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A Portrait of a Place: A New Frame to View Artwork in the
Academic Library

Introduction

The act of displaying artwork and art objects iademic libraries has been called both a
“natural idea and common practice” (Cirasella arelfdch, 2012, p. 2), but this position
lacks a considered and critical analysis. The natitm for displaying artwork in academic
libraries and an evaluation of its impact on thierdry environment, as perceived by
librarians, similarly lacks meaningful examinatidrhis absence of previous inquiry provides
a major stimulus for this research project, whiclesia case study approach to examine and
explore the ‘natural’ preoccupation for displayirgtwork in academic libraries, and

additionally considers such environments as publispaces.

Background

Academic libraries have long exhibited collectimisartwork, as their goal to educate finds
commonality with the cultural enrichment and stiatidn provided by art. This duality has
special relevance in light of recent research wrsdggests that academic libraries are
undergoing significant changes to their traditionalodel of operation, becoming
multidisciplinary and inclusive physical spaces y®a, 2008, p. 60). Artwork can be an
impressive force in enhancing the cultural and lieteual life of libraries in academic

institutions, which has repercussions for its stiidents and the greater public community.

This project addresses the following research prabl

* s it relevant for an academic library to displagnerk?

* Is there a purpose for artwork in the academi@is?

 What benefits, and pitfalls, are seen as a resulano academic library hosting
artwork?

» Can academic libraries be public art spaces?



These questions will be explored and analysed taild® a case study of a library in a
tertiary institution noted for its diverse art @ation, namely the General Library of the
University of Auckland. The project will providerevel research base, a combination of the
disciplines of Art History and Information StudieEpm which the views of academic
librarians and other related parties are analyiseull also extend the concept of a public art
space to include the academic library setting, amdluate the effect this has for an
institution, its community of users, and the kegksholders. The project will offer an overall
contemporary portrait of an academic library’s ilwemnent with artwork and its role as a
host for art. It will also explore broader themekevant to the disciplines of Art History and

Information Studies, and set the scene for futesearch using this blend of interests.

Project Structure

The presentation of this project has the followwmrgler. Firstly, the historic and current
literature that associates art and libraries, anderspecifically artwork in academic libraries
will be explored, to provide the base for the mdithlogy of the project and a description of
the case and interview participants. The subseqgseation will set out the theoretical
framework for the observation and interview porsi@f the project, including the interview
guestions. The following section will analyse theservation and interview data, the role of
the researcher, and the possible delimitationhefproject, and the next section will deal
with the data: firstly a report on the physical @bstions, and secondly with six reflections
on the interviews with participants. The followiegction will discuss the data collected as a
whole, with the last section illustrating recommeadareas for future research. The project

will end with final conclusions.



Literature Review

Historic rationalelinking art and libraries

The existing literature on the display of artwork academic libraries is primarily North
American based and is largely confined to providiagpmmendations for librarians faced
with caring for artwork in their workplace. There little research exploringvhy the
academic library is an apparent natural home fanstitution’s art collection, nor is there an
analysis of librarian perspectives on these issues.

Despite the limited investigations exploring whytwark is associated with academic
libraries, the longstanding tradition that combittes two, both in images of libraries and in
the rooms themselves, can be traced back to thais&mce (Thornton, 1997, p. 1). The
earliest form of private study favoured by scholarghis period was thetudiolg a small

room in which its owner could retreat from the densof the outside world to contemplate,
read, and admire prized and beautiful possessiimsse private study rooms were almost
exclusively for the princely and landed elite, Highting the lauded relationship between the
prestige of education and artistic appreciationthi@ images and detailed inventories that
remain of studioli, it is evident that objects of aesthetic rarityravaligned with refined

edification and the pursuit of intellectual stimtida.

Dora Thornton, a specialist in the Renaissanceianteasserts that the decorations, fittings
and furnishings of atudiolo were carefully cultivated to exemplify the sociaftues and
education of its owner and user (1997, p. 142). abiity to perceive and recognise the
aesthetic qualities inherent in the typical objgatzed in the studiolo acted as ‘proof’ of
one’s civility (Thornton, 1997, p. 7). Thus, Rers@sce scholars and those seeking
accreditation to the educated elite surrounded $sebras with precious and rare sculptures,
books,objets d’artand paintings, believing that the presence of sjacts in the confines

of the academic interior conferred additional iletetual enrichment and cultural refinement.

However, the encroaching Age of Enlightenment vitishpreference for a more ‘scientific’
model of collection and display began to dissolve toncept of thetudioloas a singular

space for the display of one’s own collected arknamd artefacts. This age achieved the rise



of ‘cabinets of curiosity’, rudimentary engagemenish taxonomy and classification that
academic art librarian D. Vanessa Kam argues reptesa “prototype of an institutional
hybrid that was simultaneously library and museu@001, p. 11).The development of
classification standards along with the growthhe lnuseum concept began to dominate the
Renaissance fervour to collect and display objgcily for their capacity to “stimulate
wonder or delight” (Rice, 2010, p. 12). Yet, the@sation of artwork with rooms dedicated
to the intellectual enrichment of its inhabitargsd the quintessential interior associated with
that activity, a library, has remainefs the accepted definition of libraries expanded to
encompass greater and more egalitarian ambitidmes, ptacement of artwork in such
scholarly spheres has not abated, but rather aaghiev lasting resonance and ‘default’

position.

Contemporary literature associating artwork and academic libraries

The engagement and appreciation of artwork in anadibraries is found in the policies of
institutions which actively define the objectivelsant programmes and the role that artwork
should fill. The literature suggests that as lilmsibecome more multidisciplinary and aim for
an inclusive identity, the placing and impact dfrerk comes to pre-eminence. An architect
specialising in designing academic libraries, GegffT. Freeman, proposes that academic
libraries have always “held a central positiontas lteart of an institution” (2005, p. 1). Itis
their permanence and resolve in the face of threfatissolution from digitised forces that
maintains the value and relevance of the acadebrary as a “temple of scholarship” (p. 1).

Freeman states:

“Whereas the Internet has tended to isolate gedpé library, as a physical place,
has done just the opposite. Within the instituti@s a reinvigorated, dynamic
learning resource, the library can once again ibecothe centrepiece for
establishing the intellectual community and sctiplanterprise” (2005, p. 3).

The idea that the presence of artwork in the acadébrary achieves a ‘default’ position
because its integral function reaffirms the idgntf the parent institution is argued by

academic librarian and art administrator Kurt Kiefeho considers that:



“The role of an art collection on a campus istkubt exists to depict the university
as an open-minded, comfortable-with-abstractioaspectful-of-its-history, and
centre-of-the-community kind of place” (2006, @).1
Kiefer thus assigns the artwork of all instituticmshomogenous ends, but it is important to
distinguish displays of artwork in the academicrdity from alternative on-campus art

exhibitions in designated gallery spaces or offide

Academic librarian Lee Sorensen (1987) definesatt@ork in academic libraries, or the
‘library art gallery’, as an accessible space tadents, staff and other community members,
which is not bound by gallery dictum, making it Xllele for potential exhibitors. For
Sorensen, the value of the academic library as@ali space is that it requires little financial
outlay in terms of curatorial and administrativequgements, compared to traditional
exhibition spaces (p. 121). His idea that the aflthe librarian expands with the inclusion of
artwork into the library space is a novel considlera Sorensen emphasises that an
institution should ideally appoint specific admingors rather than librarians for the
technical and administrative duties associated wittanging displays. The addition of
curatorial responsibilities falls outside the remitacademic librarianship: for example the
choice between selecting work from the institutsoatt collection or commissioning work;
defining the artistic direction and focus; the aw®obf styles and mediums; whether to hang
works and decide on permanent or temporary exbiisti are all best done by those
experienced in art curation. Sorensen argues tiwdt & librarian-curator is ideally placed as
an advisor with an overseeing role, although sugerson “must often contribute personal
time outside work hours” (p. 122-123). To achievaufiurally enriching art space within the

library, Sorensen states:

“The most important aspect of having [artwork] ja] library is the special

atmosphere it creates. Students, faculty, stafhbsgs and visitors are welcome...to
come face to face with original art. [The librargffers...a respite from the
pressures of coursework and daily routine” (1987,22).

Sorensen’s key ideas are explored by Suzanna Sit86r), an academic librarian and art
coordinator. To ensure an institution is successfull effective in exhibiting art, Simor
emphasises the need to define an art space withihbrary, where museum-quality lighting
is used. Like Sorensen, she agrees that techmchlsapport staff, rather than librarians,
should handle curatorial, technical and administeatiasks. Simor stresses the importance of
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establishing the artistic direction and goals @& thisplays through articulated policies at the
outset and to promote and publicise the artworldigplay in a manner consistent with the
nature of the specific library. Simor also emphesithe necessity of ensuring support from
the parent institution, and secure funding to emdine displays in libraries become “a
powerful resource to inspire, delight, renew anfilesq” (p. 139).The result is that like
Sorensen, Simor declares that every person berfedits contact with high-quality art
offered on display in academic libraries. For Simaewing artwork in academic libraries is
“for many students, their first conscious expostoeart” (p. 137), and the presence of
artwork is beyond a decorative addition: it embediemocratic goals. Simor states that “all
[students] of an academic institution should haseyeaccess to art, and art is a cultural

prerogative” (p. 137).

Other researchers also argue that displaying aktiwwvoacademic libraries benefits students
and staff by both soothing and stimulating thesthetic senses, and by the latent effects of
creativity through subconscious artistic apprecra(Dillon and Gardner, 2004, p. 2). Dillon
and Gardner (2004) also agree with Simor’s view tleanocratising the access to artwork in
academic libraries acts to “stretch the mind aredldbnses” (p. 139) of viewers. They note

that in their library, extending the:

“Opportunity to enjoy art outside galleries by pang art in our stacks... soothes and
stimulates the minds of weary readers and comgdaterusers when they need it
most...seeing a work of art with an appreciatior thdorn of being caught off guard

by sheer beauty. Those moments of reflection gpiesiation are something our

patrons and our co-workers deserve” (2004, p. 2).

Simor and Dillon and Gardner’s claim that acadelibi@ry users have a definitive ‘right’ to

view original artwork as they engage in intellettparsuits is supported by Jo Cates. For
Cates, the establishment of exhibition spaces adewic libraries “connects the artistic
community the library supports” with its user pagidn (2003, p. 57). Thus the library

becomes a “visually stimulating space where nositsan silence” (p. 57).

Academic librarians Carol Jinbo and Christopher Mak argue that students are affected by
their environment, and benefit from the latent audive effects of exposure to original

artworks, especially when they are geographicaltadt from museums and galleries (2007,
p. 40). Jinbo and Mehrens state that the “sciemtifethod is not the only means of acquiring
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knowledge, [as] viewing an artwork is an intuitiveeans of acquiring information” (p. 40), a
position somewhat similar to the edifying effectdtee Renaissance-agéudiolouser. Jinbo
and Mehrens’ further assert that artwork in acaddibraries serves a “multiplicity of goals”
to support the traditional provision of “collectmnservices and environments that lead to
intellectual discovery, creativity, and the exchamd ideas” (p. 41). They liken the academic
library environment sans art as “much like a prisefli” (p. 41), with stark sterility denying
human communication or interactiodinbo and Mehrens’ conclusions, drawing on the
disciplines of philosophy, fine art theory and aofology, emphasise that exposure to
artwork, especially for a population stymied by giogl distance, serves ethical, aesthetic
and creative functions — a multiplicity of goalattacademic institutions consider integral to
their educative responsibilities. This argumengupported by James Rettig, who argues for
the inclusion of art in academic libraries, statihgt the practice encourages a wide range of
visitors to libraries and allows art education #@ke place, an educational purpose that

“resonates with the library’s academic mission"q20p. 5).

In addition to the above, recent research by Jilasella and Miriam Deutch (2012, p. 2)
finds that the display of artwork can be primaphactical as it aids the existing storage crises
of institutions, a secondary function to notiongafely discretionary aesthetic improvement
in the library environment. This practice is nothwiut its dangers, as D. Vanessa Kam points
out that libraries are not necessarily safe hormeartwork, stating:

“Many institutions struggle to maintain the resms to provide their collections with
the necessary environmental controls (humidity arenperature), acid-free
materials for processing, and archival storageaioers” (2001, p. 10).

Kam reflects that housing artwork in spaces illigesd for the ideal environmental
requirements of art storage will “severely compreenithe] future availability [of the

artwork] to users” (2001, p. 11). Notwithstandimg tmerits of Kam’s argument, the intrinsic
and extrinsic value assigned to the display of arkwand the role it plays to add vitality to
the academic library, is deemed to carry more weigan the inevitable risks of displaying

artwork in any physical and publically accessiloledtion (Simor, 1991, p. 139).

The expression of the extrinsic value of artworkegn in Jinbo and Mehrens’ consideration
that “it [aesthetics in its traditional definitiomxpresses truth in terms of what is proper in

thought (philosophy), action (ethics) and desigrt){g2007, p. 41). That is, people are
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affected and transformed by their physical envirenta — in this instance, the academic
library. Like Thornton, Jinbo and Mehrens agreat theliberate exposure to artwork is
valued for its edifying effects. They extend thignhe of reference, proposing that artwork on
display through passive and unaware observationugages an academic institution’s core

goals to promote intellectual discovery, creatiatd the exchange of ideas.

While hosting artwork in the academic library prdes the refinement, edification and
civility embraced in the Renaissarstediolq research suggests thisrarians are faced with
new challenges of curatorship. Academic libradane Kemp (1994) surveyed librarians in
small American liberal arts colleges to gauge theell of competence and confidence that
librarians have with their expanding roles as amabf artwork displays. She concludes that
the role of curator goes beyond traditional acaddibrarianship. Despite libraries managing
art “due to longstanding, purposeful design” (p.2J16the transfer of caretaking
responsibilities to them (often due to art museuch @allery closures or cutbacks) means that
academic librarians adapt to roles they may notptepared for. Kemp finds that the
supervision and maintenance of artwork is frequyestl ‘add-on’ to existing academic duties,

regardless of whether the librarian is traineddiodesirous of such responsibilities.

Kemp’s results agree with both Sorensen and Simeels that, in the absence of dedicated
art staff, the successful exhibiting of artwork asademic libraries is dependent on the
flexibility and willingness of librarians to takena curatorial role. Furthermore, Kemp takes
the position that librarians should be willing tmlerace their changing roles and accept that
“campus art collections [have] evolved from beiogsidered mere furnishings to become an
intrinsic component of the overall educational s’ (p. 163). However, while democratic
in intent and designated as a form of public gabd,role of the librarian-curator can present
problems. For example, Kam (2001) questioned fronsueatorial perspective whether
libraries should engage in the practice of acqgiand displaying artworks and art objects.
She agrees with Kemp’s argument that librarian& ladequate training to organize and
preserve art objects, especially when decision ngakind assessment is relevant, as the
curator’s role is to “actively interpret or conteatize objects placed on display” (2001, p.
10). This falls beyond traditional librarianshiphieh, while expansive in its roles, does not
usually include training in the interpretation e$wal art material for public display (Brewer,
2011, p. 75).
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However, Kam also considers that “if it can be @tee that libraries are appropriate
repositories for art objects, and librarians areended appropriate caretakers for such
collections”, the added value offered by librari@sd librarians outweighs the services
offered by other institutions and professionalsl@). Additionally, Kam refers to the relative
scholarly independence of academic libraries, wiuiclect material to meet wide ranging
research needs, and therefore “are in a positiaroltect and exhibit more freely than their
colleagues in museums and galleries” (p. 13). Kasitp that such broad collecting mandates
and the purpose of academic institutions to fosterative and novel thinking creates
opportunities because “libraries [which have atiections] have the potential to become
sites for collecting and exhibiting art that...is nmgadily accepted by traditional or

mainstream institutions” (p. 13).

However, there is a counter view that the liben&biipretations of display policy in academic
libraries, where an emphasis is placed on exhgitimallenging or non-mainstream artwork,
can lead to schisms of occupational identity. Tde®logical and practical divide between the
occupational cultures of librarianship and curdigrss evident in the physical divisions of
shared space. This argument, proposed by archéedt social anthropologist Dennis
Doxtater, asserts that the contemporary workplac¢erimarily territorial in essence” (1990,
p. 108). Thus, the academic library setting isriteralised’ by the “use of signs of
domination, dominance and hierarchy” (p. 116-11@Ad d@he introduction of curatorial
involvement challenges the incumbents of that spheeacademic librarians in their working
roles. While the melding of the curator and libaarroles has been identified as successful in
some examples (Cirasella and Deutsch, 2012, p6),5#ie distance between the occupations
is similarly identified as an inherently difficudhe. For example, focusing specifically on the
University of Virginia law library, Academic librean Taylor Fitchett (2002) identifies the
hidden ‘ice-bergs’ of censorship and curatorial sg@nty in the library-art exhibition
environment. She provides insights into the comptéxding beneath the surface of artwork

displays in academic libraries.

In one case Fitchett describes how an African-Acagrilaw student was insulted and
offended by a painting which depicted, in the studemind, the unfortunate history of
slavery and servitude. Fitchett considers the gtrerf the student’s criticisms and the
powerful effects that art can evoke, noting thatisihard to predict what people will find

offensive” (p. 13), and states that choosing arkwtbat will have substantive and popular
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appeal is difficult. The integration of standardsgoality, taste and appropriateness can be
seen in the art theorist Margaret Wyszomirski’s8)@comments that open-ended definitions
of taste bring charges of elitism, due to the stthje problem of identifying artistic merit.
Wyszomirski's description of the tension betweea tuest for excellence and the quest for
quality” (p. 13-14) and the ‘elitist’ and the ‘pdmt’ is seen in Fitchett's narration of her
experiences as a defender of displays in the {jbrafor Fitchett, her curatorial

responsibilities were considerable, and not justibtional role proposed by Sorensen.

Fitchett views the academic library environmensalject to the same sort of controversies
that plague museums and galleries over their chafic®ntent on display. This supports the
idea that the academic library is a space for pudnti, which is similarly faced with criticism
for its subjective nature, taste and appropriaten@fe idea of democratising access to
artwork, a major motive for exhibiting artwork icademic libraries, is found in public art
theory, a sub-discipline of Art History. Generalplblic art refers to artwork that can be
accessed by the public and the term is typicalgdus refer to works in any medium that are
created with the intention of being sited in a puplace, outside the spaces and conventions
of galleries and museums (Miles, 1997, p. 12). phgposes of public art, both to enrich
civic culture by enhancing shared spaces and toaacta physical embodiment of a
community’s identity, are similar to an academistitution’s reasons for displaying artwork.
Accordingly, this discussion expands the notiom @ublic art space to include the academic
library, consistent with the idea that public atpublically accessible — far from the out-
dated and limited notion of the ‘object’ in the da This perspective is supported Mgrk
Wilsher’s conception of contemporary public artaasvider idea of a kind of art that takes
publicness as its subject without necessarily megeth expose itself to the weather” (2009,
331).

The relevance of public artwork to civic or institunal identity creation and affirmation is
articulated by art commentator James Beech'’s vimat t

“Public art can help to raise property values, meva landmark for the visual
branding of a city and raise the tone of a deprigity centre without ever entering
into any public encountef2009, p. 329).

Similarly, for an academic institution, publicaliccessible (observable) artwork becomes a

highly visible and attributable public relationsototo promote the status of its parent
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institution (Brewer, 2011, p. 75). Considering theademic library as a public place,
however, is complex: while the parent instituticters primarily to staff and students, it
usually has strong ties to the community and isrofteavily funded by tax-paying citizens
(Pirl, 2006, para. 1). Viewing the academic libray a wholly private space is similarly
inadequate, as it denies the relationship thetutigth has with its community. The academic
institution therefore hovers between the dividespaofiate and public existencelts art
collection, frequently scattered across campusey, e treated like public property if it is
visually accessible by the public.

In writing of the public art ‘audience’, art comntator Malcolm Miles considers that there
can be no all-inclusive concept of a “general pribiho view certain artworks. Instead there
is a “diversity of specified publics” for whom ‘plib art’ in a defined location is created
(1997, p. 84). His research does not take a toaditi analysis, where public art centres
around discourses of urban development, publict mghmight and civic issues of identity.
Rather, Miles’ findings bolster the explorationtbé fixed academic library environment co-
existing as a public art space. His novel viewuigported by the public art consultant Sandra
Lillenwall. Liljlenwall investigates the motivationr public art collections in academic
institutions in the US and establishes that if arkwsituated in or around an academic

institution is generally accessible to all, it ighfic art (2008, p. 9).

The sense of ‘membership’ into a specified ‘publi@t is assigned to a user of an academic

library is seen in Freeman’s declaration that tedamic library:

“...Is a place where people come together on lexetsin ways that they might not in
the residence hall, classroom, or off-campus lonatUpon entering the library, the
student becomes part of a larger community — anmonity that endows one with a
greater sense of self and higher purpose” (2006) p
These perspectives reinforce the establishmerteohtademic library as a public place. Just
as artwork in a public park is designed for usdrghat space, so too is artwork in the
academic library setting designed for that memibéhne university’s ‘public’ — either official

in terms of student or staff status, or a visitimgmber of the general public.

However, while the artwork in academic librariesaisonsidered a valuable asset, it also
incites criticism and division in its audiences.bRu art is renowned for attracting critics

from all levels of the community, each dissectihg skill of the artist against the presumed
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desires of the ‘public’ and the chosen allocatidnpablic funds. Viewing artwork in

academic libraries as public art thus opens newwe for criticism. The academic library
viewed as a public space is not the art-honoréiccsum of the museum or gallery, where
opportunities to appreciate aesthetic refinemert @nsciously chosen; visitors to the
academic library have artwork thrust upon thenre@iches’ out to greet them. Considering
Fitchett’'s suggestion that the role of librariamrator is not for the faint hearted, academic

librarians are also the unsuspecting viewer: aginslarly thrust upon them also.

This project is motivated both by the absence skaech that explores how academic
librarians perceive the artwork they are hosting #me developments in Art History and
Information Studies discussed above. The themeressied in the literature review are also
incorporated into the research questions belowsd&hepics include: the inferred effects of
art in a learning environment; the institutionaltivations for display in the academic library
setting; the challenges faced by librarians assaltef their workplaces hosting artwork; a
consideration of the academic library art as puldit, and the difficulties between

occupational cultures that arise as a result ofhmgscuratorial and librarian identities. The

developed literature provides a base from whichctmdral research questions are developed:

* s it relevant for an academic library to displagnerk?

* Is there a purpose for artwork in the academi@ii?

* What benefits, and pitfalls, are seen as a resulano academic library hosting
artwork?

» Can academic libraries be public art spaces?
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Methodology

Selection and description of the research site

The University of Auckland is an example of anitosion of higher learning which has built
up a large valuable collection of artwork over aiquk of years primarily for the purposes of
display. The history and development of the coitegtits formal establishment in 1966 with
the support of the then Vice-Chancellor Dr Kenngllidment and noted history Professor
Keith Sinclair, and its current status is extenlsiv®vered in a thesis by Stephanie McKenzie
(2006). The initial collection was intended to rairVictoria University of Wellington’s in
scope. It would provide an addition to the univgrsenvironment that was not already met in
tuition or in the physical environment. In detagjithe rich background of the University's
collecting practices, McKenzie affirms the relevarand importance of the collection to the
institution, its staff and students, the greatécammunity, and the role the University plays

as a valuable patron to the commercial art market.

The collection acquired by the University is nowntrelly controlled by the University of
Auckland Art Collection (established in 200&hich governs both from an official policy
mandate and more immediate, less formal adjustabielines. The Art Collection includes
valuable and original works by many critically saiohed New Zealand and foreign artists
and is held as a fine example of institutional eihg and as a significant national
collection. The wealth of artwork, reflecting a widariety of genres, mediums and scales, is
located throughout the University’s hallways, ofi¢c outdoor spaces, and common areas,
and demonstrates the institution’s commitment suaily enhancing its spaces and fostering
the arts community. The University’s commitmentth®ir collection can be seen in the
regular acquisitions, continual support of artigith an affiliation to the institution, regularly
updated guidelines for acquisition and commissiansg, more recently with the development
of the University of Auckland Art Collection appditton for mobile devices — a walking tour
that identifies the location and key facts of ankgolocated in and around the grounds of the

city campus.

The General Library is a rich case for investigates it holds an impressive display of

artwork alongside a dedicated public art exhibispace Window Windowis located in the
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entranceway of the library complex. Although théwark in the General Library is now
centrally managed by the Art Collection, severatkgovere originally purchased from small
surpluses in the library’s budget due to ‘art-aw&wemer Chief Librarians, who wished to
“liven up” the library’s walls through art (McKerei 2006, p. 78). The General Library also
hosts several works designed specifically foriace, and as such are ‘immoveable’ features
of the library (McKenzie, 2006, p. 78). As a worgihuilding in the University, the General
Library serves a quasi-ecumenical function: it iseatral meeting point for users of all ages,
background, faculties and subject interests. théslargest of the university’s 14 libraries and
information commons areas and is centrally locatedhe heart of the city campus. The
General Library comprises eight stories of shehang study space, an entry foyer with an
inbuilt exhibition gallery spacéNindow, and lecture theatres beneath. As suggestetsby i
name, the General Library caters to a wide rangdisifiplines, including Arts, Business,
Economics, Sciences and Languages. Students, aicaaiethgeneral staff rub shoulders with
the general public, as there is no barrier on eotrfor browsing the collections (University
of Auckland Library, 2012).

Theoretical framework

This research project is a qualitative case studiychv uses aspects of ethnographical
methodology to assess the nature of artwork in ewad libraries from a variety of

perspectives. The interdisciplinary theoreticalnfework includes incorporating data and
relevant aspects of public art theory and of aratmrship referred to in the earlier literature

review.

The data set includes semi-structured interviewik Wi interviewees, being seven academic
librarians, three curators of tWéindowexhibition project and the Director for the Centife
Art Research. These interviewees assist in undelstg the key issues associated with the
display of artwork in the General Library. The mviews were open to all qualified librarians
working in the General Library but especially t@¢k who had an interest in artwork. This
gualifier is intentional, as encouraging particiigawho have a genuine interest in artwork
attracts those more likely to contribute meaningfiodl interesting data, as well as providing
informed opinions about academic libraries as hoimeartwork.
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This project adopts several measures to ensurerdéisa@arch is conducted in an ethical
manner. The research received ethical approval tt@mVictoria University of Wellington
Human Ethics Committee, and the project follows theversity’s ethical guidelines. This
involves submitting a description of the researabjget, proof of institutional permission to
use the research site and solicit participants @metographs, the sample questions to be
asked in the interview, the Information Sheet topbesented to each interviewee prior to
their interview, and the Participant Consent Foiat ach interviewee was required to sign
before their interview (copies of these documerds e found in the Appendixes).
Participants were informed that the recorded dhty tprovided, and the transcriptions
thereof, are to be securely stored against acogessduthorised persons for a period of two
years, at which point all participant data will Bestroyed. Participants were also informed
that an electronic version of the completed researoject may be published in academic
journals or the findings presented at professionaferences. All interviewees had the option
to withdraw their contribution before the end otalanalysis (1 May 2013). No requests to
withdraw data were received. In addition the paénts were ensured confidentiality in
order to solicit in-depth and unguarded responses.

The observational framework

Over a series of visits to the General Library haoected observational analyses of the
artwork on public display, but did not include wserkn private offices, staff areas of the
library or elsewhere in the University, whether lcddly viewable or not. The ‘public
display’ qualifier included all artwork that any arsof the General Library, affiliated or
unaffiliated with the University, could freely viewThe observations made included
schedules of the physical distribution of the arkwthroughout the library, the types of
artwork on display, the concentration of particidtyles, mediums and the details of their
locations. The photographs of the artwork in then€3al Library were taken with the
permission of the University Librarian on 11 Mayl130

The interview framework

| conducted interviews with librarians working imet General Library, the curators involved
with the selection and maintenance of artwork ia ¥Mindow exhibition space, and the

Director of the Centre for Art Research (hereafteg ‘Director’), who coordinates the
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representation and maintenance of the UniversiytsCollection. | approached the curators
and Director separately for their respective intmg. | recorded and described these
conversations in field notes and in transcriptiofise interviews lasted between 35 minutes
and 1 hour in length. In addition to the formalemviews, | used follow-up unstructured
methods including emailing and phone conversati@ass necessary to reinforce my
understanding of the data, and to clarify some ifipassues raised by participants. | taped
and transcribed the interviews, and embedded oiseomments in the transcribed text as |
reviewed it to ensure the emphases made by theiparit in the course of the interview

were indicated.

The interviews were semi-structured and include féllewing kinds of questions for the

librarians:

1. Do you feel the artwork in the library has a specgurpose; and if so, what is that
purpose?

2. Are academic libraries appropriate places to displawork; and if so, why?

3. Do you think artwork has an impact on the libranvieonment; and if so, what is that

impact?

Does the artwork have an effect on library userstaff?

Do you think the library is an effective carer &f artwork?

What issues arise as a result of the library hgstitwork?

Do you think the artwork here is public art?

Would you like greater curatorial responsibilityvard the artwork on display here?

© © N o 0 &

What are your thoughts about théndowexhibition space?

10.Do you feelWindowadds value to the academic library environment?

The curators of théVindow project were asked more specific questions relatingheir
perceptions of the relationship between themselhesgallery environment aindow and

to librarians and library management, as well apla@ig the physical constraints that
operate in hosting fixed, but temporary, art exiobs. The Director was asked more specific
guestions relating to the governing mandate ofAheCollection, the policies in place for
acquisition and collection management, and theohjisdf the General Library’s collection

and arrangement of artwork.
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The purpose of these semi-structured interviews solicit personal and fruitful discussions.
The questions listed above were used as a stgrtimg for the participants to explore their
thoughts on the artwork in the General Library, &ameéxpand on the practice of displaying
artwork in academic libraries more generally. Tratipipants were guided to focus on
particular aspects of the exhibits, but the ainthefinterview portion of the research project
is to obtain personalised insight into the issussoaiated with displaying artwork in an

academic library setting.

Data Analysis

As | collected and analysed data from preliminahygical observations, further issues
relevant to the project emerged, which informed ler interviews. Using the semi-
structured interview methods outlined above, | exibd data from the participants and
recorded recurrent themes. With the accumulatiodadd, | looked for similarities between

my data set and the conclusions drawn by previessarchers in the literature.

The examination of the data used the establishedeps of thematic analysis, a qualitative
research methodology identified by Alan Bryman @,98008). This approach was especially
relevant due to the diffuse nature of the intervidata collected for this project. All

interviews were transcribed verbatim and subje¢hématic analysis. This process involved
considering the participant responses in relatiothé key theoretical concepts and literature

previously described.

Analysing the collected data involved identifyingdaarranging the recurring motifs and
patterns emerging in the participants’ interviewm icategories of significance, a ‘thematic’
framework where the data is “sifted and sorted’y(Ban, 1994, p. 180). These categories
were then amended to incorporate other novel emgraieas of interest, as well as linking
the research data to the previous literature, #regptual framework of the project, and
research questions. Using this approach, all of thé&gories of significance were
subsequently refined, ensuring that all relevartt areaningful themes are included in the
eventual findings. This methodology ensures thatrécurring motifs arising from the data
persisted throughout the data collection processl were strengthened by additional

interviews with participants (to confirm answeraylan additional observational analyses. By
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analysing the content data and ordering and syisihgsthe reoccurring motifs through a

process of ethnographic content analysis, six kegnes emerged:

» the recognition of the importance of artwork in@eaic libraries;

» the informational qualities inherent in artwork atslsuitability in a designated learning
environment;

» the motivations for display in the academic libraegting;

» the challenges of the academic library as an atesp

* aconsideration of the academic library as a puti space;

* and a focus on the occupational divide evidenh@\¥indowexhibition space.

Several secondary themes emerged, such as the megahations from the librarians for
future improvement of the relationship between libeary and the University’s art body.
These will be incorporated where possible. Thesem#s are expanded to include
comparisons with the relevant conclusions of presibterature, and also to advance those

findings.

Therole of theresearcher

My role in this project was to take both objectaed subjective interpretations of the data
collected. As a post-graduate in Art History fronuckland, | have knowledge of and
familiarity with the University’s artwork and thee@eral Library in particular, and my
research background in public art theory was ckmtrahis research project. Due to my
association with the General Library and existialgtionships and contacts there, | was able

to use the library as the case study for this rebgaroject.

In the initial observational part of the projectsubjective approach is used to document my
personal opinions of the way the General Librargpldiys its collection, because of the
subjective nature of art appreciation. For examfhe, preferences for the hanging and
displaying of artwork can vary significantly, asvaork is viewed through different frames of
reference, awareness, qualities of personal tasteiaderstanding. There are many opinions
on whether a work should be hung above, below aeyatlevel, for instance, as well as

whether similar styles, sizes or types of work $tidoe displayed together or apart. The
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overall evaluation of the curatorial effect is als@ersonal one, again due to the vagaries of

taste.

In collecting data from participants during the emmiews and subsequent follow-up
discussions, | took an objective approach to guige conversations during the semi-

structured format in order to collect meaningfullambiased data.

The possible research delimitations

The delimitations of this research project are ntimal: in selecting qualified academic
librarians with an interest in art who volunteetedake part in an interview, instead of all
workers of the General Library, the number of po&marticipants is reduced. Qualified
academic librarians are more likely to have a gdeahunderstanding of their role within the
General Library environment, as well as practicgbezience working with the artwork

displayed there. This criteria eliminates other keos in the General Library (such as IT or
support staff) who might not have close contachwlite artwork due to working away from

the public areas featuring the displays.

Additionally, as a core focus of this researcloigxamine librarian perceptions toward the
hosted artwork, the opinions of others workingha same environment will not provide the
required data. Another intentional delimitationtl® restriction of participants to the three
core groupings: academic librarians, the curatérdh@Windowexhibition project, and the
Director for the Centre of Art Research. The chaioe to interview student, staff or public
users of the space is also consciously made. Tduobnnterviews with these wide-ranging
populations requires substantial sampling methagoia order to establish representative
groups. Also, as the General Library welcomes aewdriety of users, who are often
transitory, it is difficult to identify those whoano offer meaningful and enlightening
contributions about the artwork on display in thierdry. No sampling methodology is
applied to restrict the participants who suppliedadfor this research project, as this would

unnecessarily extend the scope of this project heyioe recommended limits.

The delimitations of this project mentioned aboighhght some limitations of the approach
taken. One such limitation is tied to the percaptibat qualitative research is essentially

descriptive and therefore not rigorous, and that ibo subjective and suggestive (Goulding,

24



2002, p. 155). A further criticism is the lack cdrisparency in qualitative research, where the
connection of a researcher to their conclusionsi@ear. This section addresses these issues
by identifying the reasons for choosing the obsermnal and interview methods applied in
this case, and how the data was analysed. Thefukematic analysis means that the most
prominent and recurring issues emerging from tkerviews are used to consolidate the data,
and in turn draw a portrait of the participant @sges that effectively answer the initial
research questions. This thematic analysis procsgsres the ‘thought processes’ of the
researcher to be clearly identified through suppgriprimary source evidence, thereby

establishing more transparent associations bete@ecepts.
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Results

Analyses of observational data

| observed the types of artwork, their distributiand visual accessibility to evaluate the
overall impression created. TEmtranceway/Foyearea of the General Library features two
distinctly different types of art: the alternatingntemporary exhibitions aindow and the
fixed sculpture of Richard Killeen in the form of lacquered objects iRed Insects, Blue
Triangles (1980). The contrast in these forms is noticeaagegach represents a different
medium and artistic intentWindows short descriptive label invites ambiguity, whese
Killeen’s contribution features a full explanatioand interpretation. Killeen’s work
dominatedNindow as the nature of the library complex, with itg&expanses of open light,
causesRed Insects, Blue Triangldés reflect on the glass vitrine aVindow Yet, despite
these two artworks apparently engaging in a ‘staffidas each is affixed to the library’s side
walls), they in fact welcome the visitor to therdby and to the lecture theatres below by
promising further visual and intellectual stimutatiabove in the library, or below in the
theatres. These theatres also feature artwork enfaehm of Maori spiral relief designs
commissioned by the artists Fred and Brett Graham.

The GroundFloor area of the General Library features bothaalised collection, and more
generalised artworks. In creating the feeling ofmaeting area, recalling Marae design,
several Maori carvings are fixed to the Maori aratiffca area. These carvings are also
supported by severalkutukupanels, and further into the Ground Floor areaettage other
artworks, especially the paintinfe Kaleveby Fara Pikiti (1994) which features a young
Pacifica man cutting coconuts in a tree. These svedtablish this level of the library as the
site for the Maori and Pacifica collections in tibeary. The Ground Floor also features more
atypical artworks, such as Denys Watkigsicounter of the Third Kin¢2008), behind the
central librarian’s desk. This painting illustrate®oy watering a garden (and is suggestive of
other types of watering). The visibility of thewaarks in the Ground Floor area is somewhat
limited. Due to the volume of library users entgrthe library, the artwork is confined to the

safer and less-used corners of this area and awaydotential accidental human encounters.
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One such ‘safe’ area on this floor is tBpecial Collections Rognma small publically-
accessible space with its own opening hours. Tdosnrprimarily caters to researchers and
holds the University’s precious and prized schglarhterials. Alongside an elegant desk and
chairs (which cultivate the ‘reading room’ expege)) the room features small sculpted busts
of a marbleDante (artist unknown, n.d., which is apt to don certfgstive hats), and of
Anthony Stones’ bronze vision of (arti€€plin John McCahorfn.d.). The room also features
elegant framed works, noticeably Dick FrizzeBsuth Side Dansey’s Pag992), a wistful
lithograph of a mountainous landscape. The Spé&dikections Room recalls the cloistered
scholarly cell-environment of the Renaissarstediolg and its artwork exemplifies the
‘hidden-in-public’ nature of some institutional arivhere sophisticated and witty works such
as Nigel Brown’'s woodcut print oBong to a Fern(1986) and Nicole Freeman’'s self-
explanatorylThe Lizard King(1988) are ‘found’ by fortunate users.

The First Floor, in conjunction with theMezzanineFloor, present users of the General
Library with a quasi-gallery experience. These tilrs display much of the library’s
artwork collection, including work especially desggl for this space during its substantial
remodelling in 2002. The effect of a grand gallspace is reinforced by Selwyn Murle
mihi ki nga Wairua Kaitiaki o te When{2997), a vast mural stretching across a back ofall
the First Floor space which can be seen from nilalgmgles and also from the Mezzanine
Floor. Muru’s artwork dominates the space, andpitschase in 1997 (in part from the
General Library’s funds) was commissioned espegcfall this location. Although there is no
prevailing theme in the artwork between these kel the library (apart from the Art
Collection’s acquisition mandate to collect artiatliated with the University), the artwork
is cerebral and intellectual. It reflects both Hegiousness of its scholarly environment, yet
subtly pokes humour at this self-reverence, like iticlusion of Robin White’Sam Hunt,
Bottle Creek(1970) — Sam Hunt is a notable New Zealand pobke Gerebral element
emphasising ‘mind work’ is suggested with the phaeat of two head-specific artworks.
Sarah Munro’sSocket(2003) is a highly engineered large-scale workuiiéag a man’s head
in oils digitally printed onto shaped polyester rfoavith a fibreglass shell, and Elizabeth
Thompson’s intaglio print tittetManakau Head$1987), features an abstracted head, moving
from a cliff top. The wider world is expressed g tMezzanine Floor’s ‘hidden’ sculpture —
a re-imagined and flattened globe, fittingly lochtitside the library’s map room, titlddhe
Known World (English Versiory Ruth Watson (1991).
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These two levels also host a range of mediums emed,ssome of which fit easily into the
digital furniture of the library, for example thenge of framed prints above a row of
computers on the First Floor. The First Floor a&plays a curiously risqué artwork, Rohan
Wealleans’Blade Healerg(2008), an acrylic on canvas wall hanging thatuess a subtly
explicit grouping of nude women. Its semi-poinstlstyle and the inclusion of extra materials
in the forms of rocks make this a bold choice faualically-accessible library. The artwork
is especially vulnerable to passersby, yet its ggfant in the library (against a wall and
compressed by desks) effectively removes someeolvtitk’s power to amaze or shock.

The First Floor also features less salacious akwarthe form of calming landscapes (such
as Irene O’Neill’'sMatapihi, 1966), and still lives. In carrying most of thlerary’s artwork,
these two floors host some of New Zealand’s moghliziregarded artists, including Don
Binney Kawaupaku Te Hengd 967), and Pat Hanlyrside the Gardenl1968). The display
of artwork across these levels, often at or belgerlevel and within easy reach, heightens
the vulnerability of the artwork (to accidentalralicious damage), but provides the highest
visibility within the library building. The majomtof works here feature at the least name and
date labels, usually at an easily readable heggit,the distribution of the artwork across the
First and Mezzanine Floors is even, with no comagioins that could potentially interrupt
serious study. Instead, the effect of the artworet the semi-hidden displays offer multiple
points of visibility, and seem to play ‘peek-a-beath the unsuspecting library user.

However, the dedicated curation of a gallery-sigte experience ends at the Mezzanine
Floor. TheSecondFloor has no artwork displayed and thkird, Fourth, Fifth and Sixth
Floors of the General Library are far more constreaeach feature only one work, except
for the Fourthwhich has two. The reason for this lack of displagontrast to the veritable
wealth presented in the First and Mezzanine Fli®rdue largely to both the building’s
design, and the needs of the library. The Firstiedzanine Floors feature lofty walls, ideal
for display, but as the General Library rises irght the effect of its windows (which ‘wrap-
around’ the building) severely restricts the amafmnternal walls for display purposes. The
necessary shelving units holding each floor's pdnmaterial also limits the amount of
artwork that can be displayed there. Some levelsh @s the Third Floor (home to Asian
Language material) have a reflective theme — is ithstance, I. Njomen Gerebig’s painting
of Rice Planting and Harvestinn.d.) featuring the rice paddy fields found innpaAsian

countries. Similarly, reflecting the content oétthoor through the visual medium, the Fourth
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Floor (French National Language and Literatureajuiees a work showing a New Zealand-
French connection in Russell Jacksob826 The French in the Bay of Island®994), the

title of which is fortunately inscribed (the titard is missing). The Sixth Floor features an
intriguing and witty work, Liz Maw’sSirens(2009), a painting of an imagined female-led
Viking-style vessel. The suggestion that the skidield by the ‘sirens’ might be easily
misread as breasts was suggested by a number rafylibisers as | carried out these

observations — and indeesirensrequires a second glance to be sure of its exatent.

The stairwellof the General Library add aesthetic appreciationg@with a safe passage and
possible athletic activity for their users. The tcahlandings of the stairwells, rising from the
Ground to the Sixth Floors, feature a uniformlygarexpanse of wall, perfect for display
purposes. The stairwells offer a highly visibledbon for the library’s artwork, especially on
the lower floors which are in constant use. Asdblection of the library tends to take on a
certain degree of permanence, the artwork of tienglls coupled withVindow provide the
library space with a much-needed opportunity fdation and refreshment. Currently the
stairwells display a total of 12 framed silkscrgeirs of prints by a range of New Zealand
and international artists from 2008, all acquirgdtie Art Collection in 2010. These prints
are untitled, yet each pair, some of which are mgcoously matched, offer a sharp snap of
visual stimulation that makes each floor instanégognisable on repeat visits to the library.
This is seen, for example, in the stairwell betwélea@a Ground and First Floors which
contrasts New Zealand artist Saskia Leelistitled (2008), a silkscreen print depicting
abstracted and faded colour blocks against thewland bold, graphically-inspired design
of Swiss artist John Armlederidntitled (2008).

While attempts are made to limit the damaging é$fe€ direct light exposure to the artwork
throughout the rest of the library (as whereverspus, the artwork is hung away from a
direct light-providing source); this is not the ean the stairwells. While the financial value
of the stairwell works is considerably less thaosthin the General Library, they should not
be left to the ravages of fluctuating and impactuhlight. The ongoing conservation of all
the General Library’s artworks is also a concemseveral show signs of wear and tear, and
in the case of one artwork, Helen Sanddliidargement from the Book of Hou{E969), an
over painted print enlargement onto board, therphigsical damage. Sandall’'s work has
worn away and torn from its base, and faces futlam®age due to its location in a path of

direct sunlight on the Fifth Floor. However, whdeme artworks could benefit from more
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judicious arrangement and placement to allow gremte more visibility, and some appear
slightly askew, overall, the condition of the artwan general is good, given the necessary

caveat that the General Library is a building ingtant, high-level use.

In terms of the choice of artwork the General Lilgra&xhibits a comprehensive and
impressive selection of artists, mediums, scalas assthetics. The introduction of more
sculpture into the library would have a significamipact, and reflect a style of art that is
somewhat neglected. For example the inclusion afhislel Parekowhai’'s frequently-sited
life-size bronze sculptur&apa Haka(2008), to the General Library from its currentdtion
outside the Barracks Wall, would be a suitable rutteature. This work, of an assertive
security guard in defensive pose, has been shiéegral times throughout the University
(due in part to student hijinks and the predilactior the sculpture to don garments),
frequently causes passersby to mistake the scatptman for a real person (reinforcing the
power of art), and the presence of added ‘secufityproxy form) to the library would help

protect the artwork already held there, if only ircally.
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Physical distribution and location of artwork

The table below identifies the location and disttibn of public art in the General Library as
at May 2013. The table also identifies the proportof the University of Auckland Art
Collection that is publically displayed in the GeadeLibrary.

Location of publically visible artwork in the General | Distribution of
Library artwork on floors
Entranceway/Foyer 2
Ground Floor (including cultural carvings and pael 15
Special Collections Room 7
First Floor 14
Mezzanine Floor 7
Second Floor 0
Third Floor 1
Fourth Floor 2
Fifth Floor 1
Sixth Floor 1
Stairwells 12
Total number of artworks on public display in the

General Library 62
Total number of artworks in the Art Collection

(approx.) 1300
Proportion of the Art Collection on public displaythe

General Library 4.7%
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1. Placement ddVindow(showingRadio Straineiby Alys Longley and Jeffrey Holdaway,
May 2013), General Library entranceway

2. Close-up oWindow(showingRadio Strainetby Alys Longley and Jeffrey Holdaway,
May 2013), General Library entranceway
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3. Red Insects, Blue Triangléy Richard Killeen (1980), General Library entraway (seen
from library doors)

4. Sonic Panoraméy Elizabeth Thomson (2002), Ground Floor, Genkitadary
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Analyses of interview data

The data collected from the interviews have recurteemes which bear direct connections
with those from the Art History and Information 8ies literature. It also raises novel

considerations of the academic library as an aacepand suggests avenues for future
research. The themes mentioned above have begrsamah separate discussion sections as

follows:

l. the recognition of the importance of artwork in deaic libraries;

Il. the informational qualities inherent in artwork arnd suitability in a designated
learning environment;

II. the motivations for display in the academic libraefting;

IV.  the challenges of the academic library as an atesp

V. a consideration of the academic library as a puiot space;

VI. and a focus on the occupational divide evidenh@Windowexhibition space.
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Valuing artwork in the academic library setting

The interviewees unanimously support the displayadivork in the General Library
specifically, and for academic libraries more gatlgr The importance of artwork to the
interviewees was expressed in a range of positideeathusiastic opinions. These span from
personal critiques to abstract and theoreticalghtaion the role of artwork in the workspace,
and the impacts art has on its environment andsudérat artwork is an opportunity to
culturally and visually enrich the physical envineent is acknowledged by the interviewees
as highly relevant to the General Library. The img@oce of artwork in the academic library
setting is prized by the librarians who work aladgsit as well as by the curators of the
Windowspace, who emphasise the significance of reldtiaaesthetics. From the librarians’
perspective, one states that the artwork “breales ftimctionality and monotony of an
otherwise purely functional, institutional buildingvhere artwork heightens the eponymous

‘generality’ of the building.

The librarians interviewed demonstrate a strongdmass that develops towards the
permanent displays in the General Library. Giveat #$everal of the artworks are designed
especially for the General Library, and as such ‘@aremovable icons’, the depth of
attachment held by several long-serving librariéms them attests the suitability of the
chosen works, and the affection of the staff memlb@r the workplace over time. Three of
the librarians speak of long-placed artwork, esgcthose near their work areas, becoming
“old friends” to them. One librarian refers to tiight’ to keep a much-admired painting
situ, in spite of its scheduled relocation during remtans in the library. The crux of the
argument lies with the perception of due ownershi: artwork has become part of that
section of the library’s identity. The librarian neged to keep the artwork in its original
placing with the challenge: *“it'sur painting — and we like it". These views add cremeto
Lillenwall's (2008, p. 14-15) suggestion that otiene, permanently-sited artwork becomes a
‘trade mark’ for an institution. Althoughiljenwall was speaking about externally-sited
institutional public art, the interviewees in tluase provide evidence for the importance of
artwork in the working environment, and the valuéalds as a physical place marker. The
significance of the cultural displays in the Gehérbrary is also highlighted by a number of
librarians, including one who stressed how the artwcarvings and panels in the Maori and

Pacifica section of the library create a supportine responsive environment. The librarian
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thought that the presence of tlukutukupanels and carvings work to “localise the library”,

and that “it definitely has a specific effect on merking”, adding:

“If I'm down in the Maori and Pacifica collectiorgven though I've seen them a
million times before, | always gaze at tiwkutukupanels or the carvings, and | feel a
sense of belonging — to the library, and a greatanection to my culture. | feel there
Is a relationship set up through those piecesishbéing communicated when | look
at them.”

Another librarian with an interest in the librarytedigenous cultural perspective emphasises
the ‘stories’ that are intrinsically tied to thetwork, and how such art objects take on a
special cultural resonance with their placemene Value of the artwork in the Maori and
Pacifica area, in this librarian’s view, goes beyanonetary consideration as the works
which were specifically commissioned for the spaceas ‘guardians’ of the teachings held
in the objects and materials of the collectionwadl as the people who sit and study there.
The librarian emphasises how the carvings takdtukupanels may go some way to redress
possible ‘library anxiety’, where users feel inttated by the library and cannot function
effectively in the space, a concept that Constandelellon argues has special relevance in
considerations of the academic library (1986, 2)1®he librarian interviewed expresses the
idea that library anxiety, where feelings of inaglecy and inability are felt, could be higher
amongst the underrepresented groups in the uniyeremmunity, including those who
identify with Maori and Pacifica ethnicities. Thenfluence of the physical library
environment on minority groups in the universityroounity is upheld by the investigative
research of Sharon Elteto, Rose M. Jackson, andederLim (2008) into the racial
differences amongst library users. The authorstraéclaim, of a library’s responsibility to
support the unique challenges faced by such gragpsmilarly found in the response of
another librarian who suggests that the placemeatdditional Maori and Pacifica artwork
throughout the library would:

“Help our people feel more relaxed in this envir@mt, where the stories and the
‘chill’ element of our space here could be cartieugh. The relaxed atmosphere we
try to create here provides an element of homsdina relaxed space.”

The librarian emphasises that “removing the basrterthe library” through the display of
Maori and Pacifica art would have a flow-on efféot “warm” the rest of the library,

especially during exam time where:
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“The amount of energy that comes through herésslately amazing: you can
cut the tensions with a knife, and havingutukupanels that students can rest
against, artwork they can touch, may reduce stesss levels and help them
to relax”.

The ability of artwork to add vitality to an acadentibrary, a key theme in the existing
literature, is also emphasised by the librarianstha® General Library. One claims the

presence of artwork was significant as it:

“Brings an important vitality, and makes the plaogore comforting, more
aesthetically nice to be in as it goes beyond flustcollections of books and study
tables to be an interesting space”.

Other librarians support this view, with one stiegshow the presence of artwork in the
General Library “steps it out from the ordinary &".bThese opinions are further
substantiated by the views of other intervieweelsp wmphasise their deep and personal
enjoyment of the artwork around their working sgad@ne librarian mentions how a screen
print located in the stairwelUntitled by Tom Kreisler, 2008, a sketch of an apartmentiblo
encased in a condom) always “makes me giggle likeemager — even though | see it
however many times a day — and | should know Hét&milarly, another emphasises the

importance of being around beauty, saying:

“I truly believe that the environment has a hugiuience on work and productivity,

and that the artwork here has an effect on thespsead staff. | believe beauty, as in
the beautiful artwork here, around us certainlgtdbutes to productivity, because it
brings these positive vibes.”

This idea, of the transfer of idealised conceptdeduty in physical objects to viewers of
such objects was a core belief of Renaissance ashai theirstudioli, and still carries

weight. Further extending the associations of beantl productivity, the librarian adds:

“As [being around] beautiful things brings posttivibes, seeing the artwork gives
you a few minutes or so of a positive visual breakich means you can return to
your work refreshed and inspired, and do bettakivo

Similarly, another librarian thinks that visual maal “subconsciously lifts people”, as
peripherally stimulating things work to break th&rctionality and monotony of an

institutional building such as this space”. Thewark is also attributed to raising student
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awareness of the diversity of subjects that arghtaat the University. For example, one

participant notes that the school of fine artsnkle a fair distance from the General Library

but representing its visual art and artists in teatral venue is a way to emphasise the
possibility of academic worlds beyond the studeatsh. The librarian elaborates that:

“People come here pretty much focussed only ont whey have to do and study,
their minds are set into their various disciplinBging exposed to the artwork here
just creates a subtle awareness that there i©v@maiorld beyond their immediate
focus”.
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5. Carved Maori panel (left) aridiho by Jody Walters (n.d.), Ground Floor, General Likra
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6. 35/35by Phillip Trusttum (1976), Ground Floor, Gendrddrary
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. Seeing artwork as information

Introducing users to others areas of interest beybair own studies is clearly identified in
the interviews as a central motivation for disphayiartwork in the General Library. The
interview data strongly supports the existing &tere, which holds that the informational and
educative value of artwork is essential to its piaent in the academic library setting. The
strength of these opinions outweigh the idea thistaak fulfils only a decorative role. The
interviewees acknowledge that the artwork in theally space has absorbing and significant
enlightening and scholastic functions. This perised perspective is also formally
mandated in the acquisition and commission poli€ythe Art Collection, the primary
objectives of which are to “demonstrate the Uniigis continual commitment to the study,
patronage and advancement of the visual arts” @heersity of Auckland, 2012). The
collection has an important role to “enable redeana the visual arts and support the
teaching programmes [of the University]”, whichnmnifested in the displays of artwork in
the General Library (The University of Auckland,12). These guidelines for the display and
purpose of the Art Collection are similar to pad€ifrom other national and international

academic institutions.

Academic libraries, with their educational purpoaged research output, are supported by the
previous literature as a significant and suitaldeé for an institution’s prized art collection.

Kam’s argument that:

“Libraries...are effective repositories for art aotffg especially if the objects are part
of a larger collection with qualities that inviseholarly study and research,” (2001,
p. 13)

is unanimously acknowledged and affirmed by aleimiewees as a significant driver for
artwork in the General Library. One contributest taa the General Library and academic
libraries in general act as a tangible and highbible display of the “serious research
function” of the institution, the placement of admk in such a space is highly relevant. This
librarian expresses the view that artwork is ink¢p academic libraries because of “natural”
associations between art and education. The radgtwbrk providing its own intrinsic value
as a useable and useful academic resource inltfaiis also acknowledged by another
librarian, who argues that:
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“Art is definitely a form of information — the sing that ‘a picture paints a thousand
words’ is so true, and that the information of fheture is conveyed to an audience.
So, as an information repository, alongside a ¢ither materials and resources we
collect for their informational value to our useitsis academic library is an absolutely
fitting home for art”.

This idea, that the contents of an academic libfdrg artwork) and its description (a place
for scholarly research), are fundamentally linkegurpose, to create the identity of a place
of higher education reinforces the importance biark in academic libraries. In support of
this analogy, one librarian states that the presemc¢artwork can signal the work of higher,
elevated minds and that is what we here in tharfbcater to”. This refers to the responsive
relationship between academic research, notioimgelfigence, and creativity. The cultivated
identity of the academic library as the specialiseche of higher thought and education is
supported by the presence of artwork: it fundambradfirms both the cultural awareness of
the host institution, and the meaningful and unidgerning opportunity for users of the
space. Thus, the artwork responds to its settimjesntnances it, as the setting enhances the

physical art object and imbues it with greatervatece as an information resource.

Such learning opportunities, considered inherenthen artwork itself are also declared by
another librarian as “core to the duty and resgmlisi’ of the library: to provide an
educating environment through a range of resourtbs is also the opinion of others
interviewed, for whom the formal characterisatidnasademic libraries, and libraries in
general as places where information is impartedyulsh reflect multiple sources of
knowledge. The association of artwork with a sigaifit, if latent, educative function is
identified by several librarians interviewed. Itpports Jinbo and Mehrens’ argument that
artwork in the academic library serves a “multiplicof [possible] goals” (2007, p. 41). One
interviewee emphasises that academic libraries magt a clearly defined mission to cater
for the learning styles of its many users. Suchnieg styles could encompass “virtual,
visual, kinaesthetic, or aural” forms. This libearis view is particularly pertinent given that
the General Library has a comprehensive mandasertoce the needs of students and staff
from a range of academic disciplines, and by extens range of differing learning style

inclinations and preferences.

Another librarian interviewed examines the inforioaal significance of the artwork in its
setting with special reference to the Maori andifRacarea. The specially designed carvings
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and tukutuku panels create a recognisable identity for the Mamwl Pacifica materials
located there, and the spaces within the fibrescamgded wood are prized for the stories held
in their physical form. For this librarian, thesaltaral material objects located amongst
written texts take on important roles as informatiesources in themselves as “they hold the
knowledge, there are teachings provided in thoseenmaés”. She further notes that from an

indigenous cultural perspective, these culturabbjects:

“Create a push, or an incentive to be more resperns the specific needs of Maori
and Pacifica students, and also because it sowudlyi represents our cultures, it
might invite other people to learn more about paople and our stories. The
artwork keeps the relationships flowing back amdhf, and from that comes learning
and education”.

However, while the artwork ideally stimulates andates an educative experience for the
library users, the interviewees also emphasisediative “invisibility” of the displays within

the General Library, for example one librarian coents that:

“Those who are more inclined to notice their sunadings will appreciate the art we
[librarians] do — but for some, they might not geat all, even if they are sitting right
beneath it”.

The majority of interviewees express the opinicat tine artwork in the General Library has
a “stumble-upon” quality: it is found, rather thexplicitly sought out, and as such, its ability
as a useful information resource may be known émlg minority of art-conscious or art-
knowledgeable users. The Director and managereoAth Collection comments that “while
my expectation is that if art is all around youerthyou will notice it, but you have to be
realistic in this assumption: we are not all vispabple.” Notwithstanding these comments,
the Art Collection is designed to enrich the ingtan’s cultural environment — a visually
stimulating component that supplements the otheltural activities like musical
performances and theatrical productions to enhémeeultural life of the institution for its
users. One librarian emphasises that the signidean ‘critical thinking’, a core concept of
tertiary education, must be considered in evalgathether artwork can be educative. The

librarian declares that as universities are:

“Supposed to cater to enlightened individuals,isitour responsibility to offer
resources that will give them an intellectual dade. Even if students don’t
consciously notice the paintings here, it doesndan that we should get rid of
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them: not all the users are blind to their surcbhngs, and having artwork here
has... a subconscious and significant role that cuppthe idea of the library
being a place for serious research, serious tgnkand creative output.”
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7. Artwork in the Special Collections Room, Groufidor, General Library

8. Bust of Dantdartist unknown, n.d.), Special Collections Ro@nound Floor, General
Library

44



1. Motivationsfor displaying artwork in the academic library setting

The librarians interviewed reveal diverse opiniabsut the reasons for displaying artwork in
the General Library, possibly reflecting the extentvhich the institution’s mission goals for

their Art Collection are being effectively commuatied and understood by staff. It also
illuminates the librarians’ personal views aswby the artwork is placed in the General

Library. This enquiry, which examines why librarsafeel an institution collects and displays
artwork in their libraries, partially replicatesrsiar issues explored in the previous literature
and brings a novel consideration to this researeh: dow do librarians view the relationship

between the institution as art-owner and the dyspfaartwork in the library?

Lillenwall's suggestion that “[universities] as p&s of learning, social activity, and cultural
exchange, pursue collection building to ... offer gibgl embodiments of [their] philosophy
and beliefs” (p. 1), is roundly acknowledged by fiwarians and the Director in their
respective interviews. The motivation driving theniersity of Auckland to purchase
artworks goes beyond solely ‘art for art’'s sakefarinvestment. The Director confirms this

by declaring:

“We cannot always guarantee on works going upalue/ over time, so we see the
development of the collection as investment inittiegrity of the Collection itself,
not for financial reasons.”

The librarians also support this perspective: thendgal Library’s artwork should be
displayed to enhance the physical environment. I@narian claims “the artwork here adds
liveliness. | think that the University should ketiyat goal, to display, in mind when they buy
art — it shouldn’'t be for just the bank vault”. $hconsideration, of prizing the value of
displaying artwork over the sheer investment padéitt may have, is a major driver in the
acquisitions policy guiding the buying of new artk®for the University. The Director states
that:

“[Our] motivations for acquisition are essentialtglated to the integrity of the
Collection as an ongoing process, and so we Idokoa a work can add to the
integrity of the Collection, that it will make s and is coherent with what we
already have, and that it has its own kind ofaigism and relates to who we are as
an institution”.
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However, another librarian refutes these goalstesging a more cynical perspective:

“Having the artwork here is a subtle vehicle fbe tUniversity — there is definitive
status-building on show, and that's clear from #$iee of some of the works. But
because you have to find it, there is an almo#tefiacing quality there — a
quiet unveiling of considerable wealth”.

The Art Collection establishes the institution akey cultural player, provider of artistic
tuition and an esteemed art patron as it aims leatdmajor’ artworks by alumni or artists
that have a close association to the Universitys Télationship, between the artist and the
University, is noted on the labels beneath eachkywehere the artists’ status as a former
student or teacher at the University (and dategeathing periods or graduation) are
emphasised. Several of the librarians express piv@om that this policy of displaying the
artwork of previous students and teachers of thigadsity was “extremely worthwhile”. One

librarian states that:

“As well as being a showpiece for the Universityigestment, putting the artwork of
old students here supports the arts community,itasdows to the current students
that the University is interested in their artistndeavours, and that we invest in our
young people”.

Another librarian suggests that another motivafmmthe display of artwork in the General
Library mustbe the associated connections generated by sedergations. The librarian

declares:

“The artwork here makes the library feel a moreéoss and formal place — a
professional place. Plasma screens or advertigsnfen Coca-Cola create a bus
shelter effect. To see works of higher minds ngbpbly inspiring — and that's an
effect that occurs with the artwork here”.

These incidental secondary connotations assocwitbdartwork in the General Library add

credence to the concept that the artwork is a bdmgalbeit transportable, extension of the
built academic environment. The artwork becomesosymous with the identity the

University is cultivating: a serious, dignified amdlturally-aware institution and this is

reinforced by its display throughout its campuspablic spaces and offices. This is
acknowledged by the Director as she states:
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“We are always buying with a role to eventual plaent in the University, but the
artwork must have its own integrity — and we ddettthe existing structures dictate
the artwork. We try to buy the best possible anicl relates to our mandate and
guidelines, anthenlook for locations”.

However, while the collection is growing in sizedascope, the interviews indicate that a
central mission of the Art Collection has not bgmoperly relayed to library staff. The

librarians express some confusion over the hisamg ownership of the artwork in the
General Library. Many are unsure as to whetheratteork is owned by the Library due to
its long-standing placement and in the case of smarks, their designed site-specificity.

The librarians offer their thoughts on the creatudrthe General Library’s collection, which

varies from fair accounts to urban legends repeéteth long-past staff members. This
ambiguity of purpose is problematic for the libragit limits the artwork from being used to
its full potential as information materials. Intesws with the librarians indicate that many of
the staff have vague ideas as to the extent ofAtieCollection, the types of works it

includes, the body that controls the maintenanak amnership rights, and whether certain
works can be requested for special positioninghgirtworkspaces. This is in spite of the
promotion of the Art Collection’s ‘From the Colléat’, a regular column featuring selected
works in a campus-circulated newsletter, and digiifiatives such as the mobile application

tour of noteworthy works around the institution.

The librarians interviewed universally express thew that greater promotion of the
University’s artwork, in either formalised mediureach as exhibitions or through digital
initiatives such as databases, will encourage greatareness of the Art Collection and meet
a primary objective of the Collection to “providenagh standard of management of a major

University and national asset” (The University aickland, 2012)One librarian states that:

“It would be great to have more information abthg artwork available in an easily
searchable form, where you could find out moreuatibe works by typing in key
descriptors, rather than relying on the tiny Isbtat are already in the General
Library — if you can find or see them, that is”.

This issue is also raised by art advisor Camille Bnewer’s research into fine art collection
management in public libraries. Brewer’s 2011 regeguggests that libraries often “miss”
an obvious opportunity to promote their art coli@es, stating that:
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“[Libraries] as leaders in information managemeith a mission to collect and
protect material culture, it was surprising to §e2number of institutions that do not
catalog [their] art objects” (2011, p. 77).

This failure to provide publically-accessible catd or reveal the extent of the artwork
collected for educational intent and managed by litheary, Brewer argues is “a missed
opportunity because, when these objects are noeped as library materials, their existence

is invisible to potential users” (p. 77). Breweadvice is:

“Given the overlapping philosophies for collegtircataloguing and disseminating
information, libraries should be more diligent andling objects which may be
valuable financial assets for the institution” 120p. 77),

This guidance is not deliberately or unconscioughored in the General Library, but rather
a fully accessible catalog is unrealistic due tacpcal, rather than theoretical reasons. The
Director indicates that financial constraints ahne difficulties of securing legal copyrights to
representations of the Art Collection, means thatdrtwork is not fully catalogued and the
extent of the Collection is not made publically esgible. In this connection, the Director

acknowledges that as:

“The University library as an entity, shifts toveaa greater digital and online
presence, we are being asked to make the artwagktisdd in some way.
Unfortunately, it is way bigger than my stretchede and resources will allow to
dedicate money to putting the artwork online fog sake of having it online — | fully
endorse that, but unlike the library with theireaders and digital materials
collections, the Art Collection simply does notvlathe digital expertise or the
finances to fund it”.

Despite these reasons, one librarian suggestshbartwork in the General Library could
“tap into the digital nature of where the Univeystlibraries are going” in a relatively subtle,
affordable manner. She suggests that the museuendatyels that are affixed to the wall
beside each artwork include Quick Response (QRg@s;odthere users could scan their smart
phones and be taken to the University of Aucklandigsting webpage of their Art
Collection, or to another page that would link tgadls about the specific artwork — some of
which are already extensively covered in the axgstdigitised articles from University
newsletters. The Director also suggests that th@iad of a digital touch-screen kiosk in the
foyer area that showcases examples from the Geb#nalry, located in a site with heavy
foot traffic and alongside the existiMfindow exhibition space, would be a welcomed and
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much-used gateway to the Art Collection’s bountybdt is currently a financially

unachievable initiative. However, recent movesepresent parts of the Art Collection on a
worldwide digital collections repository is a sifjoant step toward making the artwork of the
General Library known to newer, and responsive enms. Such initiatives could be linked
in the future to the General Library homepage, wodld raise awareness of artwork in the
library and support the University’'s intentions tioster general awareness and
understanding of the visual arts” amongst the Usie community, and the broader public

(The University of Auckland, 2012).
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10.Blade Healerdvy Rohan Wealleans (2008), First Floor, Generbaitdury
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V. Challenges of hosting artwork in the academic library

Unlike the academic libraries studied in the prasianainly American-based literature,
where librarians have the responsibilities of agmg, selecting and managing art
exhibitions, the artwork in the General Librarycentrally managed and maintained by the
Art Collection. Thus, the Auckland librarians tate the mantle of custodianship, rather than
curatorship. The interview data reveals that thisrent practice is divisive amongst the

librarians, who work with and amongst the artwonkdisplay.

The librarians interviewed support Kam’s view thiaty may struggle in positions with a
curatorial role as the traditional remit of libimship does not offer the skills required of
curators, such as “a trained eye, connoisseurshignowledge of the ‘canon’ of fine art”
(2001, p. 10). Several librarians agree that thgestivity of curatorship, especially the
ability to justify the choices made for display,semething they would be uncomfortable
with, or untrained for. Most interviewees mentionmatt the curation and preservation
management of the artworks in the General Librédoguid be left to people with specific
knowledge. These divisions, between librariansinigh @uratorship, are indicative of different
occupational cultures. However, the interview datalicates a potential for greater
collaboration between the librarians and the mamage of the Art Collection which would
benefit both parties. Whilst librarians are disinetl to take on curatorial roles, they are in
favour of having greater involvement generally ielesting artwork, or having some
representation in artwork. Greater involvement frtima librarians in choosing the artwork
for the General Library could reinforce the notioin“psychological ownership” posited by
art theorist Patricia Phillips (1988, p. 95). Tsuld encourage greater promotion of the
artwork by the library to raise its potential asiaformation resource, and encourage greater
awareness of the displays by the librarians. Tdes iis supported by several librarians, with
one stating that while librarians might not knowe tintricacies of effectively repairing

paintings, they should:

“Have greater involvement with the choosing of kefor this space, because we
know the building well: we could suggest where ltlest places to put works are —and
because so many of the works have been here fon@ time, we have taken
possession of them in many ways — they are oadssa maybe the librarians should
make sure we look after them better, becauseatreegurs to keep”.
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Two librarians are in favour of the General Libramerseeing substantially more significant

curatorial duties, one arguing for greater mainbeeaand control, saying:

“We have special collections material within titerary, and librarians are attuned to
caring for physical objects, not just document®r Fnstance, a librarian just

wouldn’t leave a very valuable book open on agaiposed to direct sunlight — and
if we had control of the paintings here, we wottldio that to them”.

The second is also in favour of a liberal intergtien of an academic librarian’s role:

“While caretaking isn’t a traditional library skilaught, and while it's not a natural
inclination, there should be an appreciation fostgcting material objects from the
librarian’s perspective. It's not unheard of fabrarians to be caretakers — they
wear gloves to handle special collections materibut because control of the art is
removed from us, | think that the idea of lookiafier the artwork is not at the
forefront of the librarian’s mind”.

This perspective is supported by Kam (2001), wHoawledges that while “librarians have
not always understood the importance of the objdibrrarians with training in archives and
rare book librarianship can be effective in comroating the value to others the value of the
individual object as object” (p. 13). One librariéolds a dissenting viewpoint based on
practical difficulties: granting librarians’ totaliratorial responsibility would present its own
challenges as “you’d be throwing it open too brgadland then it would get stuck in

committee stage”.

In considering the General Library as an effectiepository and showcase for the

University’s artwork, the Director states that titeeary is:

“A sympathetic home for the artwork, and a resjpgttome for a large extent. The
preconceptions of libraries are a good thing —rehés less likely to be
hooliganism going on in them, as libraries areegdawhere people probably behave
more cautiously, and they don’t throw water batté#ound, they don’t eat. There is
less likelihood that the paintings will be damagedhjured in the library.”

Several librarians disagree, arguing that the fijpia not a good custodian of its artwork,

with one librarian stating:
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“l don’t think librarians are good caretakers afwark — we don’t display them
correctly, the works are not rotated, they getyuend we don’t really make sure the
environment is a safe one”.

The vulnerability of the artworks is an issue rdigy another librarian, referencing the theft
of a number of artworks and art objects from thecsd Collections room of the General
Library over the 2006-2007 Christmas period, whicbluded a valuable Charles Goldie
painting (Field, 2007, p. 7). While the items imsttart heist’ were eventually recovered and
returned to the University, the theft highlightse thsks inherent in the public display of

artwork (New Zealand Press Association, 2007),iotezviewee expressing the opinion that:

“The library is not a secure gallery — it is a Wigublic building, perhaps even too
much a public building. There is no limit on entgo you can be a guy with a
skateboard and a knife and come in just as welhasngineering student can”.

Several other librarians also acknowledge the iveatulnerability of the library space, but

the Director notes that theft and vandalism, mailisi or accidental, are ever-present
calculated concerns that the University must badathee to the distributed nature of the Art
Collection. The Director also expresses the vieat #ome of the responsibility associated

with hosting artwork must be shouldered by the klegiartment, or building, as:

“The nature of a distributed collection is thauyoannot be the eyes and ears of the
whole management and security of the collectioa,rely on those people to work
collaboratively and effectively with us if they mtavorks in their departments or
spaces”.

This adds further credibility to the earlier suggws that greater collaboration between the

librarians and the management of the Art Collectimuld result in positive outcomes.
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11.How Maui Made the Sun Go Dovaly Pauline and James Yearbury (n.d.), First Floor
(seen from Mezzanine Floor), General Library

12.He mihi ki nga Wairua Kaitiaki o te Whenbg Selwyn Muru (1997), First Floor (seen
from Mezzanine Floor), General Library
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V. Considering the academic library as a public art space

The data collected clearly establishes the acadionéry environment as a public art space.
The General Library is seen by all intervieweebdaa wholly “public” space, as there is no
barrier on entry into the building and visitors akowed to freely browse the physical
resources on display there, including books, magszi journals and newspapers. This

freedom of access is held by one librarian to ptaedibrary in a uniquely powerful position:

“The library is a public building, there is naniitation placed on entry. It's one of the
few buildings in the whole of Auckland where theseno restriction on who can

come in. | think that makes this a special buigliand as a library with our purpose to
educate and provide learning resources, our reacto the communities beyond just
the students and staff here means that we hawyaalcarry out our mission to our

potential users, or people in the community —hielic.”

This point, of meeting the needs of the createchitminity’ of users in the General Library is
supported by library consultant Sam Demas (2008n&s proposes that the library is an
important agent in creating a grouping within theeager institutional and public

communities, stating:

“Libraries are amongst the busiest, most welconspgces on a college campus.
Free and open to everyone, they are distinctly-commercial and operate on a
uniquely communitarian character and business m&dell-run and well-designed
libraries serve, in effect, as a form of academoimmunity centre” (2005, p. 33).

The General Library’s role in Demas’ quasi- “acadegommunity centre”, ‘reaching out’
and relating to external publics, can be found ublig art theory. The association between
the academic environment and a public art spacguety fits the General Library, which
features both the designated public art exhibitainWindow and its own displays of
publically-viewable artwork. Simor’s propositionaththe display of artwork in the academic
library is “for many students, their first conscsgoexposure to artwork” (1991, p. 137), adds
extra support for seeing the academic library pshdic art space. Just as the core conception
of public art is to enliven shared public space tmddd cultural life to built environments
through artwork, the General Library in displayiagwork for these same reasons and for
public audiences, engages in public art.
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As a public art space, the General Library read®esions of the public beyond the already
art-aware users who frequent galleries or museiitnis. proposition is sustained by the view

of a librarian who asserts:

“Because this is such a public building, whichecatnot just to the university
community, having artwork here brings an awarenessartwork that is really
accessible, and for people from many differentural backgrounds, it may be the
first time they've really come up close and peedowith artwork. This a less
threatening experience than being in a gallerg, la@ing around the artwork here is a
comfortable thing: it just seems as though thehare is normal — and that’s how it
should be”.
Public art theory supports this view and the ‘deratising’ effect of artwork in public
spaces. However, the ‘naturalness’ of linking thétlacademic environment with artwork to
benefit all users of the space is challenged bylirarians. The first holds that the General
Library’s artwork is primarily institutional, bougtby the University for their purposes of
“promotion, or status-building”, rather than out“gbodwill or trying to bring art out to the
whole community — | think that is more of an addmshus than designed effect”. The
cumulative effect is that the artwork of the Gehéilrary is made “public art by default,
because it is publically accessible, publicallyibles, anyone can walk in here — it's just if

they have the gumption to”.

The second dissenting librarian holds that thetiveldack of awareness about the displayed
art is because it is often ‘found’ by, rather ttzatively promoted to, communities outside the
library’s core users. This means that the artwaiknot be “for” the public in the manner of a
sculpture in a park. The librarian adds: *“lI wodlay the artwork is publically viewable,
absolutely — but in terms of whether people knds hiere to view, then no, | wouldn’t say
it's publically accessible in that aspect”. Thiskaf available information about the General
Library’s collection supports the previous discossiof the relative ‘invisibility’ of the

artwork.

The interview data also indicates that librariagel that the public nature of the artwork in
the General Library presents potential risks. Agedpthe Director concedes that the factors
of vulnerability, including theft, malicious vand&h or other external damage such as fire or
flooding, are necessary risks that must be takem iinstitution is desirous of a distributed
collection. Several librarians suggest that thec@inent of certain artworks in the General

Library “tempt fate” in their current positions.oiFexample, two librarians single out a three-
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dimensional wall hanging3lade Healersby Rohan Wealleans (2008) as an inappropriate
placement in the General Librafglade Healerss an artwork that features added material
forms, such as rocks, and is sited on the Mezzafhoe to the side of the Arts subject
librarians’ offices. The work is not completely i&éd to its supporting wall; it is this

physical vulnerability that was acknowledged by bbearian, stating:

“I'm scared for it — it's such a beautiful painginbut my first thought when | see it is
not the beauty of the painting, but rather ‘wherntigoing to be damaged?’ It is so
vulnerable there, we pass by with trolleys, areldtudents sit so close to it — it's just
a matter of time, really.”

Another librarian, who identifies with the dilemrttee Art Collection faces when displaying
a distributed collection, states that it is clefimat the library has to strike a balance between
wanting to allow people to come close and see ttveoek in detail — but at the same time
protect and look after it”. The virtues of displaywhere the artwork is made known and
accessible, and allowed to cast its aesthetic ienaf the users of the library — must be
considered in relation to the nature of the budditself, and its original purpose as a

functioning library.
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14.Kawaupaku Te Hengay Don Binney (1967, left) ande mihi ki nga Wairua Kaitiaki o
te Whenudy Selwyn Muru (1997), First Floor (seen from Mezin& Floor), General
Library
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VI.  Looking through the Window

Following on from the discussion of the Generalraily as a public space, thWindow
exhibition presents a series of contrasting opisidvindowis an interesting example of the
convergence of the cultural heritage and infornmagiectors, in this instance the relationship
between gallery and library space. The views of lthearians interviewed are generally
opposed to those expressed by the curato¥inflowand the Director. The interview data
indicates significant occupational divides, whichk eeflected in the divisive comments made

by each group.

Windowis a cultivated art exhibition space existing hygical and virtual dimensions (in the
library foyer, and online). The exhibitions changenthly, and are curated by a team of
young, mostly fine arts graduates. The curator& seettract emerging student as well as
more developed artists, who usually have someiaitih to the institution. The exhibition
space was founded in 2003 during the renovatiotheflibrary complex, specifically to
represent the fine and visual arts community of theversity which lacked visual

representation on the main campus.

The glass vitrine form ofVindowoccupies a position of prime campus real estasde and

to the side of the entry foyer area of the libreoynplex, with outside observers able to see
the exhibition through glass panelled walls. Thighhvisibility factor of Window brings
opposing reactions from the interviewees. The cusatelebrate “the highest visitation count
of any gallery in the country”, albeit largely dteits presence in the transitory foyer area.
They feel that artists are faced with a uniquelehgke to work within a confined and defined
physical space — which can lead to interestingtitinterpretations. The librarians however
feel that, whileWindow provides a unique opportunity to showcase conteargaartistic
talent, the ambiguity of the space and the perdeillghought and ill-conceived artworks
chosen are a negative reflection on the Generaiatyb EssentiallyWindow represents a
missed opportunity to create something really woludléor both the arts community and the

library. One librarian confirms the majority opiniin expressing:

“Windowis a problematic space, because people thinklégings to the library, and
when the art that’s in there looks like dust, ardboard boxes, then it looks like the
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library has forgotten to do its housework. | thibknisrepresents the library, as the
space is so ambiguous”.

The librarian suggests a partial solution, thabf@r defined signage could help with that
[the ambiguity of the space] — if the space waartyedemarked as an art project, then | am
sure our feelings about it would improve”. Howevyaomoting théNindowspace, which the

Director calls a “liminal one”, with specific sigga or promotion is dismissed by the
curators. Their view is that, given the current wedgor galleries to be “neutral spaces”,

Windowfittingly follows suit. One curator explains thigethod stating:

“It seems too didactic to say ‘this is a spaceemghartists are showing art’, and
especially as this is a university where everyghsdivided into hierarchies, it seems
good to break that and have a space that doeswé Wisible branding in the
conventional way staff or students are used to”.

It emerges that the cultural and occupational @vigtween th&Vindowcurators and the
librarians contributes to the difficult relationphbetween the library anwindow The
curators hold thatvindowis completely unaffiliated with the workings oftlibrary, despite
its location in the General Library complex. Thggmon is reinforced by the Director, who

states:

“It is unfortunate that the library chooses tewiWindowas their space, or as being
in their building. Window is in quite a distinct space, it is a separatetyemis a
gallery. As libraries are all about control, thepuld like to controlWindow and
discipline it — but it isn’t their mandate to dw, it isn’t their business to have
intellectual or conceptual control.”

The perspective of the curators and Director mlirin favour of consideringVindowas a
public gallery quite separate from the General d&ipr The contrast of this opinion with that
of the librarians reveals the different expectatiah the space: the librarians perceive the
foyer area (inclusive o¥Vindow as part of the library, whereas the curators Birdctor
view the space as divisible into distinct elemeea#sh capable of being ‘owned’ by either the

Centre for Art Research or the library.

There are reasoned arguments in favour of eacligosFor the curators and Director,
Windowoffers an unparalleled opportunity to exhibit @mnporary art in a highly public and
visible area. The curators concede their choicdigplay “mightn’t appeal to all, but it is

appropriate to an academic gallery setting — copteary art is very academic”. The curators
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and Director take the opportunity to offer an itlgefual and visual challenge for viewers,
with one curator saying “we certainly don’t offeoftsand pretty pictures on the wall”.
Several librarians also voice support for Méndow concept, being appreciative of the
regular refreshment of the exhibitions, which is seen in the library’s artwork. One
librarian concludes that althougkindow“caters to an enlightened audience”, and ostensibl
this is met through its displays, the feelings bé tlibrarians should not be casually

discredited.

Kam notes that “exhibitions constitute yet anotingportant vehicle for the expression of the
institutional extended self” (2001, p. 12). Thieipecially relevant in light of the ambiguity
of Windowand reflects on the ‘owner’ of the space: the Galnkeibrary. Several librarians
claim thatWindowdoes not give the library its due dignity, thowsgime acknowledge that
their subjective standards of ‘quality’ artwork et their view. The undeniable association
that links the General Library witiVindow is significant, and Kam’s proposal that “it is
important to pondewhatwe are communicating, not only about the matepalslisplay, but
of ourselves” (2001, p. 12) is particularly periheThe impact ofVindowas an extension of
the built academic environment is integral to thiectioning of the exhibition — the interview
data suggests that users primarily visiindowbecause it is located in the library’s space.
The tension between thé&/indow and the librarians, which according to the curatoas
“changed over time, according to different curatansl different librarians”, is complex. It
draws out sharply opposed expectations of the uséhe library space between the
occupations and the territorial responses of tepaetive parties. Liljenwall says that public

art of an institution:

“Can reach out and touch the soul. It enricheslesits, faculty, and the general
public, and it communicates to those who view it.sense of the university’s
beliefs and philosophy” (2008, p. 58-59).

As a public art space within the Universityf/indow can deliver Liljenwall’'s view of
institutional public art, but the interview datalicates this is no simple task/indowis an
example of the difficulties of cross-cultural conyence: the occupational divides of
librarianship and curatorship evidently result irdigjointed and unbalanced relationship.
Despite this, there is potential for increased la@uleficial collaboration. By focussing on the
similarities between the roles of curator and litara— which include their missions to impart

and provide information to users — the antagonigpimions between the occupations might
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thaw. Further efforts to cultivate a relationshgivkeen the librarians and curators, like talks
by curators to explain the exhibitions\Wwindow as well as promotion &indowexhibits on
the library’s digital notice boards, will encouragellaborative efforts for the future, and in
the present will act as an acknowledgement ofalesrof all stakeholders involved.
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15. Untitled by Tom Kreisler (2008), stairwell between the Setand Third Floors, General
Library

16. Artwork in the stairwell between the Third @alurth Floors, General Library
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Discussion

This research project explores a range of issuageceto the practice of displaying artwork
in academic libraries. Using a novel combinatiorAdfHistory and Information Studies, the
data collected confirms the value of artwork to #wademic library environment and its
broader purpose to amplify and enhance the visudtiural and aesthetic life of the hosting

institution.

The central research questions:

* lIsitrelevant for an academic library to displagmnerk?

* Is there a purpose for artwork in the academi@ii?

 What benefits, and pitfalls, are seen as a resulano academic library hosting
artwork?

» Can academic libraries be public art spaces?

are explored in semi-structured interviews and otam®ns of the display of artwork in the
General Library. The research questions are iatedrin the interview and data collection
process, which also incorporated key questions ftbenrelevant literature. The findings
concur with some of the conclusions of previougaeshers, and also advance the argument
that the academic library is a public art spacees d@ata collected answers the initial research
guestion, in confirming the contemporary relevamdeartwork in the academic library
environment. This ranged from librarians’ fondnésisthe ‘friendship’ made with certain
paintings to the capability of artwork to suppdre tibrary’s educative mission. In answering
the second research question, the data identifeasyrpurposes for artwork in the library
setting. Interviewees describe the ability of arwtn add ‘vitality’ to the library, and to act

as a promotional vehicle for the University’'s cudtuambitions.

In answering the third research question, the dhgatifies the many benefits of displaying
artwork in academic libraries. For example it pd®g a sophisticated aesthetic experience
for many who may not come into direct contact witbll-known New Zealand and some
international artists. However, the data also idiest pitfalls, which include the constant
risks of theft or damage, the staidness of theecttin, and the difficult relationship between

the curators of theaVindow exhibit and the librarians in terms of the curi@ownision
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expressed. The final research question is alsweard by the data, which (supported by
public art theory) establishes the position thadaemic libraries can be public art spaces,

largely due to the public’s accessibility to theaaork displayed.

The findings also provide insights into the permap of academic librarians and other
related parties to displays of artwork in an acadehbrary. The results are relevant,
providing practical and theoretical benefits, bfirafing the contemporary relevance of the
academic library and the importance of artworktsophysical setting. The multiple reasons
ascribed to the role and positioning of artworkleeted by the interviewees, challenges
researchers who have predicted the ‘death’ of tigsipal academic library space due to

advances in technology and changes in user dentagsap

The results of this research project establisHivieéiness and activity of the academic library
and how artwork is essential to support its coresions and those of the host. The interview
data shows that the important role of artwork @digplhelps explain why they have become
‘default’ features in an academic library. The patjalso considers the opinions of librarians
— a relevant group of stakeholders whose thoughtthe practice of displaying artwork has

been largely absent in the previous Informatiordiesliterature.

65



17. Photograph showing the distribution of sunligiid the stairwells (pictured: the stairwell
between the Second and Third Floors), General tybra

18. Untitled by Daniel Malone (left, 2008) aridntitled by Ronnie van Hout (right, 2008),
stairwell between the Fifth and Sixth Floors, Geherbrary
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Recommendations for future research

The value of the theoretical and practical appro@éten in this project establishes a firm
base for future research. The findings will benéft an extended investigation framed
outside of the case study approach, to comparenpact and perceived relevance of artwork
in academic libraries in higher educational insimos throughout the country. Future

research could also extend the other exploratogméh of this project by investigating

whether the architectural development of librageatributes to the creation of gallery-type
spaces in the library and extends the conceptefatademic library as a public art space.
Future research could analyse the ideas of ar¢hitacinstitutional designers to establish
how the physical space of an academic library ©ddel, and how artwork can support the

actual and aesthetic shape and functioning of nmldanaries.

The model of collaborative convergence for the rimfation and cultural heritage sectors,
which is presented here as a source of conflictttier General Library and thé/indow
exhibition space, is another key area for futureegtigation. The differences seen between
the occupational cultures and expectations of dians and curators, expressed in
disagreements over ownership of library space andtdrial attitudes, are significant to
contemporary Information Studies literature. Aduhtlly, future research could further
explore user expectations of the library spacechimtroduces notions of how the library
environment is perceived, and whether artwork ingpassers of the library. This would
involve extending the participant group beyonddrans to these other users. There is great
potential to extend these recommendations in hidgéeel tertiary study, particularly in

interdisciplinary doctoral research.
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19. Enlargement from the Book of Hourg Helen Sandall (1969), Fifth Floor, General
Library

20. Sirensby Liz Maw (2009), Sixth Floor, General Library
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Conclusions

The justifications for the continuing and futureagtice of displaying artwork in academic
libraries are firmly established by this researobigrt. The value of artwork and art objects
being publically accessible is essential and relet@ academic libraries, as they offer ideal
opportunities to enrich the library experience @igers, as well as enhance an institution’s
cultural life. The strength of the opinions takennh practising librarians working in the
General Library of the University of Auckland sudostiates these conclusions. These views
range from the perceived impacts on user comfatienibrary to the role that artwork has in
the higher educative missions of an academic uigiit. The results of this research project
additionally affirm that the physical presence daiwark in an academic library creates an
aesthetically pleasing environment for studentsf,staculty and members of the public that

is conducive to the pursuit of intellectual endeavand cultural enrichment.
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Appendix I: Participant Information Sheet (academiclibrarians)

SCHOOL OF INFORMATION MANAGEMENT

TE KURA TiRK), WHEKAWHITI WGRERC

LEVEL 5, RUTHERFORDHOUSE, PIMTEA CAMPUS, 23 LAMBTON QUAY, WELLINGTON
PO Box 500, Welinoton 6140, New Zeaiand

Phone +EB44-453 5103 Fax +54-4-462 446 Email sm@wuw acnz Website wwwovicloda acnzism
=

Information sheet for research participants: acadernc librarians

‘Art in the Academic Library’ (working title)
Researcher: Celia Austin: School of Information lslgement, Victoria University of Wellington

Hello,

| am a Masters student in Information Studies atdfia University of Wellington. As part of this
degree | am undertaking a research project whitiealty explores the practice of displaying artor
in academic libraries using the University of Awokil General Library as a case study to:

» analyse the perspective of librarians and othetedlparties to the relevance of artwork in
libraries;
» explore the nature of such libraries as a publieaticessible art spaces.

I am inviting full-time qualified librarians, workp in the General Library, who have an interest or
awareness of the artwork on display there to ppdie in my study, and provide their insights into
the issues that confront librarians hosting artwork

The Human Ethics Committee at Victoria Universitywéellington has approved this project. The
approval of the University of Auckland Librariansiaeen attained to carry out these interviews
during the work time of the participants, which mioe done at the convenience of the interviewee.

The primary vehicle for obtaining the views andrepns of participants will be achieved via a semi-
structured interview that will be recorded digiyadind then transcribed. The interview process is
estimated to take a maximum of 30 minutes in tdfafortunately, due to time constraints it may not
be possible to arrange an interview with all inséed participants.

This is an entirely voluntary study, and particigamave the option of withdrawal before data anslys
is complete (May 1 2013). All responses made innterview process will be kept strictly
confidential to both myself and my supervisor Stiamwellington. The written results of this project
will be audited strictly by both parties to asspagticipant confidentiality.

The researcher is entirely responsible for thestraption of the interviews. It is possible thdtea
the interview process, additional consultation layequired to clarify points made in the initial
interview. All participants will be offered a finabpy of the research project. A print and eledtron
version of the completed research project will bpasited in the Victoria University Library, and
may be published in academic journals or the figglipresented at professional conferences. The
recorded data and transcriptions thereof will dd lresecure facilities or in protected electrofilies
for a period of two years at which point it will destroyed.

If you have any questions or would like to recdiweher information about the project, please
contact me at austinceli@myvuw.ac.nz or my superyiShannon Wellington, at the School of
Information Management at Victoria University of iggton, P O Box 600, Wellington, at
Shannon.Wellington@vuw.ac.nz, phone (04) 4636 862.

Kind regards
Celia Austin
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Appendix II: Participant Information Sheet (curator s of Window)

SCHOOL OF INFORMATION MANAGEMENT

TE KURA TiRK), WHEKAWHITI WGRERC

LEVEL 5, RUTHERFORDHOUSE, PIMTEA CAMPUS, 23 LAMBTON QUAY, WELLINGTON
PO Box 500, Welinoton 6140, New Zeaiand

Phone +EB44-453 5103 Fax +54-4-462 446 Email sm@wuw acnz Website wwwovicloda acnzism
=

Information sheet for research participants: curatas of Window

‘Art in the Academic Library’ (working title)
Researcher: Celia Austin: School of Information lslgement, Victoria University of Wellington

Hello,

| am a Masters student in Information Studies atdfia University of Wellington. As part of this
degree | am undertaking a research project to iveedaut over a period of two trimesters. My
research project critically explores the practitdisplaying artwork in academic libraries using th
University of Auckland General Library as a caselgtto:

» analyse the perspective of librarians and othetedlparties to the relevance of artwork in
libraries;
» explore the nature of such libraries as a publieaticessible art spaces.

The Human Ethics Committee at Victoria Universitwellington has approved this project. | am
inviting the curators of th&/indowgallery space in the Library to participate in stedy and provide
their insights into the issues that confront cusatnvolved in the art exhibition spaces in the &ah
Library complex.

This research project will provide novel and intecglinary insights which will benefit library
practitioners, and contribute to the growing schylaterest in viewing academic libraries as
multipurpose spaces. The primary vehicle for olginhe views and opinions of participants will be
achieved via a semi-structured interview that bdlrecorded digitally and then transcribed. The
interview process is estimated to take a maximuB0ahinutes in total.

This is an entirely voluntary study, and particifsalmave the option of withdrawal before data anslys
is complete (May 1 2013). All responses made inriterview process will be kept strictly
confidential to both myself and my supervisor StlamWellington. The written results of this project
will be audited strictly by both parties to asspagticipant confidentiality.

The researcher is entirely responsible for thestdption of the interviews. It is possible thdtea
the interview process, additional consultation hayequired to clarify points made in the initial
interview. All participants will be offered a finabpy of the research project. A print and eledtron
version of the completed research project will bpasited in the Victoria University Library, and
may be published in academic journals or the figsglipresented at professional conferences. The
recorded data and transcriptions thereof will b iresecure facilities or in protected electrofilies
for a period of two years at which point it will destroyed.

If you have any questions or would like to recdiweher information about the project, please
contact me at austinceli@myvuw.ac.nz or my superyiShannon Wellington, at the School of
Information Management at Victoria University of Wirggton, P O Box 600, Wellington, at
Shannon.Wellington@vuw.ac.nz, phone (04) 4636 862.

Kind regards
Celia Austin
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Appendix IlI: Participant Information Sheet (Direct or for the Centre of
Art Research)

SCHOOL OF INFORKMATION MANAGEMENT

6140, New Zeaiand

Fax +54-4-463 5446 Email sim@wuw. acnz Website wwwiviclods aonz/sm

Information sheet for research participants:_Directa for the Centre of Art Research

‘Art in the Academic Library’ (working title)
Researcher: Celia Austin: School of Information lslgement, Victoria University of Wellington

Hello,

| am a Masters student in Information Studies atdfia University of Wellington. As part of this
degree | am undertaking a research project to tveedaut over a period of two trimesters. My
research project critically explores the practitdisplaying artwork in academic libraries using th
University of Auckland General Library as a casslgtto:

» analyse the perspective of librarians and othetedlparties to the relevance of artwork in
libraries;
» explore the nature of such libraries as a publieaticessible art spaces.

The Human Ethics Committee at Victoria Universityellington has approved this project. | am
inviting the Director for the Centre of Art Resdato participate in the study and provide insights
into the motivations for, and issues that arisenftbe General Library complex hosting artwork.

This research project will provide novel and intecgplinary insights which will benefit library
practitioners, and contribute to the growing schylaterest in viewing academic libraries as
multipurpose spaces. The primary vehicle for olagithe views and opinions of participants will be
achieved via a semi-structured interview that dlrecorded digitally and then transcribed. The
interview process is estimated to take a maximuB0ahinutes in total.

This is an entirely voluntary study, and particifsalmave the option of withdrawal before data anslys
is complete (May 1 2013). All responses made inriterview process will be kept strictly
confidential to both myself and my supervisor StlamWellington. The written results of this project
will be audited strictly by both parties to asspagticipant confidentiality.

The researcher is entirely responsible for thestdption of the interviews. It is possible thdtea
the interview process, additional consultation hayequired to clarify points made in the initial
interview. All participants will be offered a finabpy of the research project. A print and eledtron
version of the completed research project will bpasited in the Victoria University Library, and
may be published in academic journals or the figslipresented at professional conferences. The
recorded data and transcriptions thereof will be iresecure facilities or in protected electrofilies
for a period of two years at which point it will destroyed.

If you have any questions or would like to recdiweher information about the project, please
contact me at austinceli@myvuw.ac.nz or my superyShannon Wellington, at the School of
Information Management at Victoria University of Wirggton, P O Box 600, Wellington, at
Shannon.Wellington@vuw.ac.nz, phone (04) 4636 862.

Kind regards
Celia Austin
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Appendix IV: Participant Consent Form

SCHOOL OF INFORMATION MANAGEMENT

TE KURA TiRK), WHEKAWHITI WGRERC

LEVEL 5, RUTHERFORDHOUSE, PIMTEA CAMPUS, 23 LAMBTON QUAY, WELLINGTON
PO Box 500, W n 5140, New Zesiand

Participant Consent Form

‘Art in the Academic Library’ (working title)

Thank you for agreeing to participate in my reskearc

The Human Ethics Committee at Victoria Universitwéellington has approved this project.

O

[J

| have been provided with adequate informationtiredeto the nature and objectives
of this research project, | have understooditifatmation and have been given the
opportunity to seek further clarification or eapétions to my satisfaction. |
understand that | may withdraw any informatioravé provided from this project
before May 1 2013 without having to give reas@msl that any data provided will be
destroyed.

| understand that any information | provide will kept confidential to the researcher
and the supervisor, and the published resultsneilluse my name, and that no
opinions will be attributed to me in any way tkali identify me wherever
reasonably possible.

| understand that the recorded data will be hekkiture facilities or in protected
electronic files for a period of two years at whymoint it will be destroyed unless |
indicate that | would like them returned to meuntlerstand that | have been offered a
final copy of the research project once it haanbsompleted.

| understand that the information | provide willthe used for any other purpose or
released to others without my written consent otih@n those mentioned in the
information sheet.

| agree to take part in this research.

Signed:

Name of participant (please print clearly):

Date:
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