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There is a photograph of a slightly crumpled piece 
of paper with 'YES TOMORROW' written on it in 
upper case with a red marker pen. It is being held 
up against a bright blue sky. The hero image of Kate 
Newby's exhibition introduces her title and, like many 
of her previous works, appears to draw from found 
language. In the face of circumstances or a hesitancy 
to which these two words might be responding, the 
image signals a restlessness, optimism-and a kind of 
ambition-that reverberates throughout her solo show 
at the Adam Art Gallery Te Pataka Toi. 

Filling all three levels of the gallery building and 
extending into its surroundings, YES TOMORROW 
samples from more than a decade of Newby's practice 
and embodies its sculptural attitude through a pared
back selection of components: a blue concrete floor; a 
huge wind chime; a small trench in the gallery floor 
filled with ceramic objects; five panes of handmade 
glass; a brick platform outside the building; a tiled 
gutter in a nearby public reserve; and a wooden 
platform covered in collected objects. None of these 
elements sit particularly comfortably as discrete, 
resolved 'works'. Instead, they are implicated within 
itinerant processes of living and working, and 
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situations in which relationships between' artwork' 
and 'environment' become ambiguous. 

Entering the Adam,, the foyer appears to be 
occupied solely by SHE'S TALKING TO THE WALL 
(2012-21), which collates a long-term series of wind 
chime works, strung up as short-term interventions 
in urban and outdoor settings, such as beaches and 
community parks.1 Here, hundreds of handmade 
ceramic and glass pieces are tied individually, 
roughly at eye level, to coloured strings that appear 
to stretch across the foyer. Moving close1~ it becomes 
apparent they are in fact suspended along the widest 
part of the building, strings resembling power lines 
soaring metres overhead across the long and skinny 
Upper Chartwell Gallery. The artist has rolled up 
all the blinds that typically cover the windows and 
appropriated a small platform that usually acts as the 
gallery's reception area into the path of her sculpture, 
which-as its title suggests-begins an energising 
conversation with the architecture, quietly disrupting 
its established functions. 

Our experience of this intervention is dependent 
on another sitting behind it: a frosted piece of glass 
with irregularly sized holes in it, part of a series 
Newby has placed in window frames throughout 
the building. Titled Always humming (2021), these 
disruptions to the threshold between 'inside' attd 
'outside' create glimmers of instability within the 
exhibition environment. Depending on the amount 
of air funnelled through the openings, the chimes 



(opposite) 
KATE NEWBY SHE'S TALKING TO THE WALL-detail 2012-21 
Assorted clay, glaze, glass, thread, wire 
(Photograph: Ted Whitaker) 

(below) Kate Newby's YES TOMORROW at Adam Art Gallery Te 
Pataka Toi, February 2021, with Always humming and What Kind of 
Day Has it Been (both 2021) 
(Photograph: Ted Whitaker) 

provide a quiet soundtrack or amplify still days by 
their silence. On a rainy, windy day, Newby's small 
interferences to the building-as-shelter and gallery-as
controlled-environment come more sharply into the 
foreground. These are windows that refuse to perform 
their normative function: to keep the weather out but 
provide a clean view of it. As with her chimes, earlier 
iterations of these window works have been installed 
elsewhere,2 parts of an established sculptural register, 
repeated and remade as the artist moves between 
locations. Both act as conductors for human and non
human activity, according to their specific conditions, 
shifting these contingencies into awareness. 

YES TOMORROW is underpinned by an interest 
not only in the built environments and natural forces 
that shape our daily lives, but also in the ways in 
which the contemporary art object or exhibition are 
contained and made legible. As we move through 
each floor of the Adam, Newby uses small details to 
redirect attention to the environment we are standing 
in and, in some cases, further beyond it. If we inspect 
the gaps and textures in her modified windows, we 
look out to a bird's-eye perspective of You got to write 
a song and I got to be in it (2021), a paved platform of 
terracotta tiles. Newby has placed this work at ground 
level in an odd juncture in the Victoria University 
campus, nested between the backs of buildings. 
Interventions made to the tiles before firing
scratches, poking and inlaid objects-encourage us 
to leave the gallery, following a pathway through the 
university campus to inspect them in closer proximity. 
Doing so, we arrive at an unglamourous concrete area 
next to the Adam's goods entrance, a very different 
perspective of the building. 

Since leaving art school, Newby has been interested 
in the broader rhythms and functions of cities and 
their infrastructure. Much of this exploration is 
connected to the way we experience urban areas 
through walking, from working with materials and 
processes used to create surfaces for pedestrians 
like tiling, digging and laying concrete, to her 
preoccupation with small objects like metal pull 
tabs that lie discarded on urban footpaths. In recent 
projects by Newby-such as an installation at the 21st 
Sydney Biennale (2018), the exhibition Big Tree. Bird's 
Eye (2016) at Michael Lett, and I can't nail the days 
down (2018), a major solo show at Kunsthalle Wien 
in Vienna-paved brick surfaces of different scales, 
marked or inserted with small objects like coins, 
became environments. As with You got to write a song 
and I go t to be in it, these works could be experienced 
by walking over, as well as around them. 

Images of the pavement feature prominently in 
Newby's artist books and visual essays, and have 

been treated (in a similar way to written fragments 
taken from conversations with friends, shopping 
lists, songs and poetry) as a found language woven 
throughout her work. In YES TOMORROW this applies 
not only to the mark-making in tiles and concrete
which mimic and exaggerate the idiosyncrasies of 
paved surfaces- but a further excursion off-site to a 
sculpture in Kelburn' s Terrace Tunnel Park, a grassy 
slope roughly five minutes' walk from the Adam, 
accessible via a steep path through native bush. The 
option to take a detour further away from the gallery 
creates a heightened attention to the experience of 
being a pedestrian: the exact route we choose, the 
surfaces underfoot and, quite simply, how a walk 
in the fresh air mediates a mood or relationship to a 
place, punctuating our daily routines. 

In the park, handmade tiles overlap to form a 
gutter that snakes all the way down a rolling hill. 
Leading up to her exhibition, Newby held local 
workshops in which friends, family and participants 
helped to make more than 200 curved 'thigh tiles' by 
moulding pieces of clay to their bodies, reinforcing 
a collective effort and network of the artist's 
relationships. The gutter itself further encourages 
sociability. When I visited this work with some friends 
(some of whom lent their thighs to creating it), we 
lumbered to the top and emptied a drink bottle to test 
Newby's gutter out. Our action reminded me of when 
I first moved to Wellington and noticed how swiftly 
the water moved downhill to overflow the gutters 
in my suburb, even in light rain. Dodgy pipes and 
drainage were topics of local conversation around the 
time YES TOMORROW opened, as a large sinkhole-
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caused by ruptured pipes over a hundred years old
opened up on Victoria Street in the CBD, the latest of 
a series of leaks and bursts within the city's ageing 
storm and wastewater systems. 

Philosopher Michel de Certeau has described 
the city as 'as a result of inversions, displacements, 
accumulations', that encompass 'the rejection of 
everything that is not capable of being dealt with . 
.. often reintroduced into administrative circuits'.4 
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Newby's gutter is a playful reminder of the physical 
and bureaucratic circuitry we rely on to carry out 
these functions but hardly notice (unless, of course, 
there is a rupture). Named after a long list of tile
making participants, it utilises a very different 
vocabulary from most public art within urban 
systems. When I visit, there is no signage in the park 
that draws attention to its presence or explains why 
it is there. It is not designed to function seamlessly 



(opposite above) 
KATE NEWBY How funny you are today, New York 2010-2021 
Assorted clay, glaze, glass, crystals, silve1~ bronze, tin foil, paper & 
timber 
(Photograph: Ted Whitaker) 

(opposite below) KATE NEWBY Rob Duncan Megan Daniel Margaret 
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Eva Ben Julian Bena Huhana Max Lily Tina Rose Bill and Teresa 2021 
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(Photograph: Ted Whitaker) 

(though there is palpable delight in seeing it 
successfully carrying water downhill), to assert and 
differentiate itself as Art to passers-by, or to remain 
in the park beyond the duration of the exhibition. 
Instead, there is a sense of humour and joy in its 
humble-and temporary-presence and the way it 
was created . 

Writing on an 'aesthetics of attention' within the 
poetry of Frank O'Hara, a long-term influence on 
Newby, scholar Marjorie Perloff quotes the formalist 
critic Viktor Shklovsky, who said that art 'exists so that 
one must recover the sensation of life . . . to make the 
stone stony' and 'removes objects from the automatism 
of perception' .4 This turn of phrase is particularly apt 
for thinking about the making processes, materials 
and mode of observation Newby has been drawn 
to throughout her career. By using clay and glaze to 
make glossy, coloured 'rocks'; melting frit (a ceramic 
compound) in a kiln to produce holey windowpanes; 
and piecing together a gutter from thigh moulds, 
she gently defamiliarises and distorts objects so 
commonplace that often they are barely perceptible 
as we move through the world. For What kind of day 
has it been (2021), a concrete floor coloured with blue 
pigment resembling that of Newby's 2012 Walters 
Prize-winning installation Crawl out your window, the 
introduction of colour not only transforms the entire 
bottom floor of the gallery into an immersive, abstract 
colourfield, it makes the concrete 'visible' . Looking out 
from the second-floor balcony, every seam produced 
by the pouring process is emphasised through the 
distribution of pigment. 

A sense of lightness and improvisation persists 
throughout Newby's approach to presenting her 
work. In You run it, placed next to one of the gallery's 
staircases, she has cut a slender strip from the gallery 
floor tiles and inserted hundreds of tiny limpet-like 
pinch pots, made from fired clay and collected shards 
of glass melted into frothy, partially crystallised 
pools. While the objects are beautiful and materially 
captivating, they are treated as provisional, without 
any preciousness. How funny you are today, New York 
(2010-2021) a raised platform covered with objects 
and named after a poem by O'Hara, provides further 
insight to the artist's casual reconfigurations, and 
documents ephemeral projects, processes and places 
where the artist has lived and worked. It makes 
particular reference to Newby's 'skim stones' series 

(where she has given friends in different parts of 
the world her handmade stones and asked them to 
photograph themselves skimming them away into 
bodies of water) and her recycling of found language. 
Ceramic rocks, twigs and sundry found objects are 
arranged in clusters on a structure that fills most of 
the room. Next to them are handwritten pieces of text, 
positioned like explanatory labels. Some are familia1~ 
used as titles of previous books and exhibitions, while 
others read like notes to self: 'MAKE IT BIGGER AND 
MORE INTERESTING', 'FEELINGS', and 'EVERYTHING 
POSSIBLE' . 

The contents of this platform are like a microcosm 
of Newby's practice, or a personal taxonomy of its 
parts. Produced after her residency at Fogo Island in 
Canada, the publication Let the other thing in (2013) 
includes a photo essay of grouped ceramic rocks 
placed on wooden decking, described by the project 
curators as a 'reference to the wooden flakes used in 
the region for drying fish'. 5 Pacing the length of the 
gallery and gazing at Newby's materials sitting on 
thick, slightly uneven planks, the display similarly 
made me think of flotsam and jetsam on a wharf. 
These bits and pieces, which document the artist's 
making, walking, collecting and living abroad in a 
variety of destinations, seem to form a fragmented 
autobiography from things that have been discovered, 
left over, or risen to the surface. This is reinforced 
more explicitly through the presence of a headless 
ceramic figure that appears to be a self-portrait with 
the words 'CURLY HAIR', 'MEDIUM BLUE JEANS' and 
'BAGGY WHITE TEE' painted on to it. 

Drawn from an existing vocabulary that 
emphasises collaboration, friendship and material 
conditions, YES TOMORROW poses a way of 
experiencing the world. In the context of a global 
pandemic (Newby had to travel back to Aotearoa and 
complete managed isolation to develop and install 
the show), the modest but inherently ambitious spirit 
of her exhibition seems urgent, even poignant, and 
connected to big questions about the fuh1re of art 
and spiritual survival in a p articularly chaotic time. It 
makes me think about what it means to skim stones 
with friends over a decade, to maintain a commitment 
to remaking ordinary objects, to travel and work 
itinerantly and sustainably, and what a solo exhibition 
or retrospective can do, setting its own terms. 

1. For an exhibition at Wellington's Oriental Bay in 2014, a 
wind d1ime was installed on the beam for one hour a day on 
six consecutive days, observing shifts in the social and weather 
conditions. For documentation of the project, see: Kate Newby, 
Laura, Mark and Felix, MODELAB, Wellington 2015, http: 
ndhadeliver.natlib.govt.nz/ delivery / DeliveryManagerServlet?dpc_ 
pid=IE25417616. 
2. This includes Newby's recent solo exhibitions A p11zzling and 
moving light (2019) at the Lumber Room, Portland, Oregon, and Wild 
was the night (2019), Institut d' Art Contemporain, Villeurbanne, 
Fran ce. 
3. Mime! de Certeau, The Practice of El>eryday Life, trans. Steven 
Rendall, University of California Press, Berkeley 1984, pp. 94-95. 
4. Marjorie Perloff, 'Frank O'Hara and the Aesthetics of Attention', 
boundary 2, vol. 4, no. 3, Spring 1976, p. 782. 
5. Rosemary Heather & Nicholas Schafhausen, 'Preface' in Kate 
Newby-Let the other thi11g i11, Sternberg Press, Berlin 2013, p. 9. 
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