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While the five members of Field Recordings
were in Shanghai making this work, they
were themselves the subject of another
documentary being produced by a Chinese
film crew. The situation in some ways
points to the anomaly of Field Recordings’
presence on the Shanghairivers, as well as
to the complex relationships with people
and places that continue to be negotiated
in the making of this work.

A recurring question among the members
of Field Recordings is why make work in
Shanghai? Field Recordings work as a
collective, and as such, there is no single
response. Hunan-born Li Xiaofei lived in
Shanghai for many years, and has seen
the city transform under the influences

of global commerce. For Jim Speers, it

is a place he frequently returns to and
will continue to, since meeting Xiaofei in
2012. Making this work is, in part, a way to
come to terms with the relationships he
and the collective have established there.
The collective also includes Guo Zixuan
who is from Beijing, came to Auckland to
study, and now makes work between the
two cities, Auckland-based artist Clinton
Watkins, and London-based New Zealand
artist Tu Rapana Neill. Over time, their
dialogue and shared interest in how, from
their respective positions, to approach
making a film in Shanghai, and with people
working within the large-scale systems

of industrial production there, led to the
decision to make work collectively.

But perhaps these answers are too simple.
In many ways, this is a question better
addressed in the everyday, inter-personal
exchanges involved in the work’s making,
rather than something shown. The “field’
in Field Recordings is in recognition of the
legacy of documentary practices engaging
with culture and place. As a collective of
Chinese and New Zealand artists, this is
something they continue to work through
at every stage of the production. The
documentary form approached in this way
reveals that its limits are like the limits of
any relationship, dependent as they are on
the people involved.
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I Shanghai te tokorima o Field Recording

i tona waihangatanga mai, a, no ratou i
reira, ko ratou tonu te kaupapa o tetahi
pakiptimeka ké atu na tétahi ropl hopuata
o China. E tohu ana ténei ahuatanga ki te
kohikohiko o te noho a te Feild Recordings’
i te awa o Shanghai, tae atu hoki ki nga
hononga matatini ki nga tangata me nga
wahi i te whakatauhia tonutia i te hanganga
o te mahi.

He rite tonu te pataitia o nga tangata o
Field Recordings, he aha ratou i haere ai

ki Shanghai ki te whakaoti i €nei mahi? Ka
mutu, na te mea i mahi a-ropu ratou, me
uaua ka uruparetia ki te whakautu kotabhi.
Kua roa a Li Xiaofei o Hunan e noho anaii
Shanghai, ka mutu, kua kitea te huringa

o te taone i nga mahi tauhokohoko nona i
reira. He wahi ka kaha hokia e Jim Speers,
mai i te tau 2012, te wa i tutaki tuatahi ai
raua ko Xiaofei, a haere ake nei. Ko tétahi
take i uru ai ia ki ténei kaupapa, na tona
hiahia kia marama ai ia ki nga whakapiringa
kua otiiaia, otira, i te katoa te whakai. Ko
étahi atu, ko Guo Zixuan o Beijing, i haere
mai ki Tamaki Makaurau ki te ako, engari
kua timata ia ki te whakati mahi i waenga

i nga taone e rua nei, ko Clinton Watkins,
he ringa toi i Tamaki nei, ko Tu Rapana Neill
hoki n6 Aotearoa, engari kei London e noho
ana. Nawai ra, na a ratou korerorero me to
ratou hiahia ki te whakamabhi tika i tétahi
kiriata i Shanghai i whakatau ai ratou me
mahi ngatahi.

Akene pea kei te kahu o te wai noa iho énei
whakautu e rere ana. Kei roto pea i nga
mahi o ia ra, i nga noho tahi hoki, i hua mai i
te waihangatanga o énei mahi, te whakautu
e takoto ana, téna i te whakaatu kau noa.

E tohu ana te ‘field’ o Field Recordings i te
roa o ta te ao hanga pakipumeka hopu i te
ahurea me te whenua o taua ahurea ra. Na
te mea nd China me Aotearoa nga ringaringa
o te ropu, i noho pumau te ropu nei ki ténei
taahua mai i tona timatanga, a mutu noa.
Na te whai i ténei huarahi i marakerake

ai te kite atu kaore i paku rereké ténei
tihonohonotanga i €tahi atu, kei te ahua
tonu o nga tangata e tihonotia ana.
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This exhibition brings together a new
single-channel work made in Shanghai,
Xiao Pudong (2017) with Zhu Weihua, and a
multi-channel work relating to the workers
living on boats and along the banks of the
Suzhou and Changjiang Rivers in Shanghai,
and travelling to Hengsha Island. Narrative
coherence is disrupted by the multiple
channels in Let the Water Flow (2016) in
part as a way of emphasising the multiple
perspectives that make up any place. Or

in the case of Xiao Pudong, the narrative

is entirely led by Zhu Weihua. Zhu was the
artists’ guide and interlocutor, and over
multiple visits, he became a friend and
ultimately the protagonist in the film. It was
during the editing process that the work
took this direction, in the recognition that it
is only through the artists’ relationship with
Zhu that this work is possible, and that the
narrative is his to direct.

The exhibition also includes artworks

made individually by each artist. These
works not only show what is seen, but

also what is able to be seen, or able to be
shared, through the relative relationships
each artist has with the place. For
example, in Guo’s The Nine Days (2017),

her grandmother’s voice accompanies
video sequences of their hometown on

the outskirts of Beijing. She recounts the
change of season during Shu Jiu, ‘The Nines
of Winter’, the nine periods of nine days
following the Winter Solstice. She speaks of
the river in Banbiandian turning to ice, the
wild geese who come to feed on the wheat
fields, and the clumsy birds who have to
start flying early. “Why? If you’re clumsy,
you’d better start early in the forest.” In
Argentum (2016), Li documents a rural
silver mine. He meets the workers who
explain the difficult working conditions they
experience, the extent of the environmental
degradation resulting from a poorly
regulated industry and its connection to
broader social tensions in China. Speers’
video work is a night-time journey through
Baoshan District, along the edge of a creek,
and between apartment blocks, factories
and shopping malls. Watkins’ works, a
video titled Locations (2017) and a sound
installation Invisible Narratives (2017), are
records of the sites the artists visit and
work in.

As viewers, we come to Zhu Weihua,
Guo’s grandmother Sun Yuying, the silver
mine workers and others as a result of
the artists’ relationships. Our position,
however, is not just as passive onlookers,
but rather as participant in the outward
extension of these relationships. As
Dieneke Jensen writes, “It is not the lens
that witnesses, it is the viewer who is
called to be trusted witness and form
relations. This is a relationship with viewer,

Ko nga momo mahi kua whakakotahitia

i ténei whakaaturanga, ko Xiao Pudong
(2017), ka tahi, a, ko Zhu Weihua te tangata
o roto. Ka rua, ko tétahi whenumitanga o
nga kaimahi kei nga poti, kei nga parenga
hoki o nga awa o Suzhou me Chang Jiang e
noho ana me tétahi haerenga ki te motu o
Hengsha. Kua whakatohenehenetia te rere
o nga korero o Let the Water Flow (2016) kia
kite ai tatou he nui nga waha whakakorero
i tetahi wahi, ahakoa ko hea te wahi ra.
Engari, ki te titiro ki a Xiao Pudong, na Zhu
Weihua nga korero katoa i taki. Ko Zhu te
kaihauti o nga ringatoi nei, i to ratou taha
hoki ia i nga whakawhitinga korero. Na

ta ratou kaha ki te whakahuihui i a ratou
ano i noho ai ia hei hoa pumau, otira,

hei kiripuaki matua mo roto i te kiriata. |
toko ake ai ténei whakaaro i te raweke ra
anotanga o te kiriata nei, he mohio n6 nga
ringatoi, mei kore ake a Zhu i tutuki ai ténei
mabhi, no reira, ka tika kia riro mana nga
korero e kawe.

Kei roto hoki i te whakaaturanga nei

étahi mahi kua oti i téna ringatoi, i téna
ringatoi. Ko nga mea e taea ana te toha,

te whakaatu ranei e nga ringatoi ma roto
mai i tona ano hononga ki ténei wahi e
whakaatuhia nei i €nei mahi, kaua ko a
ratou whakatutukihanga kau noa. Hei
tauira, i roto i a The Nine Days (2017), na
Guo, ka arahina nga hoputanga ataata o
tona kainga, kei nga mowaho o Beijing, e te
reo o tona kuia. Ka hoki ana mahara ki te
huringa o nga kaupeka o te tau i te wa o Shu
Jiu, ara, ‘Te lwa o Takurua’. Koinei nga rangi
e iwa ka whai mai i te putanga o te ihu o
Hinetakurua. Ko nga ahuatanga ka korerotia
e ia, ko te tioa o te awa i Banbiandian, nga
kuihi ka haere ki reira ki te kai witi, tatd atu
ki ngd manu rorirori ka rere moata atu. “He
aha ai? Me he rorirori koe i te ngahere, me
moata ka tika”. Ka whai a Li i tétahi maina
hiriwa, i tétahi takiwa taiwhenua, i roto i

a Argentum (2016). Ka whakarongo ia ki
nga korero a nga kaimahi mo te taumaha

o0 a ratou mabhi, te panga o éra mabhi ki te
tukinotanga o te whenua, tae atu hoki ki
nga tuttinga puehu kua pupu ake i China

i énei mahi. Ka paohotia e Speers tana
haerenga i te po ki te takiwa o Baoshan,

ki nga tahataha o tétahi awa, ki waenga

i étahi papakainga, étahi wheketere, toa
hokomaha hoki. Ko te kaupapa o ta Watkins
pakipiimeka, e kiia nei, ko Locations,

me tana hoputanga oro, ara, ko Invisible
Narratives (2017), he korero mo nga wabhi i
haere ai, i mahi ai hoki ia.

Na ténei hononga i waenga i €nei ringatoi

i tutaki ai te hunga matakitaki ki a Zhu
Weihua, ki a Sun Yuying, te kuia o Guo,

ki nga kaimahi o nga maina hiriwa me te
huhua noa atu. Heoi ano, ehara i te mea
ko ta tatou he tirotiro kau, engari ké ia he
whakat tonu i a tatou and kia tino marama
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with people, with place, with histories,
with moments of its making, with the
mabhi (labour) of its events—eventful and
uneventful. It is a relationship to each
other, all of which is contingent.”?

So what does it mean, then, to encounter
this work here in Tamaki Makaurau, in
the recognition that ‘here’ is particular to
each viewer? In the outward movements
of these contingent relationships, perhaps
what is asked of us is to think through the
specificities of the contexts from which
we are connected—by the institutions

of seafaring and the maritime world, by
dock labour and port cities, and by the
ocean, which divides even as it connects
us, and which Mr Kang in Let the Water
Flow describes as “one of capitalism’s
mysterious elements.”

The sight of shipping containers in Tamaki
Makaurau, a port city like Shanghai, is
familiar. Many of the containers on our
ports come from China (New Zealand’s
third-largest partner for imports and
second-largest for exports). But as

Danny Butt writes, “the study of global
movements cannot meet its object on the
same scale [rather] we must be able to
think the double-bind that programs our
access to the global in its specificity.”2
That is to say, although it may be possible
to see the relationship between the two
port cities in global terms, on the basis of
capital transaction and data, we ourselves,
each of us and our lives, are not ‘global.” We
are differently located. The larger question
raised by these films, then, is how we might
work with and through this ‘double-bind’,
with forms of locatedness built into every
relationship.

ai i te whanuitanga o énei hononga. Hei

ta Dieneke Jensen, “It is not the lens that
witnesses, it is the viewer who is called to
be trusted witness and form relations. This
is a relationship with viewer, with people,
with place, with histories, with moments
of its making, with the mahi (labour) of its
events—eventful and uneventful. It isa
relationship to each other, all of which is
contingent.”?

NO reira, he aha te panga o énei korero ki a
tatou i konei, i Tamaki Makaurau nei, ki te
whakaaro tatou ki te hononga o ténei wahi
ki téna kaimataki, ki téna kaitirotiro. I te
ahunga whakawaho o énei hononga, akene
pea, ko ta tatou he tuhura i nga tauritenga
o ta tatou e mohio nei ki nga korero e
whakapuakina ana. Ko nga kamupene
tauhokohoko éra, ko nga mahi moana, ko
nga taone nui e U nei nga kaipuke ki uta.
Ko te moana tonu hoki e whakawehe neiia
tatou, engari e whakahono nei and i a tatou,
tétahi ki tetahi. Ko ta Kang whakamarama
i roto i a Let the Water Flow, ko te moana
tétahi o nga porehu nui o te ao pakihi.

He rite tonu te kite i nga ipu kaipuke i
Tamaki nei, péra i te taone o Shanghai. Ka
mutu, ko te nuinga o nga ipu i konei i haere
mai i Haina (New Zealand’s third-largest
partner for imports and second-largest
for exports). Heoi ano, hei ta Danny Butt,
“the study of global movements cannot
meet its object on the same scale [rather]
we must be able to think the double-bind
that programs our access to the global in
its specificity.”2 Ko tana e ki nei, ahakoa
te ngangahu o te kite atu i te hononga
tauhokohoko i waenga i énei taone e rua,
ehara i te mea he péra te hononga o téna,
o téna o tatou, he tawhiti n6 ta tatou noho.
A kati, ko te patai ka toko ake i énei kiriata,
he aha ta tatou e kokiri whakamua ai i raro
i ténei ‘hononga-takirua’, ahakoa te tawhiti
o te noho.

— Trans. Parekura Pewhairangi

1. From a conversation between artists Fiona
Amundsen, Dieneke Jansen, Natalie Robertson
and curator Charlotte Huddleston, ‘Before is
now—Ko Muri Ko Naianei’. Kénosis, dir. Gilberto
Gonzalez. Fotonoviembre 17 Vol. 1. Tenerife: TEA.
Tenerife Espacio de las Artes, forthcoming 2018.

2. Danny Butt, ‘Double-bound: Gayatri
Chakravorty Spivak’s An Aesthetic Education

in the Era of Globalization.” Research Unit in
Public Cultures Working Paper Series, no. 1. The
University of Melbourne, 2015.
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Translations, with Guo Zixuan and
Li Xiaofei
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1. Field Recordings, Let the Water Flow, 2016 1. 33518 «ibk—Eim» 2016
HD video, multi channel, various durations = ARRGEE  FRK

2. Li Xiaofei, Argentum, 2016
HD video, single channel, 13:15 minutes
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3. Clinton Watkins, Locations, 2017
HD video, single channel, 10:00 minutes

4. Jim Speers, Baoshan District, 2016
HD video, single channel, 8:00 minutes

5. Guo Zixuan, The Nine Days, 2017
HD video, single channel, 9:00 minutes

6. Clinton Watkins, Invisible Narratives, 2017
Sound installation, multi-channel, 40:00 minutes

7. Field Recordings, Xiao Pudong, 2017 7. 378 «NEZRY 2017

HD video, single channel, 20:00 minutes BiF, BRFE% , 31.00 4¢h
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