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It is with considerable pleasure and much relief that appoinrmen Julian bmgs with him considerable 

we welcome Julian Bornon as the new Director of experience in arts administration. publishing and 

South Island Art Projects. Finding someone with all working with contemporary arts issues. Interested in 

the qualities to nm the the challenge provided by the change to a 

organisation. someone prepared to work long hours projects based organisation, Julian is looking 

for a modest renumeration. has not been easy. A forward to working with local artists. A s  well as 

graduate of the Camerbury School of Fine Arts where having taken over responsibility for managing the 

he majored in photography. Julian also has a Post f d  Praxis Project, he has also had the unenviable 

Graduate Diploma in Museum Studies (AGMANZ) and task of pmpariq repom to Arts Council (now 

is completing a Post Graduate Diploma in Arts Creative ND and trying to guess their new stategy 

Administration. Twenty years experience in visual and how it will effect us. Julian welcomes your 

arts has included workingas: inquiries. Welcome Julian 

Mobile Exhibitions Officer at the 

Dunedii Public Art Gallery. We also welcome four new T~stees  to 

Exhibitians Technician at the the Board: Rebecca Turretl. Ronnie van 

Robert McDougall Art Gallery, 

Photographer for the Audand 

City Art Gallery. Curator at the 

Suter Art Gallery Nelson and 

Exhibitions Officer at the Waikato 

Museum of Art and History. 

In I* Julian moved to Adelaide lurun- 

I Hout, Chris Heaphy and David Hatcher. 

I Rebecca is a Christchurch based artist 

I currently completing her Masters deyee 

I at the Canterbury School of Fine Arts. 

1 Ronnie has m t l y  returned to 

I Chtistchurch from A d a n d  to continue 

I hi practice as a performance and 

installation artist. Of Ngai Tahu 

and set up a free-lance am administration dexent. Chris is a graduate of the Canterbury School 

consultancy undertaking projects including: of Fine Arts and has recently had an exhibition of hi 

managing Wham Aho Rua. a major exhibition of con- work at the Jonathan Smart Gallery. David Hatcher 

temporary and traditional Maori art for the 1992 joins the Tnnt as a representative of sister 

Adelaide Festival and canying out a survey of South organisation Independent Images. David is studylng 

Australian Regional exhibition venues. During 1991 at Canterbury Film School whilst maintaining his own 

he was A c t i q  Visual Arts Director. Adelaide Festival film making practice. 
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Centre Trust 

From 1992 he was Director of the Contemporary Arts 

Centre of South Australia until his present 
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PRAXIS OQEMIMCS 
M& I saw the official opening of 'issue I" of the 'Praxis 

UrbaNZine' project, a superbly well attended affair with around 

300 people squashed into Caffiends Coffe Bar on Cathedral Square. 

With CRY TV covering the event and Mike Hornblow's movine 

Rrsmtmh* 
image project 'Opening- beiq  screened in the adjacent alley, it 

proved to be a very succesful and enjoyable night for all involved. 

b@l@lrr-slhadyh@u Compromising of three street art "issues". Praxis had two further 
openings at Java and the Edge to mark issues 2 G 3. A big thank you 

~ # r n i L U c f r m ~ @ F a 1 6 H a i l ~ A i L b k .  
to those proprietors whom so willingly allowed us to use their 

venues, not to mention their walls, for this project. 

The Revolutionary Aspirations of the 

smulrbnm 

As part of the Praxis project the South Island Art 

Isaw I opealllg March I at Caffiends to celebrate in the work of ... 
' Belinda Drum G Carolyn Memies - 'R#11911Blpb?" - 212 High St 

'Jim Speers - ' S a r e ~ W a k B r d e r ' l l r m ~  - 
83 Lichfield St 

'Jared Lane. K i m  Grqg, Bruce Ross G Stephen Pritchard - 

SprdY-- nr 6 2- Cashel St 

Projects invited Ted Ninnes, lecturer in Sociology ' Michael Hornblow - OpcaLlg - Colonial Lane Cathedral Square 

and Philosophy at Waikato University, to give a 
isPe a May 3 at Java to revel in the work of ... 

lecture Sitnationistlntemattiod' Simon Endres, John Malcoimson. Phil Fickling G Sam Wade - 
es a posfgradua* paper entitled PRAXIS at W M I I h  - cnr Bedford Row 6 Manchester St 

Waikato, and aldmugh the main focus of this Pabic Tomkins - '(balrr SDQII" - inner City Poster sites G Echo - 
238 Hi& St 

course lies in the term's Marxist and Hegellian 
Daniel Bamrt - - - Cathedral Car Park 

associations, for our pwposes Ted spoke on the 

notion of Praxis as contained in the work of the ePh 3 June 21 the Edge to delight in the work of ... 

situatim, Odg reYO1utiT aims and ' Jonathan Bywater G Tony de Lautour - inner city flyer drop 

' Andm BIVW - =ME' - CIU Bedford ROW 6 Manchestw Sts 
aspirations. 'Zbe lecture was well attended and held 

* Michael Hornblow. Sarah Jane Barr. David Hatcher 6 Marc 
at the Canterbury School of Fine Arts. 
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-huha c a n t e r b u r y  

entitled Id+lIdb at the Cloisters Theatre in the s c u l p t u r e  
Arts Centre, 1.30 pm on the 6th of August. This lecture S C ~ O C J ~  

will look at the role of art in contempomy society and 
discuss whether art can be a vehicle for change. o l d  w o o l  shed 

b e h i n d  L e v e n e s  
~ 0 0 r h o u s e  a v e  

A lecture entitled, ad-, was 
held as part of the Christchurch Arts Festival on Sunday p 
July, 1995 in the Cloisters Theatre at the Arts Centre. 

This illustrated lecture discussed whether architectural 
design reflects power structures. Architectural Historian 
Mei Hurrell looked at the architecture of the Arts Centre 
from a feminist perspective, and was joined by 
Christchurch artists Margaret Damn. Rebecca Turrell 
and Carolyn Menzies, whom talked about their own indi- 
vidual practises which challenge traditional concepts 
about space and architecture. 

The idea for a site-specific installation project entitled 
-, developed from this lecture. This project will 
be held at the Arts Centre during the Arts Festival from q 
July until 13 August. and provides a practical opportunity 
for the artists to implement their theoretical ideas about 
traditional concepts of space and architecture. 

Thii installation project is exciting because it deals with 
architecture and space from a feminist perspective. The 
Arts Centre, as the former Canterbury Colleg?. exemplifies 
the vision and aspirations of the original city founders (ie: 
Fathers), who sought to mate a model version of the 
ancient English universities, Oxford and Cambridge. 

Both the lecture and the installation project seek to add 
women's voices to the discussion of how the architectural 
design of the Arts Centre reflects male power structures. 
and if this can be redefined within a contemporary, less 
prejudiced context. 

Mei Hwrell 
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For a well over half a century the farnous M a n  firm of MAlMERl have 
produced an unsurpassed collection of Fine Art materials for Europe's 
most discerning artists. Their superb d o u r  ranges of oils, water 
colours acrylic and designers gouache include specialist restorer 
wlours and pigments. These are complemented by MAIMERl's 
manakins, palettes, painting knives, ~rniShes and mediums as well 
as the aqua gloss acrylic wlours. 
In addition MAlMERl make no less that 25 dirent 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. 

b rus h-n-pa lette 
ArtistsSupphiLimited 

134 Oxford Terrace Christchurch 1 Telephone 366 3088 
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controversy. S i t e d  

h i i c a l l y  as cenual 

to ch!+siol Manrlsm's 

social agenda, the 

notion of pzmi's 

evokes a whole 

'Praxifpoliticizesthat 

relationship to 

~terdeme inordt  

to question exactly 

what amstitUtes these 

- J concepts. and how 

they are 0 - d  or ~ocabuli~y~fpractice 

r e c o n s t r u c t e d  that takes as Its 
' O p c n i m g m  
l s s u r  ONE 

P I I C H A E L  H o l r ~ l o w  

g F e c l l n s  Blme?.  
within the Public I S S U E  ONE centrepiece the 

Space. In situating 
B ~ ~ l n s r  DDUII 6 CAIOLT~ IIENZIES 

concern and 

their worb within the dty. the artisrs e n d  dilemmas of the prodmion of power relations 

t h a t t h i s ~ c w l d m k e a s i l y ~ o s s e d  a n d ~ w i t h i n a Q E v e n f i e l d o f c u l ~ T o  

ww, And indeed, it was an implily into the entitle a public art project with such a dl to 

meaningoftheverytenns'Public~~'Mgdrat amion, demands grand gestures from artlsts 

The recent S U P  project series. "Praxis'. 

represents an ambitious and densely 

theomtical a p p d  to the problem-fraught 

~OfpubIicartandartproduction While 

SIAP, an orgmbtion mmitted to the idea of 

deawrstnrcting the commion benveen Gallery 

and Work of Art. has pmiomly mounted shows 

in which the relationship between the 

Community and Art have been imempted, 

became the focus for many of the artists pankipam in it. Coupling the series ofvwtJrs 

with a lecture by visitins academic. Ted Ninnes, 

on The Revolutionary Aspirations of the 

Ihe realms of public art and political action S i g .  further lmderltnes this. "Praxis". 

evoked by both the ameparalhatkm and Wle in this sense, declares its intentions in a 

of"Praxis"arecinnplexandladenwith forthrightmannmartmurtbeprax&artim 



must produce work that engages with. and making ar t  to speak of refusing centres, of conceding that our harshest social critics are 

chalIenges the assumptions and values of embracing fluidity. and dissipating meaning into now the creators of comic books; the writers of 

the social structures within which it is to be discursive fragments. After all, Art cannot save three minute tunes; the directors of explicitly 

situated. us. It is too late for all that. consumer-oriented images in music-videos. Our 

old harbin~rs of disgust; our writers, our 

Problematically, however, art and artists are not Late thou* it may be. 'Praxism. described as an philosophers, our Artists have fallen strangely 

what they used to be. The "Praxis" project, with 'UrbaNZinem by its conceptualizes. suggests that silent. silently strange in this climate of the Text 

its call to action, is politi~ and revolution will and the Sign that heralds the 

somethiig of an oddity in an 

aesthetic era which takes 

'playm as its primary motif. 

Postmodern theory which. 

for better or worse. imbues 

our thinking about what art 

be its subject. With its 

evocation of the 

underqound publishing 

tradition in the use of the 

term 'zinew. "Praxis" offers to 

confmnt many of the same 

should do and be, does not dilemmas which interest 

easily accept what we might producers of these anti- 

consider the conclusionary establishment vehicles of 

and totalizing trajectory of a dissent and disruption. 

Thmm OthersC  
the production of art. Surely. I S S U E  O W E  of posrmodernity continues 

J I M  SPEEIS 

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

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

en. with the explicit intention of revolutionizi~ revolutionary practice is now more likely to be 

the social order thm& an application of that found working from the underside of popular 

position? lhii is not a particularly easy dark culture than from within the traditional sites of 

alley to turn into when faced with the choice of revolution, which take as their common 

the clean and well-lighted Postmodern denominator the assumptions of High Culture. 

hypermall. How much more fun it is to play at Thus. we find ourselves in the strange position 

reign of the Postmodern. 

'Praxis", then. is framed by a 

contested set of theoretical. 

cultural, and political 

assumptions. The least of 

which is not the very idea of 

putting art into a space 

desig-tated "public'. As 

Chrisrchurch residents have 

witnessed with monotonous 

regularity, any art works that 

are erected with the 

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 itjelf represents the 

structures upon which totalizing discourses are 

founded. Traditionally, as any cursory readii  

of a city like Christchurch 

I benign figures of Great Men 

of the Past placed within 

4 well-tended gardens. These 

figum of history tell us that 

as a city, and by implication. 

a nation and a culture, we 
ISSUE O W E  

1- bk - G-. bUc- 6 a people with a past 
S m n a  Rrrauu, worth celebrating and a 

intention of b e i i  'public" are more than likely future worth contemplating. In these figures, 

chosen for the degree to which they prop up a and in a great deal of contemporary public 

tradition of conservatism and anti- works, 'the public' remains an uncontested 

intellectualism, the historical legacy of a city tern. There is little recognition that this 

founded on the premises of colonialism. The seemingly homogeneous category might contain 

implications of such a tradition suggest a rather within it the conflicts and complexities of 

m o n m i l  conceptualization of exactly contemporary society. Similarly, 'art" as an 



ideology is neither analysed nor questioned. It 

tends to situate a position which we might 

describe as premodern, 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 recoveryery, do so with 

the explicit agenda of keeping 

the less beautified aspects of 

urban existence at bay. 

As public art, however, the 

makers involved in 'Praxisw have tended. in the 

main. to 9 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 intentionso. and 'dutiful' nature of the 

works.' Rather than 

W i l d  Llf. 

analyzin~ 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 
I S S U E  T W O  

urges a SWIOH Emus, JOHN HAUOUUON. PHIL F-m critic's clear delineation 

confrontational approach to 6 Sur WAOE of the exactly who she 

understanding both audience, site, and thinks the public am 

reception. In many of the individual works. the The sentiments are noble, but the art works 

very notion of exactly who constitutes the will exdude many. They represent art of a 

'public' is the central question being discussed. young, visually literate, but closed circle, 

In an increasingly conservative environment unapproachable to the uninitiated. The works 

where attention to 'political tmrectness" has are in public spaces. but 'Praxis' is not 

became a sin worthy of execution, the art ac~essible.~ 

Following a notably anti-intellectual tradition of 

New Zealand critical discourse. the reviews of 

both 'Praxiso: Part r and 'F'raxis-: Part 2, sene 

only to reinforce the degree to which a f i i  

gasp of current theoretical concerns of all kinds 

is desperately required by critics hoping to make 

adequate engayent  with the intentions 

undemxing a p a t  deal of 

a hierarchical, capitalist model of power and 

authority. Acutely aware of this precarious 

position, many of the artists involved in 'Raxisw 

have explicitly concerned themselves with 

unmaskimj the historical relationship between 

art and legitimating discourses. Examples of this 

are found in 'Spatial F(r1ictions" (Kirsty Grege 

Jared Lane. Bruce Ross. 

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 

1 Blueo (8elinda Drum, Carolyn 

B Menzies); "Some Peo~le 

work,,-& 

(Jim Speers); 'Wild Lifem 

(Simon Endres. John 

Malcolmson. Sam Wade, Phil 

' - Fickling); and the flyers 

concept, has been a matter of designed and distributed by 

some confusion. And rightly Jonathan Bywater and Tony 

so. In the contemporary gCrr img  loomw de Lautour. These works 
I S S U E  TWO 

milieu, there is little to PATIK TOUKIW particularly, enter into a 

suggest that art - whether dialogue between art and 

sited inside or outside of the gallery space - can practice, f- the question of exactly 

claim an atradvnent to political action of any what purpose art should serve in a culture 

kind at all. The complicity between art and the founded upon inequality, disenfranchii t ,  

srmctures of oppression have been well noted. and containment. Indeed, these works contain 

Art is the arena of privilep. Art is produced by within them their own critiques. They speak of 

those with access to mources, the availability tensions economic. social and muctural that 

of which is dependent upon the maintenance of cannot be reversed or reordered through the 



delivery of art to the public. They do not offer championing the urbanscape of an obviously 

solutions or conclusions. but simply draw our oppressive historical backdrop might mean. The 

attention to the always-already-present state of semiotics of architecture, culture, religion, and 

disgrace that makes up our seemingly history evoked in this piece are not 

inescapable model of social organization. Is this problematized as they tend to be in the more 

enough to constitute a claim of praxis? explicitly political works of the series. It is clear 

that the images exist for their own sakes. rather 

To consider that very than functioning in 

difficult question, it is any action-oriented 

interesting to examine way. This might be art, 

some of the other but it isn't praxis. 

works of the project. Similarly, in "Cuming 

In these pieces we (Patric 

Tomkins), 'One to 

persuade us that One' (Daniel Barrett) 

action of some kind or O n e  t o  O n e  and "NOT ME' (Andrew 

another is the purpose 

at hand. For example, 

I S S U E  T W O  
DIMIEL  B A R I E T T  

Brown), the political 

aspeas of the title of 

'Opening' (Michael Hornblow), a very crafted the series are rather buried beneath what we 

series of "moving images' ostensibly tackles the might call a ludic approach to aesthetics. In 

amusing, witty even, however, the political Bywater and Tony de Lautour did, there is a 

wtures that underlie the notion of praxis were challenge of sorts issued, but again. it is a 

not approached. Similarly, Andrew Brown's challenp easily disregardd when received in 

'NOT ME' which situated the personal inside the the context of a textlsign saturated culture. 

public made interesting comment upon the When the frightening language of security 

spacialization of the individual within the urban and surveillance is summoned up by the 

context, but again, the obvious implications of producers of Wild life*, we are impressed and 

this subject were not engad. We are not, 

drawn out into any however. moved to 

larger discussion. revolution. While 

'Praxis' takes as its 

motif the sticking 

plaster. Under the 

terms of where our 

culture is presently 

these works rip the 

band-aids off some 

very serious gaping 

social wounds. 

revealing the putrid 

mess beneath, they 

situated, namely with- I S S U E  T H R E E  also serve as 
M I O U F L ~ , ~ W ) - ~ B U ~ ~ ~ C Y ~ C ~ ~ C # I *  

in the slip stream of inadequate staunchen 

postmodernity. this seems a fitting iw. When of a cultural haemorrhap which such flimsy 

'Spatial FOictions" attempts to give voice to the material cannot contain. While praxis in its 

demise of the architectural heritage of the city these works we find that all-pervading motif of Other: or 'Feeling Blue" offers an ironic Qlimpse Classical sense, may no longer be a possibility. 

using the conceit of the Resurrection to suggest play emeeing yet again. with the artists into the mechanisms by which gender is the artists and art works of the "FVaxii' project 

the possibilities of urban renewal and frequently ignoring the grounding principles of constructed and enforced by the dominance of examine questions that other contemporary 

reclamation. It is clever, well-made and praxis to concentrate instead on constructing historical truisms, we have to wonder to what artists often seem to forget or iqore. Evoking 

beautiful to look at, but there is little here that some rather self-referential in-jokes. 'Curning degree action, conclusion. or position can be the history of politics in art. placing notions such 

confronts either the space in which the images Soon', for example, became an advertisement effectively considered here. When the rituals of as 'publicw and 'aesthetic' up for debate, and 

were shown. a d ing  and menacing alley running for a series of works by Tomkins exhibited at the consumption are brought into question by the attempting to deal with these issues at a level 

off the Square. or the implications of what High Street Project. This may have been placement of flyers in cafes. as Jonathan beyond just the trendy title of a show by smart 



ywm may be a band-aid approach to I ' G d  intenti- awry', Robyn Usher. & 

healing cultural malaise. nonetheless, there - M ~ &  IS 19gg - ~ ~ ~ ~ f ~ l  pu~ic 

seems no sense in simply letting it bleed. patOn   hem uaylo, 1995 

%ood intentions gone awry*, Robyn Ussher, The 

Pkss, March g 19% My emphasis. 

9 u 0 ~  HI* 
l s s u r  T H R E E  

~ D I E V  BROWN 

l s s u r  T H R E E  

JOUA~IAN B W A ~  6 Tom DE LAuTOUR 

b e f a m w e d e d d e m a o r ~ f o r 1 ~ r ~ 6 a n d  

begond 
~ M a n d a r t p o ~ n a n a i o o k n a w w h m t g o a a ~ e  

-ipst- 
~ d r P t . s b a t W e d o i s ~ b y w b a t ~ w a n t t 0  

do. 

for mom information or to @ve us your thoughts 



S O U Z H  1 S L A N v  A R Z  
J U L I A N  B O W R O N  
1995 has been a time of transition for SIAP with a 

& q e  of Director, a major internal review by the 

SIAP Trust, followed by sweeping changes to 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 

'Raxis' a substantial urbaNZine project which 

consisted of duee 'issues' of works installed monly 

around south central Chrimhurch city. 'Praxisaxis was 

affected by changes in SIAP staffiq 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 beiq 

the vehide for some very successful temporary 

public artworks. the 'Raxis- project articulated 

issues relevant to contemporary city life and in 

doing so raised the possibility that art might again 

have a role as an aqent for the discussion of social 

issws. Further, 'Raxis' enabled a considerable 

number of younger artim to gain valuable 

experience of public art project development and 

production. 'Praxis' was initiated by Christchurch 

artist Michael Hornblow who brought the idea to 

SLAP for development. The project was realised with 

thesupportofaprojectgantfromtheArtsCoundl 

of New Zealand Toi Aotearoa. 

Followiq SIAP's internal review the Trust has moved 

towards a greater openness in the process by which 

the orqanisation generates projects and activity. 

Although retaining the option to -ate i t s  own 

projects. SIAP is calling for expressions of interen 

from a wide range of art practitioners. writers and 

anybody i n m e d  in contempotary visual art. This 

is not a call for detailed project prop&, rather it 

is a means of gauging what m t l y  interests 

artists and from these SUP will develop 

a -amme for 1996- SIAP seeks to assert the 

primary role of the artist as generator of ideas 

without excessive intervention by c m f ~ ,  hmdii 

bodies or adminimaton. 

The SIAP newsletter is also undergoing a transition 

from its fonner 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 diinct 

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. 

piease contact the SlAP office. Although we have 

considerably improved the print qual~ty of the 

newsletter, our objective is to h p  production 

values modest so that the newsletter can achieve 

the widest possible distribution. We have had good 

support from our advertisers in generating this issw 

sopleasesuppwtthepeoplewhowpportus. 

On 6 August SlAP will present a public lecture by 

visii academic Ted Ntnnes from the University of 

Waikato (see the news section). The lecture 

- Contemporary Public Art in Context. 

will precede a public forum The Difficulty with 

Publk Art in Christchudf where prominent artists. 

critics and gallery penolmel have been invited to 

speak SIAP will continue to actively pursue a 

dialogue through leculres and forums about this and 

other important contemporary art irareS. 

Later in 1% SIAP plans to realise a series of 

installation and performam works by various 

artiminandmdtheArtsCemreofChristchurch. 

As yet the project is untitled but the intention is to 

explore diverse ways in w h i i  artim and their work 

interact with audiences and given that interaction 

the readiness of viewers to address the work and 

bring to it their own reqmses and experiences. 

A major SIAP project for 1996 will be 'Anflaw"; a 

seminar for ast*n. administratom and interested 

legal professionals which will cover legal issues for 

contemporary visual artists including conUacts. 

intellectual pmperty. CerWKshiplobxenity and tax. 

There will also be a session dealing with the law as a 

social/cultural/historical framework within which 

contemporary practice is d e f i i  and constrained. 

SlAP is also exploring the possibility of publishing a 

legal handbook for New Zealand visual artists. 

The erne- of Creative New Zealand as the new 

look new agenda cenml government arts funding 

agency is a matter for mmidemble concern among 

those who seek to promote vibrant. &-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 glib corporate platitudes. Someone 

outside the arts might well believe that. until 

W t i v e  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 to d i i  priorities from amongit the 

'people @. the 'arts gxl' and the 'management 

and administration gx1' and them attendant 

'objectives' is a bewilderiq process. There is 

nothing beyond the occasional use of the word 

'innovation' which acknowledges contemporary arts 

as an invaluable vehide for perceptive and critical 

thinking about important contemporary issues. 

Instead the pervading impression is of a rather vague 

and earnestly worthy preocarpation 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 mon easily achiwed for popular 'box office' 

driven events. Support of developmental and 

e xperimental practice will on the other hand nwer 

be as forthcoming, even though these areas are 

arguably more important for the generation of 

distinct national and regional arts practices. It is 

support of these fragile and difficult areas of 

conceptual and generative arts which is surely the 

essemial role of an Arts Council agency. However. 

thedampisthatinthearts.asinsomanyarea~. 

so called market forces will be given free rei@ and 

conwquently medioaity will win wt 



King's 
Catacomb 

For the past three months. Stuart Griffiths has 

been Artist in Residence at three South Dunedin 

Schools. with a brief to construct a site-specific 

sculptural work at each of the schools. Stuan 

has taken the site in each case to include the 

students, and all three works have had s i g n i f i t  

student input 

At Queen's High School. students were asked to 

identify sites of personal meaning within the 

school grounds. and to develop proposals for 

physically transforming these spaces - it is hoped 

that some of these proposals will be implemented 

within work b e i i  carried out at the school. At 

MacAndrew Intermediate. students cawed heads 
which have been inlaid in a none wall 

comtrwted by the artist The initial proposal for 

K i ' s  Hi involved the conanmion of a 

'catacodf to be buried in the centre of the 

othemiK featureless mound which exists in the 

main courtyard. 

Stuart and I had spoken previously of the 

potential for some kind of publication within 

these projects, and at this point we conceived of 

the catacomb as taking two fornn: the concrete 

time capsule and the publication. both containing 

work created entirely by the students (all male). 

Students were asked to address an 

autobiographical statement to a person seventy 

five yean hwn now, who might have no concept 

of student life as we know it. Each participating 

student submitted mirten and graphic material 

which has been placed into a catacomb saucture. 

and buried in the centre courtyard mound where 

it will remain until 2070. This material was not 

seen by anyone other than Stuart. so students 

were encouraged to express theii honest feeling 

and thoughts about themselves, their school and 

their community. 

Each rmdent then developed their material into 

information they would like to appear in public 

immediately, by means of an A3 newsprint 

publication. Each class then edited these 'public" 

submissions down to four pages of writing and 

images. Every student received the edited 

collection of their dass information to design 

individually. and then the dass as a whole 

seiected the individual layouts which appear in 

the publication. These were mandatorially 

subject to a review by a representative of the 

school. who cemomd references to illegal drugs 

and some 'offensive language-, but were 

otherwise unaltered by teachers or the 

publication coordinators (Stuart and myself). 

poo copies of the Kiq's Catacomb were printed 

and distributed around the local community. via 

dairies. caf&, other businesses and the local 

schools. Most  feedback has been positive. 

if confused, with liberal use of the term 

'interesting". Duriq 'debriefiq sessions', the 

majority of students' comments consisred of 

approval at 'being allowed to do theii own mfI: 

and criticism of the censorship carried out by the 

school. 

The Kiq's Catacomb was published by Galerie 

Desford Vogel as a part of their publications 

programme, with funding assistance from the 

Dunedin College of Education. This project b 

supported by the Arts Council of New Zealand Toi 

Aotearoa. Stuart Griffiths' residency is a funding 

initiative from the Art Department, Dunedin 

College of Education. resulting from a grant from 

the Artist in Residence pmtyamrne at the Arts 

Council of New Zealand Toi Aotearoa. 
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m: Julian, in the short time you have been in 

Quistchurch - what has your initial 

perception of the contemporary art scene been? 

A DISCUSSION OW ZHS ROLt AND 9UtURS CH ZWS SOUZW ISLAND ARZ: PROJSCZS WITH JUL1AN BOWROW, f lOUA CUNW AND W A N  WSBB 
that if it was better supported Cluistchurch really new strategy for the way in which we will undertake open and operat@ costs a lot There is a lot of 

would become a significant player in the projects. But, what have we contributed to the South capital investment tied up in art galleries We never 

contemporary arts. Island? I guess the best people to ask are those we thought we would get funds for that sort of 

have worked with. From my penpective I hope investment and. mote importantly. there were 

eWr I ayee and would add that communities of SIAP has generated some ideas and debate about enough galleries already e s t a b l i  in the South 

thought need a focus. In an arts community this can contemporary art issues and practices essential to a Island where you could show work and which we 

he provided by museums and art galleries. although liely arts community. Part of the way of achieving thought, at the time. we might be able to negotiate 

in Christchurch that focus has been l a m  It is this has been to set up a network of anim. and to use. Furthermore. there were also other spaces 

vitally important for there to be a place where artists writers and curaton. We have also produced several available - some commercial sites as well as d i d  

projects and ideas can be d i i  debated and publications. like our newsletter and catalogues. warehouses and the like. So it seemed, for a whole 

critically tesponded to. which I hope have provided some opportunity for lot of good reasons, that we didn't need to establish 

critical response to our projects, as well as an another gallery. We also wanted and needed to 

n: It's debate and local aitical respow which oppommity for budding critics and writers to publish be different and not duplicate what was already 
nr W i  a doubt has many Qood fosters strong local awareness and appreciation of their ideas. established in ChrMchurch and eke where. To that 
contemporary artists, but the problem is that what is going on degree we didn't want to be another an space like in 

they are not at all well provided for in temts of IW Evan, you have amcentrated on puMitiom Sydney or Auckland 
institutional supporn In a dty size you -Id n*: After all. if you want to make it as an artist in which SlAP has produced and the evidence of that 
em there to be some kind of contmporary New Zealand you have to exhibit in certain galleries debate that you have been involved in What about P(5: But also, perhaps, it makes for a very different 
gallery space. Wellingon has the City Gallery. and receive some sort of critical adaim in the right the kinds of practices that SlAP has supported in kind of organisation and 1 imagine for Julian, and for 
hddand has me and Dunedin has a public pumals and p u b b u m .  Many go N& realising the Tales Untold exhibition? They are a the previors Directors. a very different ki~ld of 
p1lery suppona c o n t e m ~ ~  a those venues but what we would hope to do particular kind of work that we are seen to nrpport mmgment project because it becomes a project 
but histchurch has nothii d that kind at all. i skeepthemhereby~thosesonso f  Is there a particular strategy here, or does it have where you have to 9 wt and negotiate those 
Innovative. risk-raking contemporary work must be mities in the south l s l d .  something to do with the fact that we don't spaces, whether they be undemeeth the McLkwgall 
fostered for ?here to be a rich visual culture. The have a space? Annex or in a Nurses Chapel at Christchh Hospital 
result is that too many artists go North or to fOs Evan, the board of S U P  has undertaken a as it was for Tales Untdd. The position of D i o r  
Australia where have a chance to have lengthy proms recently of evaluating what it has ZW: The question of a space. or not having a space actually becomes one of negotiator. negotiating for 

and better for what they done in the past and how it might take an active role is an interesting one and I'U take that up first. When artim to use those It is quite an imerening 

do. The praMem here is perhaps one of a lack of in and artists in the we were first kicking around the idea of settirg up role I think Perhaps, Julian. I can ask what are the 
wkeS- I don't hear the mive future. you d i n e  some of the most valuable South Island Art Projects some years ago, it wasn't d i f f m  between your D i & p  of SUP and 

dvocttta of m t e m ~ r y  art. WPS they are c m b u t i m  can and has offerled initially conceived of as spaceless or without the work that you undertodt in Ad&&? 1 imagine 
somehow muted - but wkm are they? The work is -ry here in the South its own exhibitions venue. &a the notion of be@ that one of the mon inunedii diffenmces mign be 
here, in spite of the situation, and perhaps. spaceless came about for sewral reasons I l a ~ w  that SIAP does not have a gallery space to manage. 

penrdy to some dw. because of it There is aW: We& to beqin. that evaluation process is by no from my exjmiem? of working in art galleries that Can you describe the changes for you in mmagiq 
mm thO@dul produced and meam complete and indeed is an ongoing part of a establishing those sons of spaces and keeping them the SUP enmpr&e? How do you see this operating 



in the contemporary art scene here in 1995? 

Is it relevant? 

n: The nondlery project based nature of SIAP 

was one of the suong incentives for me to come 

to Christdwrch. In Australia the 

cammprary art space people there is debate about 

the continued appropriateness of the gallery as such 

for contemporary work and certainly there are 

b a s i n g  numbers of artists interested in working 

with non-gallery spaces. 

PC: A considerable number. 

JB: It 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 

m n h ~  a full-on gallery pmgamme for several 

years it appealed to me to work without that 

constant pressure to turn annrnd 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 a n p d  that most artists are still interested in 

working in gallery spaces at least some of the time 

and I have been talking to various people about what 

is the best way to suppon what artim are doinq here 

and now. So if there is no real alternative space 

hem it might be that that is where our energ should 

go. Of course fundiq bodies, in their wisdom, are 

keen to divest themselves of on-going infranr~~arre 

support, includii spaces. preferring to fund projects 

on a case by case basis - they want the idng but not 

thecake-andhereinChristchwh,ifwecany 

on the way we are, we are in danger of endi i  up 

with*. 

IrO: In the l i t  of what you have just said, perhaps 

an exception to what you have just been talking 

about in Christchud~ is the High Street Project. High 

Street has. in the shon time that I have been in 

Christchurch, really taken off in its new space. It's 

still tempomy, I imagine it's only going to last until 

the end of this year, but what is interesting is that 

thearrisrsinvdvedhavebeenrdatingtothatspace 

in quite a different way. They have actually been 

 toth he space and making installation 

work mi means that perhaps when the gallery 

doses down all that they are faced with is f d i  

another space and then having the possibility of 

a new space to make their work in - this to 

me seems quite an intemting idea. 

n: Yes. p h p s  in that situation they have the best 

of both worlds. They have a space. in the short 

ten& to exploit in terms of its physical pmperties. 

its hiory. its location and a r c h i l  nature 

andtheninduemursem0veontosomeother 

emrirornnem and interpret it differently. lhii is a 

reflection of a different approach to gallery spaces 

which isn't simply a matter of having e x h i b i i  in 

the appnwed galleries. 

PC: Yes. 1 dWlk also that because Christchurch is a 

man city that the equivalent of actually having a 

gallerydwelop-itspresenceandidemity-isnotso 

important Because it's a small city and because 

there are a relatively small munber of people who 

attend those kinds of shows, High Street has been 

able to get mwQ of fifty, sixty, seventy, eighty 

people to their opening in the last year. It is a small 

city and you can move around easily from one 

pllery space to another acmss the city so it depends 

onwherethenewspacemaybe. 

JB: One of the things that's said about galleries, and 

particularly c o n t w  galleries. is that they can 

be somewhat intimidating to the newcomer. It's 

possible that the changes we have been taking about 

reduce the formality of going to a g l k y  and remove 

thatobstadem~medegee. 

W Yes, I can pick up on that with r e f m  to the 

Tales Unrdd project we undertook last year. 

Because of the nature of that project, artim were 

working with different h i  sites around the 

city. they provided &fferent access to different 

audiences. For example. Nicola jadrron's work at 

the Nunes Chapel, which was a lovely. woven runner 

that when down the isle, was appreciated by people 

who would not normally come into a comemporary 

art space. To that degree, the audience for 

eontemporalyartpr~isextended. 

n: I think that SIAP has p a t  potential for 

providing new means of ass. By wo&ng in 

different spaces we do provide an enonmnn 

potential for a variety of approaches to artin's work 

I think we have to make sure that we capitalise on 

that and provide some backup (note I didn't say 

education or interpretation) so that the work is not 

just sitting thew, so that the audience is somehow 

enmmged to enjoy getting into i t  

That's I-&. One of the difficulties that SIAP 

has experienced is that of mimhhg a profk. 

We naively thought at fim 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 

establiih a profile when you are working out of 

someone else's space. The conven-l shop-front 

inqe is not available when you don't operate from a 

spaceandtheSlAPprofiihadtobedevdoped 

through other means. By and l q .  the projects we 

undertake are ephemeral in nature, and when they 

have nm their course. SIAP disappears along with 

them. It is important therefore, that we develop 

ways to maintain a presence in the community. We 

are uyiq to achieve this through our publications 

and newsletter. 

PO: In that competitive environment that you have 

spoken about. Evan, we have to be very careful. and 

by 'we' I mean all the people involved in the arts 

scene; careful not to ovemm t h i i  that are in fact 

just different We have to allow for diversity 

withii that arts scene where the environment can 

sometimes overrun other. different, practices. I 

think a healthy arts scene in any city or country is 

one that has variety or a diversity of diffwent work 

a n d a l q m h s t o w o r k  Thisiswhywheneverthere 

is dbcussion of the relevance of SIAP. the main 

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



that isn't supported in  Christchurch. 

EW: I agree with you entirely and. in  fact. when we 

k t  put our proposal to Arts Council they said that 

they would not support us i f  we simply duplicated 

the same sort of art programmes and projects that 

museums and galleries were already supporting in  

the region. &It it is important to note that we are 

not driven by an idea of being diierent 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. 

n: To gain a hi* ppfile we have to work to a 

degree in  collaboration with those other awncies 

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 

profiie and attention. 

PC: Especially so in  regard to that are that larger 

spaces like the Md)wgall which have budgets for 

publicity which we don't have. We have to be 

real i ic  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 I th i i  we are better at producing 

those and more ambitious so that they aitically 

reflect what we are doing and ....the d i m i t y  of 

I 

work that we haw supported. 

FC: One of the thing I was interested in trying to 

bring up earlier with you, julian. was to do with the 

differences between wMking in a gallery and with 

an onpisation that doesn't have a gallery. I was 

interested in  you trying to articulate your position. 

what you actually do and perhaps I 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 interned in trying to 

articulate those different kinds of practices, for you 

these are mmagenmt practices. 

n: Certainly there are sipificant di f ferem. I 

thlnk that the important one and the most rewarding 

aspect of it is that the nuagemat practice, like the 

artist's pFactiee, is much more interactive with 

communities. As a mnager it is not simply a matter 

of running a gallery space with the cmvemional 

mechanii  of publicity and promation. It is more 

to do with N n g  out there and dealing with the 

people who actually run and use the sites and the 

surroundings in which we want to w o k  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, i f  

not essential. So yes. having that built-in from the 

very begirWmg is the gear advantage of working in 

this way. Working in an established gallery space 

rhere is always the risk that you are constantly 

dealing with those people who are initiated into the 

processes. 

FC: It becomes self-referential. 

n: Yes, both in terms of the space, its architecture 

and the familiar society of people who inevitably 

comebacktotheopeningsunlessyouworkvery 

hard at p i n g  out to generate new audiences. That's 

the major difference and the big attraction for me. 

Of course it's also rather more d i f f i l t  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 

organisation, a little office somewhere off in 

the hurly burly of the city. it does take some 

promotional ability. But I think it's mostly a matter 

of becoming more adaptive and respMlsive and 

perhapsabitmoregenemtsinthewayprojectsp 

out into the public arena. 

FG: Yes. 1 know from my dealm with the Praxis 

project. having to go in on a couple of occasions to 

managen who were loddng after particular sites. 

Where initially they had rejected the usage of the 

site, when I went in and spoke to them. they were 

actually quite interested or at least they listened and 

they certainly didn't see any danger in being 

involved. Yet they initially did. they saw yeat risks 

in beimg involved with artim. I guess artim have a 

persona in the community of b e i i  somehow 

different or alternative and i f  one of them turns up 

on the doorstep and talks to them they realike that 

pfrhaps we are just normal people anyway. I always 

find that curious and interesting in the few times I've 

been required to do it. 

Also. me of the constraints that we needed to 

be free h-om was that of m i n g  a conventional 

exhibitions pmpmme which demands that the 

doon (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 

pmqamm and lead to m e d i i t y .  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 large and beyond. 

n: And when you start to think about it, it 

becomes quite exciting to cunceive of spaces 

defined in much looser ways than a city or even 

the m a p h k  limitation of the South Island as we 

know it 

BW: It hasn't been mentioned yet. but we have also 

had a smng investment in supporting film and video 

in the South Island. We are p i n g  to continue with 

that support by working closely with Independent 

Images. Supporting film and video requires an 

altogether dimerent 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. I've talked about the 

management of a programme which operates outside 



gllery spaces. management is one aspect of it. but of 

course the essential element is the anin's work I'm 

wondering how each of you. as artists. see that 

business of working outside of the gallery space, and 

what it requires of artim that's different from 

working in the more conventional gallery situation? 

OW: On the occasions that I have worked outside of 

conventional gallery spaces it has been because the 

site of the work is crucial to the politia I have been 

comreying. 

VG: I think there are two things that interest me 

about working outside a gallery. One, and I can think 

about Tales Untold as an example. is the way that 

when you work on a site or different sites - when you 

activate different sites around a city - the work 

leaves a kind of memory of what you haw done in 

those sites in that place and I'm interested in the way 

that fim of all that illuminates those sites. I'm 

thinking of Ralph Paine's work in the Provincial 

Council Chambers or Nicola Jacksods work. In fan, 

most of those works for me as a newcomer to 

Christchurch, really fim of all allowed me to explore 

and go into places that I had never been into before. 

They have left with me very m n g  memories of those 

places particularly the art in those places, because 

each of those artim used a very particular way of 

illuminating certain aspects of those spaces, whether 

they be an historical connection or whatever. In that 

sense they have a kind of ripple effect on the city and 

on those spaces. I'm very interested in that That's a 

kind of site spec if^ practice that is usually relating to 

the site and its historical significance. There are 

other practices of innaUation that don't necessarily 

comment on a site for its historic signif-, they 

don't work that way specifically. but the way they do 

wodc is in relationship to the viewer. to the body of 

the audience literally. I'm intemted in that because 

it is a way of encountering work that is experiential 

and through the experiential nature of that work I 

think it has a capacity to contact a lot of other 

people. Elecause when installation wo& is effective it 

c a n b e ~ i n a p h y s i c a l s e n s e a n d w i t h t h a t  

physical experience, whether you have been able to 

understand it. or decode it. or undemand it as the 

artist might have intended it, you still go away with a 

very strong and vivid experience. I think that this 

is significant in terms of a different approach to 

practising as an artist. 

EW: One of the difficulties of producing ephemeral 

works is that there is, as you suggest Fiona, only a 

memory left after the event. Yet it is critical that 

-isations like SlAP preserve and record those 

memories in some tangible way because that son of 

record is an important part of supporting and 

recognisiq the careers of our ar t im Unfortunately. 

this sort of documentation has been neglected in 

Christchurch. One of our aims would be to redress 

that by documenting our own projects well. 

Julian Bowmn is the recently apgpointed D i m t o r  of 

the South Island Art Projects. Evan Webb is an --st 

and the South Island Art Project$ Tiust Chair. fiona 

Gunn is an artist lertlaw at the Canterbury School of 

Fine Arts and T m  Member of the South Island Art 

Projects. 
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To him. who hd onr. again bcm giwn thr. firat Sunday ofa nm. And nut &dl that, n k  rcmahcd alicr a whik \\mn a &me.' 

4 
i have no 



miranda 
miranda is association 

minor reinvention 
fragment token experience 

exploring openings 
rnUected stored not sorted (?) 

c racks  
Wm S. \cants to own - 

lspeleolog y) 
hc m ' t  allo\c 

i don't know glass 
this: thc charac.cn to bc 1vhr1 the!. arc 

I breeds 
\ ducating miranda pi& thcm up,  o~ 

I 
I 

(P"& 
thcm. cmplr~~ing a t r m s ~ c a l a p p t r ~ a d ~  

verres) 
(in the scmc of scicnc~ <B~ticm> tr-ritcr 

collecting 
Rudy R d c r ' s  manif-) 

littoral 
THE CHAR~CTERS, ONCE 

shell  
CRLATEO. MIST BE ALLOUED TO 

(the smallest 
INTERRELATE FREELY nCCOROIffi 

complex) 
TO THEIR PERSOIWLITIES AM0 

inscribing 
PROPERTIES. THEY SHWLO NOT 

description 
BE SECONOED TO OEVICES OF 

dissolve the 
PLOT STRUCTURE ETC. EMPLOYE0 

taxonomy 
B r  THE URITER. 

blight) 

~ m h m d a b ~ a l l t h k ~ i n a n ~ d  
. . thmtmsd\\ay. itskimthcphscfagcndmxlcritiqucd 

sdenr (and other patbs too, which i don't feel as 

confident in defining) but slyly a~& amding an t 

ambivalence rests here: 

meta-levels of a text are explored but the artists 

seem almost invisible. i was travelling through 

foreign lands without a language and wanted 

people. and educating miranda was more 

facelessness. i suppose i wanted to peg them. work 

them out like prospen, and his specimens, delude 

yourself that you know everything. i know that 

this is not what i'm supposed to want. (and maybe 

here, safe, i don't) (it would be an almost similar 

feeling a month later at the big poke retrospective. 

but with him there's always that spectacular 

element, gets the crowds through) 
frustrating 

but looking at the remains (all i saw) of educating 

miranda. the world-of-their-own specimen bottles. 

the non-insisIuf1ant ephemera pinned to the 

miranda board. the greenaway-like luridity of the 

colour photocopies i feel i could look for hours, 

inventing my own story ideas over and over. 

co trast mcmory of knowlcdgc: i like this feeling very much. that i'm allowed to. 
PC* thctrrm lm& 

y?Un done pre-adolescent id my (now- 
they were putting together a book, a book to 

its u v n r i p  \vcr' gut m \\-li,'C- $A) uncle5 house, mom ceiling-fun of bmb record explore accompany? books like this become 
ulf-rightmu- ( p ~ i c  don't 

in until eyes rest upon spines offering MEAT, like hypertexts. there are all theselinks to other 
k - , p r o p b u ~ ~  6 l ~ ' C d ~ ~ ~ ~ d & < f & i d & > f m m & ~ ~ i ~ ~ ~  

%H a w o r ~ h  s m g  m e  wet no places where you don't know what you will find. 

d y  PA*. msm P E S ~  I ,  a ,  P L E M I ~  w m . , ,  A i'm not sure if it will still happen, but i find the 

fW Of UWXWIYOCIL SPECIMEN A. t h c ~ &  to be -ufa-of idea of the book more engaging than the idea of _ 
pn*'~km,v+ (how) than kn-c-pwrb+ (+) the installation, but then i am biased because i ; 

( b d C s m J r c s m w ? i ' m h y i l g t o t n r a n ~ )  make books all the time ... 

but then more questions. "why do little girls like 

science?" i don't b o w  why i expect the bottles 

and the board and the photocopies to provide me 

with answers (they don't claim to) but i do. 

educating miranda will not answer. it seems 

strangely removed &om everything, but most.of 

all from two new zealanders t h g  in a tiny a g e  

ce. surrounded by pictures, books. musics. 

things, looking out over the chalky soil to a pale 
sky which iwlf 

seems to hold no answers 
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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.1 - a film maker's 
collective aimed at 
promoting, producing and 
distributing a local 
filmhriieo 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 
Vieoland. 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 
Dixovery 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 NewsNideo 
Viws" - 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 
NovemberDecember. 
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 dimctor to 
colordinate i.i. from the 
office. If you have any 
enquiries regarding i.i. 
and/or its upcoming 
projects I screenings, 
contact the office on 
377 0677. 



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 cafC in the block one s o d  of the old 

address). Established in 1992, the Project has 
been suooessfully 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 

explicit goal has been to give opportunities 

particularly to young and emerging 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. 

U%at Now?, a series of shows by young artists, 

has been underway at the gallery since May and 

will run until October. There will be ten 

shows in d, each lasting for two weeks. Every 

show is advertised in the newspapers, and a 

programme of forthcoming shows is available as 

a flyer. This series is being presented with the 

assktance of the Arts Council of New Zealand 

Toi Aotearoa. 

A grant application was made to Toi Aotearw 

last year when the Project was f o r d  to go into 

abeyance in September. The premises that had 

been used since the Project's beginnings in 1992 

were required back by their owner, Mr 

Richards of Michael's Restaumnt. All involved 

with the h j e c t  are extremely grateful for the Violet Faigan, one of the artists included in the 
generous service he perfonned in providing a original proposal, has undertaken the job of 

rent-free venue for the use of the visual arts W h r  Now? 'Ihig began with the task of 

community. fin+ and negotiating the lease of a suitable 

property. After a long hunt, the room at 132 

The proposal for funding which has allowed the High Street (an early candidate that was initidly 

Project to re-establish itself was largely due to refused us) was secured, and volunteers were 

the initiative of a for- called on to help ren- 

mer project coordi- 

nator and SIAP 

board member, 

Maddie Leach. 

(Maddie soon after 

left Chrktchurch to 

work in Wellington 

at the Jensen 

Gallery, and has 

since found finther 

novate. A high pro- 

portion of Art School 

students showed will- 

ing, and after several 

busy weekends and 

nights, rubbish was 

cleared, walls were 

reshaped, the walls 

and ceiling were 

painted, the floors 

work teaching 

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 journalistic tag 'Generation X"; 
reflecting the concerns of those who fall within 

the age group taken to de6ne it. The shows are 

presented under the title What Now?, the name 

of a TV show Erst watched by people who grew 

upinthe 1980s. Thephrasecanbereadasan 

aware and eager inquiry or a world weary shrug 

(and for an arts audience it has an obvious echo 

of Art Now, the recent sculpture survey show at 

Te Papa Tonganma). 

sanded and oiled, and lights installed. The 
opening of the new venue was celebrated with a 

group show, Change Of Addrm, featuring work 

mostly by people who helped 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 exbibition 

space (one of which has no windows). 

The Project will remain at its new address for as 

long as it is able. On the understadng that the 

building was due for demolition, a six month 

Now? shows to be exhibited. A waiting list of 

those interested in showing at the gallery after 

rc'llm Now? has been started, in anticipation of a 

reversion, at least for a time, to the old system 

of individually-opmd shows. However, it is 

likely that the Project will be used as a venue for 

project-style exhibiting, in line with merit 

trends in arts funding. For individual shows 

i t  has been proposed that artists will pay a 

fee, probably of $60 rent per week plus an 

additional $25 per show for general 

maintenance. 

The Project continues to be artist-run, with a 

floating membership determined by interest. 

Curatorial decisions are made democratically at 

meetings as required. We are interested to hear 

from anyone who might want to put forward an 

idea for an arts council grant, to organise a show 

or series of shows. Help and advice will be 

available on compiling applications for those 

proposals which seem most relevant and 

appropriate to the Project. Basic outlines may 

be dropped off to the gallery or sent to: 

P.O. Box 3733, Christchurch. 

Gallery hours are standardly from Wednesday 

to Friday 11.00am till 5.00pm, and Saturday 

from I 1.00am till 2.00pm, (although for some 

shows these have been extended slightly as 

advertised). The gallery telephone number is 

03 374 9U6. 

lease was secured to enable at least the What 
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