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Figure 12. Shona Rapira Davies in her studio, film still taken from A cat among the pigeons, 1992. 

 
Part of my intention for undergoing Masterate studies was to strengthen my knowledge of 
conceptual frameworks around art. When I was offered the opportunity to be in this 
exhibition I recognised it was a significant opportunity for me in multiple ways. First of all, I 
was offered resources often unavailable—a significant artists fee, technical support, and a 
platform within a respected institution. I wanted to be ambitious in my project and it also 
made sense, in thinking about legacy as a tactic, to draw on local art historical content to 
situate my work. I thought a lot about how the weavings for Ngā Morehu were made by 
Shona’s daughter at 14 after her first weaving classes. I thought about Shona’s own words on 
making: 
 

Working in art is about using materials that I have just discovered for myself, 
materials that I am only just in control of. The rush of excitement in handling these 
materials without having previous background knowledge and there is a continuing 
rush of anxiety and fear of inevitable failure— So that when I sometimes succeed 
there is an adrenaline rush that is powerful and satisfying—just for a little while. 

 
I don’t think that what I do is successful—rather there are parts that are —
sometimes.33 

                                                
33 Shona Rapira Davies, Native Bird productions: Shona Rapira Davies, Diane Prince, Whangarei: Whangarei 
Art Museum 2003. Unpaginated. 
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I entered the project hoping to evoke this type of approach, without having to be an ‘expert’ 
and without dealing with the burden of success. Aside from the literary, material and art 
historical allusions, the work draws together various threads of my own history and bodgy 
formalism through a lens that references the work of an iconic wahine Māori. It also was a 
return to more sculpturally-based projects after focusing on writing, but also incorporating 
these writing practices within this project as part of its materiality. 
 

 
Figure 13. Installation image of Only fools are lonely, Ko Papatūānuku te matua o te tangāta/  

The earth looks upon us, Adam Art Gallery, 2018. 
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On the last day of the exhibition we come back together.  
 
We stand in a circle and listen closely to each other. Tina thanks us, we thank her and kiss 
her on the face, wish her a safe journey on her trip to London. Swelling steel guitar plays in 
the background.  
 
From the highest balcony looking down I take a short video of my Mother wandering 
around, she is looking at the tiles, it’s hard to know what she thinks. She doesn’t see me. I 
post it to my Instagram story, and then I save it to my phone. I realise it is a special 
memory to have a mother look at your work, I want to keep it with me. 
 
When I join them downstairs, my Mother and Sophie ask if I want to say goodbye alone. I 
realise this is the last time to see everything as it was intended, their exit is like time 
slipping away. Standing at the end of the gallery I look back. It isn’t the orientation I 
planned everything for, from this vantage the ramp is a downhill slope.  
 
I can’t leave too soon but I can’t stay too long, or maybe the feeling won’t be right for a 
farewell. When I return to the stairwell I turn my head and see the text in the wall. 
Something that is absent. I think about that as I walk up the stairs. 
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Conclusion 
 

 
 

Figure 14. Process shot of some of the tiles for Only fools are lonely drying in my studio, 2018. 

 
This exegesis explores my artistic practice between 2017-2018. This period includes a 
significant move physically between Te Waipounamu and Te Ika a Maui, which also marks a 
shift in my practice and approach to thinking about place. Drawing from a foundation of 
previous research into the practice of history-making in the archive and built environments, 
my work continues to deal with politics of site and sculptural materials as well as their 
metaphorical and allegorical qualities. The use of allegory and metaphor can be found in 
works like Does the brick recall Pukeahu where the displacement of material from Pukeahu 
can be read as an allegory for diaspora, and Cast measurement aside which uses material 
metaphors for time. 
 
I have used my MFA study as an opportunity to explore the use of text as sculptural material 
and further develop tactics of writing within my practice. In doing so I have had to grapple 
with the tools of narrative and voice and the relationship between text and image and text 
and form. I have looked at the approaches of artists and writers to inform the way I make 
decisions in this area, especially in thinking about what voices and types of knowledge are 
valued. In my text-based work I have included a combination of autobiographical content, 
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found text, accounts of history, archival materials, and anecdotes in hopes of not only 
flattening out the importance associated with these types of knowledge but also creating 
space within texts for feeling and the opportunity for the viewer to have more subjective 
experiences. Instances of this approach can be found in my work Time is now measured in 
damage as well as Cast measurement aside. This has also fed in to the ways I think about 
contextualising and framing my work. Only fools are lonely is an example of bringing these 
approaches to text back into more traditional sculptural materials and exploring the 
portrayal of more specific art histories. 
 
In this body of writing I have situated myself within local art, national and international art 
practices and art historical contexts, responding to the various spaces I inhabit. Through this 
process I can’t help but think of the challenges and possibilities associated with making or 
taking work internationally as I consider the prospect of moving abroad in the next few 
years. As well, there is the prospect of engaging more directly with some of the artists whose 
historical work I have referenced here. These two opportunities present themselves as 
productive challenges for further exploration and thinking.  
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Appendix 1: List of exhibitions 2017-2018 

 
 
 
2018 
 
The earth looks upon us /Ko Papatūānuku te matua o te tangata, Adam Art Gallery, 
Wellington, curated by Tina Barton (group)  
 
Time is now measure in damage, Window, Online site 
 
(Un)conditional I, The Physics Room, Christchurch (group) 
 
(Un)conditional V, The Physics Room and Aigantighe, Timaru (group) 
 
 
2017 
 
The Old and The New, SCAPE Public Art Season 2017 Time in Space (territories and flow), 
curated by Heather Galbraith (group) 
 
All the way to Te Rerenga Wairua, Mason’s Screen, Wellington (solo) 
 
Does the brick recall Pukeahu, The Engine Room, Wellington (solo) 
 
On the Grounds, curated by Misal Adnan Yıldız and Bridget Riggir-Cuddy, Starkwhite, 
Auckland (group) 
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Appendix 2: Documentation and copy from Does the brick recall Pukeahu at the Engine 
Room, Wellington, 2017 
 

 
 

Does the brick recall Pukeahu maybe ? not most people do long for something absent 
      
Something that shifted but still continues 
 
Each particulate in aggregate came from somewhere!   
deepundergroundfromthesea34millionyearsworth! 
 
Now a cement pill  
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Appendix 3: Transcript and link to audio of Cast measurement aside 
 
 
Link: https://drive.google.com/open?id=0B_snv0AeMWtVTVhlLVRhR2xNM0E  
 
Wellington Civic Square was built on reclaimed land  
that is, it was once part of the harbour  
 
there are some parts of the square that remain below sea level 
the basement of the former library building  
now known as City Gallery is an example of this  
the basement is currently used for storage 
 
If you looked at the floor of the basement you would notice rows of copper discs  
forming a loose grid studding the ground  
each disc has the approximate circumference of a fist. 
 
If you picked one up you would see that they cap  
a series of round bored holes in the floor of the building  
each hole is surrounded by a cerulean blue ring  
 

Water seeps up filling the holes  
they seem to always be full regardless of the tide  
though sometimes in the basement you can hear the sea  
 

You might think that floor of a building would be a solid  
demarcating interior and exterior 
but in this case it is much more like skin  
a permeable and unreliable barrier 

 

*** 

 

Commissioned as a gift, a carved marakihau.  

Intended to bridge a cultural divide. 
Made by Dave Hegglun this marakihau was carved from beef bone, skin oil giving it 
yellowish patina over time. 
 
 

hair tied in a topknot 
long fluted tongue extruding from the mouth  
a muscled abdomen  
and  
from the waist down  
a long serpentine tail coiled in counterpoint to the tongue  
 

Half human! Half taniwha! 
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After parting ways, the gift was returned. Perhaps, being made by a Pākehā, it wasn’t a true 
genuine Māori thing.  
 
My brother wore it, he said the cord was so long that it used to bounce off his chest and hit 
him in the face when he ran. Bone on teeth. 
 
Once as child he came across Dave Hegglun at the Omaka marae and Dave recognised the 
marakihau, he said the marakihau guards the hokianga harbour, our moana. 
 
Jesse wore it all the time he wore it until the cord was tight, and all the details wore off. 
 
Losing his muscles, his eyes and his moko the marakihau became a smooth surface, his 
features absorbed and erased by clothes and skin.  

 
 
 
*** 
 

In 1808 Captain James Cerroni of the brig Commerce sailed into the Whangaroa harbour. 
During the visit he dropped his pocket watch from the boat into the sea. His sudden 
departure not long after coincided with a sweeping epidemic that killed many people in the 
region.  
 
For the local iwi the loss of life was seen as intrinsically linked to the loss of the watch, and 
the effects of this encounter continued to ripple out long after. 
 
The allegory of Cerroni’s watch is used to describe grievous misunderstanding between two 
cultures, how a misstep can lead to calamity for all involved.  
 
Another perspective on this story is that this brief encounter with the western 
conceptualisation of time was a herald of grave changes to come in te ao māori.   
 
 

how long did it take for the mechanism of the watch to seize in its descent to the sea floor? 
 
was it swallowed by a kahawai on the way down?  
 
did the watch, having washed closer to the shore, take to tunneling into the seafloor starting 
again as a pipi?  
 
or perhaps, having finally cast measurement aside, it settled silently in a bed of oysters 
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Appendix 4: Link to online work Time is now measured in damage: 
http://windowgallery.co.nz/exhibitions/time-is-now-measured-in-damage  
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Appendix 5: Documentation and copy from Does the brick recall Pukeahu and Only fools 
are lonely, Ko Papatūānuku te matua o te tangāta/ The earth looks upon us, Adam Art 
Gallery, 2018. 
 
 
 
 
 
The text in this iteration of Does the brick recall Pukeahu acts as a type of palindrome, read 
one way when approaching the lower Chartwell gallery and in reverse when returning to the 
stairwell. 
 

 
 
Does the brick recall Pukeahu  
maybe ? not  
most people do long for something absent 
Something that shifted but still continues 
Each particulate in aggregate came from somewhere 
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Each particulate in aggregate came from somewhere 
Something that shifted but still continues 
most people do long for something absent 
maybe ? not 
Does the brick recall Pukeahu   
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Appendix 6: Documentation and links to works made during MFA not included in the 
exegesis 
 
The Old and the New 
 
The Old and the New is a work I made for SCAPE Public Art Season 2017: Time in Space 
(territories and flow), curated by Heather Galbraith. I have not discussed this work within 
the exegesis as I felt it dealt with the materials of the archive in a more direct capacity than 
my other work. Following is a description of the project written by Heather Galbraith which 
has been taken from the SCAPE website:    
 

Wellington-based artist Ana Iti (Te Rarawa) has made a new work in response to the 
historical development and contemporary aspirations of the Christchurch Botanic 
Gardens, using this site to explore the affect of inherited legacies. Botanic gardens 
serve many purposes: a protected green space in the centre of a city, a site for 
scientific research, a place for asserting a connection to and importance of another 
place (particularly key in gardens established during a period of colonisation), and a 
place for public recreation. They are evolving ecologies, reflecting the collecting 
imperatives and political and cultural conditions of decades and centuries past, as 
well as current thoughts and practices. Iti’s text work along the front of the Nursery 
building uses compiled fragments from an article written for Christchurch newspaper 
The Sun in 1915 and the Christchurch Botanic Gardens Management plan, 2007. The 
resulting graphics, produced with designer Gemma Banks, highlight some aspirations 
for and challenges faced by the Gardens, including how native plants and trees have 
fared over its history. In doing so, The Old and the New highlights the politics and 
poetics of the Gardens as a ‘living museum,’ and the cultural construction of the way 
we understand and relate to nature in Aotearoa. 
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