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- EDITORIAL . |

1 relief

It is with considerable plea
we welcome Julian Bowron as the new Director of
South Island Art Projects. Finding someone with all
the qualities to run the

oreanisation, someone prepared to work lone hours

for a modest renumeration, has not been y. A

graduate of the Canterbury School of Fine Arts wh

he majored 1

dhotography, Julian also has a Post

Graduate Diploma in Museum Studies (AGMANZ

is completing a Post Graduate Diploma in Arts
Administration. Twenty years experience in visual
arts has included working as

h

Mobile Exhibitions Officer at the

Dunedin Public Art Gallery
Exhibitions Technician at the

Robert McDougall Art Gallery

Photographer for the Auckland

Gallery, Curator at the

City ¢

Suter Art Gallery Nelson and

Exhibirtions Officer

Museum of Art

appointment. Julian brings with him considerable

experience in arts administration, publishing and

WOrKIr

1 contemporary arts issues. Interested in

the challenge provided by the change to a

projects based organisation, Ju is looking

ard to working with local artists. As we

forv

having taken over responsibility

final Praxis Project, he has also the unenvi

task of preparing reports to Arts Counc il (now

Creative NZ) and trying to guess their new stategy

and how it will eff |

lian welcomes your

inquiries. Welcome Ju

We also welcome [our new ISTEEs 10

Joard: Rebecca Turrell. Ronnie van

i David Hatcher

a Christchurch based artist

iterbury School of Fine Arts

Ronnie has recent

returned 1o

urch from Au

his practice as a per

JULIAN BOWRON

In 1688 |ulian moved to Adelaide

and set up a free-lance arts administration

consultancy ':H'I:[rr'.uL:r'l-_. projects inclu

Aho Rua. a major exhibition of ct

mar

aging Wh

for the 192

temporary and traditional Maori art

Adelaide Festival and carrying out a survey of So

Australian Regiona

exhibition venues. During 19qi

he was Acting Visual Arts Director, Adelaide Festival

Centre Trust

From 1992 he was Director of the Contemporary Arts

Centre of South Australia until his present

M Neai Tahu
U INgan lanu

installation ar

descent, Chris is a > of the C:

has recently had an

of Fine Arts

work at tt

> Jonathan Smart Gallery

joins the i as a representative ol sister

orge

sation Independent Images

at Canterbury Film School whilst ma

film making practice

currently completing her Masters degree
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CALL FOR EXPRESSIONS OF INTEREST

artists, writers, curators

or none of the above

before we decide on our programme for 1996 and
beyond
south island art projects wants to know what you are
into just now
so that what we do is guided by what artists want to
do.

we don't want project proposals at this stage,
just your areas of current interest or your suggestions
about the kind of project you think we should be
doing.
and later when are planning projects we will know

who is working in what areas.

for more information or to give us your thoughts
please write or fax 03 379 6063 or phone us
03 379 5583
SIAP
po box goz christrchurch 1

Regent on the Square
Friday July 28 - Saturday August 12

The Revolutionary Aspirations of the

Situstioniit

As part of the Praxis project the South Island Art
Projects invited Ted Ninnes, lecturer in Soc -_--ul-.-:;_\
and Philosophy at Waikato University, to give a
lecture on the Situationist International. Ted teach
¢s a |s-n1;l'.‘:till..nh paper entitled PRAXIS at
Waikato, and although the main focus of this
course lies in the term’s Marxist and Hegellian
associations, for our purposes Ted ‘*[‘Ul‘.l on the
notion of Praxis as contained in the work of the
Situationists, ntillmln-_; their revolutionary aims and
.I~§l|l'.l!1n||\ The lecture was well attended and held

at the Canterbury School of Fine Arts.

PRAXIS OPENINGS

March 1 saw the official opening of “issue 1" of the "Praxis
UrbaNZine" project, a superbly well attended affair with around
100 people squashed into Caffiends Coffe Bar on Cathedral Square
With CRY TV covering the event and Mike Hormblow's moving-
image project "Opening” being screened in the adjacent alley, it
nroved to be a very succesful and enjoyable night for all involved
Compromising of three street art “issues’, Praxis had two turther
openings at Java and the Edge to mark issues 2 & 3. A big thank you

to those proprietors whom so willingly allowed us to use their

venues, not 1o mention their walls, for this project

issue 1 opening March 1 at Caffiends 1o celebrate in the work of
* Belinda Drum & Carolyn Menzies - Feeling Blue?™ - 212 High St
* |lim Speers - "Some People Work Harder Than Others” -

* Jared Lane, Kirsty Gregg, Bruce Ross & Stephen Pritchard -
Spatial F(r)ictions - 111 & 205 Cashel St
* Michael Hornblow - Opening - Colonial Lane Cathedral Square

issue 2 opening May 3 at Java to revel in the work of

* Simon Endres. |ohn Malcolmson, Phil .:'Ek'kf!.".!,‘ & Sam Wade -
Wild Life - cnr Bedford Row & Manchester

* Patric Tomkins - "Cuming Soon” - Inner City Poster sites & Echo
238 High St

* Daniel Barrett - One to One - Cathedral Car Park

issue 3 opening |une 21 the Edge to delight in the work of

ity flyer drop

Jonathan Bywater & Tony de Lautour - inner
* Andrew Brown - NOT ME" - cnr Bedford Row & Manchester Sts
* Michael Hornblow, Sarah Jane Barr, David Hatcher & Marc

Jackson - MAD/CASH - 205 C

el St
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22 - 27 uly =Heademy Cinema

4 /.
and the Winners axe . . .

A lecture entitled, Women, Space and Architecture. was

ATLAB
BEST DRAMA held as part of the Christchurch Arts Festival on Sunday 30
Ace Vibeo & A VSION July. 1995 in the Cloisters Theatre at the Arts Centre
MANAGED RESPONSE BEST OVERALL VIDEO
Direcror: RAcsEL Davies This illustrated lecture discussed whether architectural
; " DREAMS UPON MY HEAD design reflects power structures. Architectural Historian
CATERTCRY PR aLHO0 DRecToR: JANE PERKINS Mei Hurrell looked at the architecture of the Arts Centre
BEST ANBATION 4 from a feminist perspective, and was joined by
FOOD (FOR ) THOUGHT ATiAB. Kopak & MasTers CINEMA Christchurch artists Margaret Dawson, Rebecca Turrell
DIRECTOR: DANIEL CROOKS BEST OVERALL FILM and Carolyn Menzies, whom talked about their own indi-
vidual practises which challenge traditional concepts
UPPERDECK HEADLONG about space and architecture.
HIGHEST TECHNICAL DirecTOR: SIOMN RABY
ACHIEVEMENT KoDAs FitM FACILITIES TaEMAGE EDTING SERVICES The idea for a site-specific installation project entitled
S BEST STUDENT BEST EXPERIMENTAL BEST ARY MasTers CINEMA Occupations, developed from this lecture. This prn;’ec; will
Dmscml_u.C Jems PRODUCTION POPULAR CHOICE be held at the Arts Centre during the Arts Festival from 27
July until 13 August, and provides a practical opportunity
AVONDALE DOGS JOHNNY & IRENIE A GIRL | KNEW A DIFFERENT BLONDE THE WEEPING DOE for the artists to implement their theoretical ideas about
DiRecTOR: GREGOR NICHOLAS Drrector: Louise CurHAM DirectoR: Tiso Ross DirecToR: HALINA OGONOWSKA- Direcror: TONY OLSEN traditional concepts of space and architecture

Coares
This installation project is exciting because it deals with
R e-L0D3 d -i n g architecture and space from a feminist perspective. The
Arts Centre, as the former Canterbury College, exemplifies

_ the vision and aspirations of the original city founders (ie:
occupations INSIGHT /TNCITE 5 - 26 the eslon i apitnons I city ste
september Fathers). who sought to create a model version of the
an installation series by CONTEMPORARY PUBLIC ART ancient English universities, Oxford and Cambridge.
margaret dawson CONTEXUALISED an exhibition
by the Both the lecture and the installation project seek to add
r‘EbECCCl tu r‘r‘ell . . women's voices to the discussion of how the architectural
‘ed Ninnes will be re g to Christchurch to give university of
CCII”Olyn menzies V6 [ innes will Dey: tum”ﬁ b Cliristohumchy $o glve: & canterbury design of the Arts Centre reflects male power structures,
m 1 1 i ¥ . - - -
27 JU].y .13 august entitled lmig}d:nmib' at the Cloisters Theatre in the sculpture ;?:j ,’:L:‘_\k::j :E:):FEdel:nPU within a contemporary, less
. ok
Arts Centre, 1,30 pm on the 6th of August. This lecture school .
christchurch arts centre will look at the role of art in contemporary society and "
4 2 old wool shed Mei Hurrell

(]}\L uss whe 1hl.'|' art can hl' a vehic Il' tor ¢ h.]ﬂ'_“_l'.
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=Ly



A :
GAGRDS

THE &SP OF TH NIES

- VESUVIO

182 OXFORD TCE

TEL 3654183

E
O
@)
(="
N
-
>
Z
<
=
=5
Sa]
=

EUROPEAN CAFE

FOR THE
FINEST
vames IN ART

For a well over half a century the famous Italian firm of MAIMERI have
produced an unsurpassed collection of Fine Art materials for Europe’s
most discerning artists. Their superb colour ranges of oils, water
colours acrylic and designers gouache include specialist restorer
colours and pigments. These are complemented by MAIMERI's
manakins, palettes, painting knives, varnishes and mediums as well
as the aqua gloss acrylic colours

In addition MAIMERI make no less that 25 different easels - field, table,
studio and box model, each made with care and craftsmanship.

This famous range is now available to artists throughout New Zealand
direct from the NZ agents.

brush-n-palette

134 Oxford Terrace Christchurch 1 Telephone 366 3088

Open Monday to
Thursday 8:30 - 5:30
Friday 8:30 - 6:00
Saturday 9:00 - 12:30 Foran extensiverange
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JANE GREGG

“"PRAXIS"” AS PRAXIS :

v

*Opening”

Issuve ONE

MICHAE HoRNRLOW

The recent SIAP project series, "Praxis’
represents an ambitious and densely
theoretical approach to the problem-fraught
arena of public art and art production. While
SIAP, an organization committed to the idea of
deconstructing the connection between Gallery
and Work of Art, has previously mounted shows
in which the relationship between the

Community and Art have been investigated,

THE POLITICS OF PUBLIC ART

"Praxis” politicizes that
relationship to a
greater degree in order
to question exactly
what constitutes these
concepts, and how
they are reproduced or
reconstructed
within the Public Is
Space. In situating

their works within the city, the artists ensured
that this dialogue could not be easily glossed
over. And indeed, it was an inquiry into the
meaning of the very terms "Public” and "Art” that
became the focus for many of the artists

involved in the "Praxis” project

The realms of public art and political action
evoked by both the conceptualization and title

of "Praxis” are complex and laden with

controversy. Situated
h T ~m 1y - m N 1
nistoricaily as central
to Classical Marxism's
social agenda, the
notion of praxis
evokes a whole

vocabulary of practice

that takes as its

Oxnt centrepiece the
N B

concerns and

dilemmas of the production of power relations
and structures within a given field of culture. To

le a public art project with such a call to

action, demands erand gestures from artists

participating in it. Coupling the series of works
with a lecture by visiting academic, Ted Ninnes,
on "The Revolutionary Aspirations of the
Situationists”, further underlines this. “Praxis’
in this sense, declares its intentions in a

forthright manner: art must be praxis; artists



must produce work that engages with, and
challenges the assumptions and values of
the social structures within which it is 1o be

situated.

Problematically, however, art and artists are not
what they used to be. The "Praxis” project, with
its call 1o acrion, is
something of an oddity in an
aesthetic era which takes
"play” as its primary motif
Postmodern theory which,
for better or worse, imbues
our thinking about what art
should do and be, does not
easily accept what we might
consider the conclusionary

and totalizing trajectory of a

praxis-centred approach to

"Some People Work Harder
Than Others”

making art; to speak of refusing centres,
embracing fluidity, and dissipating meaning into
discursive fragments. After all, Art cannot save

us. It is too late for all that.

Late though it may be, "Praxis”, described as an
“UrbaNZine” by its conceptualizers, suggests that

politics and revolution will

be its subject With its
evocation of the
underground publishing

tradition in the use of the
term “zine”, "Praxis” offers to
confront many of the same
interest

dilemmas which

producers of these anti-

establishment vehicles of
dissent and disruption.
Indeed, as the flag

the production of art. Surely, Issue ONE of postmodernity continues
Jim SPiEms

to speak of action is to speak to  unfurl, it seems

of assuming a single position, forsaking all oth-  increasingly clear that any situated

ers, with the explicit intention of revolutionizing
the social order through an application of that
position? This is not a particularly easy dark
alley to turn into when faced with the choice of
clean

the and well-lighted Postmodern

hypermall. How much more fun it is to play at

—Q

revolutionary practice is now more likely to be
found working from the underside of popular
culture than from within the traditional sites of
revolution, which take as their common
denominator the assumptions of High Culture.

Thus, we find ourselves in the strange position

of conceding that our harshest social critics are
now the creators of comic books: the writers of
three minute tunes; the directors of explicitly
consumer-oriented images in music-videos. Our
old harbingers of disgust; our writers, our
philosophers, our Artists have fallen strangely
silent, silently strange in this climate of the Text
and the Sign that heralds the

reign of the Postmodern.

"Praxis”, then, is framed by a
contested set of theoretical,
and

cultural, political

assumptions. The least of
which is not the very idea of
putting art into a space
designated “public”. As
Christchurch residents have
witnessed with monotonous
regularity, any art works that
are erected with the

intention of being “public” are more than likely
chosen for the degree to which they prop up a
tradition of conservatism and  anii-
intellectualism, the historical legacy of a city
founded on the premises of colonialism. The
implications of such a tradition suggest a rather

monodimensional conceptualization of exactly

Issue

STEPHEN PRITCHARD

who the public are. In evoking the idea of
“public”, we evoke a language which denies
multiplicity in favour of singularity; which
champions the universal as opposed to the local
or the specific; which in itself represents the
structures upon which totalizing discourses are
founded. Traditionally, as any cursory reading
of a city like Christchurch
reveals, public art is the
representation of all that an
urban environment aspires
to be. By and large, public
art has tended to be the
benign figures of Great Men
of the Past placed within
well-tended gardens. These
figures of history tell us that
as a city, and by implication,

a nation and a culture, we

Spatial F(r)ictlons
ONe
Jamio Lang, Kinsty Grica, Bruck Ross &

are a people with a past
worth celebrating and a
future worth contemplating. In these figures,
and in a great deal of contemporary public
works, “the public® remains an uncontested
term. There is little recognition that this
seemingly homogeneous category might contain
within it the conflicts and complexities of
as an

contemporary society. Similarly, "art”



ideology is neither analysed nor questioned. It
tends to situate a position which we might
describe as pre-modern, where the Artist
“creates” harmonious truths for the betterment
of an environment which stands the chance of
being transformed from the quotidian to the
utopian. Under such an aesthetic, the link
between art and economics is

made apparent. City planners
that champion the cause of
public art in order to produce a
location that appeals to the
possibilities of some elusive
“economic recovery”, do so with
the explicit agenda of keeping
the less beautified aspects of
urban existence at bay.

As public art, however, the

"Praxis” series urges a

confrontational approach to

understanding both audience, site, and
reception. In many of the individual works, the
very notion of exactly who constitutes the
“public” is the central question being discussed.
In an increasingly conservative environment
where attention to “political correctness” has
the art

become a sin worthy of execution,

Wild Life
Issue Two
Simon Expres, Jous Marcormsos, Puil Fiekuse
G Sam Wape

makers involved in "Praxis” have tended, in the
main, to go out on the proverbial limb with their
championing of unfashionable issues such as
race, class and gender. Establishment critical
reception has been quick to highlight this aspect
of the project, with reviews patronizingly noting
the "good intentions”, and "dutiful” nature of the
works.! Rather than
analyzing the issues that
"Praxis” is quite clearly
centred upon, these
critics offer a simplistic
reading of the pieces
based on hegemonic
models of art and culture.
The artists are accused of
making inaccessible
works, a comment which
reveals most lucidly the
critic’'s clear delineation
of the exactly who she
thinks the public are:
The sentiments are noble, but the art works
will exclude many. They represent art of a
young, visually literate, bur closed circle,
unapproachable to the uninitiated. The works
are in public spaces, but "Praxis” is not

accessible 2

Following a notably anti-intellectual tradition of
New Zealand critical discourse, the reviews of
both "Praxis™: Part 1 and "Praxis™: Part 2, serve
only to reinforce the degree to which a firmer
grasp of current theoretical concerns of all kinds
is desperately required by critics hoping to make
adequate engagement with the intentions
underscoring a great deal of
contemporary art

production.

Nonetheless, in analyzing the
art works produced under
the terms of "Praxis™, it is
clear that the meanings and
implications of praxis, as a
concept, has been a matter of
some confusion. And rightly
so. In the contemporary

Issuve

milieu, there is little to
suggest that art - whether
sited inside or outside of the gallery space - can
claim an attachment to political action of any
kind at all. The complicity between art and the
structures of oppression have been well noted.
Art is the arena of privilege. Art is produced by
those with access 1o resources, the availability

of which is dependent upon the maintenance of

*Cuming Soon”
Two

Patmic ToMxins

a hierarchical, capitalist model of power and
authority. Acutely aware of this precarious
position, many of the artists involved in "Praxis”
have explicitly concerned themselves with
unmasking the historical relationship between
art and legitimating discourses. Examples of this
are found in "Spatial F(r)ictions™ (Kirsty Grege,

Jared Llane, Bruce Ross,
Stephen Pritchard); “Feeling
Blue” (Belinda Drum, Carolyn
Menzies): “Some People
Work Harder Than Others”
"Wild  Life”

John

(Jim Speers);
(Simon Endres,
Malcolmson, Sam Wade, Phil
Fickling): and the flyers
designed and distributed by
Jonathan Bywater and Tony
de Lautour. These works
particularly, enter into a
dialogue between art and
practice, foregrounding the question of exactly
what purpose art should serve in a culture
founded upon inequality, disenfranchisement,
and containment. Indeed, these works contain
within them their own critiques. They speak of
tensions economic, social and structural that

cannot be reversed or reordered through the

>



delivery of art to the public. They do not offer
solutions or conclusions, but simply draw our
attention to the always-already-present state of
disgrace that makes up our seemingly
inescapable model of social organization. Is this

enough to constitute a claim of praxis?

To consider that very
difficult question, it is
interesting to examine
some of the other

works of the project

championing the urbanscape of an obviously
oppressive historical backdrop might mean. The
semiotics of architecture, culture, religion, and
history evoked in this piece are not
problematized as they tend to be in the more
explicitly political works of the series. It is clear
that the images exist for their own sakes, rather
than functioning in
any action-oriented
way. This might be art,
isn't

but it praxis.

Similarly, in "Cuming

In these pieces we Soon” (Patric

find wvery little to Tomkins), "One 1o

persuade us that One" (Daniel Barrett)

action of some kind or and "NOT ME" (Andrew
One to One

another is the purpose Issvue Two Brown), the political
Daster BarreT?

at hand. For example,

“Opening” (Michael Hornblow), a very crafted
series of "moving images™ ostensibly 1ackles the
demise of the architectural heritage of the city
using the conceit of the Resurrection to suggest
and

the possibilities of urban renewal

reclamation. It is clever, well-made and
beautiful to look at, but there is little here that
confronts either the space in which the images
were shown, a dingy and menacing alley running

off the Square, or the implications of what

aspects of the title of
the series are rather buried beneath what we
might call a ludic approach to aesthetics. In
these works we find that all-pervading motif of
play emerging yet again, with the artists
frequently ignoring the grounding principles of
praxis 10 concentrate instead on constructing
some rather self-referential in-jokes. "Cuming
Soon”, for example, became an advertisement
for a series of works by Tomkins exhibited at the

High Street Project. This may have been

amusing, witty even, however, the political
gestures that underlie the notion of praxis were
not approached. Similarly, Andrew Brown's
"NOT ME" which situated the personal inside the
public made interesting comment upon the
spacialization of the individual within the urban
context, but again, the obvious implications of
this subject were not

drawn out into any

larger discussion,

Bywater and Tony de Lautour did, there is a
challenge of sorts issued, but again, it is a
challenge easily disregarded when received in
the context of a text/sign saturated culture.
When the frightening language of security
and surveillance is summoned up by the
producers of "Wild Life", we are impressed and
engaged. We are not,
however, moved 1o

While

revolution.

these works rip the

“Praxis” takes as its

band-aids off some

motif the sticking

plaster. Under the
terms of where our

culture is presently

very serious gaping

social wounds,
revealing the putrid

mess beneath, they

MAD/CASH

situated, namely with- IssuE

THREE also serve as

Micars Horsaow, Saran-Jans Bamit, Makc Jacsos & eugenie blank

in the slip stream of

postmodernity, this seems a fitting image. When
“Spatial F(r)ictions” attempts to give voice to the
Other; or "Feeling Blue” offers an ironic glimpse
into the mechanisms by which gender is
constructed and enforced by the dominance of
historical truisms, we have to wonder to what
degree action, conclusion, or position can be
effectively considered here. When the rituals of
consumption are brought into question by the

placement of flyers in cafés, as Jonathan

inadequate staunchers
of a cultural haemorrhage which such flimsy
material cannot contain. While praxis in its
Classical sense, may no longer be a possibility,
the artists and art works of the "Praxis” project
examine questions that other contemporary
artists often seem to forget or ignore. Evoking
the history of politics in art, placing notions such
as “public” and "aesthetic” up for debate, and
attempting to deal with these issues at a level

beyond just the trendy title of a show by smart



young things, may be a band-aid approach 10  “Good intentions gone awry”, Robyn Ussher, The ‘

healing cultural malaise, nonetheless, there  prace March i1z 100z and Dutiful public works™, Justin

seems no sense in simply letting it bleed Paton The Press. Mav 10. 199=

"NOT ME" Is

| | oNATHAN Bywater & Town

Axpaiw Browx

CALL FOR EXPRESSIONS OF INTEREST

artists, writers, curators

or none of the above

before we decide on our programme for 1996 and
beyond
south island art projects wants to know what you are
into just now
so that what we do is guided by what artists want to
do.

we don’t want project proposals at this stage,
just your areas of current interest or your suggestions
about the kind of project you think we should be
doing.
and later when are planning projects we will know

who is working in what areas.

for more information or to give us your thoughts
please write or fax 03 379 6063 or phone us
03 379 5583
SIAP
po box goz christrchurch 1




SOUTH

JULIAN BOWRON

1995 has been a time of transition for SIAP with a
change of Director, a major internal review by the
SIAP Trust, followed by sweeping changes 1o the
objectives and operation of the primary arts funding
body Creative New Zealand (formerly the Arts

Council of New Zealand Toi Aotearoa).

During these upheavals, however, SIAP has managed
“Praxis” a substantial urbaNZine project which
consisted of three “issues” of works installed mostly
around south central Christchurch city. “Praxis” was
affected by changes in SIAP staffing particularly and
it was the continuity of commitment and
professionalism by Kate Fielder (originally a Task
Force Green trainee at SIAP) which ensured the
success of this complex project. Apart from being
the vehicle for some very successful temporary
public artworks, the "Praxis” project articulated
issues relevant to contemporary city life and in
doing so raised the possibility that art might again
have a role as an agent for the discussion of social
issues. Further, "Praxis” enabled a considerable
number of younger artists 10 gain valuable
experience of public art project development and
production. "Praxis” was initiated by Christchurch
artist Michael Hornblow who brought the idea to
SIAP for development. The project was realised with
the support of a project grant from the Arts Council

of New Zealand Toi Aotearoa.

Following SIAP’s internal review the Trust has moved
towards a greater openness in the process by which
the organisation generates projects and activity.

Although retaining the option to generate its own

projects, SIAP is calling for expressions of interest
from a wide range of art practitioners, writers and
anybody interested in contemporary visual art. This
is not a call for detailed project proposals, rather it
is a means of gauging what currently interesis
artists and from these responses SIAP will develop
a programme for 1996. SIAP seeks to assert the
primary role of the artist as generator of ideas
without excessive intervention by curators, funding

bodies or administrators.

The SIAP newsletter is also undergoing a transition
from its former spartan photocopied appearance to
a printed quarterly journal of contemporary art
practice in the South Island. SIAP believes that
sustained critical review and discussion of artists’
work and related activity is essential if a distinct
contemporary practice is to consolidate and thrive
here. Vital to this objective is the fostering of new
voices and a diversity of approaches to writing about
contemporary art. If you are a writer in this area, or
have thought of dusting off the word processor,
please contact the SIAP office. Although we have
considerably improved the print quality of the
newsletter, our objective is 10 keep production
values modest so that the newsletter can achieve
the widest possible distribution. We have had good
support from our advertisers in generating this issue

so please support the people who support us.

On 6 August SIAP will present a public lecture by
visiting academic Ted Ninnes from the University of
Waikato (see the news section). The lecture

Insight/Incite - Contemporary Public Art in Context,
will precede a public forum “The Difficulty with

ISLAN™ ART PROJE“TS

Public Art in Christchurch™ where prominent artists,
critics and gallery personnel have been invited 1o
speak. SIAP will continue 1o actively pursue a
dialogue through lectures and forums about this and

other important contemporary art issues.

Later in 1995 SIAP plans to realise a series of

installation and performance works by various

artists in and around the Arts Centre of Christchurch.

As yet the project is untitled but the intention is 1o
explore diverse ways in which artists and their work
interact with audiences and given that interaction
the readiness of viewers 10 address the work and

bring to it their own responses and experiences.

A major SIAP project for 1996 will be "Art/Law”; a
seminar for artists, administrators and interested
legal professionals which will cover legal issues for
contemporary visual artists including contracts,
intellectual property, censorship/obscenity and tax.
There will also be a session dealing with the law as a
social/cultural/historical framework within which
contemporary practice is defined and constrained.
SIAP is also exploring the possibility of publishing a
legal handbook for New Zealand visual artists,

The emergence of Creative New Zealand as the new
look. new agenda central government arts funding
agency is a matter for considerable concern among
those who seek 1o promote vibrant, risk-taking and
exploratory New Zealand contemporary art. The
rhetoric which has accompanied the launch of the
new Creative NZ Strategic Plan has caused alarm not
least at its eglib corporate platitudes. Someone

outside the arts might well believe that, until

1995-1996

Creative New Zealand, there has been no notion of
the value of the arts in this country and that there
has not been a rich history of advocacy, support and

intelligent commentary.

Attempting 1o discern priorities from amongst the
“people goal”, the "arts goal” and the "management
and administration goal” and their attendant
“objectives” is a bewildering process. There is
nothing beyond the occasional use of the word
“innovation” which acknowledges contemporary arts
as an invaluable vehicle for perceptive and critical
thinking about important contemporary issues.
Instead the pervading impression is of a rather vague
and earnestly worthy pre-occupation with access
and participation. Access to, and participation in,
what?

Certainly there is potential for increased public and
private sector support of the arts and obviously this
can be most easily achieved for popular "box office”
driven events. Support of developmental and
experimental practice will on the other hand never
be as forthcoming. even though these areas are
arguably more important for the generation of
distinct national and regional arts practices. Itis
support of these fragile and difficult areas of
conceptual and generative arts which is surely the
essential role of an Arts Council agency. However,
the danger is that in the arts, as in so many areas,
so called market forces will be given [ree reign and
consequently mediocrity will win out.
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A DISCUSSION ON THE ROLE AND FUTURE OF THE SOUTH ISLAND ART PROJECTS WITH JULIAN BOWRON, FIONA GUNN AND EVAN WEBB

FG: Julian. in the short time you have been in
Christchurch - what has your initial

perception of the contemporary art scene heen?

JB: Without a doubt Christchurch has many good
contemporary artists, but the problem is that

they are not at all well provided for in terms of
institutional support. In a city of this size you would
expect there to be some kind of viable contemporary
gallery space. Wellington has the Ciy Gallery
Auckland has Artspace and Dunedin has a public
gallery actively supporting contemporary practice,
but Christchurch has nothing of that kind ar all
Innovative, risk-taking contemporary work must be
fostered for there to be a rich visual culture. The
result is that 100 many artists o North or to
Australia where they will have a chance to have their
work shown and receive better support for what they
do. The problem here is perhaps one of a lack of
strong voices. | don't hear the voices ol persuasive
advocates of contemporary art, perhaps they are
somehow muted - but where are they? The work is
here, in spite of the situation, and perhaps.

There is

perversely to some degree. because of it

strong thoughtful work being produced and | think

that if it was better supported Christchurch really
would become a significant player in the

contemporary arts

EW: | agree and would add that communities of
thought need a focus. In an arts community this can
be provided by museums and art galleries, although
in Christchurch that focus has been lacking. It is
vitally important for there to be a place where artists
projects and ideas can be discussed, debated and

critically responded to

JB: |t's debate and local critical response which
fosters strong local awareness and appreciation of

what is going on

EW: After all, if you want to make it as an artist in
New Zealand you have to exhibit in certain galleries
and receive some sort of critical acclaim in the right
journals and publications. Many artists go North

seeking those venues but what we would hope to do

is keep them here by providing those sorts of

opportunities in the South Island

FG: Evan, the board of SIAP has undertaken a
lengthy process recently of evaluating what it has
done in the past and how it might take an active role
in initiating and managing artists projects in the
future. Can you outline some of the most valuable
contributions SIAP can and has offer/ed

contemporary artists here in the South Island?

EW: Well, to begin, that evaluation process is by no

means complete and indeed is an ongoing part of a

new strategy for the way in which we will undertake
projects. But, what have we contributed to the South
Island? | guess the best people to ask are those we
have worked with. From my perspective | hope

SIAP has generated some ideas and debate about
contemporary art issues and practices essential to a
lively arts community. Part of the way of achieving
this has been to set up a network of artists, and
writers and curators. We have also produced several
publications, like our newsletter and catalogues
which | hope have provided some opportunity for
critical response 1o our projects, as well as an
opportunity for budding critics and writers to publish

their ideas

F¥G: Evan, you have concentrated on publications
which SIAP has produced and the evidence of thar
debate that you have been involved in. What about
the kinds of practices that SIAP has supported in
realising the Tales Untold exhibition? They are a
particular kind of work that we are seen 10 support
Is there a particular strategy here, or does it have

something 10 do with the fact that we don't

have a space?

EW: The question of a space, or not having a space
is an interesting one and I'll take that up first. When
we were first kicking around the idea of setting up
South Island Art Projects some years ago. it wasn't
initially conceived of as being spaceless or without
its own exhibitions venue. But the notion of being
spaceless came about for several reasons. | knew

from my experience of working in art galleries that

establishing those sorts of spaces and keeping them

open and operating costs a lot. There is a lot of
capital investment tied up in art galleries. We never
thought we would get funds for that sort of
investment and, more importantly, there were
enough galleries already established in the South
Island where you could show work and which we
thought, at the time, we might be able to negotiate
to use. Furthermore, there were also other spaces
available — some commercial sites as well as disused
warehouses and the like. So it seemed, for a whole
lot of good reasons, that we didn't need to establish
another gallery. We also wanted and needed 1o
be different and not duplicate what was already
established in Christchurch and else where. To that

deeree we didn’'t want to be another art space like in

Sydney or Auckland

FG: Bur also, perhaps, it makes for a very different
kind of organisation and | imagine for Julian, and for
the previous Directors, a very different kind of
management project because it becomes a project
where you have 1o go out and negotiate those
spaces, whether they be underneath the McDoueall
Annex or in a Nurses Chapel at Christchurch Hospital
as it was for Tales Untold. The position of Director
actually becomes one of negotiator, negotiating for
artists to use those spaces. It is quite an interesting
role | think. Perhaps, Julian, | can ask what are the
differences between your Directorship of SIAP and
the work that you undertook in Adelaide? | imagine
that one of the most immediate differences might be
that SIAP does not have a gallery space to manage
Can you describe the changes for you in managing

the SIAP enterprise? How do you see this operating



in the contemporary art scene here in 19957

Is it relevant?

JB: The non-gallery project based nature of SIAP
was one of the strong incentives for me to come
to Christchurch. In Australia amonest the
contemporary art space people there is debate about
the continued appropriateness of the gallery as such
for contemporary work and certainly there are
increasing numbers of artists interested in working

with non-gallery spaces

FG: A considerable number

JB: [t seems to me that SIAP is an ideal opportunity
to go beyond the limitations and constraints of the
gallery, the more formal institutional framework and
the attendant, inherent constraints. Also after
running a full-on gallery programme for several
years it appealed to me 1o work without that
constant pressure to turn around a show every four
weeks or so. But having said all of that, and in the
light of what Evan has just been talking about, the
situation here makes it important that support for
artists is applied in the most effective way. It can

be argued that most artists are still interested in
working in gallery spaces at least some of the time
and | have been 1alking 1o various people about what
is the best way to support what artists are doing here
and now. So if there is no real alternative space
here it might be that that is where our energy should
go. Of course funding bodies, in their wisdom, are
keen to divest themselves of on-going infrastructure

support, including spaces, preferring to fund projects

on a case by case basis - they want the icing but not
the cake - and here in Christchurch, if we carry
on the way we are, we are in danger of ending up

with neither

¥G: In the light of what you have just said. perhaps
an exception to what you have just been talking
about in Christchurch is the High Street Project. High
Street has, in the short time that | have been in
Christchurch, really taken off in its new space. It's
still temporary, | imagine it’s only going to last until
the end of this year, but what is interesting is that
the artists involved have been relating to that space
in quite a different way. They have actually been
responding to the space and making installation
work. This means that perhaps when the gallery
closes down all that they are faced with is finding
another space and then having the possibility of
having a new space to make their work in - this to

me seems quite an interestng idea

JB: Yes, perhaps in that situation they have the best
of both worlds. They have a space. in the short

term, to exploit in terms of its physical properties,
its history, its location and architectural nature

and then in due course move on 1o some other
environment and interpret it differently. Thisisa
reflection of a different approach 1o gallery spaces
which isn't simply a matter of having exhibitions in

the approved galleries.

FG: Yes, | think also that because Christchurch is a
small city that the equivalent of actually having a

gallery develop - its presence and identity - is not so

important. Because it's a small city and because
there are a relatively small number of people who
attend those kinds of shows, High Street has been
able to get crowds of fifty, sixty, seventy, eighty
people to their openings in the last year. It is a small
city and you can move around easily from one
gallery space to another across the city so it depends

on where the new space may be

JB: One of the things that's said about galleries, and
particularly contemporary galleries, is that they can
be somewhat intimidating to the newcomer. It's
possible that the changes we have been talking about
reduce the formality of going 1o a gallery and remove

that obstacle to some degree

EW: Yes, | can pick up on that with reference to the
Tales Untold project we undertook last year

Because of the nature of that project, artists were
working with different historic sites around the

city, they provided dilferent access to different
audiences. For example, Nicola Jackson's work at
the Nurses Chapel, which was a lovely, woven runner
that when down the isle, was appreciated by people
who would not normally come into a contemporary
art space. To that degree, the audience for

contemporary art practices is extended

JIB: | think that SIAP has great potential for
providing new means of access. By working in
different spaces we do provide an enormous
potential for a variety of approaches to artist’s work
I think we have to make sure that we capitalise on

that and provide some backup (note | didn’t say

education or interpretation) so that the work is not

just sitting there, so that the audience is somehow

encouraged to enjoy getting into it

EW: That's right. One of the difficulties that SIAP
has experienced is that of maintaining a profile

We naively thought at first that we could work
cooperatively with other galleries and art institutions
but soon realised that the environment is quite
competitive and that it is difficult to build and
establish a profile when you are working out of
someone else's space. The conventional shop-front
image is not available when you don't operate from a
space and the SIAP profile had to be developed
through other means. By and large, the projects we
undertake are ephemeral in nature, and when they
have run their course, SIAP disappears along with
them. It is important therefore, that we develop
ways to maintain a presence in the community. We
are trying to achieve this through our publications

and newsletter

¥G: In that competitive environment that you have
spoken about, Evan, we have 1o be very careful, and
by ‘we’ | mean all the people involved in the arts
scene; careful not to overrun things that are in fact
just different. We have to allow for diversity

within that arts scene where the environment can
sometimes overrun other, different, practices. |
think a healthy arts scene in any city or country is
one that has variety or a diversity of different work
and approaches to work. This is why whenever there
is discussion of the relevance of SIAP, the main

argeument is that we support a kind of art, an area

e



that isn't supported in Christchurch

EW: | agree with you entirely and, in fact, when we
first put our proposal to Arts Council they said that
they would not support us if we simply duplicated
the same sort of art programmes and projects that
museums and galleries were already supporting in
the region. But it is important to note that we are
not driven by an idea of being different simply for
the sake of being different. but rather that we are
trying to support ideas and practices that are not
usually supported by other museums and galleries
in our region, and that requires of us that we

operate differently

JB: To gain a higher profile we have 10 work to a
degree in collaboration with those other agencies
because it is support of the whole "box and dice”,
the whole cultural environment, which will benefit
us, rather than competing with each other for small
slices of the cake. In that way attitudes can be
changed rather than vying amongst ourselves for

profile and attention

¥G: Especially so in regard to that are that larger
spaces like the McDougall which have budgets for
publicity which we don’'t have. We have to be
realistic about what we can achieve with our
resources. To come back to what you were saying
earlier about our newsletter and our catalogues, they
are one way of ensuring that presence because they
are lasting and | think we are better at producing
those and more ambitious so that they critically

reflect what we are doing and ....the diversity of

work that we have supported

FG: One of the things | was interested in trying 10
bring up earlier with you, Julian, was to do with the
differences between working in a gallery and with
an organisation that doesn't have a gallery. | was
interested in you trying to articulate your position,
what you actually do and perhaps | can put the
question forward to us all. What is the difference
between an artist working in a gallery and working
in other environments. |I'm interested in trying to
articulate those different kinds of practices, for you

these are management practices

JB: Certainly there are significant differences. |
think that the important one and the most rewarding
aspect of it is that the management practice, like the
artist's practice, is much more interactive with
communities. As a manager it is not simply a matter
of running a gallery space with the conventional
mechanisms of publicity and promotion. [t is more
to do with going out there and dealing with the
people who actually run and use the sites and the
surroundines in which we want to work, so from the
very beginning the project must be sold to those
people who become participants, hopefully willing
participants, in the process and that's always the real
joy of any of this work. When somebody becomes a
participant and begins to see what it is the artists are
on about and that their own response is important, if
not essential. So yes, having that built-in from the
very beginning is the great advantage of working in
this way. Working in an established gallery space

there is always the risk that you are constantly

dealing with those people who are initiated into the

processes

FG: It becomes self-referential.

JB: Yes, both in terms of the space, its architecture
and the familiar society of people who inevitably
come back to the openings unless you work very
hard at going out 1o generate new audiences. That's
the major difference and the big attraction for me
Of course it's also rather more difficult because you
must sell each project over again to participants and
to sponsors. As Evan mentioned, without the profile
which a gallery is able to generate and maintain you
are up against people saying “who are you, I've
never heard of you", and when you are simply an
oreanisation, a little office somewhere off in

the hurly burly of the city, it does take some
promotional ability. But | think it's mostly a matter
of becoming more adaptive and responsive and
perhaps a bit more generous in the way projects go

out into the public arena

FG: Yes. | know from my dealings with the Praxis
project, having to go in on a couple of occasions to
managers who were looking after particular sites
Where initially they had rejected the usage of the
site, when | went in and spoke to them, they were
actually gquite interested or at least they listened and
they certainly didn't see any danger in being
involved. Yet they initially did, they saw great risks
in being involved with artists. | guess artists have a
persona in the community of being somehow

differenmt or alternative and if one of them turns up

on the doorstep and talks 10 them they realise that

perhaps we are just normal people anyway. | always
find that curious and interesting in the few times I've

been required to do it

EW: Also, one of the constraints that we needed 1o
be free from was that of running a conventional
exhibitions programme which demands that the
doors (of the gallery) be open so many hours a day
for so many days a week and that there is always
something on the walls when people come through
the door. These constraints can dictate the
programme and lead to mediocrity. We wanted to
avoid that. It is also challenging and more interest-
ing, as you have both already pointed out, to work in

places and spaces in the city at laree and beyond

JB: And when you start 1o think about i, it
becomes quite exciting to conceive of spaces
defined in much looser ways than a city or even
the eeographic limitation of the South Island as we

know it

EW: [t hasn't been mentioned yet, but we have also
had a strong investment in supporting film and video
in the South Island. We are going to continue with
that support by working closely with Independent
Images. Supporting film and video requires an
alrogether different sort of space. Not being tied to
a space allows us to work in more diverse ways and

support a more diverse visual arts culture.

JB: Evan and Fiona, ['ve talked about the

management of a programme which operates outside
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sky which itself
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INDEPENDENT

IMAGES

Over the last few years a
number of young
Christchurch film makers
have put a lot of time and
energy into independent
images (i.i.) - a film maker’s
collective aimed at
promoting, producing and
distributing a local
film/video alternative to the
mainstream moving imagery
of broadcast television and
commercial cinema.
Recently an important i.i.
objective was realised when
we became a Non Profit
Making Incorporated
Society and began to
operate from an office in
the Old Chemistry building
in the Arts Centre.

Since March we’ve held
fortnightly Show & Tell
sessions in the homes of
various members, where
someone screens their
work and a critical
discussion follows. If
there’s any time left after
this we watch and discuss a
work supplied by our kind
sponsors - Alice in
Videoland. Usually the
work we watch raises

general issues relevant to
all practitioners, and those
who attend these sessions
find the discussions and
critiques very useful.
March also saw the
beginning of a screening
programme, with the
Australian package “Slaves
to Love” showing to a near
full audience at the
Clocktower theatre in the
Arts Centre. In April we
screened “Mother Knows
Best” - a package of N.Z.
work put together by the
Moving Image Centre in
Auckland; in May we
screened “Wax, or The
Discovery of Television
Among the Bees” - David
Blair’s cult video epic that
points the way towards an
“independent electronic
cinema”; and in June we
were lucky to be able to
show “Bush News/Video
Views” - a programme of
contemporary aboriginal
film and video work curated
by Lisa Reihana and
Artspace in Auckland.
Similar screenings on a
monthly basis are planned

for the rest of the year
and we hope to curate a
programme of recent
Canterbury work to show
sometime around
November/December.
Anyone wanting to put
themselves on a phone list
for these screenings can
leave their details at the
office (see no. below).
These people receive a
reminder call a few days
prior to every screening.
Independent Images also
maintains a database for
crew work in the film &
television industries,
publishes a monthly
newsletter and initiates
collective film projects.
Through Taskforce Green
we’ve been able to employ
Rachel Kerr as a director to
co-ordinate i.i. from the
office. If you have any
enquiries regarding i.i.
and/or its upcoming
projects / screenings,
contact the office on
377 0677.

vMequily blank

(398 words)



The High Street Project is back in High Street,
this time on the first floor at number 132 (the
same building which houses the Yoga Rooms
and a lampshade retailer, over the road from the
Globe cafe in the block one south of the old
address). Established in 1992, the Project has
been successfully running a non-profit gallery
for two and a half years. Although community-
based, it aims to engage with both national and
international art discourse. The Project's
v.tpfi« it gu.ﬂ has been to gi\'u npl}nr[unitic\
partiu.'ui.]rl_\' to young and vn‘lcrgiug artists,
established artists who wish to develop their
work in new directions, and work which

engages in contemporary social issues in a

challenging or critical way.

What Now?, a series of shows |1}- young artists,
has been underway at the gallery since May and
will run until October. There will be ten
shows in all, each I.1~T.ing for two weeks. If\-t'rl\'
show is advertised in the new spapers, and a
programme of forthcoming shows is available as
a flyer. This series is being presented with the
assistance of the Arts Council of New Zealand

Toi Aotearoa.

A grant application was made to Toi Aotearoa
last year when the Project was forced to go into
abevance in September. The premises that had
been used since the Project’s beginnings in 1992
were rc(]uirui back h} their owner, Mr

Richards of Michael's Restaurant. All involved

with the Project are extremely grateful for the
generous service he performed in providing a
rent-free venue for the use of the visual arts

community,

The proposal for funding which has allowed the
Project to re-establish itself was largely due to
the initiative of a for-

mer Project coordi-

nator and SIAP
b!).lr(i mclTllk‘r.
Maddie Leach.

(Maddie soon after
left Christchurch to
work in Wellington
at the Jensen
Gallery, and has
since found further
work lt_'dt'hilig
drawing at the Polytechnic there.) An
application was made for money to help with a
series of shows featuring artists in their early
twenties which would allow a response by these
artists to the jnurn.ﬂi:-li(' tag “Generation X";
rrﬂu'ling the concerns of those who fall within
the age group taken to define it. The shows are
]}rl-svnlvti under the title What Now?, the name
of a TV show first watched by people who grew
up in the 1980s. The phrase can be read as an
aware and eager inquir_\' or a world weary '-hrug
(and for an arts audience it has an obvious echo
of Art Now, the recent sculpture survey show at

Te Papa Tongarewa).

Ulhat Now?

High Street

roject

Violet Faigan, one of the artists included in the

original proposal, has undertaken the job of

managing Whar Now? This began with the task of

finding and negotiating the lease of a suitable
property. After a Irmg hunt, the room at 132
High Street (an early candidate that was initially
refused us) was secured, and volunteers were
called on to help ren-
novate. A high pro-
portion of Art School
students showed will-
ing, and after several
busy weekends and
night.\. rubbish was
\\3”.\

L'I\‘th‘(l. were

rcsha]wli. the walls

and ceiling were
painted, the floors
sanded and oiled, and lights installed. The

l_li'!L'njng t:f ‘\I!l‘ new venue was t'L‘Il‘IlrJ{i‘li u'ith a
group show, Change Of Address, !'L-amring work
mr».\t]) I\_\ l)l’(}plt’ who hl'lpcd with the renno-
vation, and offering a

preview of the sort of work that was to come.

The new gallery has a more even floor and
better natural light than the previous location,
and two smaller rooms off the main exhibition

space (one of which has no windows).

The Project will remain at its new address for as
long as it is able. On the understanding that the
building was due for demolition, a six month

lease was secured to enable at least the Whar

Now? shows to be exhibited. A waiting list of
those interested in show ing at the g.i]lvr‘_\ after
What Now? has been started, in anticipation of a
reversion, at least for a time, to the old system
of individually-organised shows. However, it is
likely that the Project will be used as a venue for
|1rnicct-sly|v ;‘.\hil!iling_ in line with current

trends in arts funding. For individual shows

it has been proposed that artists will pay a
fee, probably of $60 rent per week plus an
additional 525 per show for general

maintenance.

The Project continues to be artist-run, with a
ﬂnating_ membership determined by interest.
Curatorial decisions are made democratically at
meetings as r\'(luin'd_ We are interested to hear
from anyone who might want to put forward an
idea for an arts council grant, to urganiw a show
or series of shows. Ht'lp and advice will be
available on compiling applications for those
proposals which seem most relevant and

appropriate to the Project. Basic outlines may
be t]ruppm‘l off to the g.]”l.'r_\- or sent to:

P.O. Box 3733, Christchurch.

U.l”vr) hours are .sis.nd.lrdl_\ from \\'vrlm-hda_\'
to ]—‘rida_\ 11.00am till 5.00pm, and \amrria_\
from 11.00am till 2.00pm, l.1|t|1nugh for some
shows these have been extended slightly as
advertised). The gallery telephone number is

03 374 9346.



Wwhat Now?
may - october 1995

High St Project
first floor - 132 High St

PART 1

* Patric Tomhkins
1st - 13th may

* james UWallace & Jason Maling
13th - 24th june
* Hirsty Gregg
27th June - 6th July

PART 2

* Donaid Fraser
11th - 22nd July
* Maria Walls
25th july - 5th august
* Belinda Small 8 Charlotte Chighton

6th - 19th august

Silver brooch by Kate Ewing

Jewellery Gallery, 2nd Floor, 130 Hereford St, Ph 365 1843
5th - 16th september

openings at the High S5t Project are held on Tuesdays at
530pm. Any time changes willl be publicised.
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‘Self titled’ photograph from ‘Mephitis’







