerged from this study is mainly related to the functionality 

aspects of the arts. That is, when the arts are included in the formal education system, it is 

very much related or geared to the enhancement of finding paid employment and the arts are 

mainly thought of in economic terms, as a livelihood avenue for local artists.  

Art education in Fiji is still marginalized in most primary and secondary schools in Fiji. In 

the tertiary institutions, the arts are of the same status and suffering from low enrolment 

numbers. Current moves with the education system seem to indicate some curriculum change 

that may result in a more positive approach to arts in education in Fiji.  

10.7 The Current Situation 

What is happening in the visual arts in Fiji is mainly related to the non functioning aspect of 

the visual art system, which is related to Fiji’s economic situation, the non existence of art 

infrastructures and the absence of academic research (University level) on contemporary arts 

produced. These are symptoms of the visual art system not working as it should. These 

challenges will become serious problems if not addressed. Unfortunately, those aspects of the 

system that are needed are either non-existent or in dire need of development.  

When the arts are seen mainly for their economic benefits, there is a tendency to treat them as 

products to sell in a shop like manner for livelihood purposes. However, there is so much 

more that is needed to add value to the whole process and contribute to the smooth operation 

of the whole system. 

Formal Art education is nearly non-existent with focus on applied arts (such as graphic 

designs and signage) with the intension of finding a job. So the contemporary arts are mainly 

driven by artists in terms of group exhibitions and selling to tourists. 
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10.8 Future development of Contemporary Arts in Fiji 

There is currently a lack of consensus and studies done across the visual art sector about the 

priorities for the future. Art research and literature on the local contemporary arts need to be 

generated in the contexts of Fiji taking into account regional and international contexts and 

development. There is also a need for some agreement around common definitions and 

concepts of contemporary arts and consistency in their use. Systematic evaluation and 

contextualized methodologies are also critical in studying local arts. Further to this, 

standardised evaluation methodologiesis needed to enable comparison between different local 

organisations or institutions and the type of works they do in relation to the arts.  

There is a need for more studies that generate statistics that can be used for the development 

of relevant art policies but also to assess the sustainability of art initiatives and programmes 

and the right time for purposeful intervention. Documentation of best/good practice art 

programmes is critical to increase local understandings about art and its benefits and the 

factors influencing of successful outcomes. Additionally, research on the contemporary arts 

in Fiji has so much potential benefits.A concerted effort to reflect and examine the scope for 

the development of a national framework for arts-impact research is also needed. Thiscould 

build on local methodological concepts, strengths and practical experiences. 

In the final analysis, contemporary art in Fiji has grown considerably in the last five 

decades.Despite international opportunities to engage in art development, exhibitions, 

residences and awards, there is still very little local engagement. There is a great opportunity 

to develop the arts into an economically viable sector in Fiji but what is needed is a complete 

review of the entire system to address gaps that  impede its further growth. 
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Appendix 1: Contemporary Visual Artists of Fiji 

Contemporary Visual Artists of Fiji 
# Last Name First Name Sex Usual Area(s) of Art Artist Status Base Area/s 
1 Ali Riaz M Painting Emerging Nadi 
2 Allen Aaron M Painting Senior Lautoka/Nadi 
3 Atalifo Alfred M Painting Emerging Suva/Nadi 
4 Bakalevu William M Painting Senior Suva/Nadi 
5 Beasely Johanna F 3D art Emerging Suva 
6 Beranaliva Simione M Painting Senior Nadi 
7 Bilbu Joe M Painting/Graphic Senior Nadi 
8 Borg Jane F Painting Senior Nadi 
9 Bower Karen F Painting Senior Savusavu 

10 Bower Shane M Sculpture (Metal) Senior Savusavu 
11 Brodie Marita F Painting Senior Suva 
12 Brown Katrina F Painting/Mosaic/3D art Senior Savusavu/Sigatoka 
13 Bulimaivale Irami M Painting Senior Suva 
14 Chung William M Photography - Overseas (USA) 
15 Chute Jason M Photography/Film Senior Suva 
16 Crick Josiliva (Josie) F Painting Senior Suva 
17 Dakua Epi M Painting Emerging Nadi 
18 Daunibuna Viliame M Painting Emerging Suva 
19 Dautei Viliame M Painting Emerging Nadi 
20 De Bruce William M Painting Senior Suva 
21 Delana Sefanaia M Painting/Pottery Emerging Nadi 
22 Domomate Tomasi M Painting Emerging Suva 
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23 Evans George M Painting senior Overseas 
24 Fong Saimoni Peni  M Sculpture (Metal) Senior Suva 
25 Fursetafa Micah M Painting Emerging Suva/Rotuma 
26 Gaunavinaka Lomani M Painting Emerging Lautoka/Overseas? 
27 Govind Priyanka F Painting Emerging Lautoka 
28 Ho Lambert M Painting/Installation/Jewellery Senior Suva/Pac Harbour 
29 Hussein A.F M Painting Senior Nadi 
30 Johansson Harold M Ceramics/Pottery Senior Ba 
31 Kacimaivesikula Akuila M Painting Senior Nadi 
32 Koya Marie  F Photography/Graphic Emerging Suva 
33 Koya-Vaka'uta Cresantia Frances F Painting/Poetry Emerging Suva 
34 Laddpeter Meli M Painting/Graphic Senior Nadi 
35 Lagi Jeke Viwalu M Painting Senior Suva 
36 Lagi Abraham M Painting Senior Suva 
37 Lali Rusiate M Painting Senior Suva/Rewa/Sydney 
38 Lalifo Alfred M Painting Emerging Suva 
39 Latianara Masi M Sculpture/Installation/Graphic Senior LA (USA) 
40 Lee Mason M Painting Senior Suva 
41 Lee Iliesa M Painting Emerging Suva 
42 Lewanavanua Maika M Painting Senior Nadi/Suva 
43 Lewanavanua Mua M Painting Emerging Nadi/Suva 
44 Ligarua Paula M Sculpture/Carving (Wood) Senior Suva 
45 Ligavatu Lisala M Painting Emerging Nadi 
46 Light Damien M Documentary/Sculpture (rock) Emerging Suva 
47 Light Sharon F Painting Senior Suva/Nadi 
48 Lovodua Akosita F Painting/Textile design Emerging Nadi 
49 Malai Alivereti M Painting/Drawing Senior Suva 
50 Marlow Craig M Painting Senior Suva 
51 Marlow Warwick M Painting/Mosaic Senior Suva 
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52 Marlow Liebling F Painting/3D art Senior Suva 
53 Mateiwai Paul M Painting/Sculpture (Wood) Senior Nadi 
54 Mausio John M Painting Emerging Suva 
55 Maya Semisi M Painting Senior Suva 
56 McNamara Josaia M Painting Senior Suva 
57 Miller Tessa F Sculpture/Mosaic/Painting Senior Sigatoka 
58 Mitchell Letila F Painting/Dancer Senior Suva 
59 Nabola Vitalina F Painting/Pottery Emerging Suva 
60 Nacola Adi F Photography Senior Suva 
51 Naidu Rajesh M Painting Emerging Nadi 
62 Naulu Silio M Painting New Suva 
63 Naulumatua Lai M Painting/Comic Senior Suva 
64 Navosa John M Painting/comic Senior Suva 
65 Nawalu Paula M Pottery Senior Lautoka 
66 Neisoro Apisalome M Painting Emerging Nadi 
67 Nelson Salesi M Painting Senior Sydney 
68 Palu Sam M Painting Emerging Sigatoka 
69 Peni Ledua M Painting Senior Suva 
70 Penjueli Sian F Painting New Suva 
71 Raj Salesh M Painting Emerging Lautoka 
72 Ranuku James M Painting Senior Suva/Nadi 
73 Reddy Sanjeshni F Painting Emerging Nadi 
74 Ricketts Jane F Painting Senior Suva 
75 Rova Maria F Painting/Pottery Senior Nadi 
76 Sauliga Tevita M Painting Emerging Suva 
77 Scale Deborah F Painting Senior Nadi/Suva/USA 
78 Semisi Rosie F Fashion-Clothes/Painting Senior Suva 
79 Semisi Stephanie F Painting Emerging Suva 
80 Sen Pravin M Painting Senior Nadi 
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81 Singh Sangeeta F Painting Senior Auckland/Suva 
82 Sipeli Pita M Jewellery Senior Suva 
83 Sofe Soni M Painting/Sculpture (Wood) Senior Taveuni/Nadi 
84 Solvalu Kenneth M Painting New Suva/Rotuma 
85 Somumu Anare M Painting/Drawing Senior Suva 
86 Steward Dulcie F Painting Senior Brisbane/Suva 
87 T James M Sculpture (Wood/Balabala) Senior Sigatoka(Kulukulu) 
88 Tagilala Sofia F Painting Emerging Nadi 
89 Talebula Esala M Painting Emerging Suva 
90 Taoi Joe M Painting Emerging Sigatoka/Nadi 
91 Tarte Ann F Painting Emerging Suva 
92 Tavola Emma F Installation/Painting Emerging Auckland/NZ 
93 Toganivalu Josua M Painting/Graphic Senior Suva 
94 Tomuse Kaveni M Painting Senior Suva 
95 Tora Luisa F Painting Senior Auckland/Suva 
96 Turner Olando M Painting New Suva 
97 Vakarau Apimeleki M Drawing Senior Lautoka 
98 Vaka'uta Lingikoni M Painting/Drawing Senior Suva 
99 Varea Kautan F Painting New Suva 

100 Viliame Kini M Painting Emerging Lautoka 
101 Volau Nemani M Sculpture (Wood) Senior Nadi 
102 Vosabeci Viliame M Painting Emerging Suva 
103 Vuidreketi Waqa M Painting/installation Emerging Rewa/Suva 
104 Waikava Seini F Painting Emerging Nadi 
105 Waqanui Pita M Painting Emerging Ra/Suva 
106 Whippy Fred M Painting Senior Lautoka 
107 William Harry M Pottery Emerging Lautoka 
108 Yabakivou Aseri M Painting Senior Lautoka/Nadi 
109 Yee Norman M Painting Senior Nadi/Suva 

Notes: 1. All information compiled by the researcher, Lingikoni Vaka’uta, 2. Some artists listed have dropped out of art production and 
exhibitions over the years., while others have since migrated overseas and a few have since passed away. 
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Appendix 2: Fiji Art Council: National Contemporary Art Collection. 

& Winners of different Categories in the National Art Exhibition 

# Artist Name Artwork Title Medium Dimension Art Award Type Year In or Out (I/O) 
Artworks may be donated to FAC (No records to be sure if there was an exhibition) 
Commonwealth Print Portfolio Collection 
1 Jacob Afolabi 

(Nigeria) 
Untitled Ink on paper 50 x 62 cm ? 1978 I 

2 Liu Kuo-Sung (Hong 
Kong) 

Untitled ? 56 x 75.5 cm ? 1978 I 

3 Kenojuak (Canada) Owl with Seagulls Stone-cut 
and Stencil 

56 x 76.5 cm ? 1978 ? 

4 Barrington Watson 
(Jamaica) 

The Athlete’s 
Nightmare 

? ? ? 1978 ? 

5 Barbara Zeigler 
Sungar 

Canberra Eclipse  ? ? ? 1978 ? 

6 William Perchudoff 
(Canada) 

Untitled Print on ? ? ? 1978 ? 

7 Dinnu Nolan 
Jampijimpa 
(Australia) 

Woman Dreaming ? ? ? 1978 ? 

8 Allen Jones (UK) Untitled ? ? ? 1978 ? 
Artworks in the record with no year or artist name attributed to them. 
9 ? Tree by the Sea Oil pastel on 

?? 
45 x 35 cm ? ? I 

10 John M. FONG A little girl reading a 
Bible 

Oil on canvas 71 x 62 cm ? ? ? 

11 John M. FONG Settlement Oil on canvas 45 x 70 cm ? ? ? 
12 Loma LIVINGSTON Crucifix Oil on canvas 884 x 28 cm ? ? ? 
13 Patricia BURNS Waterfall Oil on canvas 46 x 37 cm ? ? ? 
14 Patricia BURNS Daveta Sunset Oil on canvas ? ? ? ? 
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15 Fred WHIPPY Abstract Table with 
Cups, Jugs and Oranges 
 

Oil on canvas 48 x 104 cm ? ? O 

Artworks from pass winners of the National Art Exhibition 
16 Mary Edwell BURKE Eta Uluvula (Miss 

Hibiscus 1962) 
Oil on canvas 51 x 49 cm National Art 

Exhibition (NAE) 
1962 O 

 
No record for 1963 
17 Irving View from Delainavesi Oil on canvas 58 x 68 cm NAE 1964 I 
No record from 1965 to 1972 
18 Bette HARRISON Making Clay Pots Oil on canvas 45 x 64 cm NAE 1973 O 
19 Robi WILCOCK Market Day Oil on canvas 80 x 141 cm NAE 1973 I 
No record for 1974 and 1975 
20 Triska BLUMENFELD Halfway to the Market. Oil on canvas 65 x 79 cm NAE 1976 O 
21 Aaron SHIKLER Paras Ram Oil on canvas ? NAE (Donated by 

US Embassy, 
Suva) 

1976 O 

No record for 1977 
22 M.J. BENTLEY Women Cooking Oil on canvas 81 x 65 cm NAE 1978 I 
No record for 1979 
23 Alfred STONE Imeli Oil on canvas 63 x 56 cm NAE 1980 I 
24 Bette HARRISON Coconut with Shoot Oil on Board 109 x 85 cm NAE 1981 I 
25 Dorothy KEARSLEY Shadows Oil on Board 47 x 58 cm NAE 1982 O 
26 Dorothy KEARSLEY Loloma Beach, Deuba Oil on Board ? NAE 1982 O 
27 William DE BRUCE Volivolitaki Ink on paper 54 x 67 cm NAE 1983 I 
28 Alfred STONE Ocean Island, 

Banaban 
Oil on canvas 64 x 56 cm NAE 1984 I 

29 William DE BRUCE Lunar Reflections Water-colour 
on paper 

75 x55 cm NAE 1985 O 

30 Simione 
BERANALIVA 

Fijian Delights Oil on canvas 75 x 102 cm NAE 1986 O 

31 William DE BRUCE The Crossing Acrylic on 
canvas 

80 x 102 cm NAE 1987 O 
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32 Simione 
BERANALIVA 

Isa Kua Ni Tagi Lewa Oil on canvas 80 x 71 cm NAE 1988 I 

33 James RANUKU Fiona Acrylic on 
canvas 

70 x 60 cm NAE 1989 I 

34 Maika 
LEWANAVANUA 

Everybody like our 
Coconuts 

Water colour 
on paper 

51 x 43 cm NAE 1990 ? 

35 Liebling MARLOW Breast Plate 2000 Magimagi, 
shell, masi on 
board 

51 x 66 cm NAE 1991 I 

36 Jane RICKETTS Three Sisters at Rest Oil on Board ? NAE 1992 O 
37 Dawn FREY Oasis in the City Pastel on paper 83 x 83 cm NAE 1993 ? 
38 Dawn FREY Village by the Stream Pastel on paper 83.5 x 83.5 cm NAE 1994 ? 

 
39 Jane RICKETTS Dressing the Bride Oil on canvas 60 x 55 cm NAE 1995 O 
40 Karen BOWER Dinghy at Sunset Water-colour 

on paper 
69 x 84 cm NAE 1996 I 

41 Karen BOWER Two Dinghies Water-colour 
on paper 

62 x 70 cm NAE 1997 I 

42 William DE BRUCE Togetherness Airbrush 
Acrylic on Masi 

72 x 65 cm NAE 1998 O 

42 Josiliva CRICK Na Ulumatua Acrylic on 
canvas 

96 x 81 cm Indigenous Art 
(IA) 

1999 I 

43 Kaveni TOMUSE A Cane Chair Oil on Canvas 132 x 103 cm National Fine Art 
(NFA) 

1999 I 

No record for 2000 
44 Seini WAIKAVA Tanoa, the Vunivalu of 

Bau 
Acrylic on 
canvas 

? IA 2001 O 

45 Kaveni TOMUSE Waterfall Oil on Board ? NFA 2001 O 
46 Seini WAIKAVA Young Girl from the 

1800s 
Acrylic on 
canvas 

? IA 2002 O 

47 Maika 
LEWANAVANUA 

Drua Chiefly Visit Water colour 
on ? 

? NFA 2002 O 
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48 Sharon LIGHT Fisher-woman Before 
the Missionaries. 

Acrylic on 
Board 

? IA 2003 O 

49 Lai NAULUMATUA Warrior Acrylic on 
canvas 

97 x 67 cm NFA 2003 I 

50 Maika 
LEWANAVANUA 

Susugi na Toa ni Vala Acrylic on 
Board 

? NFA 2003 O 

51 Saimoni Peni FONG The Groom Mild Steel ? National 
Sculpture (NS) 

2003 I 

52 Joe BILBU Young and Cultured Acrylic on 
Board 

? Emerging Artist 
(EA) 

2004 O 

53 Lambert HO Family Bond Acrylic, Ink 
on 
handmade 
paper 

? NFA 2004 O 

54 William BAKALEVU Legend of Rakiraki Reef Oil on canvas ? IA 2004 O 
55 Sonny Misiolo SOTE Dreadlock Warrior Water colour 

on paper 
? ? 2004 O 

56 Joe TAOI Orau na Vuda Acrylic on 
Board 

? EA and IA 2005 O 

57 Saimoni Peni FONG Celebration Mild Steel 
and Brass 

? NS 2005 I 

58 Craig MARLOW Domo ni Veiyanuyanu Oil on canvas 90 x 155 cm NFA 2005 O 
59 Sofia TAGILALA Dream Story Acrylic on 

Board 
? EA 2006 O 

60 Saimoni Peni FONG Mother and Child Mild Steel 
and Brass 

? NS 2006 I 

61 Ledua PENI Everything in Pairs Oil on canvas 90 x 155 cm NFA 2006 I 
62 Alfred ATALIFO Fup akiag ne agero Acrylic on 

canvas 
? IA 2007 O 

63 Saimoni Peni FONG The Provider Mild Steel 
and Brass 

? NS 2007 O 

64 Jeke LAGI Tadra Raiyawa Oil on canvas ? NFA 2007 I 
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65 Mua Lewanavanua Senibua ni bogi Acrylic on 
canvas 

? EA 2007 O 

66 Irami BULI ? Acrylic on 
canvas  

? IA 2008 O 

67 Saimoni Peni FONG  ? Mild Steel 
and Brass 

? NS 2008 I 

68 Mason LEE ? Oil on canvas ? NFA 2008 I 
69 Maika FURSTAFA ? Acrylic on 

canvas  
? EA 2008 O 

There was a NFAE in 2009 but the main awards were withdrawn due to winning artists exhibiting arts that were already exhibited before in another 
exhibition.  
70. Only the EA award was given to Viliame Vosabeci for his Acrylic on canvas piece ‘Nai Su Vuata’. 
There was no NFAE in 2010.  

There was no NFAE in 2011. 

71 Viliame Vosabeci Isa Noqu Viti Acrylic on 
canvas  

? EA 2012 Only 2 categories in 
2012 NFAE (EA and 
NFA) 

72 Alifereti Malai The Millipede  Acrylic on 
canvas  

? NFA 2012 NC 

No NFAE in 2013 due to lack of funds. 

 

(Source: The Fiji Arts Council. Information was acquired during my time working at the council as Visual Arts advisor. As part of my job I was 
required to put together information on the National arts collection).   

Notes: The I/O column refers to whether the actual artwork is in the council possession (I = in) or lost/out somewhere (O = out), i.e. some works 
have been missing (designated as ‘O’ too and NC = Not Collected by FA, and ? = not on record). 
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Appendix 3: University of the South Pacific: Research Ethical 

Principles. 
# Principles Descriptions 

 
1. 

Respect for human dignity, 
human rights and fundamental 
freedoms 
 

All research conducted by persons affiliated with the 
University of the South Pacific will give due respect to 
human dignity, human rights and fundamental freedoms. 

 
2. 

Maximising benefit and avoiding 
harm to humans 

All research conducted by persons affiliated with the 
University of the South Pacific will make every effort to 
maximise its benefits to individuals and communities and 
avoid any harm to them as a result of the research, either 
during the research process or after it has been 
completed. 
 

 
3. 

Sensitivity to Pacific context 
 

All research conducted by persons affiliated with the 
University of the South Pacific will be sensitive to the 
contexts of Pacific Islands research, particularly in 
respect of the following four values: 
 

 
3 

Respect 
 

Respect is fundamental to all ethical relationships in the 
Pacific. Respect acknowledges the primacy of the group 
but at the same time it recognises the individual as a 
valued member of the group. Respect in its practice is 
always context-specific and varies in its interpretation 
and usage even within the same cultural context. Respect 
is demonstrated through humility and is reciprocal. 

 
4 

Cultural competency Researchers must understand the rudiments of the 
cultures in which they are working. Cultural competency 
involves this understanding but also acknowledges that 
researchers and research participants often bring to the 
research exercise their own cultural beliefs, values and 
practices. Researchers must be aware of how these 
influence their engagements with the people they are 
studying 

 
5 

Utility 
 

An important aim of research at the University is to assist 
Pacific communities and states meet their needs and 
achieve their aspirations while, at the same time, 
achieving international recognition in areas that reflect 
the University’s geographical and cultural contexts. 
Research involving human informants or subjects will be 
expected to lead to practical outcomes of benefit to 
Pacific communities. Every attempt must therefore be 
made to engage these communities in ways that ensure 
the utility of the research. One desired way of achieving 
this is reporting research outcomes in the languages of 
the participating communities to ensure its understanding 
and dissemination. 
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6 

Consent 
 

All research conducted by persons affiliated with the 
University of the South Pacific will be carried out only 
with the prior, free, and informed consent of all persons 
concerned, whether individuals or communities, based on 
adequate information. The consent may be withdrawn by 
a particular individual or community at any time for any 
reason without disadvantage or prejudice.  
The request for consent will be appropriate to the 
circumstances although it is recognised that cultural and 
educational barriers may inhibit some projects from being 
fully comprehended by human subjects. In such cases, the 
University’s Research Ethics Committee will advise on 
the necessary minimum level of informed consent. 

 
7 

Respect for human vulnerability 
and personal integrity 
 

In the process of applying and advancing scientific 
knowledge, all research conducted by persons affiliated 
with the University of the South Pacific will identify and 
acknowledge those individuals and groups that are 
especially vulnerable and ensure that they are protected 
and their personal integrity is respected. 

 
8 

Privacy and confidentiality All research conducted by persons affiliated with the 
University of the South Pacific will respect, as agreed in 
advance, the privacy of participants in research activities 
and the confidentiality of any information that they 
supply. Information obtained during research should not 
normally be used in ways or disclosed for purposes other 
than those for which it was collected. 

 
9 

Equality, justice and equity 
 

All research conducted by persons affiliated with the 
University of the South Pacific will acknowledge the 
dignity and the rights of all participants in research 
activity and ensure that they are treated justly and 
equitably. 

 
10 

Non-discrimination and non-
stigmatization 
 

All research conducted by persons affiliated with the 
University of the South Pacific will ensure that no 
individual or group is discriminated against or 
stigmatised on any grounds in violation of human dignity, 
human rights and fundamental freedoms. 
 

 
11 

Respect for cultural diversity and 
pluralism 
 

All research conducted by persons affiliated with the 
University of the South Pacific will respect cultural 
diversity and pluralism, especially in recognition of the 
cultural diversity of the Pacific. Such considerations will 
not be invoked to infringe upon human dignity, human 
rights and fundamental freedoms, nor upon any of the 
other ethical principles expressed here. 
 

 
12 

Social responsibility and 
sustainable futures 
 

All research conducted by persons affiliated with the 
University of the South Pacific will endeavour to promote 
the well-being and sustainability of Pacific cultures and 
environments. 
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13 

Sharing of benefits 
 

All research conducted by persons affiliated with the 
University of the South Pacific will ensure that any 
resulting benefits and applications will be shared with 
Pacific peoples and states for their benefits, as well as the 
international community.  
 

 
14 

Protection of the environment, 
biosphere and biodiversity 
 

All research conducted by persons affiliated with the 
University of the South Pacific will pay due regard to the 
connections and relationships among human beings, the 
environment and other forms of life. In the Pacific 
context, these relationships include traditional knowledge 
and skills, appropriate access to and utilisation of 
resources.  
 
There are complex and difficult ethical issues relating to 
many research activities in these areas. The University 
will engage with appropriate bodies among its member 
states and externally to ensure that ethical issues relating 
to research in medical science, science and technology 
that impact on Pacific peoples, communities, their 
environments and resources, are adequately and 
effectively addressed. 

 
15 

Ethical decision-making and 
transparency 
 

In all its teaching and research activities, the University 
will promote professionalism, honesty, integrity, respect 
and transparency. Conflicts of interests will be declared. 
Knowledge will be appropriately shared.  
 

(Adopted from University of the South Pacific (2009).  Human Research Ethics:  A Handbook for USP 
Researchers.( 1st Ed.)  
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Appendix 4: Red Wave Constitution. 

RED WAVE COLLECTIVE CONSTITUTION 
President Premila Devi 

Treasurer Lingikoni Vaka’uta 

Secretary Dulcie Stewart 

Patron  Professor Epeli Hau’ofa 

FOUNDING MEMBERS 

1. Josua Toganivalu 
2. Alma Wright 
3. Richard Bell 
4. Meli Laddpeter 
5. Sangeeta Singh 
6. Premila Devi 
7. Lingikoni Vaka’uta 
8. Dulcie Stewart 

 

MEMBERSHIP 

� The Collective may invite new members but prospective new members must have the 

consent of the founding members of the Collective before attaining membership. 

CONDITION OF TERMINATION OF MEMBERSHIP 

� If in any instance, a member does not adhere to the Red wave Collective rules, membership 

may be terminated. 

� If a member misses the monthly meeting five times consecutively without making formal 

apologies to the Collective and without a good reason, membership may be terminated. 

RESPOSIBILITIES AND APPOINTED TASKS 

� Each member is expected to participate and cooperate fully in all activities designated and 
organise by the Collective. 

� In the instance of a member failing to comply with the above, a fine of $30 will be charged. 
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EXHIBITIONS 

� All exhibitions held by the Collective will be organised under the name “RED WAVE 
COLLECTIVE”. 

� A mark up price of 20% will be added onto the price of each artwork exhibited, and will be 
deposited into the RED WAVE bank account. Funds of this account, which is to be used in 
Future activities of the Collective. 

� For all monies spent in the name of the Collective, a written budget and/or receipts will need 
to be shown at the next monthly RED WAVE COLLECTIVE meeting. 

COPYRIGHT 

� Any person, group or organisation, including the Red Wave Collective and the Oceania 
Centre for Arts and Culture, cannot under any circumstances exhibit, sell or reproduce (in 
any form, including photographs, slides, video etc) any pieces of artwork(s) without the prior 
consent of the artist. 

 

MEETINGS 

� Meeting will be held on the first Tuesday of each month and small sub-meetings in between 
due to emergencies. 

� Each member of the collective will have a turn chairing the monthly meetings. 
� The Collective’s Annual General Meeting will be held on the first meetings of December of 

each year. 
� Election of new office bearers will be done during the Annual General Meetings of each 

year. (Note: The office bearers are not entitled to any payment during their time but only on 
volunteer basis). 

 

 

The rules and regulation stated in the above Red Wave Constitution may be subjected to change 
upon the jointed agreement of the Collective, in a situation of unanimous decision. 
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Appendix 5A: Pacific Creative Value Chain. 

 
(Adapted from McComb 2012: p.57). 
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Appendix 5B: Pacific Visual Arts Commercial Value Chain Diagram. 

 

 
 

(Adapted from McComb 2012: p.57). 
 
  

 


