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Teeth of experience: Wisdom teeth are molars and are the last to
emerge. They're called wisdom teeth because they usually grow in
between the ages of 17 and 25, supposedly the time in life when
we've learned the ways of the world.

Expensive guests: Celebrity guest speakers don't come cheap. For
example, former U.S. president George Bush and wife Barbara
usually charge $200,000 to speak in public. Ted Koppel charges
$100,000, and Dan Rather commands $80,000. If it's funny stuff
you want, Lily Tomlin will speak for about $100,000.

Shrinking car: A Zurich manufacturer, Rinspeed Design, has built
a car that shrinks at the press of a button. The Swiss-made roadster
transforms in seconds from a four-seater measuring 3.6 metres long
to atwo-seater that's 2.8 metres long. Great for tight parking spots.

Popular doll: A Georgia sculptor, Zavier Roberts, came up with the
first Cabbage Patch Kid doll in the late 1970s. When Coleco started
manufacturing them in the 1980s, kids went crazy for them. In 1985
alone, $120 million worth of the dolls were sold.

What's Happening

Rugby - Yarrows Taranaki v Otago - 24 Aug 2002, 7:35pm
Contact Taranaki Rugby Football Union ph 06 759 0167. Rugby
Park, New Plymouth

Careers and Training Expo 25 Aug 2002 - 26 Aug 2002
Sun 10am - 4pm, Mon 9am - 3pm & 5.30pm - 8pm. For details
ph 757 3750 TSB Stadium, New Plymouth.

For upcoming events visit: www.newplymouthnz.com/calendar.asp

Trivia
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CALL NOW

Ph Paul on 06-751 3838
or 021-1616 837
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Licensed Share Broker |
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MOMENT

Gregory Burke

The Bar-tailed Godwit (Kuaka) is an evocative marker of migration and seasonal
change. Every yeor, hundreds of thousands of birds leaue temporary breeding
territories on the northern Pacific rim of Asia and America to begin o long haul
flight to the mudflats and rich feasting grounds on the Firth of Thames in New
Zealand. Their departure signals the onset of fall. while their arrival. the begin-
nings of spring. By the time they get to their Southern home, they are grey,
weather-beaten and skeletal. Ouer time, they fatten up; change colour, breed and
once again gather in great flocks for their return journey north. With wings almost
touching, many hundreds of birds fly in close formation; whirling, twisting and
lurning en masse (o become as one.

To witness one of these swarming flocks in flight is impressive, an experience
graphically recalled by the dense array of floating coloured discs in Poe White's
Songbirds 2001 included in Ghost Towns 2002. For this major project and installo-
tion in New Zealand, White ploced Songbirds adjaocent to four similar clusters of
multi-coloured shapes that alluded, both specifically and metaphorically. to towns,
cities and communities. The species represented by Songbirds is not necessarily
specific; nevertheless the Godwit has associations that seem appropriate (o
Ghost Towns. There is the fact that the Godwit travels the Pacific, which has
meant that in New Zeaoland the bird has come 0 symbolize a restless people
dwelling culturally in two locations. One could ascribe a similar symbolism to
Ghost Towns given that Songbirds itself was exhibited in the United States before
being literally airfreighted to New Zealand, while the other components of the
installation were produced in California and New Zealond, and refer, if somewhal
obliquely, to locations in both those places. The four ‘towns’ also collectively
engage notions of cyclical and, in particular, seasonal change, with each implicitly
referencing, through their placement. composition and dominant hue, the aura and
temper of the four seasons.

Given the natural versus manmade association of the components of Ghost
Towns, and their relationship to each other in the space, it is tempting to read
Songbirds as a flock in transit to the nearby ‘towns'. Given the similarity of the
fields, one can also think of Songbirds as a town itself, but mobile, a travelling
community. However, while Ghost Towns invites such literal readings. the installa-
tion is not directly representational. The clusters of coloured shapes hover
between categories by engaging the history of modernism in both art and design.
From o distance, the shopes read like the daubs of colour used by the pointillist
painter Georges Seurat or the tonal blocs of the painter Paul Cézanne. Yel the
dominant hue of the clusters disintegrates when viewed up close, revealing myri-
ad geomeltric and multi-coloured shapes that recall late modernist hard-edged
abstraction. if in miniature. While it is the viewer's mouement between these
poles that defines the work not as painting but as three dimensional installation,
nevertheless, each cluster begs to be read at @ moment of pause, and therefore
as a two dimensional image. Furthermore, the clusters appeor o describe an
internal ecology. Each one of the thousands of coloured discs, diamonds and
squares, which seem to float invisibly in space, appears incidental and yet intrin-
sically connected, as if frozen in an updraft or downward cascade, or momentari-
ly suspended while intermingling in an organic system of exchange.

In many ways, ideas of exchange define the work of Pae White. For some time
Nnow she has been producing works that skate across boundaries between
painting, sculpture, architecture and design. This has included her design of
magazine advertisements for commercial galleries; making mobile artworks in the
form of shopping bags: producing exhibitions according to the design
associations of the exhibiting space; and designing cotalogues for other ortists.
Such graphic design projects exude promiscuity, a freedom to frolic with
numerous design options and art-historical references not immediately related to
the content. Hers is a practice that exhibits o profuse sense of exuberance and
abandon and a refusal to follow rules, while simultaneously acknowledging
modernist and contemporary canons.
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If there is knowingness in this approoch, its intention appears not to be prescrip-
live or dismissive. While's graphic design projects relegate the content of other
artists to the margins while simultaneously repositioning the very same margins
at the centre. This is perhaps White paying her highest compliment, because she
herself mines the margins and finds much that is rewarding there. Note the
referencing in her work of Veroe (Vera Neumann) textiles from the 1960's, designs
that domesticoted the 'look’ of abstract expressionism in the United States and
are also seen as a footnote in the history of modernism. Another example being
the works in which she repositioned the names of lesser known American com-
munities like Pomona or Bellflower as sites of desire, via Los Angeles shop win-
dow displays, as if they were fashionable destinations or the latest designer
brand names. White has long been interested in forgotien places or communities
rarely included in the popular visions of a city or country. This interest is central
lo Ghost Towns, where the WOrks are given titles like Dovis, a community in
California of interest to her, or Mokau, o small town in New Zealand at the head
of the Mokau River, that White visited on a trip to Auckland, o detail that once
more reinforces the notion of travel and transience implicit in the work

Wwhite's practice happily occupies the margins; she seems attrocted (o the less
obuious art opportunity, whether designing the architectural and graphic identity
for China Art Objects Gallery in Los Angeles or, when in group exhibitions,
choosing to participate on an outdoor balcony or as the designer of the
accompanying catalogue. So there is o0 sense of a doubling in her work., which
allows White (o delight in the pure retinol and emotional impact of colour and
shape and even typography on o page. while engaging with a given and
separate artistic content and context. Though her proctice appears deliberate in
encouraging multiple readings, modernist or otherwise. there is olso a seeming
unwillingness to privilege one reading over the other. White rejoices in this lack
of hierarchy and the ability of the viewer to interact with her work according to a
single regime, which nevertheless is a decoy. Her overarching conceptual
strateqgy is one thot allows her o maximize the possibilities of poetic conjunction

In Ghost Towns, the celebratory nature of the bright colours, and the freezing of
the paoper shapes in space, makes us wonder whether they are in freefall. If so,
they could be like the confetlli thrown from buildings during ticker-tape parades or
reminiscent of the New York World War Il homecoming photograophs by Weegee.
White herself likens the dappling of the coloured shapes to the lights of apart-
ment Dlocks seen at night. Read in such o way, each work represents o
community and, the subtle shifts we experience, reflect the myriad relationships
that proliferate within society. Moreover, the malleability of each cluster reflects
the dissolution of the city as we have come (o understand it in the face of
globalization and the deuvelopment of cyber space.

If the works creale a contemplative space within which to wonder at bigger pic-
tures, they also elicit memories of specific images. In the waoke of September I,
Ghost Towns might represent collapsing buildings and the thousands of sheets
of paper that were thrown skywards by the blast; or exist as eulogies o the
temporality of an architecture that, until that doy. we had considered permanent
and timeless. Ironically, while the destruction of the Twin Towers may haue been
motivated in port by iconoclasm, the effect has been to reassert them, given that
Images of the towers intact, increasingly proliferate in cyber space. By referring to
a moment that has past, such images are truly timeless. They act as 'ghosts’,
signifying both presence and absence.

Magnification reveals such images to be pixels. the some digital building blocks
that White uses in her graphic design work. If pixels are evocative of the hard-
edged blocks of colour deployed in Ghost Towns. there the similarity stops, for
the immateriality of the work is illusory. If anything, the works are
anti-:technological. Seen up close, their construclion is revealed o be labour
intensive: myriod shapes painstakingly cut, joined, threaded and hung to form a
whole. Such magnification dismantles the sense that the structures are simulacra
of either digital or natural phenomena. As with White's ouverall practice, the Works
in Ghost Towns evince completeness and duration, even if their visual effect
suggests temporality, fragmentation and a sense of moment
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Q witch's flight

fainting in coils

Alessio delli Castelli

Note:

There is no certainty as to whether the focts stated in the following text are true or not. It attempts to go beyond
mere descriptions of the works ond find a common ground which would represent them all. Therefore. it defines
hypotheses rather thon statements. It olso oltempts to discover what implications these pieces have in relation to
the different creative areas which they employ. If the hypotheses are found folse, they were nonetheless seen and
felt. The text wishes o inuestigate the mosl accepled facts on the art of Poe Whilte and determine whether there Is
an underlying source

The perfect way to display pieces by Pae While would surely be outdoors. To be shown
indoors, they inevitobly encounter some visual constriction. In the web samplers for instance,
the framing itself acts as an obstacle (o expressing the true frailty of theactual spider web.
It could be said that the ideal place would not be a room with white walls and it's capacity
for abstract isolation but the wet and all-enclosing setling of @ wood's undergrowth. The
pieces would thus only be found by chance and would require some effort to separate them
from their surroundings. The reason for this union between her works and nature lies in some-
thing much deeper than the obuious reference to nature which Pae White so often turns to
when she conceives her works; it lies in a similarity between the arlist's and nature's
processes, It emerges when her work is considered as a whole rather than as a character-
istic which con be perceived in each singular work and in her themes. It is seemingly impos-
sible to find a thread which runs through oll her works (0 make them part of a coherent sel
and it is overwhelming to see how certain shapes are displayed in so many variants. One
may well ask oneself. how is it that an artist’'s work is so forever changing? Just as one may
wonder, what essence could conceive of both the bumble-bee and the desert? One may be
startled at the thought that a species could take on so many different and changing forms.

Variety in nature can be thought of as a divine concealment of primordial designs. Thus, all
that is held sacred is hidden and securely protected. In the case of Pae White, the major
characteristics of her work, her weightlessness and humour, her luminosity and glow, her ele-
gance and manipulations, seem to be the resull and at the same time the defense of her
most private identity. It is nearly impossible to have her speak about her work. It is as if she
is quite separate from the process, and is merely overseeing the output
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The large installation Birds and Ships, which appears as the gathering of all her thoughts on
winged animals, is the perfect example of what was stated above. The words of Calvino in
his posthumous, prophetic "Sik Memos for the Next Millennium” seem to describe the effect
of this work so accurately to seem more than a mere coincidence. To explain that weight-
lessness is of lwo kinds, one which is merely light and a second which is achieved in
opposition to one's own Mass, he uses the metaphor of the difference between the lightness
of a feather and that of a bird. Turning to Poe White's Aviory, one is presented with o flock
rising. To draw closer o see whether they are sparrows or swallows one is unable to define
Q beak or o pair of wings but only hundreds of paper cut-outs in the shape of the eye of a
peacock's feather. Quite rightly one may question which one of the two it is., the remains of
G peacock thrown in the air or the flight of a roused flock of birds? Actually, depending on
distance, both.

Distance is central in Pae White's work. One is given the impression that she brings the eye
of the viewer close to a sight which could only be acknowledged when an object is seen
from afar. In another piece of writing. this time in a nouel by Virginia Woolf (To The Lighthouse),
Q sulky qirl is sitting on the edge of o boat in the middle of the sea between Wwo shores
looking at the people distant on land considering, from her distance: ‘'They have no suffering
there'. At the same time an artist is painting, and the thoughts which she admits in her
Crealive process are atlempts ot the recollection of the dead. She, (oo, stales ‘everything
depends so much upon distance, whether people are near us or far from us'. Calvino also
talked of suffering in the aforementioned booklet in reference 10 weightllessness. A succes-
sive explicative metaphor tells us how witches, which history recalls just as evil creatures.
could fly due to the uplifting of their past suffering.

what sort of sufferance is the starting point in the work is not for us to see and is not
octually of great importance. The imaginative lands and objects which she creates are in
themselues the trespassing of her own pain (which should not be intended as trauma but
rather as the result of an act of desire), and aim at bringing relief to that of others. The fact
that there is no explicative reminder of an individual's feelings. and the fact that the real
function of these objects is concealed, is dependent upon the nature of what the objects are
trying to express and their functionality, which are different for different viewers. An eye fil-
lered by desire such as hers is just like a child's. Distortions playing upon life in this fashion
elevate gloom and submerge identities. We might call her a new Alice.

ANTIQUARIAT BUCHHOLZ

The ability of Corroll to goze with the purity of a child is also strongly present in Pae's work
and opens doors upon her own vision of a work of art. Holding this faculty very dear and
mixing it with all the notions which she has acquired during her growth from infancy, Poe
White is not one thing only. She is at once someone which has very clear references when
she approaches an art Work but at the same time she wonders about them as if her mind
were a child’'s. It is clear that Pae White's choice of forms, disciplines and reference is poten-
lially infinite. This has led to the conclusion thot her choices ore of o ‘pick and choose' sort
Here agoain the mechanisms of self protection are set up. As wos said there is o great deal
of impersonality in these works which depends on the fact that they aim at being accessible
to as vast a public as possible. This is in fact something quite common at a general level,
although, unlike the majority of works which are being produced of lote, Poe White's Works
are accessible according to the knowledge and open-mindedness of the viewer and do not
reveal themselves so quickly. They are in fact very pure. The way her images are connect-
ed though is extremely personal. One should have access (o all Poe While's experiences (o
understand why her images come together thus. Only she knows. This is what no one is
allowed to see entirely. It would not even be just a question of having access (o her library,
one should Know what stories she was told as a child, one should have followed every twitch
of her lips since the day of her birth.

From her concealing ways, something quite surprising emerges. By opposing herself to
certain concepts which have become established over the past 50 years, Pae While has
found o way to connect herself with history.

The current art world seems (0 have enfolded itself in the concept that photography and

filmmaking houe solved all the problems concerning reality and mouement. The former has
even quite sublly led it to think that painting should be as hyper-realistic as possible. Pae
white, whose works olways rest upon an image and are therefore never totally abstract,
seems lo question whether the external aspect of something is what defines its substance.
Rather, she points oul, reality lies in the intertwining of its outer appearance and iNner sub-
stance. The bulk of something is adherent to what lies beneath its surface. At the same time
nothing in this world is what it could be potentially, and even the exterior of things does not
show all that is present within. The manipulation of shapes, usage and aspect is therefore a
waoy to conuey essences and potentialities. A lot of her mobiles use the word "storyboard”.
This is not a word that is likely to be used oulside the cinema industry. Mouement, which is







always implied in her works, is confronted as one of those faculiies which, as they are in
action, cannot be perceived. Moreover outward mouement is a reflection of an inner drive and
Pae White does not really seem to care about the single actions that a body could perform
but confronts mouement entirely for what it represents. The mobiles themselues haue two dif-
ferent sorts of mouement: one within the work and one that the lightness of her construc-
tions allows them. By their swinging to and fro and their revolving, one is forced to acknowl-
eoge that the former mouement is implied in acquiescence, reminding one of a pendulum,

Q constant reminder of a mouement (time's) which cannot be perceived, but oll Know is
nhappening. It could be said that this is the reason why her zodiac clocks do not tell the time.
With their symbols and cogwheels, they resemble the most light-hearted memento mori.

Pae White's faux pas has been mentioned. In her Samsonites briefcaose pieces, the use of
neon could be seen as o joke about the way it has been used in Minimal Art. Although this
IS really a casual piece of information it could be hypothesized upon. Turning. from this remark
(0 her work in general one finds that it is in opposition o the concepts which have perme-
ated the arts over the past 50 years (on opposition concealed by the borrowing of certain
forms and cleansed of all aspects which are useless or harmiul o her work). The greatest
change which the arts, and especially sculpture, have encountered is the flight of sacred-
ness. Sculpture was originally destined to mark ploces and was therefore conceived as one
with the particular place it marked and could not be remoued from it. Minimal three dimension-
al forms have cancelled this meaning completely, changing the word monumental from its
original meaning of marking to one of size. Pae White seems 0 know that she cannot go
back to o concept of sculpture of that kKind and her choice of material evidences this in as
much as her sculptures are never fixed in any one place but tend to give the idea they are
leaving the place where they are installed for another. At the saome ime she turns oway from
any absence of reference (it is for this reason that to match her mobiles with Calder's is
utterly out of place. His being heavy hanging abstract shapes not share anything with Pae
White's). Moreouer the spirit of her three-dimensional pieces has the following characteristics:
revivification of the past filtered through the modern (she will not stain glass but puts acetate
Or boxes in front of a window);, complete indifference to the stotus of an object but only care
for its shape and the resonance it hos on the work (she does not seem to have any sort
of preference for a Somsonite case over o plexiglas cereal box); painting and sculpture in
unison (most pieces glow or reflect on Qdjaocent surfaces - they are two and three dimen-
sional at the same time).

To think for one moment of Pae White as just o painter (without forgetting her kaleidoscopic
range of subjects), one is confronted with the incredible gepth of her relationship with light.
Her major concern when setting up.a work is that the light in her studio, what she call the
light of LA, and the light in the new setting should be as similar

0s possible. Otherwise, she considers the work invisible. This gives

0 major invisible external force the idea of Light in her works and

IS also the source which links them all. It is as if light were Pae

White's pre-historical sculpture ground. Instead of being irremouable

hNer works become inuisible if the light which illuminates them is not

the one they were created in.

Thonks (o

Poe White for Trust

Daniel Buchholz for Assurance
Christine Canill for Patience
Nicolo Guiduccl for Affection
Paocla Mola for Ethics

June 200z, Milan
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MILIEs CAY ;
Nurse/Manager

25 Heta Road, New Plymouth
Phone: (06) 758 3642 * Fax: (06) 758 3243
E-mail: highland.lodge@xtra.co.nz

SMART CAR

LFS | ate Model Cars & Mini Buses

. %" NO HIDDEN COSTS
24 Hour REASONABLE RATES

Service Free Airport or Accommodation Pick-up

PHONE 06 757 8255

J & P Burkett Ltd

Registered Master Painters & Decorators _

-;'::'l:i|..l‘l.[_t_¢l.- I \
Contact Peter for all your ~ NS
commercial & domestic painting,
‘ & decorating needs.

| Hitchins & Fosroc Applicators
| Waterproofing, Membrance Decks !
- & Roofs, Joint Sealing

Phone: 025-424 117 .
Email: PPBURKETT @xtra.co.nz
Phone/Fax: 06-751 3239

l' HOW IS YOUR

'| DIGESTION?

| I Are you... Bloated? Gassy? Have lots of wind? Nauseous?

Your digestive process may need help

Digestive disorders can cause tiredness, depression,
headaches, cause you to feel hot and shitty.

Gall into The Health Shop
in Centre City for helpful free advice. Tel 758 7553

going as usual. Marriage is in the air
for some singles. Lucky numbers: 7,
11,23,41, 44, 46.

-, TAURUS
> (April 21 -May 21)
_ Shopping or home-

N~ based activities are
favoured this week. You seem to be
bursting with ideas. Take care of your
spending. Lucky numbers: 1,11, 15,
30, 31, 37.

730N\ GEMINI

( (May 22 -June 21)

You may need to slow
\_,/ down a bit this week as

you may have been burning the
candle at both ends. Leave your
work at work! Lucky numbers: 3, 4,
5,23,32, 35.

CANCER
(June 22 - July 23)

You and your partner
may feel an
extravagant urge this week so use a
little skepticism when out shopping

for larger items. Lucky numbers: 3,
8,21,30,34,42.

LEO
(July 24 - Aug. 23)

Though there could be
ore than one person
out there seeking your heart, it could
be a good time to finally take the
plunge with one of them. Lucky
numbers: 4, 6,13, 32,43,47.

VIRGO

(Aug. 24 - Sept. 23)

Though you try to help

your friends and family
don't drain yourself by taking on too
much. Keep some of that energy for
yourself. Lucky numbers: 2, 4, 20,
30, 36, 38.

Lucky numbers this week: This week's odds

time to relax and re-charge your

batteries. Avoid skipping meals.
Lucky numbers: 1, 28, 33, 34, 41, 44.

SCORPIO
(Oct. 24 - Nov. 22)

Signals you give out
must be clear this week
as someone may misinterpret your
interest as a sign that you are
romantically attracted. Lucky
numbers: 2, 10,21, 27,44, 49.

SAGITTARIUS
(Nowv. 23 -Dec. 21)

You may feel that your
financial life has been in
fi but at last things will be
moving forward. A new relationship is
on the horizon. Lucky numbers: 1, 4,

11,12,32,47.
CAPRICORN

(Dec. 22 - Jan. 20)

You may feel that your
financial life has been in
limbo lately but at last things will be
moving forward. A new relationship is

on the horizon. Lucky numbers: 1, 4,
11,12, 32 47.

AQUARIUS
(Jan.21-Feb. 19)

Take care that you don't
drift along and become
too complacent with your life. Good
fortune is on the horizon, so take full
advantage. Lucky numbers: 8,12, 16,
20, 36, 38.

PISCES
(Feb. 20 - March 20)

You could find yourself
with more opportunities
for dating in the coming weeks. You
may feel like painting the town red but
don't overdo it! Lucky numbers: 6, 13,
26,30,41,47.

favor a Capricorn

Motel Cards & Post’cards

Phone 06-758 3247 » Fax 06-757 3650
Email brochures@graphix.co.nz

o you
~ this space

Ph Paul 06-751 3838 or 021-1616 837

Did you Realise?

Editions of Cojee Uews are distributed
into cafes, restaurants, waiting rooms,
lunchbars in the following areas:

Hamilton, Cambridge/Te Awamutu, Franklin,
Papakura, Manukau, Epsom/Royal Oak/Onehunga,
Howick/Pakuranga, Mt Eden, Remuera, Mt Albert,
Newmarket, Takapuna, St Heliers, Rotorua, Napier,
Hastings, New Plymouth, Wellington, Hutt Valley,
Northern Suburbs.

PAMPER
Body Fashions

EXPERT TRAINED FITTERS

We cater for the very small to
fuller figured
sizes 8AA to 24G

Upstairs, Centre City, New Plymouth

Phone 06-758 8268
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