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Initiated in early 2008 by Auckland designer/artist Kelvin Soh and hosted by Artspace, Auckland, 

Tween is an on-going intervention in the form of a poster contextualised in the slippage of time 

between scheduled exhibitions, a kind of `dead time' when the gallery is closed for the dismantling 

of one show and the preparation for the next. Referred to as an `inhibition poster' (as opposed to 

`exhibition poster'), it is displayed in the poster box outside Artspace (a space usually reserved for 

posters corresponding to current shows) and acts as a kind of `placeholder' or `intermission' while 

the space is in transition. The following are notes from an ongoing conversation about Tween.

TWEEN
Kelvin Soh with Sarah Hopkinson

Tween #1, (p. 33) 

20 July–5 August

Tween #2, (p. 48)

7–11 September

Tween #3, (p. 65)

20–23 October

Tween #4, (p. 80)

23–27 November

Artspace front door billboard, 300 Karangahape Road, Auckland.
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Notes:

1.  Artspace is one of the few institutions in Auckland that use the poster medium as a means of promotion. It has a dual function—

to publicise the event before and as it is happening and to act as archival document—as a memory trigger for future revision. 

2.  In 2007, The National Grid organised the launch of their third issue at Artspace. For this occasion, they designed and printed 

posters announcing this event. A couple of months later I checked the Artspace archive to see if they'd written something 

about it, but I didn't realise that the event was not part of the official program and accordingly was not represented in the 

archive. I started to wonder what else I'd missed because it wasn't archived. I started thinking about formality and informality, 

planning and spontaneity, and other dichotomies. I'm not sure how many posters The National Grid did. I didn't really see it 

around town or anything. They gave me one though. 

3.  There is a scene in Michael Winterbottom's film, 24 Hour Party People, where a young Peter Saville is shown arriving with a gig 

poster which is presented to Wilson as the door opens for the event. The poster is therefore useless for advertising, a situation 

to which Wilson responds, “It's absolutely bloody fantastic, but it is also useless… Nothing useless is truly beautiful…” A similar 

situation occurs later in the film when some `advance' tickets again arrive far too late to be put to any use. This time however, 

the more experienced Saville character attempts to offer some consolation, “I'm sorry they're a bit late … thought we could use 

them as a souvenir or something?” 

4.  Maybe we only really notice design when it ceases to `work'—when things designed to communicate no longer function in 

accordance to their intended purpose. Perhaps because design participates in the machinations of life at a 1:1 scale. But when 

function finally surrenders, does it take the value of the whole object with it?

5.  Television is often seen to typify a contemporary experience—disjointed, interrupted, distracting, a little tedious, punctuated 

by advertising. When we watch television, we intuitively disregard adverts as being irrelevant to the narrative of the film/

programme we're watching. Bruce Willis gets shot and then a beautiful woman entices me to drink Tui Beer. I'd like to be able 

to watch a film on TV and treat the ad breaks like crucial plot developments and see what happens. But we are too good at 

screening out, differentiating between the communicative registers and censoring information that is not immediately useful.

6.  Carl Andre said (words to the effect of ): if a floor sculpture is seen as an art object, people will walk around it, but if it looks like 

part of the floor, people will walk over it. 

7.  The Tween posters feature abstract patterns—lines, circles—on white ground. Relieved of the burden of representation, the 

Tweens ursurp the functionality of the display unit to celebrate uselessness—creating a small rupture, a moment of respite for 

the viewer/reader amongst an endless barrage of streetside distractions. 

8.  They are possibly the laziest posters ever made, bearing the least cumbersome of communicative duties—to communicate 

absence for a limited time. That's very few calories.
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TASMAN'S A'S: Lessons for the Postmodern Typographer from 
Early Dutch/New Zealand History 
Peter Gilderdale

It is doubtless quite possible to live a full and happy life without knowing when the first letterform 

was written in New Zealand. However, as graphic designers, our lives should be just a little fuller for 

knowing the answer. This article examines the conditions under which writing arrived in New Zealand 

waters and, through this, sheds light on an important but overlooked area of the history of letter-

forms. It is my contention that Dutch calligraphy of the seventeenth century (with its lavish invention 

in letterforms), was the high point of calligraphic history, and I will therefore argue that today we can 

learn something from the Dutch refusal to work with a singular design for each letter. The alphabet, 

at this period, had many more than 26 ideal forms—something which post-modern typographers have 

been tentatively (re)discovering over recent years, as they explore what is achievable when the 

limitations of metal type are removed. But first, in order to understand this connection with Dutch 

seventeenth century lettering, it is necessary to revisit some history.

 History is seldom devoid of cultural bias. It takes a mental effort for many of us to realise that the 

Encyclopaedia Britannica is not the final word on world history. It is, in fact, centred around Britain (as 

its name implies). British history always placed British contributions centre stage, and New Zealand has 

inherited a tradition of British history. This is why most of us, if asked which European first discovered 

New Zealand, say James Cook rather than Abel Tasman. And even if we do know of Tasman's role, 

we are unlikely to know as much about him or the people that sailed with him as we are about Cook. 

It is also difficult to believe that in 1642, when Tasman was first sailing along the west coast of the 

South Island, the Dutch were the pre-eminent world naval power, and that it was entirely logical that 

they, not the British, got here first. We are not alone in this lack of appreciation of the Dutch either. 

Americans are apt to forget that New York, prior to the British, was a thriving Dutch settlement called 

New Amsterdam.

 This prompts a question that is of some relevance to contemporary New Zealanders. How did 

Holland, then a modest country, comprising several small parochial provinces, manage to play such 

a major role on the world stage? The Dutch Republic was formed by Calvinist Dutch states banding 

together to resist Spain—the principal instrument of the Catholic Counter-Reformation. As the 

dominant power of the sixteenth century, Spain had initiated European exploration (Columbus being 

the best known pioneer). However internal rigidity and too many wars had weakened Spain, and the 

Dutch were very effective at resistance. They were more inclined to commerce than conversion, 

which made them the Europeans of choice for other cultures. Whilst this tolerance would provide a 

haven for persecuted thinkers like Descartes and gives the Dutch a good claim to being the breeding 

ground of the Enlightenment, it was their economic genius that propelled their immediate success. 

Lacking strong central government, the Dutch instead had strong local authorities who worked 

closely with an entrepreneurial business community imbued with the Protestant work ethic. This 

devotion to work, competition and commerce saw the Dutch invent the stock market system and 

develop a trading fleet more than twice the size of any other country's (Fig. 2), which it saw them, 

in 1603, start up the Dutch East India Company.

 Based in Batavia (Java), and working throughout the area, the officials of this company were 

alert to new trading opportunities and instituted a sustained period of exploration which peaked with 

Tasman's voyages. Ironically the later voyages were, from a commercial standpoint, a disaster. No new 

significant trading partners were discovered and the pragmatic Dutch eventually tired of exploration 

and concentrated on safer trade routes. Nevertheless, Abel Tasman was not to know that when he set 

off from Batavia to try and extend the Company's knowledge of the Australian continent—he missed. 
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I have discovered some fantastic, long-lost 

(or never `found' in the first place) classic singles 

by the likes of Blunt Instrument, Blitzkrieg Bop, 

Demob, The Partisans, Drongos For Europe, 

Joe Cool & The Killers, Headache, No Choice, 

The Pigs and a whole host of others, plus a few 

previously unknown (to me) new personal 

lifetime favourites by The Jerks (Get Your Woofing 

Dog Off Me), The Fruit Eating Bears (Chevy Heavy), 

The Wall (New Way) and the Cult Maniax (Black 

Horse and Lucy Looe). I have also discovered a 

personal fascination with punk parody records by 

the likes of The Monks, Norman & The Hooligans, 

and Neville Wanker & The Punters, and punk's 

internal critics such as the Television Person-

alities, Snivelling Shits, The Ejected, and Chaotic 

Dischord—hence my renewed interest in punk 

humour. So I guess my opinions and tastes have 

changed along the way too—though `objectivity' 

means I still had to include records and groups 

which I personally see no redeeming features 

in and probably never will be a great fan of: 

The Gonads, Cock Sparrer and the 4 Skins never 

appealed to me much, nor some of the more 

esoteric releases on Crass Records by the likes 

of Andy T and Annie Anxiety, but I can't deny the 

fact that they are all important to the substance 

of the research.

WD: Finally Russ, what's your favourite and least 

favourite sleeve from the collection? I'm going 

to offer Here Today, Gone Tomorrow by The Strand 

and the very dubious Woman in Winter by 

The Skids (with apologies to Jill Mumford) as 

my respective choices.

RB: Well, that's a hard question! I've just spent 

some time elaborating the methods by which 

I could put a sense of objectivity into the 

research, and now we're back to subjective 

judgements and personal favourites. As I said 

earlier, the subject is such a personal, emotive 

issue for most people who engage with it, it's 

very hard to get away from those individual 

responses in the first place.

Still, I'll give you a couple of answers. Firstly, as 

a fan it's impossible to completely remove my-

self from my own memories and experiences 

surrounding my own interaction with these 

records—a bit like that character in the Nick 

Hornby novel High Fidelity who arranges his 

records alphabetically, chronologically, and 

ultimately autobiographically. Therefore I'm 

going to nominate Grip/London Lady, the first 

single by The Stranglers, a record that triggered 

more than 30 years of fascination in punk for me 

in the first place. Not a great piece of design, 

though I think it does capture something of the 

glowering menace of the group at the time and 

is perfectly in keeping with the new `punk threat'.

 My second answer is really in retrospect, 

as part of my design analysis and history of the 

punk sub-genres, so I can try to be a little more 

objective. I have some great nominations for 

`favourite', including UK Subs C.I.D., Blitzkrieg Bop 

Let's Go, 999 Emergency, Disco Zombies Invisible EP, 

The Vibrators Baby Baby, and Headache Can't 

Stand Still, but I am going to go for The Angelic 

Upstarts I'm An Upstart—a brilliant combination 

of several iconic punk visual devices all in one 

sleeve, including ransom note typography, 

a black strip across the main character's eyes, 

childlike rebellion against authority (and adults), 

and coarse halftone photographic reproduction. 

You just know what it's going to sound like as 

soon as you see it.

 For least favourite, I would tend to agree 

with Jill Mumford's Woman in Winter sleeve—I'm 

not really sure what's going on there—or any 

of the later punk picture discs, a format 

completely unsuitable to the genre. A perfect 

example of record company management 

getting a little ahead of themselves in the 

marketing department!

www.hitsvilleuk.com
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