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Y3K: Art & the Luxury Goods Market by Jarrod Rawlins 
 
Originally appearing in the catalogue for the exhibition ‘Too Much of Everything’ curated by 
ffiXXed at Y3K, Melbourne, May 2009. 
 
The luxury goods market is the mainstay of the art market. The trading and 
presentation of art relies entirely on the same principles as that of the luxury 
goods market, and like the luxury goods market the art market relies on two 
things – retail spaces and the Veblen effect.  
 
It is commonly accepted that the luxury goods market supplies the following 
products: perfume and cosmetics, homes and apartments, yatchs, cars, home 
appliances, gourmet foods, fashion and leather goods, watches and jewellery, 
wine and spirits, services including travel and beauty services. This is of 
course a reductive view that excludes two of the oldest and most luxurious 
things in the market – art and education. 
 
A pioneer of art and the luxury goods market must surely be Seth Siegelaub 
who in the late 1960s began marketing artists such as Carl Andre, Robert 
Barry and Lawrence Weiner. With his gallery located at 16 W56th St in New 
York, Siegelaub was dealing in conceptual art and oriental rugs. Here he 
hired a young Dan Graham to help market the work by articulating how the 
strategy of the conceptual artist “involves placing a verb as well as a noun”. 
This strategy, to have these statements, these articulations, repeated by the 
market until it validated these products, worked in much the same way Prince 
Housain or King Solomon’s flying carpets validated the oriental rug as a 
luxury good. 
 
It is still possible for people to be uncomfortable with the fact that art is part 
of a worldwide luxury goods market, and by this I am not referring to a 
simplistic understanding of art as a market, art as a commodity, yes, good, 
whatever. As part of the luxury goods market art confounds the history of 
collecting. Many people who collect art do not collect handbags, holidays, or 
home appliances. Many people who collect handbags, holidays and home 
appliances do not consume art. This proposition may be in paradox to 
conventional consuming wisdom but the theory of Veblen goods proposes 
that a thing is desirable because of its price point. The $1,000 bottle of wine 
is more desirable that the $20 bottle of wine (don’t confuse this with myth). I 
find this proposition difficult to argue against; sure, the $20 bottle may be a 
better wine at the time of drinking, but price dictates that the $1,000 bottle be 
more desired. This seemingly simple equation was born from early research 
into Game theory, the study of players and strategies, and its legacy lies in 
Veblen’s 1899 conspicuous consumption 
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Given the seemingly simplistic nature of these theories, when we think of 
retail space today it is obvious that Siegelaub’s genius lies in his audacity, 
blatantly exposing conspicuous consumption by simultaneously dealing 
conceptual art and oriental rugs. Siegelaub and the Veblen effect are at the 
core of how and why we (society) continue to present visual art. The fact that 
trading and presenting art is no different to other areas of the luxury goods 
market is only an affirmation of this history.  
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From Nonchalantly Unimpressed by Amy Marjoram 
 
Catalogue essay for the exhibition ‘Nonchalantly Unimpressed’ at Victoria Park Gallery, 25 July 
- 11 August, 2007. 
 
The works in Nonchalantly unimpressed are the awry and inevitable fall-out 
of early conceptual art, particularly it's employment of a minimal look that 
has matured over the decades into a default, self-consciously 'whatever' 
aesthetic.  Conceptual premises are now predominantly resolved along a 
highly formalised and formulaic aesthetic; the resulting 'conformalism' is like 
art by rote learning, a tick box that has 'think of idea', tick, followed by 'go to 
Ikea', tick. This approach is on the surface dispassionate and cynical, yet 
there remains much complexity in the material relations between artists and 
their work.  If early conceptual art's approach was sometimes a rejection of 
fetishisation of objects, today's artists often utilise the same methodology yet 
actively toy with and frequently love the unimpressive and blank nature of 
their materials. We hunt for perfectly 'neutral' card tables and worship 
'archetypes' like yellow post-it notes.  We may want 'whatever is least 
obtrusive' but we pay a lot of attention to it.  
 
Glaister plays with these ideas in her recent work installed as part of 
Nonchalantly unimpressed that simply consists of a square of adhesive neatly 
stuck to the gallery wall. Its purpose is to collect dust, a sampling station for 
minute debris, an archive of almost nothing. Visually unimpressive, this is 
not Man Ray's photograph of Dust Breeding from 1920 that, through a two-
hour exposure, captured with clarity the dust over Duchamp's work The 
Large Glass. Rather than a year’s worth of dust on a masterpiece, Glaister's 
work is a few days worth of dust on some sticky plastic bought at Spotlight. 
 
Glaister's work is not necessarily about the elevation of dust to our attention. 
Baudrillard has suggested that visibility is "the most degraded form of 
existence."1  Is the Victoria Park Gallery dust victim of our desire to 
understand the unimpressively blank? Baudrillard says, "What people desire 
is a spectacle of banality. This spectacle of banality is today's true 
pornography and obscenity. It is the obscene spectacle of nullity (nullité) 
insignificance, and platitude." 
 
Perhaps art has understood Baudrillard's concerns for awhile, were the often 
boring results of monochrome painting sometimes simply about facing the 
conundrum of not wanting to do much?  Stephen Palmer's work makes sense 
if this is correct. Entitled, The second most boring shade of grey (2005)  it is 

                                                             
1 Jean Baudrillard, Dust Breeding, 2001. www.ctheory.net/articles.aspx?id=293 
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a painting of the second most boring shade of grey, or thereabouts. I 
discussed with him if the paint was purchased straight or mixed up (the latter) 
and the scale of the work which Palmer calls "modest." Then I ran out of 
questions.  
 
I went away and decided that Palmer's title was perhaps the most essential 
part of the piece. Painting, despite exploring a "restricted vocabulary of 
geometric shapes" and colours, often didn't shy away from evocative titles. 
Frank Stella's black monochromes from the late 50's had names like 
'Reichstag' and 'Arbiet Macht Frei' (Work makes [you] free)- the motto 
inscribed on the gates of Auschwitz. Palmer's title is explanatory not 
evocative and the work is a nice size to fit in a Dockland's apartment. 
Another Palmer work is equally wary in its title, though a little more double 
edged, one hundred and thousand (2005) consisted of a single hundred and 
thousand carefully perched in the middle of a white plinth. It was pink. 
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From The New Masters by Hamish Coney  
 
Originally published in Idealog #3, May/June 2006 
 

The Dealer: Darren Knight 
 
Sydney-based gallerist Darren Knight was as surprised as anyone else when 
his first show by New Zealander Michael Stevenson sold out in 1993. Up 
until this point, the Australian art scene was as introspective as ours on this 
side of the ditch and there was next to no interest from collectors and curators 
in any real dialogue between the two countries. 
 
Knight has since become an important advocate of New Zealand art: he can 
be credited with breaking the international careers of New Zealand artists 
such as Stevenson, who went on to represent New Zealand at the 2003 
Venice Biennale, Ronnie van Hout and Michael Harrison. Today he also 
exhibits New Zealanders Saskia Leek, Laurence Aberhart and Joanna 
Braithwaite. Knight also represents one of the Australian art world’s hottest 
commodities, sculptor Ricky Swallow, one of the sensations of 2005’s 
Venice Biennale. 
 
He admires the hardy spirit and perseverance of Kiwi artists. “New Zealand 
artists have a spirit of individualism. There are even fewer chocolates on 
offer than in Australia. New Zealand artists have to have a real determination 
to pursue their careers.” 
 
Australian dealers also look to trade fairs to spread the word. “New Zealand 
and Australian artists are in the same boat, isolated and largely irrelevant to 
the major art markets,” Knight says. “Once you get to a fair all galleries are 
on the same footing. Art fairs are a kind of democracy. You have the same 
size booths and more-or-less an equal shot at being noticed. They also serve a 
really important role in encouraging international artists to exhibit in our 
patch as they see other artists engaged in similar issues.” 
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Dan Arps, Interview by Sarah Hopkinson 
 
Originally published in Art World Magazine, 02 July 2008 

 
DAN ARPS is a New Zealand artist based in Auckland. His sprawling 
installations often resemble abandoned sites or residual mess rather than 
works for display. Comprising painting and sculpture crafted from mass-
cultural upchuck, such as found posters, references to science-fiction and 
pornography, Plasticine, straw, Mountain Dew bottles and paraphernalia 
normally associated with scavengers or conspiracy theorists, Arps’s work 
explores paranoid and schizophrenic subjectivities, as well as art therapy and 
psychiatry, with a surprising lightness of touch. 
 
Where does the name Arps come from? It’s German, but I’m from 
Christchurch in New Zealand. My Dad found a very old article in the 
Lyttelton Times that mentions the arrival in New Zealand of my great-great-
great grandfather. He told dirty jokes with a thick German accent, or so the 
story goes. 
 
Walking into some of your exhibitions – such as Affirmation Dungeon 
and Gestapo Pussy Ranch – proved an unsettling, perplexing yet also 
humorous experience. How much do you consider the viewer when you 
make your work? I’m interested in trying to find unconventional ways of 
reading work that don’t rely on existing art historical models. Instead of 
looking at a discrete object with a clear division between viewer, work and 
artist, I’m trying to come closer to how we relate to artefacts in everyday life. 
 
Why the references to science fiction and pornography in your work? I 
use sci-fi and porn not as subject matter, but to communicate a different way 
of looking at the world. I like the “not here, not now” aspect of sci-fi and 
porn and, in porn, the emphasis on repetition, obsessive detail and the 
demand for full exposure. I like it when my installations implicate the viewer 
in an event they didn’t sign up for. 
 
Where do you source the strange collections of objects that you use in 
your installations and sculpture? I find stuff all the time – wherever I 
happen to find myself really. I try hard not to collect very much though; I 
tend to turnover the objects fairly quickly – I only collect things that I feel I 
really need or could use. 
 
Tell us about your work with found posters. I’ve sourced posters for a 
couple of years now from places like op shops and surplus stores. I began 
painting text on them with the idea that I’d try to channel some kind of voice 
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that says what needs to written. Sometimes it’s the voice of god, at other 
times it’s a voice trying to sell chocolate bars! When I started painting I was 
also drawn to images of eyes. A lot of my earlier paintings quote [the German 
judge] Daniel Paul Schreber’s account of paranoid schizophrenia – Memoirs 
of My Nervous Illness. This was an important text for psychiatry. In my early 
work you see a lot of rays coming in and out of eyes, which refers to 
Schreber’s paranoid belief in a whole network of nerves coming from?God 
like light, with eyes being the receptacles. 
 
Does this align with your interest in schizophrenic subjectivities, 
psychiatric institutions and therapy? When I was working with the found 
posters I was thinking a lot about the relationship between art therapy and art 
education. I’d been working with found images, in particular discarded 
artworks that I found by poking around high schools and an art school where 
I was teaching and studying. Most of the works were either abstract or blobby 
expressionist paintings. I was drawn to the idea that art schools offer training, 
but also a kind of therapy – that they try to fix or improve people somehow. 
The discarded artworks were like the evidence of this regime of 
improvement. 
 
You’ve recently moved away from painting to work with collage, in 
particular photo-collage. Why? I’ve become very interested in the idea of 
“producing” images. When I make sculpture I try to think about the 
conventions of sculpture, like the base and how objects inhabit space. With 
my new work I’ve been thinking about the conventions of images – how they 
can be produced with an almost complete lack of intentionality and “artistic” 
skill. I want to be on the same wavelength as someone who’d email a photo 
of his or her cat to a friend. I often think about how a disgruntled office 
worker would make art. 
 
You’re a founding member of the Auckland gallery cooperative Gambia 
Castle. Has this been an important part of your practice in recent years? 
Gambia Castle is really good because it’s not only a place to show work, it 
also provides a continuous critical conversation with a group of like-minded 
– or not so like-minded – individuals. It’s important to have people who 
aren’t afraid to tell you what they think about your work. 
 
As well as being an artist, you’ve also curated exhibitions and are co-
editor of the online magazine Natural Selection. I’m primarily an artist – I 
spend most of my time making work or engaging with it. Natural Selection 
came about because we were interested in reading about work that wasn’t 
getting any mainstream attention, and we wanted to make connections with 
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artists and writers in different places. Each issue is put together in a short, 
intense burst. We don’t put the magazine out with any regularity so it doesn’t 
interfere with the time I?need to make my own work. The exhibitions I’ve 
curated have come about organically too – they’re basically shows I wanted 
to see happen; or were organised around particular people, ideas or spaces I 
was interested in. 
 
Do you listen to music while you work? Yes. I like psychedelic garage 
rock, like [the American singer] Roky Erickson. I?also like Gangsta rap, 
especially Devin the Dude. 
 
Finally, if you could live with any artwork ever made, what would it be? 
Martin Kippenberger’s The Happy End of Franz Kafka’s “Amerika” or Urs 
Fischer’s You Can’t Win. 
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From Managing Our Fear of Disaster Through Simulation by Dr. Melissa 
Laing 
 
A paper presented at the AAANZ: Art Association of Australia and New Zealand Conference, 
ANU, Canberra, 26 to 28 November 2009 
 
As a forward to his work, The Fall, theorist and architect Lebbeus Woods 
wrote that “The enterprise of architecture is so heavily invested in the idea of 
resisting gravity that even the thought of a building falling down before its 
time is nothing short of a nightmare scenario.”2 This nightmare scenario, the 
realisation of the disaster immanent in every built structure, was at the centre 
of Simon Glaister’s exhibition Push Over, which predicted the future collapse 
and abandonment of the ST PAUL St Gallery.3 By positing the collapse of the 
building, Glaister also forecast the potential failure of our current social 
system, including the structures of contemporary art on which the artwork 
depended. 

In creating Push Over, Glaister did not merely reference the disaster, he 
literally created it, replicating and breaking the 4.3-metre-high, 8.5-tonne 
central supporting beam-column of the ST PAUL St Gallery One and the 
School of Art and Design building. The reproduced beam-column was 
simultaneously an engineering experiment, conducted in the Structures 
Laboratory at the University of Auckland in collaboration with civil 
engineering students Jedediah Martin and Sumit Anand, and an artwork. The 
beam-column was subjected to maximum earthquake simulations and load 
testing in excess of its capacity to withstand seismic force.  

Interestingly, while the beam-column’s surface concrete broke, it did not lose 
its core structural integrity, a fact that I continue to find very reassuring in the 
chancy, earthquake-prone terrain of New Zealand. As the artist put it, “The 
building has been designed not to fall over no matter what and that is evident 
in the fact that it pretty much holds its shape when we fail it (…) in a way 
that simulates, quite specifically simulates, the kind of motion, the kind of 
earthquake that exceeds its capacity.”4 

In the field of seismic research these tolerance tests are executed to identify 
the analytical moment of failure, known as the ‘performance point’, the point 
at which the assessed structure is predicted to break. However, in Push Over, 
this virtual or actual performance point is transformed into a performative act 
that resonates through the work, and is at the heart of its visual and 

                                                             
2 Lebbeus Woods, The Storm and the Fall. (New York: Princeton Architectural Press, 2004). 105 
3 Simon Glaister, Push Over. (ST PAUL St Gallery, School of Art and Design, AUT University, August 13 - September 4, 2009) 
4 Simon Glaister, “Artist Talk” (presentation given at ST PAUL St Gallery One in conjunction with the exhibition Push Over, 28 
August, 2009). 
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intellectual impact. Once the seismic experiment had been performed on the 
replicated beam-column, the beam-column was transferred from the 
engineering lab to the gallery, transforming it from a test subject to both a 
site-specific sculpture and the detritus of a performance. 

The potentiality of the building’s collapse from the moment it was built was 
invoked by placing the failed beam-column next to the original beam-
column, which still supports the building. The presence of the failed beam-
column served to contest our belief that our built environment resists gravity 
and forced us to face the accident inherent in every structure. Paul Virilio 
takes the position that the potentiality for the accident is present in every 
thing in our world.5 At the heart of Virilio’s theory of the accident is the idea 
that we are constantly inventing the accident simultaneous to our invention of 
new technologies. As Woods asserted “Accidents, in the deterministic sense, 
are not designed, but simply ‘happen.’ They are out of control in that their 
what, where, or when can never be predicted exactly. But they are designed, 
in the Virilian sense, because the creation of any working system insures their 
probability, thus their inevitability.”6  

However, more than just revealing the building’s designed failure, Glaister 
sought to form what he called an historical short circuit between the creation 
and collapse of the building, between the top and bottom of its entropic cycle. 
He achieved this through the systematic elimination of everything from the 
gallery’s storage, office and exhibition spaces. All the administrative and 
preparatory elements of the gallery – the computers, desks, tools, stored 
equipment and so forth – were put into storage. False walls were removed, 
floors were polished and windows cleaned to return the gallery spaces to as 
close as possible to the condition they were in when the building was first 
built.  

The spaces were then thrown open to the outside between 7 am and 7 pm and 
left to deteriorate over the period of the exhibition. This deterioration was 
most obvious in the second gallery space, which, at the beginning of the 
show, held two precisely stacked towers of folded newsprint. The newsprint 
publication linked the disaster the exhibition forecast to the broader spectrum 
of natural– and man-made disaster and reflected on the spectacularisation of 
disaster in the media. It contained four small found images, one per A3 page. 
These images all referenced periods of social and physical failure though 
natural disaster or human agency. By association, the future collapse of this 
building became part of the ongoing evolution until failure of societies and 

                                                             
5 Paul Virilio. Unknown Quantity. (London: Thames & Hudson, Fondation Cartier pour l'art contemporain, 2003). 
6 Woods, The Storm and the Fall. 117 
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their built environments. Over the course of the exhibition the stacks fell 
apart until the entire gallery floor was covered with wind-blown publications, 
further reinforcing the suggested collapse of our current society.  

While the collapse of society through an unexpected and violent event is the 
dominant metaphor of the artwork, it was the actual removal of all the 
administrative elements of an art gallery or museum that transferred the 
suggested collapse from society to the systems of contemporary art. In effect, 
Glaister rendered the gallery static, its momentum lost and subject to entropy 
and decay. With the spaces emptied out, no forward planning could occur at 
the gallery, and it was presented as abandoned, the system of the gallery itself 
collapsed and with it the contextual meaning the gallery gives its objects.  

The artist himself discussed the historical construction of the art object 
through the agency of the museum or gallery in a presentation he gave to the 
New Zealand Concrete Industry about the experiment at their 2009 
conference in Rotorua.7 In it he argued that objects in museums are remnants 
of lost moments in time and often lost or collapsed civilisations. To return to 
his idea of the historical short circuit, his artwork is an artefact of the future 
ruin of our society, its functional purpose lost, replaced by the cultural 
imaginings of a future society. With it he presented us with the potential 
failure of contemporary art to hold its meaning outside of the gallery and 
after the collapse of its contextual support structures, while simultaneously 
arguing that the contemporary artwork can have critical value in the world 
outside of art through providing us with a way to envisage the potentiality for 
failure.   

  

                                                             
7 Simon Glaister, Push Over. (Paper delivered at the annual NZ Concrete Industry Conference, 2009). 
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From A Brush with Formalities by Charles Ninow  
 
‘A discussion that presents the informe as an antidote to postmodern symptoms,’ Master of Fine 
Arts research essay, The University of Auckland, October 2009 
 

Preface  
 

I've always been attracted to manmade forms that are created to allow other 
things around them to function better; in some ways they act like a buffer 
zones with nothing happening inside; but lots happening around them. I'm 
talking about things like handrails, wooden palettes, parking barriers, tent 
poles and the steel rods that go inside concrete structures. When signifiers 
like this pop up in my practice, I render them in a 'weight' that denies them 
the ability to slot back into their original setting. The new physical instance 
pays homage to what it was modeled on, and at the same time it aims to have 
an affect on it's new context. When I make these sorts of things they are 
usually comprised of very simple forms. Ultimately they are described by 
only a few angles and contours. I avoid including too much 'stuff' so that I 
can see exactly how the work's content, the small amount of descriptive 
matter, functions. When making or looking at a work, I'm far more compelled 
by it's mechanisms than anything else. Time and time again, I'm perversely 
drawn into the elements of a work's structure that allow it to function 
precisely as it does.  
… 

II 
 

Looking at the scaffolding (in the case of De Stijl and the grid)  
 

To enter into a discussion around the notion and presence of 'the grid' in 20th 
century art, we must first identify when the grid started to appear. While 
Krauss does not start her essay, Grids,22 on this footing, her digressions into 
the grid's historical roots help to describe what the grid actually is, and what 
it is not; which, in turn, describes what it does, and does not do. The first 
historical reference point mentioned by Krauss in this essay, is that of the 
'perspective studies' of the fifteenth and sixteenth centuries; in particular, she 
was making reference to certain works (which she described as exquisite) by 
Uccello, Leonardo and Durer where the perspective lattice is inscribed on the 
depicted world as the armature of it's organization.23 While, in these works, 
subjects in space were arranged, divided up and hinged upon parallels and 
verticals within space, Krauss is quick to make the distinction between this 
sort of practice and the grid that she proposes; Perspective studies are not 
                                                             
22 Krauss, Rosalind. “Grids.” October, Vol.9 (Summer, 1979): 50-64. 
23 Ibid., 52. 
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really early instances of grids. Perspective was, after all, the science of the 
real24. To explain it further, studies in perspective had a mandate to influence 
and inform the way in which the viewer saw the world in relation to 
themselves – the painted image and the real, physical world had an irrefutable 
relationship to one another. Everything about the grid opposes that 
relationship. It refers to nothing outside of itself. It is simply a set of equally 
spaced relatives and if it maps anything at all, it could be said to map the 
surface of the painting itself25. The grid maps the physical properties of a 
given surface the onto the aesthetic dimensions of that same surface; It posits 
that those two planes, the physical and the aesthetic, are one in the same – a 
singular, coextensive field26. 
 
While the grid, as put forward by Krauss, is not necessarily visible in 
nineteenth-century painting, it is not entirely absent from certain accessory 
literature that painters of the time were paying a lot of attention to27. This 
literature centered around physiological optics, and by the nineteenth century 
it had split into two parts: The first was concerned with the study of light and 
it's physical properties, the second was more concerned with perception, how 
light and colour are seen.28 It was the second branch that was especially 
significant to artists of the period as they struggled to come to terms with the 
unbreachable gulf between “real” colour and “seen” colour.29 The human 
brain is not transparent; everything we see is filtered and adulterated, it's a bit 
like looking through a window pane; with dirt, reflections and glare. The 
colours we see are influenced by the other colours sitting alongside them, 
similarly, they are also affected by what we've looked at previously, the 
imprint still burned on our retinas. It seems like a clumsy metaphor on first 
reading, but Krauss ties the significance (in relation to the grid) of the field of 
physiological optics to the fact that it's treatises were illustrated with grids.  
Their findings were concerned with demonstrating the interaction of specific 
particles throughout a continuous field30; the modular nature of the grid was 
perfect for analyzing and mapping this field. The fact that artists were 
interacting with these findings in this particular guise was important to 
Krauss, because the format quite literally embodied the separation of the 
perceptual screen from that of  the real world.31 Unlike the grids of the 
'perspective studies', (even though they may have at one stage related to 

                                                             
24 Ibid.  
25 Ibid.  
26 Ibid.  
27 Ibid., 57 
28 Ibid. 
29 Ibid. 
30 Ibid. 
31 Ibid. 
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something of the real world) these perceptual screens offered a modulated 
understanding that was a formal awareness of it's own. 
 
To Krauss, the grid obviously asserted some sort of phenomenological, 
intangible presence in 20th century artistic practice. Even though it could be 
said that it's significance was most succinctly demonstrated by the 
practitioners of De Stijl, it continues to (quite literally) have a physical (and 
in turn, visible presence) within artistic practice today; some thirty years after 
Krauss declared that artists engaging with the grid could not have chosen less 
fertile ground for their exploration32. When I say phenomenological, I don't 
mean to cast the grid in a mystical light – Rather, my intention is to pose it as 
a bright light, in relation to which, the artist is a moth, who, in many cases, is 
helplessly drawn in. On the surface, the grid offers itself as an aesthetic 
decree, a call to arms even.  
 
There are two ways in which the grid functions to declare it's modernity, and 
in turn, the modernity of modern art; one is spacial, the other is temporal.33 
Spatially, the grid declares the world of art as an autonomy; flattened, 
geometricized, ordered, it is antinatrual, antimimetic, antireal; it is what 
happens when art turns back on nature.34 In the temporal dimension, the grid 
is an emblem of modernity by being a ubiquitous form in the art of the 20th 
century. While it was born out of a chain of  previous actions, it was never 
actually present in the art of the nineteenth-century. The fact that Krauss 
makes no qualms about her opinions on the careers of practitioners like 
Mondrian, Malevich and Albers helps to further explain her position in 
relation to the grid. Multiple times throughout the article, she asserts her 
opinion that although it is not necessarily a negative thing (there is no 
necessary connect between good art and change35), throughout their careers, 
these practitioners did not develop as such*. In the case of such practitioners, 
the term repetition is more apt. Perhaps the output of Mondrian, Malevich 
and Albers could be said to hold true to the old maxim; If something is worth 
making, it’s worth making again36 or to take it even further, if somethings 
worth doing once, it's worth doing it a hundred times over. Krauss views 
these varied careers as fairly solid evidence of the grid's ability to serve as a 
paradigm or model for the antidevelopmental, the antinarrative, the 

                                                             
32 Ibid., 50. 
33 Ibid. 
34 Ibid. 
35 Ibid., 64. 
* History, as we normally see it, implies the connection of events through time, a sense of inevitable change as we move from 
one event to the next, and the cumulative effect change which is itself qualitative, so that we tend to view history as 
developmental. (as described by Krauss in Grids) 
36 Kilmartin, Ash. “Cottage Industry.” Window Online. University of Auckland/National Institute of Creative Arts and 
Industries. Web. 27/09/09. 
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antihistorical.37 It is important that we think of the grid in the same way that 
we would think of the result of a scientific experiment; the result of the 
combination of very specific sets of conditions, plucked from all over the 
place rather than from a preceding genealogical order.  
 
  

                                                             
37 Krauss, Rosalind. op.cit., 64. 
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Derrick Cherrie, Interview by Daniel Munn and Martyn Reynolds 
 
Conducted 24 January, 2010 in Auckland, New Zealand 

 
Q: Your work has been described as 'extolling the generic and the uniform 
[by] being literally drained of the individual, ∗' however in your recent work 
there seems to be a movement towards a more organic or handcrafted 
production. 
 
A: I can see the logic of the quote in relation to the works that were 
reconstructions of otherwise commercial objects. Those works heavily 
referenced furniture and architecture, through the use of industrial materials 
and processes. So the statement makes sense in those terms but I think what it 
overlooks is my interest in the work being a platform, if you like, for 
experience. A platform, so, while the works may be devoid of the individual, 
they were in a sense platforms an individual could inhabit There's also been a 
sense for me, in my work, for a some time now, of aspects of self portraiture. 
I think that's inevitable for any artist, but it’s not a very popular topic. It 
opens up the work to a slightly messier mode of interpretation, which makes 
people feel uncomfortable. I think there is always that sort of quality in my 
work. A work I think that operates in both extremes is ‘Studio’ [2001]. It’s an 
exactly half-scale building in which every component is down-scaled as 
accurately as I could do it. It has fully operating joinery (windows and doors) 
and interior and exterior staircases; it even has a half size ceramic toilet and 
fireplace in it.  
 
Due to its cubic, modernist appearance, in photographs it looks like it’s actual 
size - you can't actually pick-up on the downscaling. It’s essentially a hollow 
divided box with unoccupied rooms in which nothing happens. 
Commissioned for the sculpture rooftop of Te Papa, it’s a somewhat 
idealized artist’s studio - it could be my studio, attached to the outside of the 
museum. In a sense the studio's emptiness is its challenge. It perhaps invites 
an imaginative filling but importantly it also resists that filling.  It is 
interesting that although the work is physically accessible, that is you could 
crawl through its interior, the Museum choose to keep it locked. Access to the 
interior spaces is only permitted visually, through the plate glass windows. 
The studio is also very close to a house in look and structure, so you could 
wonder about the inhabitants of this enclosure, this building. I always liked 
the idea that you were invited to project into the work your own ideas, your 
own thoughts, to start to develop the work beyond its apparently non-giving 

                                                             
∗ Michael Dunn, New Zealand sculpture: a history (Auckland University Press, 2002) 
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formal and material qualities. On the other-hand you can also engage with the 
works empty state, in an almost meditative way.  
 
I think for me the shift in materials that has occurred more recently has come 
out of my interest in this sort of openness, in the work being a kind of 
platform for encounter, and the shared inhabiting and distancing of ideas and 
experiences. Perhaps the most apparent difference between the works in the 
most recent show and earlier works is in how I go about making and 
developing the works. When you are working with industrial materials, 
industrial processes, and going for a fairly exact finish, everything has to be 
premeditated, planned in advance; in fact, large sections of work were made 
by other people. As an artist you respond creatively to the work after it’s 
made as a kind of pre-conditioning for making the next work. What I 
gradually grew interested in was the way that a work might unfold as I made 
it and having the materiality reflect this attitude. It’s more a sense that the 
subject of the work might grow as the work unfolded.   
 
More recently I feel as if I am more able to work within a sensibility. Starting 
points can still be premeditated but I am now more able to use them as a tool 
to develop the work. They might come from beyond the work, or they might 
come from the banalities of magazine adverts I choose to collage into the 
works. They might come from a material I'm using. At the moment I'm doing 
some work using elbow shaped pasta and tampons. But, they're starting 
points, transitions, and I'm always asking what it is that I'm trying to get the 
work to do, what the work is already doing and what might eventuate beyond 
my preconceptions. I am not working from a premise of engagement that I 
want the work to activate. Partly that desire comes from a dissatisfaction I 
have of artworks I've engaged with myself, other people's artworks, and the 
history of art. I have this kind of love/hate relationship with these things. I 
love art and what it does, but there is so much I don’t want to recur in my 
own work. I'm interested in opening up that process of encounter and making 
it available to anyone who comes to the work. This is a conceptual process, 
it’s not so much a material based process, based on gesture and expression, 
but actually another means to get to that conceptual moment where the work 
can be explored from outside; where the work can be opened up in interesting 
ways and start to challenge some of the parameters we experience in both art 
and life. 
 
Q: Is this the first time that you have appropriated photographic material in 
your work, noting that ‘Standard Figure’ from 1998 uses printed illustrations 
as a texture? 
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A: It’s the first time I've used pages of magazines but I have used pages of 
books and photographic representations of materials. I’ve made objects 
covered in plastic laminate with photographically reproduced wood grains 
and marble. There is a figurative sculpture in the collection of the National 
Library, ‘Navigator’, which is covered in maps. I also made some works 
where I covered objects and panels in delicate floral wallpapers, and then 
there’s the figure that you refer to that Te Papa has in their collection which 
is covered in pages of Gray’s Atlas of Anatomy. These last two examples 
were part of a refiguring some of David Smith's work, with a different coding 
of the human body imposed. So I have a history of appropriations, collaging 
different materials and at times images into the work, but these works that 
were on show at Starkwhite last year were the first I had shown using more 
typical photographic images. 
 
Q: So in that regard would you say that this 2D photo collage has been an 
element of your working process that’s potentially not been shown before, but 
that has been something you've worked on in the background? 
 
A: Yes it is. The show at Starkwhite was a small selection of six works that 
came out of a larger group of works on paper that were using this approach. I 
have a developing relationship to photographic images; at the moment it 
seems to be that it's important that the images are found and it’s important 
that there is a sense of commodity about images - they are almost always 
advertisements. I see that as them just having a kind of materiality. In some 
respects they sit within the works, in a similar way to any other component. 
The images used in the works at Starkwhite are mostly advertisements for 
bridal wear. In some respects they bring a fairly explicit set of associations 
but in other regards that they are advertisements brings a quality of 
generalization. So there's a whole culture around bridal wear that the images 
can't help but attach themselves to. There's the fact that they're photographs 
of people; they're models of course but they're people as well. I can be really 
kind of fucking around with these images, but the images seem to always be 
able to relocate themselves, and that's particularly interesting for me. I guess 
that's why I'm interested in the materiality of an object or an artwork. 
Materiality brings with it traces of things external to the artwork. I guess 
that’s why historically my work has always had this assemblage aspect to it; 
not strictly speaking in a kind of Rauschenbergian way but assemblage in 
terms of drawing on the materiality of life around me in quite an immediate 
way. 
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Q: What is your understanding of the readymade in regard to your work? 
For instance, do you aim for some of your objects to appear to be 
readymade? 
 
A: The readymade is a very loaded historical concept of course, and it’s a 
large concept. What for me would be readymade about the materials I use 
and the objects I create is that there’s this sense of displacement about them, 
there’s a sense of a combination of the arbitrary and the specific all at once. 
In terms of the Duchampian use of the notion of readymade, there's a quality 
of emptying out, and I quite like that they force you as a viewer and force you 
as an artist to empty everything out. There's something and nothing at the 
same time. And that's a really interesting moment to be able to insert into the 
work. I am not interested in any formulaic notions of the readymade. For me 
it is a broader more malleable concept, and perhaps something that has 
always existed in art. I think that's one of the lessons Duchamp was trying to 
bring to art - a reconsideration of what we thought art was and how we 
though art was operating.  
 
Q: Thinking specifically about the materials you have used, are there others - 
artists, or perhaps designers, or situations,  that at the moment are 
influencing those ideas in your work? 
 
A: There are always other artists I look at and whose work I'm interested in 
and that can be extremely helpful, but at times it can be, kind of a limitation. 
At the moment I'm looking again at the work of Dieter Roth. I find the 
introspection of his diaristic works, especially his late film diaries 
fascinating. I'm looking at the work of Josh Smith, the young New York 
based painter. I'm interested in Albert Oehlen’s paintings, recent and past, 
and I'm deeply interested in Rauschenberg. There are roots in a lot of the 
assemblage type approaches that younger artists are utilising that come from 
Rauschenberg, but somehow it seems as if a kind of amnesia has occurred, 
there has been this leap, and what Rauschenberg brought to the party has 
been a little bit forgotten.  
 
Another artist I have been interested in for some time now is the 
Cologne/New York based artist Jutta Koether, who was a young artist in 
Cologne when the Neo Expressionist painters broke out; Martin 
Kippenberger and Albert Oehlen were beginning to come to prominence. She 
has this interesting play between an earnest expressionism and a cutting 
conceptualism. There are moments when you kind of cringe because you feel 
that she's so earnest and so, kind of, herself in the work yet this is a mixed up 
range of really smartly understood and deployed artistic tropes. I sense in her 
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work this strident insistence on a kind of recoding of how you engage with 
and consider the work. While in specific terms her work doesn't translate into 
what I'm doing I find these aspects of her practice absolutely compelling. 
 
Q: In the past you have made objects which, to a certain extent, appear to be 
functional. In your recent work your use of bridal gown imagery affects the 
ability of the material to function as it was intended. Are you aiming for a 
middle ground in which a work alludes to an area of activity without being 
tied down to a single function or performative possibility? 
 
A: I've always been interested in the function of the artwork and in that sense 
I can be pretty ruthless. Whatever I incorporate within the artwork I like to 
think I can use with enormous liberty to develop the work. I'm not so 
interested in being reverential or paying homage. For example, some of the 
bed sculptures that I made were in all probability derivative of my personal 
experience. It is clear they were really closely influenced by some of the 
forms of beds that mine and my friend’s parents had. I really wasn't interested 
in being respectful of those situations, or the people they might have brought 
to mind.  I really wanted to use those references to help me open a work up, 
to get somewhere else. And I think that's what I'm doing at the moment. I'm 
not really interested in making a comment about bridal gowns or wedding 
culture, I really just wanted to use those images to do something else. 
 
Q: Several reviewers have interpreted the exhibition at Starkwhite very 
broadly as a statement on the big issues: sex, love, marriage. Others 
including ourselves may not wish to make these kinds of sociological 
associations. 
 
A: Well, I'm with you guys really on that. How can I answer that? I was a 
little disappointed in some of the tendencies toward autobiographical 
readings that people imposed on the work. I wasn't surprised, but I thought 
that there was enough information in there to let an audience know that 
actually, what others had said was a really simplistic literal reading, and not 
that appropriate. But on the other hand, that was part of the territory I choose 
to work with. I choose to work with materials that could open out to that kind 
of reading, because it made me feel uncomfortable. I didn't want it to, I 
wanted to somehow pull it back, and to me it was kind of an edgy terrain to 
work in. So that despite the overt imagery, lending a certain set of directions 
to the reading, the work is about other things.  That was part of the challenge 
I was interested in, and the challenge I'm still exploring.  
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It’s important that the work challenges me. What I hate most is doing things I 
feel in control of; I feel like I'm not doing my job if things are too 
comfortable. I feel like I need to be working in that territory that unnerves 
me, and puts some pressure on me as an artist to resolve problems, to 
question things. So what I can't help do is set up a situation which challenges 
me as I make the work, and so inevitably, not that it’s necessarily an overt 
certainty, but inevitably that must come through and challenge an audience in 
a similar way. But I guess at the end of the day the work will have a life of its 
own.  
 
 
Q: Going back to an earlier question, I wonder if using those found images 
from the world around you and also vagaries of readymade or fabricated 
materials position you as an artist who is also a viewer or an audience of the 
things around you. Is that implicit in the way people look at your work? 
 
A: For me as an artist, and in the case of just about every other artist I know, 
there's always a back story to the practice.  There's something going on that 
inevitably comes through in the work and it’s often an aspect of that work 
that turns out to be the most interesting. It's the aspect of the work that's 
nuanced to the artist, but it can be of a quality that doesn’t fit better 
understood modalities of interpretation. It comes about in other ways, and I 
guess it’s the quality in the work that perhaps is, to use a somewhat corny 
phrase, kind of original, and unique to that person. As an artist I find that this 
can be one of the key drivers.  I am continuously asking if these things are 
present enough in the work.  How can I bring these things that are specific to 
me to the fore? Because that's the whole point of it; why would you do it if it 
wasn’t specific to you? Why would a group of people do something, a 
collective even, do something if their voice wasn't found, not just a reiteration 
but a different iteration with different qualities? So it’s really important, I 
think, that this happens. So the artist's position is a little different from that of 
the audience. The artist has a back story, another sense of what's going on, or 
what's not going on, that an audience may or may not pick up on. But my 
position on that might simply be in relation to the development of my 
personal practice; it might just indicate that I have a way to go yet before I 
can work out what I'm really doing. 
 
Q: Lastly, what are you plans for the coming year? 
 
A: To keep doing what I'm doing, to do some work and see what happens. 
I'm developing some new works at the moment but I just want to take them a 
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few more steps further before I exhibit them; pursuing in a sense a lot of the 
direction that I've talked about with you today. 
 
Q: So the work that your working on now, will it appear quite similar to your 
Starkwhite show, or more like some previous work? 
 
A: I think that the work in the Starkwhite show was like a kind of small 
window into a host of things I'm working on. One of the good things about 
that is that it leaves room for other developments to come in for an audience, 
but it also runs the risk of annoying those expecting that that's what it will be 
like next time. It won’t. At the moment I'm not using bridal imagery, and for 
most people the bridal imagery seemed to be the center of the show. The 
works at Starkwhite were working constructions and an insight into the 
development of a larger project. 
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Guy Ngan, Interview by Martyn Reynolds 
 
Conducted in February 2010 at Mr. Ngan’s home in Stokes Valley, Lower Hutt. 

 
GN:  I’ve got a lot of clothes on because I’ve had a cold.  It’s terrible to have 
a cold at my age. 

MR:  Yeah, is it hard to get rid of? 

GN:  Oh, I’m not even trying. It’ll get rid of itself, there’s nothing you can do 
about a cold.  I don’t have many, it’s the first cold I’ve had in years. 

MR:  Well it’s been a strange summer.  So the questions I want to ask you are 
quite general and mostly about understanding the course of your career.  So 
the first question I wanted to ask you:  when you were a teenager you 
attended woodwork night classes with Gordon Walters and Theo Schoon. 

GN:  Yes, you see I was taken to China as a youngster and I came back at the 
age of twelve and went to primary school.  I was excited that schools here 
teach woodwork so I got interested in this work for the first time.  You know 
in China I was doing painting, drawings and things I was interested in . . . So 
I started from there and I met some interesting people, including . . . and 
afterwards I went to art school, that’s where I met Gordon Walters and Theo 
Schoon, the two I can remember, and . . . oh and there was Fred Stall.  And 
Fred Stall went to Canterbury Sculpture School the same time as Jim Allen, 
that’s how I got to know Jim Allen because his professor happened to be 
somebody I knew and he became a friend, so I went down there once in a 
while. 

MR:  And what kind of work were you making back then? 

GN:  Well see after the war there were a lot of people who wanted a bit of 
carving for the big firms, and at that time there weren’t any carvers about, so 
I virtually had all the jobs doing carving. . . Then I was doing a bit of 
modelling and other things at the art school and I got interested and I thought 
it’s not much fun being static and a lot of my friends went to England, 
including Jim Allen, he went to England.  But he had a scholarship, I applied 
for a scholarship but I didn’t get one. 

MR:  But you did go in 1951 was it? You did go to England to study? 

GN:  Yes 1951, I just caught the end of the Festival of Britain.  It was my 
good fortune that I met John Skeaping – have you heard of John Skeaping? – 
he was Barbara Hepworth’s first husband.  He’s a good designer but the 
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bugger couldn’t carve.  I don’t know what made him take on the job of “80 
Candles” for the United Nations building, which was being built at that time.  
And he had all the students working for him, but none of them really know 
how to carve wood.  So Jim Allen said to him well why don’t you let Guy 
have a go, so I had a go.  And he sacked all the other students and I carved 
the whole lot for him.  So we became good friends because I virtually saved 
his life you know, oh he’s a decent chap. 

MR:  And during that time in the UK, in the 50’s, what were some of the 
ideas that were happening there? 

GN:  Nothing much was happening after the war.  Of course you have the big 
people like Henry Moore, he was part of the same group as Barbara 
Hepworth and of course Epstein happened to be my next-door neighbour.  I 
had nothing to do with him, I saw him once in a while, and Henry would go 
to the same college dinners because he was a Royal College old boy.  But 
Epstein, I used to walk along and bump into him when we went shopping on 
Saturday.  We didn’t talk about sculpture; he didn’t even know that I was 
interested because I didn’t tell him.  What was exciting for me was to hear 
about quite a big thing he was doing for the Coventry Cathedral.  And Henry, 
he was . . . yeah he was working on some work for the first commercial 
building in London.  So I’d go up to have a peep, I didn’t even say hello to 
him, I didn’t want to disturb him.  I’d never been out to his . . . a lot of people 
from New Zealand, they’d go to England and they wanted to see Henry 
Moore, and they went out to his place, but I’d never been to his place, I just 
couldn’t see the point in it, in fact I see very little point in anything.  Anyway 
so that was the kind of environment.  Of course in London there were still 
quite a lot of bombsites, some of the big houses got destroyed, were still just 
a heap of masonry and bricks and so on.  And anyway, well Queen’s Gate 
was virtually my home you know, lived in different places but always around 
Queen’s Gate.  It inspired me because at that time there was nothing available 
really.  I started to make up for it by doing funny drawings, like people 
keeping goldfish in baths.  They’d find an old bath in the bombsite and take it 
home and they’d make that into a fish pond, and all kind of things like that . . 
.  

At this point the video camera had some technical problems and portions of 
the interview were lost. 

 . . . I was in the British school in Rome; I finished my Royal College days.  
And I was just about to go on with my scholarship onto . . .  
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. . . See you don’t go to the British College in Rome without a 
recommendation, I think those people put me there [Moore and Hepworth].  I 
have never found this out but nobody else could have managed to send me 
there.  It’s a pretty good kind of scholarship.  You got about 12 pounds a 
week plus travel expenses and so on, so you know, you can really go to town 
with that.  And yeah, this British school in Rome, they didn’t teach.  

MR:  It’s more a residency kind of thing? 

 GN: It’s a post-graduate place, to accommodate a few people from Oxford, 
Cambridge and Royal College. [laughs] That’s all it is. 

MR:  How long were you there? 

GN:  I was only there for few months, then I asked the director weather I 
could go to Athens, the school of Archaeology is in Athens.  He came back 
and he said yes I could go, with the same rate. 

MR: They paid you the same rate? 

GN:  They paid me the same rate, yes.  And so I was very excited but I never 
got there because I thought I’d better go back to London to see Gordon 
[Wilson]∗.  He made me a very good offer and by that time I thought well . . . 
I hadn’t seen my mother for five years.  I’ll just go back, do what I can, and 
when I get sick of it I’ll go somewhere else.  But I never got sick of it 
because at that time New Zealand was full of deadwood and I was having a 
real fight with these people. 

MR:  With, it was full of what sorry? Deadwood? 

GN:  Yeah deadwood.  These architects all they were interested in was 
payday you know, and they really didn’t do any architecture, they were more 
or less just clerks.  The reason why Gordon was in London, he was trying to 
get hold, to gather a whole group of young people like me who were 
interested . . . there were quite a number of architects, just newly graduated 
from New Zealand and they went to Europe just for the experience. 

MR:  So Gordon Wilson was going around meeting these young New 
Zealanders studying over there, wanting to bring them back to . . . 

GN:  And he did, he brought quite a number of them back. 

                                                             
∗ Gordon Wilson (1900-1959) was the Government Architect at the NZ Ministry of Works. 
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MR:  So who else came back with you in that group? 

GN:  Aah, well there was Warwick Keene and . . . ha, you’re talking about 
fifty years ago! [laughs] 

MR:  Yeah, that’s okay. 

GN:  Anyway, things got . . . you know Gordon really . . . he dropped dead 
one day, after I got back, probably about three years, and I think in trying to 
clean the place up, they cleaned him up, poor Gordon, he’s a good kiwi who 
wanted to do something for the country.  He came back from the United 
States . . . and eventually . . . not long after he died . . . the Ministry of 
Works, as you know, dissolved itself. 

MR:  And at that point you started working for Stephenson & . . .  

GN:  No, after I was, after Gordon died, they started to attack me these old 
people, oh well they said you can no longer, we can no longer recognise your 
qualifications and so on, and I, so I went to see an old chap, he was a good 
kiwi, he was a director of Education, what’s his name?  . . . Anyway he said 
look, he said your qualification is worth in this country between a BA and 
MA, they should really . . . they just can’t get rid of you like that.  So I went 
back and told them, and all he said was oh you can go and work for the 
Ministry of Education. 

MR: [laughs] Wow. 

GN:  Ahh anyway, then I met Sir Arthur Stephenson, he was a wonderful 
man, and um, from Australia, he started an office in Wellington.  And he said 
well whatever they refused to pay you; we’ll pay you twice as much.  So I 
thought well I can’t refuse that. 

MR:  Sure, yeah, it’s a good offer.  So then you worked with him for a 
decade, for ten years? 

GN:  I worked with him for nine years.  Then he died on me.  When I was 
working for him, when he was alive, it was good.  He spent most his time in 
his Melbourne office, whenever he wanted to have a chat he would ring up 
and he would say old chap it’s about time you came over to see me, so I 
would.  His secretary would organise everything and I’d go over and see him.  
And I’d get to know all the Australian offices as well.  Then one day he was 
in New Zealand, I came back with him from Auckland.  And he asked me 
about my qualifications and so on and next day I receive a letter from him 
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and he offered me um, associate partnership and ah . . . see Stephenson & 
Turner was a big firm, about 600 architects and engineers and after that half 
the firm wouldn’t speak to me, [laughs]. 

MR:  Oh really? 

GN:  Because I’m not an architect, I’m not an engineer, and what’s more I’m 
Chinese you know.  Has the old man gone mad, you know?  Making a . . . so 
anyway not long after that he died on me, so don’t ever employ me [laughs]. 

MR:  Right.  So you left the firm after his death? 

GN:  Oh, not as simple as that, his son became the chairman of the firm and 
ahh . . . Peter said what is this you want to go into retirement?  I was only 43 
at the time, the same age as Peter.  I said look, I told him what’s happening 
you know the . . . Sir Authur not being there.  He said look, I’ll keep the door 
open for you for two years, that is ahh . . . you don’t have to be responsible 
for anything or any jobs, you just come in here as a consultant, anybody want 
to talk to you about anything, you just talk to them, you come in say three 
days a week, any time you like, and ah, we will let you have two thirds of 
your last years income, you can keep the car park, but you don’t get a new 
car [laughs].  So I accepted that and . . . I knew this would happen, about 
twelve months afterwards Peter went into retirement, he bought himself a 
bull farm, raising beef, because, oh the whole place is gone haywire isn’t it, 
after the old man died. 

MR:  Mnn, so one thing I was interested in, this history after you came back 
from England, both of these gentleman, Gordon Wilson and Stephenson, um. 
. . Arthur Stephenson, both of these men are renowned now as very important 
modernist, um you know idealist who wanted to bring . . . in their work here 
in New Zealand they really wanted to affect a lot of positive change to the 
society, and you were obviously close to both of them.  

GN:  Well, ahh . .  I had to sell them the kind of things I’m interested in 
doing, that’s like um, you know the Bledisloe Building in Auckland?  Now I 
went up to . . I was in Auckland with Gordon Wilson and he looked at the 
skyline at that time, Auckland just beginning to have a skyline, and it was a 
hell of a mess.  It’s like ah, oh kind of a tin shed on top of a building, that was 
the terminal for the elevator and so on.  So I designed something to hide, to 
hide all of that, and also in those days high-rise building, it was ahh . . . new, 
and they’d have a manager for the building, and that . . . so I put the 
apartment for the manager and also the block that accommodates all the other 
miscellaneous things.  But almost immediately after Gordon Wilson passed 
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away, they gutsed the whole thing up and put a cooling tower in the middle 
of it, and this is why you see all the drain pipes and things punch through my 
work.  But that’s the whole sort of . . . and nobody’s really interested in 
making the Auckland skyline look any better than what . . . well it’s still 
pretty awful isn't it? 

MR:  [laughs] Yeah, that’s true.  So how would you describe your role in the 
ahh the Ministry of Works and in Stephenson & Turner?  You were more than 
just an in-house artist.  You were doing other things as well, or assisting with 
the concepts? 

GN:  Oh I had designed one or two buildings, I’m not an architect, ahh . . . I 
don’t know.  That’s a very awkward thing, and a lot of architects and 
engineers they have taken advantage of that and said, oh your nothing.  As far 
as Sir Arthur is concerned I’m just a design consultant, I helped them you 
know.  Some of them they appreciated it, others, they didn’t.  Because what I 
do and the way I think is strange to a lot of people, and that hasn’t changed.  
See I don’t paint like a New Zealand artist, Chinese artist, I just paint what I 
want to paint.  I’m a complete free man.  I’m interested in history, I’m 
interested in politics, but I’m not really . . . yeah I was in New York for three 
months on the way back to New Zealand, and I looked at all of the sort of art 
development and so on in New York.  It hasn’t interested me, but what 
interested me was ahh . . . some of the people who were interested in 
introducing artwork into buildings, and introducing decent furniture, that well 
. . . Mies van der Rohe for instance, you know I was standing in front of his 
Lakeshore Drive apartments and that was tremendous you know, with his 
Barcelona chairs and so on, yeah.  I nearly went over to, in fact I was invited 
to go over to Brazil, when Oscar Niemeyer was designing Brasilia, but I 
thought, no I’ll go home to see my mother, and one day I might go and see it, 
but . . . no he was a very good architect. 

MR:  Niemeyer? 

GN:  Yeah Niemeyer, and ahh, of course in the states they were fortunate, in 
Chicago, they’re fortunate enough to have, to have some of the very good 
architects there. 

MR:  Because they had Walter Gropius, Gropius moved there. 

GN:  I didn’t meet him.  No, didn’t meet him, yes he was a good architect but 
nothing really under . . . he was a good teacher as well.  I can’t imagine Mies 
van der Rohe teaching [laughs]. 
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MR:  Oh really?  Why is that? 

GN:  Oh because he’s too much of a perfectionist . . . anyway.  Teaching, it 
takes someone special to teach and to be able to teach, I’m a firm believer in 
that. 

MR:  Do you have teachers from your time of study that you recall that were 
useful for you? 

GN:  Well my first woodwork teacher, he was, he taught me all the basic 
things.  And my second teacher was . . . yeah he introduced me to a chap 
who’s half Chinese, a returned serviceman from the First World War.  His 
father must have been the first Chinese artist who came to New Zealand from 
New South Wales with the gold mining companies.  When I met him I said 
I’d like to learn some of the woodwork skill you have, from you, but I 
haven’t got a place to work.  He said there’s this old shed behind the house, 
you can use that but I have to charge you two shillings a month.  I said well 
what if I can’t pay you, he said well you can mow my lawn for two shillings 
a month [laughs].  This is the kind of thing I had all my life in the early days.  
And ahh, so those two people . . . and also at the art school in Wellington, 
there was a really old fashioned Victorian sculptor, but he’s a marvellous 
craftsman.  I learned a lot about the technique of doing stone carving, 
woodcarving and things from him.  All these people died on me while I was 
away because they were all fairly advanced in age when I met them.  And in 
England, yes ahh . . . my professor, yeah I learned a fair bit from him, he was 
a good architect as well.  Apart from that . . . see somebody said to me, you 
should have worked for Henry Moore, and I said oh I could have too, but I 
didn’t want to be another Henry Moore [laughs] . . .
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