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Introduction

This exegesis parallels and explores my studio practice which primarily
includes painted and collaged works on paper and canvaws. | have been
engaging with ideas around both pattern-making and abstraction. More
recently a new element has come into play, potentially best described as
illustration. This has opened up new possibilities for incorporating narrative
and nuance into the work.

My main impetus for writing is related to criticism. This criticism
has been focused on popular culture. | have engaged in critical commentary
on a regular basis via social media. While it s good to be able to locate
what inspires you, it can also be helpful to recognise what you don't like,
even what you might nd antagonising. Here | ask myself: whatdo | nd
problematic about contemporary culture? And as a person engaging with
cultural production, how do | best communicate this? On a more direct
and personal level, my recent paintings have functioned simultaneously as
a place for critique and for re ecting upon what I love and am inspired by.
My paintings materialise the things that | want to see, but that are absent
around me. The paintings that | make are my friends, they have personalities
and a relationship to one another. I like some better than others, but each
has its own currency or relevance. They are objects which I think might look
interesting and engaging. They may have a strange magnetic quality. They
are a personal response to the world, they contain mauri and might even
be beautiful. There is a celebration happening in the making of the work.
They also provide a space to negotiate antagonisms, create subtlety and add

something new to the world.
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Here | will use the concept of time travel, and consider the past two
years work, contextualising it within some speci ¢ aspects of my broader
practice. | will also use this concept as a way of making sense of my own view
of recent art histories. How does the historical change when viewed through
a contemporary lens? | will take a look at Modernist moments, alongside the
Postmodern and ask where are we now? Is it the post-internet era, or is it
the Anthropocene that is really making changes, and transforming things.

Is Postmodernism just another Modernism? Time travel allows us to imagine
art history as more than a linear chronology. In my view, it also encompasses
Indigenous views of circular time. | look at my iwi a liations to Te Ati Awa
and Taranaki and propose that this presents the possibility of mauri in the
work. Pukeahu, where Massey University stands, is a signi cant site in terms
of my Whakapapa. | will look at how working inside my ancestral rohe has

in uenced my work.

To introduce myself, I will go over some personal recent history. This
will outline my broader context as an artist. Following that, | will share ideas
around my methodology. How and why is the process relevant? What ideas
and attitudes are re ected in the making of the work? Succeeding that I will
take a closer look at my identity as a white person with M ori whakapapa. |
will argue that this gives me access to something entirely unique to Aotearoa,
and that we, as people in New Zealand, have an important and interesting
view in global terms. Along the way I will point outa nities with New
Zealand artist s Ralph Hotere and Tom Kreisler. | will ask, where are we
now? And share ideas around art historical moments. Following that, I will
move into my main areas of concern. Which I have titled, Pattern Making,
Pure Space, Time Travel, Natural Pills and the Invisible Body. These sections
re ect my primary intellectual interests and provide an opportunity for
some artistic writing. | take a closer look at responsibilities of the individual,

and of the community and relate this to life in the Anthropocene. Before
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concluding, I re ect on collaborative potential and practice; and how my
work exists beyond a picture frame and that my approach to making can
exist anywhere.

Ideas around mauri are important in my practice. It is not mauri
because | do not want to suggest it is part of a foreign language, or a foreign
concept here in Aotearoa. Mauri is present in all living things, which can
be extended to communities and ecosystems. It can also be present in

objects, which means it can exist within a painting.

Within a M ori ontological frame, all beings and objects are
experienced as having mana, a form of presence and authority,
and a vigour, impetus and potentiality called mauri... Terms
such as mauri and mana name the interconnectivity of the human

and non-human worlds.  Hoskins, Jones, 52
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Recent history

With the commencement of this MFA, | began building from an established
art practice spanning twenty years. My re-engagement with art education
has opened a space where | can more easily talk and write about my
practice. It has also opened a space to contribute to critical discussion
amongst my colleagues, and activate collaboration. Conversation has been
an important part of this learning experience. As part of the Flat Earthers
project, I have contributed critical texts to an online publication and
performed readings and lectures in and outside of this institution.

As an artist | have also been involved in musical projects, where
I have collaborated with friends and wh nau as a concept creator and
vocalist. Both of these avenues led to engagement with artistic communities
abroad. Musically this has involved performances in Europe and the United
States. These musical projects have looked at genre as material and the
potential for a persons context and/or identity to be as much a musical
instrument as drums, bass or vocals. Much like my painting practice,
musical projects provide an opportunity to challenge and twist genre norms.
They create a space for interesting hybridisation. | have also shared my
practice with arts focused communities in Beijing and Bangalore. These
have been amazing and satisfying experiences. These residencies gave
me direct experience with art production outside of the Western paradigm
and have been an invaluable in uence on my worldview and the way |
think about art.

Those experiences, along with being a student, have provided

times where | can work as an artist in a full-time capacity. However, the
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struggle to maintain an art practice in our late capitalist reality has also
informed my artwork. | have found myself in situations where it has become
nearly impossible to create artworks. | could perhaps attribute this, in part,
to what Mark Fisher describes as Capitalist Realism. | have had to ght,
both to maintain an art practice and for my mental health. A life outside
the mainstream can be di cult, Capital does not value creativity that has
no immediate monetary value. The most Gothic description of Capital is
also the most accurate. Capital is an abstract parasite, an insatiable vampire
and zombie-maker; but the living esh it converts into dead labour is ours,
and the zombies it makes are us. (Fisher, 15) So itis in this reality that
I re-engage with my practice. And make a space outside of the dominant
discourse where | can enjoy the personal bene ts of art making, a space
where | can share, communicate and collaborate with my community.
Here is the moment to point out my position as someone who
sees equal value on all levels of cultural production. That inspiration and
relevance are not con ned to things inside the high art paradigm and that,
in fact, I nd it necessary to engage on multiple levels. For example, the
cover art of an eighties metal album has the same cultural currency for me
as a reproduction of a Renaissance masterpiece in an art history book. It is
here that I nd resonance with two contemporary art writers, Mark Fisher
and Timothy Morton, both of whom weave references into their writing from
outside the art and philosophical realms. I will take a closer look at some
of their writing, along with post humanist texts as | position my work in

relation to these ideas.
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The rstworks

To begin making work inside the masters program, | focused on pattern
making. That is to say using a familiar system where I nd a starting point
on the surface and repeat it from there. Repeating the same line, or mark
is also an act towards virtuosity in the making of the work. A space where
technical pro ciency can be improved. This way of making transcends
compositional concerns and creates a meditative space for production. These
works used a very simple scallop line. This mark can be joined in various
ways. Here they make up the wavy line that a child might draw to represent
the ocean. Switched around this mark can represent the shape of a typical
leaf. I have arranged this drawing into a graph, often the visual formatting
of science, the collection of data, used to illustrate many things, including
changes in weather temperature. The drawing also evokes the (upside down)
pattern of an American ag. The stars and stripes of American imperialism
have been replaced with simple representations of the ocean and the trees,
the environment. A ag for the non-human world. The stars and stripes are
coded with a righteous authoritarianism, one that is inextricably linked to
capitalism. The relationship between capitalism and eco disaster is neither
coincidental nor accidental; capital needs a constantly expanding market,
its growth fetish means that capitalism by its very nature is opposed to any
notion of sustainability. (Fisher, 18)

With this ag drawing and other works, I am thinking about the
complexities of responding to life in the Anthropocene. Where do we make
a di erence? Corporate, extractive capitalism is busy telling us that we need

to behave responsibly as individuals to positively a ect the planet, or turn
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the tide. Likewise, green- focused businesses seem to be selling the same
idea; the notion that your purchase of a green product is a caring act on
your behalf. The producer/consumer dynamic though, remains exactly the
same. There is no radical change at all, just new marketing techniques. The
reality is that some people are much more responsible for the crisis than
others. These ag works look at the political implications, for the individual
and for the community. Where does the responsibility really lie? If the world
ends, is it because | icked a cigarette into the gutter? Some people have
more power than others, private corporations and governments for example.
Interestingly, in the Trump era, the fossil fuel industry has been able to adopt
the ideologies of conservative Christianity. This creates a strange dichotomy
where active degradation of the global environment can be masked as God's
work. It rea rms Fisher s notion that it is easier to imagine the end of the
world than the end of capitalism. (Fisher 1) The powerful entities which
bene t need to present their exploits as essential. For example, fracking

and mining is vital to the wellbeing of those employed in that industry. And
those opposing this are simply the enemy of working people. Elitists with
strange agendas. We can see the paranoia surrounding these contemporary
developments via the conspiracy theories of the climate change denier.

Early in my MFA studies | created a group of works referencing
artists Theo Schoon and Gordon Walters, and their trips to South Island rock
carvings. Locations where Schoon infamously inserted his own signature
into the sacred sites. My works examine a naivety that is evident when
viewing these works today. A lack of cultural understanding becomes very
apparent. The enthusiasm for engaging in things outside Western culture
does not justify blind cultural imperialism. We can see an illustrative and
comedic aspect in this collage. I could imagine Schoon setting o into the
wilderness to make a great discovery to share with his fellow (white) man.

I could perhaps make a joke about this. Therefore, it is here that | integrate
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illustration into the work. Or perhaps even the aspect of a cartoon, which

is often associated with joke telling. The addition of drawn/painted black
lines is a new element in my work. These objects move into the abstract
and patterned space and create more possible readings. This also references
my interest in artists such as Jim Woodring and Dennis Worden. Artists
whose cartoons | was enjoying at the same time as learning about eighties
Postmodernism. During a short stint as a high school student at Hamilton s
Fair eld College, I had access to the local independent comic store as well
as the Chartwell Collection gallery. A trip into town would often involve

visiting both sites, gaining equal inspiration from both places.
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Methodology

Here | will take some time here to talk about the way I make work, and my
process. | explore the particular ways that my methodology relates to the
ideas in the work and how | nd similarities when looking at other artists
and di erent forms of cultural production. While my works involve some
very deliberate and careful mark making, they also maintain a casual vibe.
However, there is a system of making. | could describe this system as being
idiosyncratic. The system has loopholes; | can bend and corrupt it to suit.
The systems that are used to make the work follow similarities (repetition,
scale and tonal shifts) but are often evolving and looking toward an idea of
innovation in terms of how the work is made. | am not looking for a perfect
prescription to be endlessly repeated. The method of making can be applied
in both intimate and monumental scales. What exists or is created inside
the framework of the system can be spontaneous and improvised. | have
ways of making, inside a format, that still allow for a surprise. The works
have a basic plan but are not planned. A sort of sprezzatura. They engage

in a formula but reject the idea of perfection in a formulaic sense. This
casual approach points to my interest in humour; I like the possibility of
introducing jokes within the work. It is more important to me than formal
concerns such as composition, or making a meaning within the work.
Thereisno xed message. Why shut down possibilities? | am not interested
in static ideology or aesthetics. | aim for the work to be open, lled with
potential and perhaps, to be, funny. Here | am reminded of the work of

New Zealand painter Tom Kreisler.
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cigarettes w prism, part 1, 2019

The humour and lightness of Kreisler s art have to do with it being thus
up in the air: as to meaning, it is only loosely, hypothetically secured. It
makes fun of all that is systematically weighed down or authoritatively

anchored in place, re-presenting it as open to revision and rearrangement.
Curnow, 21
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Background

Being a middle child within a large Catholic family, growing up in various
communities around the North Island has unsurprisingly, shaped my
views of both art, and the world. Home presented a predominantly P keh
reality, but with a M ori dad, a hybrid existence. This was re ected in how
| perceived life in the places I grew up, mainly P keh , but with M ori
stu happening. Like many from my Grandmother s generation there
was a separation from core M ori customs. Te Reo and Marae protocol for
example. However, a sense of maoriness remained in the wh nau. This
is evident in our interests and the people we have surrounded ourselves
with. My Grandmother, Rawinia Queenie, seemed very focused on positive
futures and assimilation with modern 60s P keh culture, anda rmed her
t rangawaewae working for the New Zealand Rugby Union on Wellingtons
Lambton Quay. A modern woman who would travel abroad, become worldly
and bring up her only son to be a doctor. This leads me to ask, what happens
toaP keh culture when it is embraced by M ori? Does it then become
part of a M ori culture? My Grandmother was brought up in a space in
Johnsonville where M ori who were displaced from Te Aro p were housed.
She spent her life in and around Wellington and the Kapiti coast. She spoke
te reo, but did not see the value in passing this on while getting on with the
business of the new New Zealand.

We whakapapa to Te Aro p here in Whanganui-a-Tara, and to
Taranaki and Te ti Awa iwi. Having lived between Taranaki and Wellington,
this all feels pretty normal. This is our shared rohe. It s amazing to imagine

some of my ancestors were in conversation with Te Whiti o Rongomai
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and Tohu K kahi. Two radical thinkers and humanitarians whose peaceful
protest, at Parihaka, completely ba ed the invaders; entirely too sophisticated
to be considered properly by the Queens army. It s also realistic to imagine
some of my ancestors were among those invaders of Parihaka who
imprisoned innocent people and laughed at the protest of children, who
under instruction from their elders symbolically built fences around Parihaka
with sticks and twigs. | feel a part of both cultures, which also does not

strike me as unusual. | would like to acknowledge that my white skin makes
me privileged, while also acknowledging that this privilege has not been
extended to every member of my wh nau. I have siblings of the same parents
who have not passed as white. While not being immediately identi able as

M ori, they have lived a reality where they are not quite white. I lack formal

understanding of Tikanga M ori, but Whakapapa remains. It is immovable.

Whakapapa means that everything is connected through shared networks
and processes of creative becoming. Mauri, or striving to persevere

in being, is the animating force of all being and becoming. This vitality
continually grows and unfolds as reciprocal relationships become

increasingly complex and rich in mana or dignity.  Bignall, Rigney, 162

Via this Whakapapa, which strongly connects my heart to this land
I am interested in the potential for the work to hold mauri. Mineisa M ori
world view, however fractured or disconnected it may be. But still, like my
ancestors who were living here on Pukeahu before me, we are still here,
living, working, thinking.
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Foreground

In the front of my mind right now is the opening of Te Rau Karamu Marae
on Pukeahu here at Massey University. It opened at dawn on March 27th
and | was lucky enough to attend with some wh nau. As descendants of
Te Aro p it was a special moment for us, as | am sure it was for all the
Te ti Awa and Taranaki people there, along with others, bringing the
space to life with speech and waiata. It felt as though Te Aro p , which is
literally buried under our modern city, had reappeared. Named Te Rau
Karamu Marae, it is a contemporary re ection of Te Ao M ori in Wellington.
Describing it as next level is an appropriate description. Contemporary
M ori art adorns the walls, looking forward and backwards in time, while
re ecting current moments, or generational in uence. This shows me the
wide breadth of in uence in current M ori art. A Marae at an art school is
a very good idea, or is it the other way around? Either way, it s awesome.
There are sad and traumatic events that occurred here, there are
also people of Te ti Awa and Taranaki living and thriving here. Right
now, | am celebrating being able to work here on Pukeahu and have this
special connection to the place. Moving through the War Memorial Park
I am reminded every day of the way this ancestral land is framed, as a
war memorial. There are a bunch of sculptures, some are good, some not
so much. They all refer to the War. These memorials, while containing
sadness, also present patriotism. There is no mystery to them as art works,
the appropriate response is sombre re ection, which can be commonly
seen in the visitors to the park. A teary-eyed pride, an acceptable display of

empathy and sensitivity. M ori artist Darcy Nicholls sculpture is di erent.
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It does not symbolise the great war that happened abroad. It represents
the prisoners of Parihaka who were kept but ten metres from where the
sculpture stands today, in the brick building on the corner. The old cop shop.
It is a dark sculpture, a seemingly empty hooded M ori cloak, a ghostly

gure, presenting loss and trauma. It is a sad moment amongst the other
monuments. And, perhaps a successful artwork in this way. | feel that much
M ori art is often understood through trauma. That this stress and upheaval
is seen as a necessary component of M ori art. There is an accumulation
of microaggressions happening here. What would it feel like if there was an
artwork or monument celebrating the revolutionary thinking of Te Whiti and
Tohu. Two men who basically invented peaceful protest. Before Gandhi. So
I am giving myself a space to recognise that trauma can be genetic, but that

joy and celebration are also possible.
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Pattern making

My interest in pattern making exists as something that presses against
dominant ideas of abstraction. It challenges the machismo that 20th
Century Modernist abstraction became synonymous with, along with the
uninformed notion that making patterns is a lesser form of art. Pattern
and abstraction, for me, inhabit an environment of equilibrium. The

term pattern-making also points to identifying systems of things. What
is a familiar pattern in the systems that have contributed to our reality in
the Anthropocene? The pattern of capitalism, the pattern of exploitation.
Figures are absent in my paintings. My main interests are abstraction

and pattern-making. I make an association with abstraction as a western
concern, and pattern-making as relating to Indigeneity. The patterns in
my work could be seen as similar to tukutuku panels. They are also
similar to the manawa line which runs through k whaiwhai work. My
referencing of these traditions re ects the uid way in which mauri shifts
into new spaces. The pattern of M ori culture, that remains allegiant

and resilient. The shapes in these paintings can also be reminiscent of
modernist abstraction. In my work these ideas exist side by side, sometimes
harmoniously, sometimes not. Pattern making can also be associated with
craft, which in a Western sense is often associated with femininity. Strangely
and unfortunately, both pattern making and craft have been considered
lesser as modes of production in the dominant canon. | would like to

suggest a sense of equivalence of these modes within my own practice.
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Where are we now?

Here | would like to consider where we are now, as a culture, inside a
broader art historical context. I am interested in both Modernism and
Postmodernism, however | dont see Postmodernism as being the radical
departure that it has pretended to be. To me, it is another Modernism, still
bound by a myopic worldview, the lens of the West. It does not seem able
to escape a central authority. It did, however, usher in an era of cynicism.
Its most potent traits are cynicism and irony. These became almost
essential modes for cultural production, while laughing at the earnest
self expression of Modernism. | embrace both of these ideas, | dont think
its embarrassing or a clich@ to engage emotionally in the making of an
art work. In fact, for me, it is a fantastic possibility. Also, I am more than

ne with taking the piss out of something, it can be fun. As a member
of generation x it is almost a right of passage.

| felt for a minute that for things to change, irony should

go away. But in the Anthropocene it has not gone anywhere, Irony is
the aesthetic exploitation of gaps. Irony means that more than one thing
Is in the vicinity. Irony is the echo of a mysterious presence. For there
to be irony, something must already be there. (Morton, 173) Is the echo
of a mysterious presence the echo of Modernist spirituality? The other
things in the vicinity | would say are what Morton calls hyperobjects,
most simply explained as things that we have added to the environment
and atmosphere. Plastic straws for example. So, strangely irony has
not gone anywhere, but has increased in potency and poignancy. Irony has

lost its postmodern/ late modern edge. (Morton, 173) Perhaps it is the
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Post-Human era that is the real radical change. Hyperobjects have done
what two and a half decades of postmodernism failed to do, remove humans
from the center of their conceptual world. (Morton, 181) This change is
forced upon us by the enduring presence of hyperobjects and the possibility
of human extinction. Are we in a time where change is an essential part of
our survival? How do we achieve this, when at the very centre of the crisis is
the system we have prescribed to. Or the system that has been prescribed to

us, by western imperialism.

Science itself becomes the emergency break that brings the adventure

of modernism to a shuddering halt. ~ Morton, 21

Considering my ongoing interest in Modernism and its various
impacts in and on New Zealand, it is Ralph Hotere s work that is currently
resonating the most with me. He is often quoted as saying he is nota M ori
artist. Although this quote certainly does not de ne him entirely, it remains
interesting. It meant he could make whatever he wanted, outside of P keh
de nitions. His apparent interest in Western Modernism has drilled into
our cultural landscape and changed things. What may have not looked like
M ori art at the time of its making, has now ltered through our galleries
and collections and de nitely does look M ori even though there is no
k whaiwhai, there is mauri. He most de nitely was a M ori artist. He was
also a person in the world. A person who was interested in making non-

gurative work. Someone who was able to evoke a sense of place and time
through abstraction. Ralph Hoteres M ori Modernism is not conjuring
the same space as a Rothko, or maybe it is? | would say they both present
mystical spaces or ways of being, but the context has completely shifted, the
potential has changed. His Art, when made, was not necessarily understood

or seen as M ori art. Travel forward in time to 2021 and it s inescapably
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M ori Art, by doing what he wanted he has expanded the scope of
what M ori Art can look like. Hotere s black windows and seemingly
empty Modernist voids, generously opened a window into Te Ao M ori.

I have shared my background and cultural identity, this makes
up part of my worldview and Iters through all of the artwork here.
I would like to further highlight my main areas of interest in art theory
and how I relate these to my own practice. How do I position my work
in the contemporary milieu, and what art historical moments are echoing
through my work? In considering these reasonably large questions
I would like to divide my ideas into four main areas. These areas of
interest or categories are not autonomous, like my paintings themselves
they have a relationship to one another. They are permeable, they have
the potential to weave together, to create hybrids or remixes. They move
between absurdity and clari cation, making sense and not. Although
they can contain symbolic signi cance, there is no one xed meaning to
be understood on an axiomatic level. The four areas are as follows:- Pure

Space, Time Travel, Natural pill, and the Invisible Body.
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Pure Space

We are no longer poised on the edge of the abyss, contemplating its
vastness while leaning on a walking stick Instead like Wile E. Coyote
in midair, we have discovered that we are already falling inside the

abyss, which is not pure empty space.  Morton, 160

The space where art has existed has often claimed a purity and an emptiness,
in that it is untouched by corruption. Art has been a place where humanity
can present the best version of itself. A place to locate higher concerns, beyond
the everyday and banal matters of human existence. This quality can be seen
in gurative art of biblical and political content, and is also very present in
abstraction. Malevich explains The empty space where nothing is perceived
but sensation. (Clark, 274) Modernist abstraction is often associated with the
spiritual. There is somehow an indication of the unfathomable, being present
in the art, a holy spirit that exists in pure space. This has more to do with

the structures around the art world, than any form of magic though. I think
of the class and race hierarchies that propped up Modernism, for example.
The art world, just like the mainstream, is also a space for graft, deception and
the mundane.

Morton adds Wile E. Coyote to this space, a cartoon character,
immediately changing the tone. The space is not pure and empty. It could be
seen as the space that we nd ourselves in. A corrupted space. A polluted
atmosphere. A contemporary landscape. The Anthropocene. Our environment,
like our cultural productions, has become corrupted. The quote suggests a

shift from pompous contemplation to something else. We are falling inside
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the abyss, we are inside the crisis, but is there outrage? Is there sadness

or grief? Yes, of course there is. There is growing anxiety among many, as
the patterns of our planet s weather systems abruptly change, to what would
seem to be the most extreme possibilities. We are mourning a loss, and
praying it s not too late to save the planet. But here in this quote we have

a cartoon coyote, a funny character, A loveable villain and trickster. whom,
despite his best e orts, always winds up in the same place. Suspended in
midair before meeting his end, with just enough time to make eye contact
with the viewer and o er a goofy I m doomed! look.

This attempt at comic relief may not be funny to everyone; it
might be o ensive, is it ill-timed and in bad taste? For me, this image set
amongst contemporary and critical art theory o ers some mitigation. Also
it introduces something from popular culture into a philosophical realm.
Itisana rmation that critique of contemporary culture can transcend
good/bad taste binaries and that inspiration and relevance can be found at
all levels of cultural production. A cartoon becomes a potent image for our
moment in the Anthropocene. The quote also resonates with me because
it makes room for critique inside a crisis. A space for contemplation on
attitudes towards problems. It suggests that a one note-grief or outraged
response may be pointless. Itsana rmation that the way we think a ects
the world. It points to the possibility, or even the necessity for art to create
subtlety and engage individuals and communities with these complexities.
Something beyond a citizens arrest around recycling protocols. And

something more than simply appreciating nature.

To accept this focus would be to challenge those who think environmental
politics has more to do with appreciating nature than with revising ideas

about progress, prosperity and human ourishing.  Soper, 367
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