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The Centre of Contemporary Art Toi Moroki is proud to present Time Ongoing, a new sculptural installation by 

pre-eminent artist Pauline Rhodes, one of New Zealand's few land artists. Renowned for creating land-based 

artworks responding to and creating dialogue around the natural environment, CoCA has invited Rhodes to 

conceptualise and construct a site-specific installation within our gallery walls.

With a career spanning 50 years, Rhodes’ practice is defined by ephemeral, site-responsive works created 

outdoors and within the gallery, the interior installations referring back to her works created in the natural 

environment, with each iteration challenging notions of New Zealand’s natural landscape. Utilising old and new 

materials, both natural and man-made, this new work combines objects used in Rhodes’ previous installations 

from the 1970s, 80s and 90s. At the conclusion of each installation, the elements are dismantled and stored 

at the artist’s studio, ready to be incorporated into a new work at a later date but always alongside something 

fresh – in the case of Time Ongoing, Rhodes newly incorporates the wiry, endemic shrub with heart-shaped 

leaves colloquially known as wiggy-wig. 
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Rhodes' practice is utterly unique in her process of continually reusing materials from previous installations 

across the length of her 50 year practice whilst also remaining committed to responding to and encouraging 

dialogue around the natural environment.  Whilst Rhodes purposefully creates her work to be temporary 

and fleeting, with little to no documentation, the storage and reuse of materials from each installation has it’s 

own agency and itself becomes the record of her practice. Equally, though the reuse of elements from each 

installation is a type of time capsuling of her work, Rhodes’ practice is continually contemporary through the 

constant reinvention of materials and the reapplication in differing sites and environs, responsive to the current 

moment. Coming 50 years into her practice, this installation at CoCA is a testament to an enduring dedication to 

a process across an artist’s lifetime.

Coinciding with the 50th Anniversary of CoCA’s purpose-built gallery, Time Ongoing will be Rhodes’ fourth 

showing at the gallery in as many decades and presents a singular opportunity to witness the breadth of 

Rhodes’ environmental sculpture practice through its reference to her earlier work and previous exhibitions at 

CoCA. Given that the artist is in her early 80s, this new work carries the mana of all her previous experience and 

exhibition making, and is a significant example of the cumulative development of high-end arts practice in  

New Zealand. 

We would like to thank Pauline Rhodes for her continued relationship with CoCA, and for allowing us the 

privilege of presenting this new work; the contributors to the catalogue, Harriet Litten, Jess Adlam, and Rachel 

King; and Creative New Zealand for their support through a Quick Response Arts Grant. Finally, I thank the 

CoCA Team, past and present, for their dedication and tireless efforts in realising the exhibition, the public 

programmes, and the catalogue.
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POINTS OF CONTACT AND COEXISTENCE: 
PAULINE RHODES’ TIME ONGOING

Time Ongoing tells a story of Pauline Rhodes’ practice; how through decades of work she has built a collection 

of objects, ideas and values. This installation embodies Rhodes’ emphasis on the malleability and sustainability 

of the materials she employs; and the role of the body in art and environment. Rhodes’ practice speaks to the 

relationships between objects, viewers and contexts. Picking through the maze of materials in Time Ongoing, 

the viewer becomes acutely aware of their relationship to the space, to the objects and in turn to the artist. What 

comes to the fore in Time Ongoing is the ecological nature of the installation, the artist’s practice and the world.

HARRIET LITTEN
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Time Ongoing initially appears chaotic: a tangle of the natural and not-natural. With time however, the objects 

reveal themselves as deeply intertwined: each not fully formed in isolation but enlivened when placed with 

others. Electric fence posts surrounding indigenous branches sitting on a concrete floor. Bright green wooden 

dowels leant against pristine white walls, coloured silk bundles and wool shorn from a black sheep laid about 

the brutalist gallery. Contrasts of the organic and inorganic are evident here. This web of materiality inspires 

thought: how do we consider our own relationships to environments both natural and built? Is humanity 

separate or intertwined with the ‘natural’ world? How is human impact on the environment understood? How do 

we relate to other humans, and to the Earth? In presenting her complex mesh of resources, Rhodes brings into 

question the very separations that are so often constructed between the natural and the built.  

Rhodes’ work is about the environment and is inherently environmentalist in value, yet her practice goes 

beyond this. Rhodes considers the lifetime of an object or material, their own impacts, and place in her practice. 

Creating works from materials used and reused throughout her career, the recycling of components into new 

ideas and relationships is central to Time Ongoing. Throughout Rhodes’ career, no object has been wasted or 

put aside after one installation – each is kept to be used again to continue its life cycle in the world. In 2010, 

Timothy Morton discussed the ‘ecological thought’ as that which surpasses the notion of ‘environmentalism’.1 

Approaching the world ecologically – seeing all things as intertwined and dependent on one another – carries 

thought beyond the self; beyond the separations of nature and not-nature. 

Ecology includes all the ways we imagine how we live together. Ecology is profoundly about coexistence. 

Existence is always coexistence…Human beings need each other as much as they need an environment. 

Human beings are each other’s environment. Thinking ecologically isn’t simply about nonhuman things. 

Ecology has to do with you and me.2 Time Ongoing is intrinsically about coexistence and relationships. How 

materials coexist with one another in space, and how viewers coexist with - and within - that same space is an 

essential grounding of this installation, and Rhodes’ practice as a whole. 

Weaving through the seemingly anarchic display, the viewer must negotiate objects on the floor, leaning against 
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walls and balanced against one another. Sensing that one misstep might have precarious consequences, the 

viewer is made aware of their own body, their movement and their impact on the immediate environment.  

The anxiety of disturbing an exhibition is all too real in this context; of course, it is common practice for gallery 

institutions to discourage any touching of exhibition items. The audience’s relationships with the objects within 

this space are vastly different than that of the artist herself. For Rhodes, a comfort comes from her bond to 

the objects, through time, familiarity and physical connection. In her landscape practice, Rhodes must carry 

her materials to rugged sites, placing parameters on what objects can feasibly be brought to the experience. 

Negating the conventional ‘no-touching’ of the gallery space, Rhodes has a physical relationship with her 

materials. 

Long thin dowels which can be bundled together, lightweight plywood or fabric – the practicalities of materials 

and Rhodes’ own body dictate the final forms of a work. Once installed in the gallery space, the weight, density 

and texture of Rhodes’ chosen materials can begin to be understood by the viewer, who can then go on to have 

their own encounters with each component of the installation. The contrast between Rhodes’ comfort with her 

work and many viewer’s initial anxiety about disrupting the installation highlights the various ways that humans 

interact with their environments. People may be apprehensive of their impact on their environments; feel 

distanced from certain elements and closely linked with others. 

Though focused on relationships and interactions when working on interior installations, Rhodes has explained 

that the creation of her landscape works is a solitary endeavour. These works are most often a conversation 

between herself and the environment, which are often recorded for her viewers. These recordings are 

inadequate placeholders for the experience of the work in their creation, yet what they do offer is room for 

imagination, the chance for viewers to apply their own contexts and narratives to the work. The recordings of 

Rhodes’ work are a second act to the installation practice, the inclusion of these images in Time Ongoing offers 

some context to the viewer, a chance to see the capabilities of materials in the landscape and the malleability of 

the objects Rhodes uses. Each material appears changed by the context in which it sits, performing a new role. 

Rhodes’ presentation of the installation photographs and the objects in the gallery provides the viewer with a 
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1 Timothy Morton, The Ecological Thought, Cambridge, Massachusetts, London: Harvard University Press, 2010, p3.
2 Ibid, p4.

chance to get to know the materials; not only their individual properties, but their interactions with each other 

and the environment. 

Time Ongoing inspires thought of relationships, environment and context. Using a variety of textures, colours 

and shapes, Rhodes provides plenty of contrasting and harmonious points of contact. The chaos of the 

installation dissipates to reveal an underlying web of connections and interactions. Thoughts quickly shift from 

the interior of the gallery to the wider world: what does it really mean to coexist with one another, and with  

our environment?
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THE PROMINENT STAMP OF PAULINE RHODES
JESS ADLAM

It is not often that one has the opportunity to work with an artist who boasts a 40-year strong career practicing 

in contemporary art in Aotearoa New Zealand. Nor is it often one has the fortune of working with an artist who 

began their very solo career at the institution she is presenting her latest exhibition, and has exhibited there 

eleven times previously. This is the case for Pauline Rhodes and the institution that was formerly the Canterbury 

Society of the Arts (CSA) now known as the Centre of Contemporary Art Toi Moroki (CoCA) in Ōtautahi 

Christchurch. Having seen out the very breadth of her artistic career, Rhodes’ practice has left a prominent 

stamp on this institution, an impression that, no doubt, will continue to be forged with each new presentation of 

her work and with every future exhibition to be held here.
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If the walls could speak, they would welcome back Rhodes’ sculptural installations as one does a lifelong friend. 

In seeing Rhodes install her work for Time Ongoing, held on the first floor across the Mair and North Galleries, 

I would say that she feels the same. There was an ease in her movements as she unwrapped her tightly packed 

bundles and placed them around the space - an ease that comes with being so familiar with an environment 

that there is complete trust in what the outcome will be. Rhodes is known to enjoy working by herself, as is clear 

in her outdoor practice, and was quick to decline any offer of assistance which makes sense in realising that 

she works with a gallery space like it is a canvas: the walls are the frame and the floor, the gesso. CoCA’s Mair 

Gallery is not a space to be taken lightly; it’s walls and floor area are expansive, made to look even larger by the 

eight pyramidical south-facing skylights. Likewise, the architectural yet slightly odd nature of North Galleries 

take some getting your head around in order to negotiate; not for Pauline Rhodes, that is. She took to the gallery 

despite an expansiveness that daunts many and moulded the fabric of it to suit her.

Rhodes’ long standing relationship with CoCA is reflected in the works showcased in Time Ongoing. The 

exhibition was an assemblage of materials collected by the artist over her career or as Rhodes described it, a 

“... reformulation of remnants from other projects”.1 Some of the works presented had in fact been exhibited at 

CoCA before, most had otherwise seen the inside of other arts institutions. Following her first solo exhibition 

Energy Fields, Stone Movements in 1977, Rhodes presented five more solo exhibitions with the gallery in 

as many years, two of those, Stained Silence and Intensum/Extensum, were in the same year.2 The artist 

has subsequently maintained a continuous exhibition schedule, showing at least once annually in Ōtautahi, 

nationally or abroad. Time Ongoing was Rhodes’ first solo exhibition at CoCA since Thing Theatre in 2005, 

which was a further ten years after Stained Silences in 1995. Time Ongoing holds, not only, the weight of 40 

years worth of continual artistic practice, it brings home the culmination of Rhodes’ last ten years of practice for 

the gallery to consider. As if showing at the Gloucester Street institution were a marker of homecoming for her 

practice, part of the continuum of her personal journey. Furthermore, Time Ongoing is, as I like to think of it, akin 

to a self-directed retrospective.

With each new installation by Rhodes, new materials are added while others are eliminated; the old and new 
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come together harmoniously, as one everlasting, ever-unfolding and ever-changing project. Each iteration of 

the project engages in complex over-layerings: juxtaposing the natural and human-built materials reflected 

across both her indoor and outdoor practices. Rhodes has coined the materials she uses and the various 

spatial conditions she builds her practice around as ‘EXTENSUMS’. These elements then intensify into layerings 

that she has dubbed as ‘INTENSUMS’, a term which is typically linked to her indoor installations. ‘INTENSUMS’ 

are the resolved and concentrated counter to open-ended and expansive ‘EXTENSUMS’. The latter are 

responsive and minimal, the artist finding “...freedom in the transient outdoor placements which respond 

to found situations”.3 Both are just as important as each other, as Charlotte Huddleston writes, Rhodes “...

fluidly moves between the two contexts, transferring and reconfiguring natural and human-made materials in 

response to the contingencies of each environment”.4 In Time Ongoing, that same fluidity was evident. Each 

cluster - each layer - was interrelated, blending at the edges to become one weaving ambiguous form. The 

various clusters were unfixed, leaning precariously against walls or lying on the ground in heaps, crying out 

for the soft sand or soil that ‘EXTENSUMS’ offer and emboldening the harsh corners and sterile surfaces of 

the built environment. All elements worked together to imply a sense of freedom for the gallery visitor to move 

around, through and about. Every viewpoint offered a unique view of a cluster and emitted the sense that they 

were the only person to view the work from that precise vantage point. Which could have been the case, as the 

artist is known to quietly slip back into her exhibitions numerous times after install is complete to shift an object 

or two. In this way, a presentation of Rhodes’ work is a characteristic of the current moment for at no point is the 

artist’s lifelong project static and thus, a three-month exhibition as Time Ongoing was, is, of course, subject  

to adjustment. 

Rhodes considers her installations as “orchestrations”, likened them to the act of listening to music. Rather 

than manipulating bassline, pitch and melody, however, Rhodes composes colour, form, scale, space and 

time. Like a never-ending song, her practice it is always changing and evolving; an installation is never 

complete. This concept is deepened further when you consider the strong link music has with the formation of 

autobiographical memories; experiences that trigger the strongest emotions, as music often does, leave the 

most vivid memories.5 Perhaps colour and form have the same ability to trigger intense memory and in that 
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way, Rhodes approaches her clusters with a rhythm that revolves around memory and connection to emotion; 

rhythm in the way her works play against the landscape, using colour as a high note ringing out against the grey 

cliff face. You can feel this cadence as you wander through the clusters that form her installations; the feeling 

of so many different notes and instruments coming together to make a harmonious piece. Years of practice 

coming to an ever-unfolding creciendo; enabling the emotion to trigger a vivid memory, the works flourishing 

in a new way with every reenactment. By reusing materials, there is always a point of contact to come back to; 

something familiar to start each cluster with. It makes sense that her works trigger an emotional experience 

when they are so closely linked to her body. Each tightly wrapped bundle that Rhodes transported into the 

gallery space was perfectly suited to her stature and strength, nothing too large or too cumbersome that it 

could not be carried by the artist for some distance. There is a sense of humanity as much as there is a sense 

of environment in her work. Even the photographs of her works carefully placed amongst the Aotearoa New 

Zealand landscape, which accompany each indoor installation, maintain a sense of human contact. Regardless, 

they offer key insights into the half of her practice that is otherwise reserved for the artist’s eyes only.

Rhodes’ outdoor placements are solitary undertakings and often timed for the early hours in order to avoid 

any other human disturbance. Each placement of her work is photographed in quick succession, as a painter 

might whip up a study, rather than comprehensively documented. Thus, the artist’s photographs too have an 

ephemeral quality to them. Capturing only fleeting and the most selective of moments, as Christina Barton 

describes: “...they demonstrate the limits of representation: the impossibility of truly grasping the event; the 

gap between perception and memory, the insufficiency of the image in face of the multi-dimensionality of 

material existence”.6 This photographic element further deepens the layerings of Rhodes’ practice, shining a 

light to multi-handling and ephemerality as prominent tools in the artist’s belt. Rhodes utilises photography 

for documentation and archival purposes, yet often times they too take on a life of their own as artworks. I’m 

reminded of an observation David Hockney made in conversation with Hans Ulrich Obrist, “...we are three-

dimensional creatures and we live in a three-dimensional world, unlike cyberspace, which is not three-

dimensional. I’ve tended to think that the camera cannot deal with landscape very well because a camera 

doesn’t really see space - it sees surfaces. Human beings see space…”.7 Her photographs add a layer that does 
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not exist in physical space, they act as placeholders for the memories and the situations Rhodes’ happens upon 

in the landscape that only she can truly understand and feel the spatial vibrancy for. 

In the case of Time Ongoing, the images became another installation component, projected in a part of CoCA’s 

North Galleries that is dimly lit and, rather fittingly, nicknamed ‘the Cave’ by staff. The slideshow of photographs 

gave context to the clusters gathered in Mair Gallery and juxtaposed the land against the sea, then again 

against the 'Alabaster' white walls and polished concrete of the gallery. Majority of the photographs were 

digitised from slides for Time Ongoing, unearthing some of the only remaining images of Rhodes’ outdoor 

placings following the February 2011 earthquakes, which destroyed a substantial amount of her personal 

archive; proving, even more so, that very few things have permanence. 

1 Pauline Rhodes, in conversation with Jess Adlam about Time Ongoing. December 2018.
2 Both Stained Silence and Intensum/Extensum were exhibited in 1981.
3 As written in notes from Pauline Rhodes prior to her exhibition Time Ongoing at CoCA.
4 Charlotte Huddleston, ‘Always Coming Home’ in Dark Watch, published on the occasion of Pauline Rhodes’ Dark Watch at St Paul St Gallery, 

2016., p 13.
5 Jäncke, Lutz. “Music, Memory and Emotion.” Journal of Biology, BioMed Central, 8 Aug. 2008,  

www.ncbi.nlm.nih.gov/pmc/articles/PMC2776393/
6 Christina Barton, ‘Foreword’ in Dark Watch, published on the occasion of Pauline Rhodes’ Dark Watch at St Paul St Gallery, 2016., p 5.
7 David Hockney, in conversation with Hans Ulrich Obrist for Lives of the Artists, Lives of the Architects. 2015, p 19-20.
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Born in Christchurch, Pauline Rhodes lived in Wellington, Westport, Nigeria and England before returning to Christchurch in 
1970. She studied at Ilam, Canterbury University School of Fine Arts, graduating in Sculpture in 1974. Rhodes was the first ever 
recipient of the Olivia Spencer Bower Foundation Annual Award in 1987 and received grants from the Queen Elizabeth Arts 
Council in 1989 and 1992. In 1993 she was selected as the Otago Polytechnic Art School Artist in Residence. She received 
the CoCA Travel Award in 1995 and was awarded a Merit Prize in the 1996 Visa Gold Art Award. Rhodes began her outdoor 

projects in the mid-1970s and has exhibited work internationally since the early 1980s.

Recent exhibitions include Dark Matter 2016 at ST Paul St Gallery, Auckland - accompanied by a publication of the same name; 
Mobile Tangles  as part of SCAPE 8: New Intimacies, 2015; Cones of Possibilities and Impossibilities,  2014 and King Tides 
Rising, 2008, at The Physics Room, Christchurch; Fluid Connections, 2009, Jonathan Smart Gallery, Christchurch; and New 
Twists, 2008, Bowen Galleries, Wellington. Pauline contributed works to the Brick Bay Sculpture Trail in 2006, 2007, 2010 and 
2012; and to Sculpture on the Gulf, Waiheke Island, in 2007 and 2009.

Harriet Litten is currently completing a Master’s thesis entitled “Imaging Antarctica: responses from contemporary 
artists”, in the Art History and Theory department of the University of Canterbury. Harriet’s key interests lie in the ways that 
contemporary artists consider environmental issues in their practice. In particular, Harriet is interested in the representation 
and/or misrepresentation of environmental concerns and the ways that artists interrogate this material in order to encourage 
criticality by the viewer.

Jess Adlam is the Programme and Audience Engagement Manager at the Centre of Contemporary Art Toi Moroki (CoCA) 
in Ōtautahi Christchurch. She is a visual artist and curator, and holds a Bachelor of Fine Arts with First Class Honours 
from Massey University, Wellington and a Postgraduate Diploma in Art Curatorship with Distinction from the University of 
Canterbury. Her independent curatorial projects include I went to an art exhibition and all I got was this lousy tote bag in 2018 
and Wallpaper in 2017.
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