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All lines converge

Women in (and out) of the archive

All Lines Converge is an exhibition of work by Aotearoa New
Zealand artists from the 1970s until today, presenting key works from the
Govett-Brewster Collection. It takes a broad and experimental approach
to the traditional concept of a collection show, drawing upon the important
role of women within the institution’s history of experimental and
progressive exhibition—-making.

The collection itself was founded in 1969 with a bequest by
Monica Brewster, who subsequently gifted her own private collection to
the gallery. Brewster was a pacifist, world traveller, keen gardener and
art collector, and founding member (and later President) of the Taranaki
Women'’s Club. A visionary individual, she supported several local artists
so that they might continue to make work, including her cousin Dorothy
Richmond. Untitled (Landscape with house and trees) of 1909 is a delicate
yet unusual watercolour by Richmond from Brewster’s private collection,
and is included in the exhibition to signal that original commitment to
supporting emerging and mid-career New Zealand artists.

The Govett—Brewster's collection is international, with a focus on
the contemporary and the Pacific Rim, and strong representation of work
from New Zealand. It maps the history of art-making in this country, and
the role the museumn has played in shaping this. Three artists and an artist
collective who are central to the history of the Gallery—Fiona Clark,
Christine Hellyar, Maree Horner and et al.—are cornerstones for All Lines
Converge. Their works, some existing and some new, act as points of
departure, and reflect the exhibition and collection programme that has
evolved over the past four decades. They also function as references for
future possible directions, representing as they do the forward-thinking
approach to commissioning and premiering work that the Govett-Brewster
Art Gallery has maintained since it opened in 1970,

The work of these central artists connects with many of the most
influential developments in contemporary art that have taken place over the
last 4@ years. These parallels are expanded further in relationship to the
new work presented in the galleries and in the accompanying publication.
In this broader current context, an engagement with post-object art and
minimalism in Maree Horner's sculptures can be drawn into conversation
with recent conceptual practices, such as those of Fiona Connor and Sonya
Lacey. Meantime, the photographic image, in both still and moving form,
documents everyday life and builds potent palitical and local narratives; in
the exhibition, the urgent environmental projects of Fiona Clark are placed
in proximity to Edith Amituanai’s ongoing series of domestic interiors, and
Gil Hanly’s images of social housing sit in relation to Nova Paul’s film on
one woman's re—discovery of te reo Maori. Found materials are used to
construct a critical dialogue around institutional policies (as in the new work
by et al.) or to represent dark, interior narratives (as in Christine Hellyar’s
Dagger Cupboard). The notated and spoken word comes into play (in works
by Mary-Louise Browne, Sarah Buist, Ruth Buchanan), as does a relationship
to the handmade (seen in work by Lisa Reihana, Susan Te Kahurangi King
and Yvonne Coleman) and a reclamation of the body (as in the live and
documented performances of Sarah Hudson, Darcell Apelu and Shona Rapira
Davies). Above all else, these works and their inter-relationships represent
the current breadth of artistic practice, and a substantial and important
exhibition history yet to be fully recorded.

It was the principal aim of the project to bring these artists into
conversation, some of whom have a long history with the museum, but
many of whom are working with the institution for the first time. The hope
is that, in collaboration with them, the accepted biography of New Zealand
contemporary art since the 1970s might be challenged and re—written in
small part, offering a glimpse of other potential narratives. By no means a
comprehensive survey, All Lines Converge embraces the inclusive collection
show format, affording an opportunity to reconsider what has been
collected over the years, and to review what is deemed valuable.

The Govett—-Brewster's collection policy, created in 1968, is
unique. It offers the directors and collection managers the opportunity
to assess and shape what is acquired in a comparatively short timeframe,
so that the collection has the potential to reflect both its directorship and the
contemporary culture of that particular time. All Lines Converge responds
to this, reflecting upon what collecting means, and making transparent the
processes of selecting, acquiring and showing contemporary art. Offering
a speculative selection of existing work and new commissions, it is a
predominantly artist-led project that aims to suggest potential directions
for the future and to make spaces in which to rethink the past.

We at the Govett—Brewster are incredibly grateful to the artists
for their involvement in the project. They have been, without exception,
overwhelmingly generous with their work, time, energy and memories,
and this is all the more notable given that they and their practices have
too often been overlooked or underestimated by collecting and exhibiting
institutions. It is with pride that we present the work of these New Zealand
artists, especially within the current international context of programming
that celebrates women artists and the history of feminist—based practices.

It was a great pleasure to work with artist and designer Sonya
Lacey on this publication, and we were delighted to include an essay by art
historian Kirsty Baker, alongside new commissions by et al., Jordana Bragg,
Dale Copeland, Charlotte Drayton, Catherine Griffiths, Li-Ming Hu, and Biljana
Popovic. Accompanying the exhibition, our public programmes include a series
of films by the pioneering director Merata Mita, as well as Kitchen Sink by
Alison Maclean, hailed as one of New Zealand's best short films.

Along with the team at the Govett-Brewster, we would like to
acknowledge the dedicated work of collection registrars Kelly McCosh and
Catherine Rhodes, as well as the research and support offered by our interns
Sarah Dalle Nogare and Carole Lallemand. Finally, we would like to thank our
predecessors here at the Gallery, who developed our unique collection and
created our challenging and important exhibition history.

Sophie O'Brien, Head of Exhibitions & Collections
Chloe Cull, Assistant Curator
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SHE FINDS IN HER WORK EVI-
DENCE OF A GLOOMY DENOUE-
MENT. MOST OF HER AUDIENCE
WANT TO READ HER WORKS AS
ANGUISHED SELF PORTRAITS OR
ASSOMUCH CONFESSION. HENCE
THERE SEEMS TO BE A RELUC-
TANCE ON THE PART OF MANY TO
SEPARATE HERSELF, WHOEVER
THAT MAY BE, FROM THE WORK
SHE CONCEIVES, CONSTRUCTS
AND EXHIBITS. THIS HAS BEEN
THE CASE PARTICULARLY SINCE
SHE MOVED ON FROM HER EAR-
LY DILEMMAS AND COMMENCED,
WITH EVER INCREASING CON-
TROL, TO PRODUCE WORKS
ABOUT DARK AND PAINED WOM-
EN. SHE IS AWARE THAT THESE
WORKS PORTRAY WHAT COULD
BE A WIDELY HELD NOTION OF
HER AS THE ARTIST, WHILE IN NO
WAY INTENDING TO. SO THERE IS
THIS OTHER READING. THE WAY
SHE PRESENTS HER SELF TO HER-
SELF AND TO HER AUDIENCE.
SHE IS SELF-CONSCIOUS BUT
CANNOT SEE HER WAY OUT OF
THIS. IT ALL BEGINS TO ADD UP. A
LONE FIGURE SOON TO BE WALK-
ING INTO THE SURF. SELF EXAM-
INATION MERELY REVEALED A
GROWTH WHICH IS RAPIDLY IN-
CREASING IN SIZE. SHE IS AWARE
OF THE PERSONALITY THEORY
OF DISEASE IN WHICH NEGATIVE

TRAITS SUCH AS ANGER AND PES-
SIMISM ARE SAID TO CONTRIB-
UTE TO ILL HEALTH, AND SO AT-
TEMPTS TO CONJURE UP ALL HER
POSITIVE TRAITS TO PROTECT
HERSELF. SHE ALSO SEES THE PO-
TENTIAL IN USING THIS EXPERI-
ENCE AS PART OF HER WORK. THE
FIRST POSITIVE STEP. SHE DELVES
INTO THE MEDIEVAL CONCEPT OF
THE HUMOURS (BLOOD, PHLEGM,
CHOLER AND MELANCHOLY)
AND JUXTAPOSES THIS AGAINST
THE SO-CALLED ARTISTIC TEM-
PERAMENT. THE MELANCHOLIC
NATURE OF A WOMAN, FULL OF
UNRESOLVED SADNESS AND DE-
SPAIR APPARENTLY COULD REAL-
LY MAKE HERSELF SICK. A RATH-
ER ROMANTIC WAY OF LOOKING
AT ILLNESS SHE THINKS. SHE
REMEMBERS THE TENDENCY TO
CATEGORISE PATIENTS BY PER-
SONALITY ATTACHED TO TUBER-
CULOSIS VICTIMS AS LANGUID,
POETIC, AND SENSITIVE UNTIL
SCIENCE FOUND IT TO HAVE
BOTH A CAUSE AND A CURE AND
AT A STROKE STRIPPED IT OF
ITS MYSTIQUE. SHE IS FAR FROM
CONVINCED THAT HER ARTISTIC
PURSUITS, HER BIOENERGETIC
SHRINKING AND HER INABILITY
TO DEFEND HERSELF HAVE MADE
HER A SICK WOMAN. BUT THEN
AGAIN IT COULD BE LINKED TO

UNRESOLVED CONFLICTS AND
ANXIETIES. AFTER ALL THE
MOST SIGNIFICANT FEELING SHE
HAS HAD IS THAT THE DISEASE
INVOLVES THE WHOLE OF HER
NOT JUST A LUMPY BIT ON THE
LEFT HAND SIDE GOING DOWN.
IT COULD BE AN ACCUMULATION
OF UNDISCHARGED GRIEF, PENT
UP GUILT, AND LAYER UPON LAY-
ER OF FEAR. SOMEHOW CUTTING
IT OUT DOESN’T SEEM LIKE THE
ULTIMATE LONG TERM SOLU-
TION. NOW EVEN THOSE WHO
UNDERSTAND THAT HER WORK
HAS NOTHING TO DO WITH AN
UNFOLDING AUTOBIOGRAPHY,
BUT EVERYTHING TO DO WITH
A COOL INTELLIGENCE APPLIED
TO AN OBSESSION, NOW THINK
THAT SHE IS TELLING THEM TER-
RIBLE TRUTHS. THIS STORY MAY
NOT HAVE A HAPPY ENDING.
PEOPLE ARE TELLING HER THAT
THEY DIDN'T THINK SHE WAS
THE TYPE. UNTIL THEN SHE HAD
BEEN FEELING QUITE PHILO-
SOPHICAL. SHE HAD CONVINCED
HERSELF IT WAS PROBABLY HE-
REDITARY SINCE FIVE MEMBERS
OF HER FAMILY HAD SUCCUMBED.
SHE HAD NEVER BEFORE FELT
MORALLY RESPONSIBLE FOR
HER PREDICAMENT. THIS OVER
SIMPLISTIC INTERPRETATION
OF PERSONALITY THEORY WAS

MAKING HER FEEL FATALISTIC.
SHE DISCHARGES HERSELF. NO
ONE CAN DO ANYTHING FOR
HER. THEY COME TO SAY GOOD-
BYE. THEY ARE CONSCIOUS OF
THE MUCH QUOTED RESEARCH
SHOWING THAT WOMEN WHO
MAINTAIN POSITIVE OPTIMISTIC
ATTITUDES TEND TO DO BETTER
AND LIVE LONGER THAN THOSE
WHO ALLOW THEMSELVES TO BE
DISCOURAGED. THEY WAVE HER
OFF CHEERFULLY. SHE IS TO RE-
MEMBER TO BE POSITIVE AT ALL
TIMES. IF ONLY SHE HAD A SAN-
GUINE PERSONALITY. BUT SHE
HAD ALWAYS LIKED IT BETTER
WHEN THINGS GOT WEIRD OR
UGLY. IT WAS TIRESOME TO HAVE
TO SAVE HERSELF FROM ONE-
SELF. EVERYONE SEEMS SO UN-
NATURALLY SENSITIVE, CUTS
MUST BE MADE WITH SURGICAL
SKILL. SHE GOES BACK TO WORK
AND DOES A SERIES ON MUTILA-
TIONS. IT MAKES HER FEEL BET-
TER.SHEHASNOTBEENRAVAGED
BY SELF OR THE STYLE OF HER
WORK WHICH COULD BE TASTE-
FULLY CLEANED UP IF THAT IS
WHAT HER AUDIENCE REALLY
WANT. SHE IS QUITE SELF-POS-
SESSED EVEN WHEN SHE FINDS
IN HER WORK EVIDENCE OF A
GLOOMY DENOUEMENT.
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THE MYTHIC LINE

Once upon a...
do you remember ...we really believed in lines.

&
k]
@
El
. = s
i o =
5 s = We would scratch along a ruler to indicate
! 8 I=) the infinite number of (%, y) points to satisfy an equation.
: .
il Ll - Uncountably infinite points but we were confident of our line. ;
:." L : Gradient, intercepts, all accounted for. With little arrows ;I
| L at the ends to show that the line was
? . : greater than the graph, went beyond the desk,
I 8 bigger than the whole school, forever.
o As though the whole universe was laid out in !

Cartesian coordinates.
So many smug facts:
a line is shortest distance between two points; i
parallels never meet (the older kids might add
‘except at infinity’ and i
we would imagine a vanishing point of perspective,
further away even than Auckland). i

Knowledge chips away at belief. A line is one-dimensional,
has zero width.

So our graphs were gross and ragged approximations. HI

Perhaps the closest we can get to a line is an edge.

The edge between two colours in a Mondrian painting,

neither one colour nor the other but between. !
So much like our idea of ’‘now’.

Between the long past and the long future there is our now,
occupying no time at all as future becomes past.

- o e

We live on a more-or-less spherical planet.
So the shortest distance between two points is part of a great circle... I
those sweeping curves we see in the in-flight magazines. |
The latitude parallels go around the world and join up, |
making smaller circles towards the poles.
Whereas the great circles showing longitude all converge |
and cross at the poles. And yet the latitude parallels cross the longitudes

at right angles, everywhere.
By a school theorem, longitudes are parallel.

But meeting at the poles.
|

So, to save our concept, we step away from our planet.
Surely our x and y axes
and our brave little graphs have meaning out in space? |
And our beliefs have truth?
Einstein's theory of relativity gained its
first supporting proof when the path of light was observed
to bend in the gravitational field as it skimmed past our Sun.

Space-time is curved. The line is dead.

— Dale Copeland







All lines converge

1. Wystan Curnow, “The Difference
a Gallery Makes: A History in

Nine Exhibitions: 1977—2007" in
Christina Barton, Jonathan Bywater
and Wynstan Curnow (eds)

NOW SHOWING: A |
Govett-Brewster Art Gallery, New
Plymouth: Govett-Brewster Art
Gallery, 2016, pp. 219-220.

2. Barbara Brookes, A History of
New Zealand VWomen, Wellington:
Bridget Williams Books Ltd

2816, p. 367.

3. Both Patu! and Bastion Point:

Day 507 will be screening at the
Govett-Brewster in February and
March 2017 as part of ublic
programime

All Lines Converge.

the f

4. Donna Awatere, “Alliances”

in Donna Awatere (ed.), Maori
Sovereignty, Wellir gton:
Broadsheet Magazine Ltd,

1974, p. 43.

Making Cultural Histories Tangible

The exhibition history of the Gallery is not a narrative, not a set
of causes and effects, so much as a stream or river of discursive
events whose abutments and adjacencies, projections and
retrospections, attractions and repulsions, eddies and currents,
make material their time and place.!

Since first opening its doors in February of 1970, the Govett-
Brewster Art Gallery has continually collected and exhibited artworks
that can be read as material expressions of ‘their time and place’. In the
intervening years, New Zealand has played host to a rich variety of artistic
experimentation by a diverse range of female artists. Often mounting a
challenge to formalist convention, the work of many women operated as
a provocation of both the artistic, and social, status quo. The experimental,
personal and ephemeral nature of much of this work has often resulted in its
placement on the fringes, or in spaces at a remove from the mainstream.

The increasing visibility of the artistic working practices of
women in the latter stages of the twentieth century was precipitated by
an increasing engagement with feminism at a grassroots level throughout
the country. Feminist positions were articulated and disseminated through
forums such as the feminist magazine Broadsheet, which published its first
issue in July 1972. Covering a broad range of issues including abortion law
reform, domestic violence, body image and pay equity, the magazine’s
collective of women attempted to make clear the relevance of feminist
politics to almost every aspect of women's lives. Magazines such as
Broadsheet and the arts journal Spiral, were only one visible indication of
the growing awareness of feminism spreading throughout the country.
Throughout the 197@s several conferences were held that specifically
addressed feminist politics within New Zealand: the United Women's
Convention was held in Wellington in 1975, Christchurch in 1977, and finally
Hamilton in 1979. A Radical Feminist Caucus also met in Wainuiomata in
1975, and Piha in 1978.

In 1975—International VWomen's Year, as declared by the United
Nations—WVhina Cooper set off on her long hikoi from Te Hapua to
Wellington, becoming a ‘symbol for a new phase of Maori activism’ in the
process.” Cooper was one of countless Maori women activists beginning
to articulate concerns about vital issues such as land rights, the teaching of
te reo Maori and the increasing socio—-economic disparity between Maori
and Pakeha. Others included Merata Mita, whose documentary films,
Bastion Point: Day 507 (1978) and Patu! (1983), demonstrated the deeply
divisive confrontations over issues of race which existed within the heart
of contemporary New Zealand society.? Donna Awatere's book Maori
Sovereignty was published in 1975, having initially appeared as a series of
articles printed in Broadsheet. In its pages Awatere argues forcibly that
issues of gendered oppression were inseparable from those based upon
race, castigating white feminists for denying the wider racial inequalities
that determine the experiences of Maori wornen: ‘The Maori language
is a feminist issue, the land is a feminist issue, separate development is a
feminist issue....*

As both Maori and feminist activism gained traction throughout
the 197@s, these dual concerns inevitably surfaced within the visual arts.
The same year that Awatere's challenge to racially determined social

34

5. Alison Mitchell, Woman’s Art:
An Exhibition of Six VWomen Artists,
Christchurch: Robert McDougall

Art Gallery, 1975, p. 3.

6. The Women's Gallery,
", 1980 (Alexand

Turnbull Archive), unpag

“Pamg

iated.

7. Craig Owens, “The Discourse

of Others: Feminists and
Pastmodernism” in Scott Bryson,
Barbara Kruger, Lynne Tillman and
Jane Weinstock (eds), Beyond
Recognition, Representation, Power
and Culture, Berkeley: University of
California Press, 1994, p. 18@.

8. Wystan Curnow with Christina
Barton, John Hurrell and Robert
Leonard, “Introduction” in Action
Replay: Post-script, Auckland:
Artspace, and New Plymouth:
Govett—-Brewster Art Gallery,
1998, p. 9.

inequality was published, several exhibitions were held to mark International
Women'’s Year. Auckland City Art Gallery held the exhibition New Zealand
Women Painters, curated by Anne Kirker and Eric Young. Whilst celebrating
the work of female artists, the exhibition catalogue eschews any mention of
feminism or the women's art movement. Rather, these artists are presented
to the public as women who have previously been overlooked, but who
deserve inclusion within an otherwise unaltered canon of art. Existing in stark
contrast to this curatorial position, was that demonstrated in the explicitly
ferninist exhibition organised by Alison Mitchell [Allie Eagle] in the same
year. Of the exhibition Waman's Art: An Exhibition of Six VWomen Artists at
the Robert McDougall Art Gallery in Christchurch, Mitchell wrote: ‘It is my
intention to briefly outline some of the motivating ideas and forces of the
recent VWWoman's Art Movement and draw on resources from the feminist
movement where it has radicalized the attitudes of women artists’.® Group
exhibitions of women’s art had an international precedence, and became
one of the more visible forums of display for women artists whose practices
often encompassed a broad range of media.

The increasing visibility of groups of women exhibiting together was
reflected in the formation of several artistic women-only collectives during
this time. Such groups often sought wide participation and inclusion, and were
structured collectively in order to challenge the dominance of authoritarian
power structures. The Women's Gallery was established in Wellington in
January of 1980, and exhibited the work of over 125 women during its four
year existence. These women were both professional and amateur, Maori
and Pakeha, heterosexual and lesbian; they worked in oils, watercolours,
photography, weaving, installation, sculpture, pottery, film and poetry.
Exhibitions at the Women's Gallery were organised around themes ‘relevant
to the lives of all women, e.g Women and Violence, VWomen and Work,
Mothers'® and these themes were then used as a catalyst for consciousness-
raising and debate. Also formed in Wellington was Haeata, the Maori
women'’s art collective, which was established in 1983 and produced several
important group exhibitions, such as Karanga Karanga in 1986.

These sites, which existed at the intersection of personal politics and
the visual arts, provided a fertile exploratory ground for visual representation
as a formative tool in the depiction of female subjectivity. These spaces not
only allowed women to control the sites of their representation, but also the
creative methods they could utilise in doing so. Central to the debates which
began to shape identity politics within the visual arts, was the representation
of the female body in a visual culture that privileged the male gaze. The
problematic tension between female body as image and object led many
female artists who were beginning to engage with postmodern theory to
‘refuse to represent women at all’’ This interrogation of the very nature of
representation itself was taking place during ‘a time and milieu of radical art
practice without parallel in this country's art history. 1970s post-object art
broke with painting and sculpture as it had been practiced and set precedents
for much of the art which followed'.®

Many of the artists who actively sought to challenge the
boundaries and conventions of art-making practices were women.

Di Ffrench’s early performance works, such as 1981's Gut Reaction, re—cast
the female body as a site of politicised physical action rather than a static
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9. Christina Barton with Vivian Lynn
and Laura Preston, chronology to

I. Here. Now: Vivian Lynn,
Wellington: Adam Art Gallery,
201, p. 107,

10, An example of such a work is
Maree Horner's Diving Board, first
made in 1974 and reconstructed for
the 1998 Govett-Brewster exhibition
Action Replay: Post Object Art.

The work was subsequently
acquired by the Gallery.

11. Paula Savage and Christopher

Johnstone, “Foreword” in Christina
Barton and Deborah Lawler-
Dormer (eds), Alter/Image:
Feminism and Representation

in New Zealand Art 1973-1993,
VWellington: City Gallery Wellington,
1993, p. 6.

object which passively receives the viewer’s gaze. Maree Horner’s Diving
Board, first made in 1974, at once references the clean forms of minimalist
sculpture, whilst simultaneously evoking a tangible sense of physicality;

the act of diving made dangerously strange by the skewed alignment of
components, and jarring discrepancies in scale. New Zealand’s natural
landscape—that ‘great’ modernist subject-matter—is reconsidered
through the ephemeral site-specificity of much of Pauline Rhodes' working
practice. Vivian Lynn challenged the white masculinity of monumental
sculpture through works such as The Gates of the Goddess: A Southern
Crossing Attended by the Goddess. Commissioned for the Govett—
Brewster by Cheryll Sotheran, the Gallery’s first female director, The Gates
is unconventional in terms of subject-matter and medium: ‘constructed
from remnants of damaged and discarded tapa cloth ... Gates picks up on
themes first developed in Mantle, restoration piece, to revindicate women's
work and critique the low economic value given to women's production and
reproduction to the dominant culture’.?

Often challenging the constraints of form and medium, whilst
provoking an authorial interaction between artwork and viewer, these
artists frequently produced ideologically loaded work. The interdisciplinary
expansion and interrogation of artistic working practices which took hold
in the 1970s and early 80s and was vitally shaped by women, influenced
the continuing development of New Zealand’s contemporary production
of art. Yet, much of this work is difficult to collect, to re—produce, and to
document. Performance is rendered passed/past through the processes
of its documentation, site-specific installations are temporary or subject
to environmental change, sculptural works are often large in scale and
multi-faceted in their construction. To be displayed often means to be
re—constructed and navigated afresh; the acts of hanging a painting or
displaying a sculpture are, in comparison, considerably less fraught.’®

As International VWWomen's Year of 1975 acted as a prompt for a
number of woman-only exhibitions, so too did the New Zealand Suffrage
Centennial of 1993. Suffrage is a particularly female historical prompt,
and whilst outcomes were certainly constructed through the lens of the
woman, they were not necessarily framed as a purely historical looking back.
Rather, two exhibitions in particular presented women artists not as
forgotten relics of an unwritten history, but vital and active contributors
to a lively contemporary dialogue engaging with expanded conceptions
of the visual arts. Alter/Image, curated by Christina Barton and Deborah
Lawler-Dormer was staged by City Gallery Wellington in collaboration
with Auckland City Art Gallery. The exhibition brought together the work
of women artists from the rich period of creative exploration that occurred
between 1973 and 1993, drawing together ‘the work of contemporary New
Zealand women visual and performance artists, film and video makers,
and writers'." By re-creating and displaying works such as Allie Eagle’s
mixed media installation Risk—first realised in 1978—the space between

the recent past and the present was collapsed, highlighting the sense of
immediacy and contemporary relevance still evident in earlier works.

This focus on the contemporary was also emphasised at Artspace
(Auckland) in mediatrix: new work by seven women artists, curated by
Priscilla Pitts. Comprised entirely of new works, the women involved worked
across a diverse range of media from film, photography, and paint on
aluminium, to sandblasted mirrors and mixed-media installations combining
found and constructed objects. The diversity of material evidence ensured
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meglatrix: new Work by

' women artists

llation view including

12. Lara Strongman, “Marie
Shannon" in mediatrix: new work by
seven women artists. An exhibition
to mark the centenary of Women's
Suffrage in New Zealand, Auckland:
Artspace, 1993, p. 38.

13. Christine Hellyar quoted in:
Marian Evans, Bridie Lonie, and
Tilly Lioyd, A Women's Picture
Book: 25 Women Artists of
Aotearoa (New Zealand),
Wellington: Government Printing
Office, 1988, p. 126.

that a wide range of working practices were made visible: from

Aromea Tahiwi's exploration and innovation of traditional Maori weaving
techniques, to Marie Shannon's animated film The Creative Process in

which a ‘pipecleaner artist—figure prepares her material, considers her ideas,
discards her initial attempts, and completes her artwork’.” Here Shannon
offers the viewer an animated substitute to represent the act of creation;
the foregrounding of artistic process doubly resisting the unifying coherence
of a tangible end product.

This rich and wide-ranging recent history of women-only
exhibitions in New Zealand can be viewed as ‘a stream or river of discursive
events, which act to ‘make material their time and place’. Looking back
from our current vantage point to the 1970s, many of the divisive issues
which seemed rooted in that particular time and place remain unchanged.
Our current socio—political climate does not offer any immediately apparent
solutions to the problems of inequality that were so vehemently articulated
by the activists who mobilised throughout the 1970s. The impact of
dramatic changes to economic policy implemented throughout the 1980s
though, have created a very different social context in which those issues
are confronted. The gradual dismantling of the welfare state, and its
subsequent replacement with a neo-liberal model of governance, has placed
the individual consumer at the forefront of our social fabric. The tangible
network of collectives that coalesced around feminism, Maori activism, and
the arts have largely been superseded by digital methods of communication
and mobilisation. Newly created virtual spaces allow for a democratic and
extensive exchange of information and ideas in which physical geography is
no longer an obstacle to debate. Paradoxically however, the dematerialisation
enacted by these widely accessible sites of interaction has resulted in an
experience of the world which can often be characterised by fragmentation,
isolation and disembodiment.

When histories become fragmented rather than coherent and
tangible, they slip from reach. Cultural spaces can give materiality to the
work of women who have helped shape New Zealand’s artistic terrain,
reasserting their place in wider social histories. By re—exhibiting work that
is little-shown and rarely reproduced, the past can be discursively woven
into the future. By bringing these works into the public forum of the gallery
space, we allow contemporary artists, viewers and critics to speak across the
gap structured by both history and difference.

In Christine Hellyar's Dagger Cupboard, a disquieting collection of
items are arranged within a cupboard that both protects and confines. The
gathering of these objects feels at once taxonomic, and incomplete. The
unseen processes of gathering and arranging alludes to the act of choice
by the artist; what was chosen for inclusion? What was not? What could
be added, removed or rearranged? Collections can be stored away in their
cupboards; allowed to stagnate through the passage of time. But, Hellyar
herself has said, ‘I want the work to be handled, | want it to be loved...
| don't think there is a conflict between touching and fragility—surely it is all
relative to care’.® Opening collections up to the gaze of public scrutiny invites
the present—day viewer to metaphorically handle—with care—the contents
of the cupboard.

Kirsty Baker
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Action Replay:

Post-Object Art (installation
view including Maree
Horner, Diving Board,
1974./1998, Govett—Brewster
Art Gallery Collection), 1998.
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This page:

Installation VI: conversation
with a grid, VWWendy Bornholdt
(installation views), 1996.

Following page:

Maddie Leach, If you find the
good oil let us know, Taranaki
Daily News, 11 July 2014.
Printed on the occasion of
the 2014 Walters Prize,
Auckland Art Gallery.
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Previous pag2:

Gretchen Albecht, Drift Il
(detail), 1976. Collection
of Sarjeant Gdlery. From
AFTERnature Gretchen
Albrecht, a survey—

23 years, 198.

This page, rijht:
Esther Leigh,Slide show
(installation cbtail), 1998.

Above:

Young Artists

Elizabeth Thamson
(installation vew including
Time Warp, 1988), 1988.

Far right:

Young Artists:
Elizabeth Thomson
(installation view including
Cliff Dweller, 1988), 1988.
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Below:

Feature: art, life & cinema
(installation view including
Mary—Louise Browne,
You Know, 2002), 2002.

Right:

et al.: abnormal mass
delusions? (installation
views), 2003,

- IS

LE ARE ABOUT APPEARANCES THIS

g g PEOPE LEFT ALL THAT BEHIND ME. | NOW DO
VE, THAT'S NOT. WELL, I'V

:::I'AZ?HEH PEOPLE ONLY DREAM. 1| MAKE ART UNTIL SOMEONE DIES,

ce? 1 AM THE WORLD'S FIRST FULLY FUNCTIONING HOMICIDAL ARTIST.

VK

[ ]
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Comfort Zone (installation
view including Isobel Thom,
His Master’s Voice, ¢.1991),
1994.




Below:
: Maureen Lander,
! artist's project (installation

i
i'- views including Ko nga
| puna waiora o Maunga
Taranaki, 1993), 1993
Ul | Right:
1Bl Pauline Rhodes,
i Intensum, Stained Silences,
] Interconnections
E | (installation view), 1998 .
{
i |
|
|
|
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|
|
|
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Left:

VWeaving activities with
Spotswood College for
Nga Taonga a o Tatou
Kuia: the Treasures of
our Grandmothers,
Maori VWomen's
Welfare League, 1987.

Below:

Newspaper clippings from
1977 regarding Christine
Hellyar's Country Clothesline,
1976. Govett-Brewster archive.

Over page:

The Govett—Brewster's Great
Show of Purchases Over Ten
Turbulent Years (installation
view including Christine
Hellyar, Country Clothesline,
1976), 1978.

Hangup over
1 ‘Clothesline
4 E_ﬂ, beauty

B i T
AT

'Horrified” over
sculpture

."l-}“ -:u “
Council airs
views on

washing buy
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Shona Rapira Davies installing her work Ma te wahine ka tupu
ai te hanga nei, te tangata, ma te whenua kawahi opanga ai /
Woman found raped, wrapped in a threadbare cloak, 1987
for Nga Taonga a o Tatou Kuia: the Treasures of our
Grandmothers, Maori Wormen's Welfare League, 1987.
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List of works

Exhibition

Edith Amituanai

The Sagapolu Lounge (from

the series Mrs Amituanai), 2005
C-type print

Govett-Brewster Art Gallery
Collection; acquired with
assistance from the Govett-
Brewster Foundation.

Darcell Apelu

| move just a little, 2016
performance, sound, Perspex, twine
Courtesy of the artist

Wendy Bornholdt

an ocean of in-betweens, 2016
scaffolding poles, gaffer tape,
transistor radios, galvanised iron
buckets, sand, oranges, pine
Courtesy of the artist

Mary-Louise Browne

‘Everything has been said...'
2004./2016

unique digital print on Hannemuhle
Photo Rag 3@8gsm

Courtesy of the artist and

Bartley + Company Art

Ruth Buchanan

Normal Desires, 2007
C-type photographic print
on Dibond, frame
Courtesy of the artist and
Hopkinson Mossman

Sarah Buist

Behind every process, 1996/2016
wood, paper, glue

Courtesy of the artist

Fiona Clark

Nga Whaea o te Moana, 1982
Cibachrome prints

Courtesy of the artist

Te iwi o te wahi kore, 1981
digital prints
Courtesy of the artist

Huia sequence, 1973
black and white photographs
Courtesy of the artist

Yvonne Coleman

The old Richmond Cottage, the
new Centre City and the sea, 1989
oil on board

On long term loan from

The Spark Art Trust

Fiona Connor
Documentation of All lines
Converge, 2016

framed photographs
Courtesy of the artist and
Hopkinson Mossman

Dale Copeland

A Touch of an Old Reality in
a Disturbed Landscape, 2013
paper collage

Courtesy of the artist

Jane Dove

Magog motorbike show,

Queens Hall, New Plymouth, 1987
Cibachrome photograph
Govett—Brewster Art Gallery
Collection

et al.

all things common, 2016
right—angel steel sections, tubular
steel folding stools, English military
blankets, annotated digital posters,
cast aluminium & bronze objects,
modelling compound, cardboard,
inflatable mattress/s, hardboard,
Dutch body bags

Courtesy of the artists and
Michael Lett with support from
Elam School of Fine Arts—

The University of Auckland

Luise Fong

Touch, 1995/2016

wood, plywood, white plasticine
Courtesy of the artist

Marti Friedlander
Henderson, 1966
silver gelatin print
Courtesy of the artist
and FHE Galleries

Gil Hanly

Creche—pre—schoolers with mother
and schoolboy helper. Devonport
Community House, 1987

digital print from 35mm film
Courtesy of the artist and Auckland
War Memorial Museum Tamaki
Paenga Hira

Sorting orders for the food

co-op. Glenfield, 1987

digital print from 35mm film
Courtesy of the artist and Auckland
War Memorial Museum Tamaki
Paenga Hira

Morning tea break at créche.
Devonport Community House, 1987
digital print fromn 35mm film
Courtesy of the artist and Auckland
War Memorial Museum Tamaki
Paenga Hira

Water play—Creche. Glenfield, 1987
digital print from 35mm film
Courtesy of the artist and Auckland
War Memorial Museum Tamaki
Paenga Hira

Outing to the community

house, 1987

digital print from 35Smm film
Courtesy of the artist and Auckland
War Memorial Museum Tamaki
Paenga Hira

Keep fit class. Devonport
Community House, 1987

digital print from 35mm film
Courtesy of the artist and Auckland
War Memorial Museum Tamaki
Paenga Hira

School holiday programme—
making brackets. Dunkirk Centre,
Panmure, 1987

digital print from 35mm film
Courtesy of the artist and Auckland
War Memorial Museum Tamaki
Paenga Hira

Playing cards. Glenfield Community
House, 1987

digital print from 35mm film
Courtesy of the artist and Auckland
War Mernorial Museumn Tamaki
Paenga Hira

Tea time. Tamworth Community
House, Rosebank Road, 1987
digital print from 35mm film
Courtesy of the artist and Auckland
War Mernorial Museum Tamaki
Paenga Hira

Christine Hellyar
Aluminium Skin, 1968
cast aluminium
Courtesy of the artist

Dagger Cupboard, 1981

wood and glass cupboard with
fabric, fired clay, wood, felt, animal
skin, stone, bone, seeds, feathers
and shells.

Govett-Brewster Art Gallery
Collection

Situations, 1969
black and white photographs
Courtesy of the artist

Titles, 1985

letterpress on Arches Dessin with
felt and tapestry base and acrylic
Courtesy of the artist

Maree Horner

Diving board, 1974./1998
concrete, wood, hessian,

metal, glass

Govett-Brewster Art Gallery
Collection; purchased 1998 from
Monica Brewster Bequest Funds

Photographic documentation
of Chair, 1973

black and white photographs
Collection of the artist

Sarah Hudson

Manata Ahu Matua:

Agriculture, 2014

colour digital print; art paper
double weight archival ink—jet print
Collection of the artist

Putanga, 2016
digital video
Collection of the artist

Sonya Lacey

The higher you go

(dusk version), 2011/2016
spoken performance with
script and table

Courtesy of the artist and
Robert Heald Gallery

Lens, 2011

cast zinc objects
Courtesy of the artist and
Robert Heald Gallery

Tessa Laird

Points of Agreement, 2011
ink on paper
Govett—Brewster Art Gallery
Collection

Vivian Lynn

Playground [—VI, 1975—1980@

Six screenprints on paper
Govett—Brewster Art Gallery
Collection; purchased 1980 from
Monica Brewster Bequest Funds

Joanna Margaret Paul

Sisterhood, 1975

digital video from Super 16mm film
(edition of 3), silent; 2:50 minutes
Courtesy of The Estate of Joanna
Margaret Paul, Robert Heald
Gallery and CIRCUIT Artist Film
and Video Aotearoa

Nova Paul

Te Wai o te Ora 2016, 2016
super 8 transferred to HD
Video with oral recording of
Dr Waiora Port.

Courtesy of the artist

Shona Rapira Davies

Untitled (woman found beaten and
wrapped in a threadbare cloak), 1987
pencil on paper

Govett-Brewster Art Gallery
Collection; gifted to the Gallery

by the artist in 1987

Untitled (woman found flayed and
wrapped in a threadbare cloak), 1987
pencil on paper

Govett—Brewster Art Gallery
Collection; gifted to the Gallery

by the artist in 1987

Lisa Reihana

A Maori Dragon Story, 1995
16mm animation transferred to
DVD; 15 mins duration
Govett=Brewster Art Gallery
Collection; gifted to the Gallery
by the artist in 1995

Pauline Rhodes
Extensum./Extensors, 1983
mixed media on paper
Govett—=Brewster Art Gallery
Collection; gifted to the Gallery
by the artist in 1983

Dorothy Richmond

Untitled (Landscape with house
and trees), 1909

watercolour and pencil on paper
Govett-Brewster Art Gallery
Collection; gifted to the Gallery by
Monica Brewster

Marie Shannon

The Decisive Moment, 2016
digital video

Courtesy of the artist

The Estate of L. Budd
AA50011.10016, 1997

awning, acrylic paint, metal
Courtesy of the Estate of L. Budd
and Michael Lett

Susan Te Kahurangi King

Untitled [A31527], c1975—c.1986
graphite, coloured pencil and
crayon on found paper

The Christine Fernyhough Collection
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_. Publication Cinema Programme Artist and contributor biographies
':' | Untitled [A3®140], c1975—c.1980 Jordana Bragg Alison Maclean
| graphite on found paper Camp 1, 2016 Kitchen Sink, 1989
i The Christine Fernyhough Collection NZ, black and white, 14 min. Darcell Apelu Wendy Bornholdt (b. 1962
| Mary-Louise Browne Courtesy of Alison Maclean and the arcell Apelu Wendy Bornholdt beg:
: Untitled [A31622], ¢1975—c.1980 Hortus Conclusus, 1986 New Zealand Film Commission M Iy i
i graphite and coloured pencil
: on found paper Photographer unknown Merata Mita
The Christine Fernyhough Collection More Lesbians, 1982 Mauri, 1988
| Collection of Fiona Clark NZ, colour, 90 min. From material
i Untitled [A3©108], c1975—c. 1980 preserved and made available by
i graphite on found paper . Fiona Clark and Raewyn Turner Nga Taonga Sound & Vision. Al
l The Christine Fernyhough Collection Ruby & Pearl ‘perform from the Courtesy of the Mita Whanau.
i Jewelled box’, June 1973, Pink
| | Untitled [DO3®62], c1975—c. 1980 Pussycat Club, Karangahape Rd, Hotere, 2001
[' graphite on found paper Auckland, 1973. Photographs, Barry NZ, colour, 82 min. From material
| ‘ The Christine Fernyhough Collection  Myers. Courtesy of Fiona Clark preserved and made available by
Ii 'l | Nga Taonga Sound & Vision.
il Untitled [A31217], c1975—c.1980 Dale Copeland Courtesy of the Mita Whanau, red by many. S
| graphite on found paper He, 2015 Eliza Biodios and Barrie Everard. Edith Amituanai riting and lar .
[ The Craig Anderson Collection, E Amituanai’
| Auckland A Mythic Line, 2016 Patul, 1983
: NZ, colour, 113 min. From material :
| Lauren Winstone Charlotte Drayton preserved and made available makin
i Spills -1V, 2016 Leaning from the balcony by Nga Taonga Sound & Vision. phott >
i stoneware (upward mobility), 2016 Courtesy of the Mita Whanau. f -
| Courtesy of the artist and a
O v Two Rooms et al. Bastion Point: Day 507, 1980 n Jordana Bragg (b. 1994 / lives in Wellington) 3
| e News 1—2, 2016 NZ, colour, 27 min. From material Through text, audio, photography and video Jordana %
i Il g preserved and made available by dity %
1 by Maree Horner Nga Taonga Sound & Vision. ir =~
l ‘ g Tyre Grid, 1970 Courtesy of the Mita VWhanau, g
| L Leon Narbey, Gerd Pohlman, and 0
! ‘ = Biljana Popovic Ngati VWhaatua o Orakei te iwi. ' =3
1 % Construction drawings for ‘Amelia’, S
11l exhibited in Sirens, Mirage Gallery Xt 8
. l (Auckland), 2016 = =¥
I b
i Li-Ming Hu Kirsty Baker (|
I Putting It Together (abridged), 2016 Kirsty Baker i
|
Catherine Griffiths
{ A whakapapa, two lines of women,
! (an installation drawing), 2016
| Gil Hanly

i | Kate Millington installing her work
(| in the Women's Den, VWomen
Studies Conference (Auckland
Teacher’s College), 1981

| Kate Millington installation in the
' Women’s Den, Women Studies
Conference (Auckland Teacher's

| ":‘Oljllt:‘g('_"), 1981
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