AIATIAPDANANT

1032311
INJYTI dITIHd

'S3AT] PUB Sa1310 ‘shurpiing

1no 107 saniqrssod mau asdurrh o3

[[® ST 10] PUP SULIO] PUP STRLI3}RUI Y}IM
mjAerd aq 0} ‘s13xPU S ‘S}33}TYIIE JO
dnoib e 107 Ajtunjioddo ue st rer1ayely
aAT}E20A01g 1R} PajybI[ap st soeds
-103(qQ ‘uonyestuehio euorssajold jo
s1eak paipuny e 3}eIgaad 0} pUBRINY
ur 13yjeh s308}1yaIe pur[Ray M3N SY

‘uorjeariqnd sarjeAOUUL

ue burubrsap urebe aouo 10y ubrsag
3SNOYU] PUP SI0M 31} JO UOTIR[[R}SUT
STY 10] PI3UXN(] URAS '3IN}23}TYIIY

JO [00Y3S PUBPONY JO A}ISI3ATUL)

ayj pue 2ajtuq) ‘pyT bunybr rejaq
‘Abo1ouyaa] Jjo A}ISI8AIUT] PUBINY
s105u0ds [e118}B]{ SAT}RI0A0I 'S[3AS]
70 1aquinu e uo j3a(oxd ayy jo 1roddns
PUB JUSUITUILI0D 118U} 10§ VIZN U3 JO
youelg pueppny 3y} ‘Aessa anboreiea

'SIaqUIaW YOUuRIg PUBPONY 0}
Paje[nal pue pado[3Aap SeM [BLIS}RL]
3AT}RD0A0IJ 10 JALIC AT} I8[BM
S3[IRY] PUR YHwsTeN AS[pur] jo uoy
-NOLI{U03 3U3 Y3M pue YIZN 9y} 0 yauelg
puepPny 3y} yim drysiaujlied e uriog
03 PajybI[ap a1am am 1eak ST} 131[IeT

"10alo1d e yans 107 Jatiq

e dofaaap 03 3oeds}oalgg butbemooua
pue 1daauoa aty} Jo 11oddns Ajres 1133 107
I3Y[eM Sa[Iry] pue aryoly A1aaag abpay
-MOWYJB 0} 31 p,] '3oedsiaalqy e aoeds
ay} yym abebus o0} way} sjqeUs prnom
e} aTeas B o s303(qo [ejuswiiadxa jo
SIaYRW 3Y} s s}a3}1yaIe ahehus pinom
ey} 03lo1d e Uo pasnaoj alam seaptIng

STY 10j I3)[eM S3[Iey] snojmbign at}
‘3oedsiaalgp yimm j03loxd sy bujeurpio
-00 107 I3)[BM S3[IRY] PUB [}TWSTEN
Aarpury ‘aredianred o) uoneIIAUT 31 0]
Apomb pue Areonsersnyjus papuodsal
woyMm Jo [e - yarpedod 1oae( 3 bunog
UOA[T puUe s[8huPyaIy ‘KePulsep ‘9ueT [80N
‘S}08)IIY SITYSAY] ‘SN}I8YIYIIY ‘(SLIld 3
u0ssIhIeg 00 pue YjTuIste N 18wy uoij)
Aemyrey g - syoapyare hunedianied sy
A73S11] ‘Ter1aje]] 3ATI}RI0A0IJ 0} SUOT]
-nqri3uod 118y} 103 ajdoad butmoroy ayy
JNUBY} pue aHpajMouae 03 axI] PINoM

[BLI3]euUl
3AT]RI0A01IJ

1al

Provocative
rial

In being increasingly compelled, by the
conditions of practice, to specify impure,
hybrid and composite materials, or to
allow the traces of fabrication to disappear,
has a new generation of architects begun
to develop a positive indifference towards

U0T}ONPOoIIUT

received ideas about material objectivity,
significance and signification. Arquably,

the architects in this exhibition have
beliefs, such as straightforward expres-

sion, and rather more interested in the
modern materials themselves. Whilst the

initial invitation to the participants ap-
pears to insist on an interrogation of the

However, with recent advances, in philos-
ophy and aesthetics as much as material
science and fabrication technologies,
our understanding of materials and their
applications has expanded to challenge
become less concerned with modernist
increasingly ambiguous nature of most
constructional process - paradoxically,
an operation often deferred in archi-
tectural practice to other disciplines

- the organizers also encouraged the
exploration of materials and modes of
assembly towards a critical redefinition
of contemporary architectural praxis.
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material character? Or to explore pos-
sibilities for a new material culture?

At another level, as digital methodologies
have transformed the design process,
the simultaneous adoption and suspicion
of instrumental technology (in the form
of design software, for example) by New
Zealand architects has begun to foster
similarly amhiguous, or simply con-
fused, attitudes towards materiality. It
seems ironic that, just when architecture
is in most need of a renewed theoretical
interrogation of material reality, both the
profession and the schools seem to have
embraced a kind of defensive, derriere-
garde, institutional conservatism.

Conversely, when architecture is pre-
sented not as building technology, social
development, or economic production,
but rather in a gallery, ostensibly as art,
it operates in a different role; neither

as huilding nor its representation, but
rather as a specific kind of cultural com-
modity. The issue here is not whether
architecture is a legitimate art form, but
rather how architects might operate or
define themselves. In response to these

NOEL LANE ARCHITECTS LIMITED

conditions, the focus on construction
might well have led to the production

of highly-crafted, perhaps fetishistic,
works that would eclipse an interroga-
tion of the potential of new technologies.
But this fear turns out to be unfounded.
The works exhibited forge a successful
alliance hetween conceptual ideas and
the appropriation of new or unorthodox
materials, and their inherent structural
capacities, to advance innaovative tec-
tonic propositions. If these installations
seem designed to bridge, or risk collapse
into, the gap between architecture and
art, then their constructional integrity
also legitimizes the performative nature
of the architectural endeavour.

In her book, The Body in Pain: the
Making and Unmaking of the World,
Eileen Scarry suggests that the process
of making is really an act of giving,
where the lahour of work is compensated
by the joy of offering that which is made.
This imaginative transfer - through
material and technique - of human affect
to physical artifact, is what links making
with making-up, with creativity. This
rarely acknowledged relationship, of
emotion to execution, lies at the very
heart of New Zealand architecture. And
this exhihition.

CHARLES WALKER
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*~LACED
ass, stainless steel, space, light
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Here, standard industrial materials are
tectonically assembled to create an end-
lessly reconfigurable, recyclable, weather-
screen that evokes an architectural pora, a
traditional woven cape, designed to modify
extremes of rain and sun in Auckland's sub-
tropical climate.

As light interacts with the steel and glass

it turns from a screen into a lace curtain,
from a window to a wall. Different patterns
are revealed from different viewpoints, or
at different times of day and night. Through
the shifting composition of elements and
light, the ohject adapts, chameleon-like, to
its environment; one moment emulating the
existing dado panels, and in another mim-
icking an applied net curtain. In moving
away from the digital fixations of the early
21st Century, and by re-presenting con-
ventional materials in an unconventional
way, the construction becomes a cosmetic
space-machine; exploiting conditions of
transparency, translucency, solidity and re-
flectivity, the shingled object meditates the
experience of spatial conditions on either
side. The street and the gallery are divided
by, yet conflated in, this visual net.

Through threading and knotting the
traditional Modernist materials of steel
and glass into an architectural lacework,
the surface adornment becomes self-sup-
porting structure, and utilitarian materials
become ornamental. By adorning the gal-
lery space, alternate spatial conditions are
created, provoking the passerby to explore
the sensual potential of the materials. The
glass loggia entrance allows the viewer

to access the space created between the
gallery wall/window and the installation/
construction.

Sponsors: Dines Sheet Metals, Easy Steel, EDL
Fasteners, Metropolitan Glass Mt Albert, Produc-
tion and Developments, Sandvik.

ARCHANGELS

FEEDBACK

Sound

As distinct from its formal output, which is
so readily cemented into place by the work
of time and history, the informal discussions
surrounding architecture barely register as
worthy of serious consideration. Generated
internally or from outside, the architectural
profession is awash in gossip, idle opinion
and other inconsequential material. The
vast quantity of such messy ephemera surely
outweighs the well-organised and refined
constructions and - if the cosmological
metaphor has any validity at all — may
provide clues about the forces shaping
architecture today.

The gallery space, along with its living
contents — their various trajectories, colli-
sions and temporary alliances — represents
a local slice of the architectural cosmos.
Placing a disinterested but faithful ear

to the auditory landscape, a disembodied
commentary is transmitted to the room at
large. This feedback may provoke and he
amplified in further provocations.

Will the information given up in these ex-
changes create an impression of coherency,
dissplution, apathy or entropy? Are we mov-
ing together, flying apart or merely static,
the faint remnant of a real or imagined
past? Whether this ephemeral architecture
of the event takes a discernible form or not,
its presence will continue to reverberate.

ARCHITECTUS

BRETT CULBERT
FLOWER=MISAKO

DARIN
MITCHELL

ELTIZABETH SEUSEU
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FAKING IT

screen printed fabric

Material authenticity it is not the only way
of making. Our material environment is

expanding by the day.
those we might traditi
or authentic, become

Natural materials, or
onally consider real

less readily available,

more expensive, and are replaced by

facsimiles. Timber v
1200 mm wide sheets
tiles, with performanc

eI1eer Can Come in
or 200 mm square
e characteristics and

properties that the real cannot match.
Porcelain tiles with atimber print and
embossed surface compete in durability,

but are cold to touch.

Faced with this dilemma - that the real may
not be an option - what is the new real?
Simulation? A constructed impression of
the real, in itself a new material?

Wk

CHESHIRE ARCHITECTS

PAINT STRUCTURE
acrylic

Architecture in New Zealand has a contra-
dictory approach to materials. Architects
ohsess ahout the authenticity and hon-
esty of materials, wanting to use “natural”
materials in their raw state and leave them
to weather. The vast majority of our built
environment, however, is flimsy; durahility
and weather-tightness are achieved by
applying thin films to insubstantial sub-
strates perched on equally ephemeral
lattices of timber.

Our presentation for this exhibition
attempts to move beyond arhitrary judg-
ments of the authenticity of the materials
we use. Here is “inauthentic” New Zealand
architecture in its essence — a pure
membrane of paint emancipated from its
inconsequential support. It is color and
surface, nothing more. This is not, however,
a negative proposal; we want to show that
paint has its own qualities — the ability to
manipulate both the thickness of the mem-
brane and the pigment within it — and that
even paint is an authentic material.

These tubes are seamless skins of hrushed
paint, with lines of poured paint helping
meet the structural forces at play across the
skin's surface. This integrated surface not
only transcends questions of authenticity,
but also escapes other conventional
architectural dichotomies, such as distinc-
tions between structure and envelope or
between structure and ornament. This is an
architecture that is simple and seemingly
effortless, and that we hope points towards
a new sense of what is natural.

Sponsors: Dulux Paints, Sonoco NZ Ltd

ELUON YOUNG
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GRASS IS ALWAYS GREENER
SIDE

ON THE OTHER

Video and text

Hungry bugger

Searching for neon pleasur
Driving backwards through
Your wind driven face is co
hard to hold

Tic, tic, tic

Olive my common goldfish,
I shall hottle your garden v
see these bright lights
Don't leave

Colours change, iris hold m
Come on, go get some

e
the rain
d to touch,

flickers, floats
ariety and let it

v lonely planet

Put some fat on it, it's a sign of success

Revolve, revolve

Synchronized swimmer
I'm falling from you

Follow the speed of light, ye
Cinnamon star dusting

Sponsor: Absolute Sound

ah just like this

JASMAX

JENNIFER HANSON®=TRISTRAM
COLLET®=PETER DAWSON=NICK
UEINT = JONATHAN BISMAN
MARK FAIRBURN=KENDON
MCGRAIL “ANTONY WALTON.

AN EXPOSE OF
STRUCTURAL INTERACTION

Latex

Architects tend to tame materials and
structures to the point at which they become
expressionless. Movement, decay and
chemical reactions are concealed within an
apparent solidity, or by physical alterations
to the material’s properties, by treatments
and coatings.

We propose that architecture is set free,
allowed to breath, move, react, interact. At
a fundamental level, this freedom will rely
on the ahility to express the transference
of forces and energy through building
elements.

Energy is implicit in motion, as is motion

in force. The distribution of energy in

the universe over time proceeds from a
state of order to a state of disorder. Our
understanding of the material world, and
our relationship to it will, over time, develop
into something quite different.

‘What if the apparently static structure

of the existing building is replaced with
redefined elements that embrace the forces
acting on or with them?' The understanding
that we develop of the world, through its
materiality, is heightened. We seek to
expose forces channelled through existing
structure with a material that expresses
them through its elastic nature.

The elastic latex column is offset from the
rigid concrete column and the differential
expression is mapped through Cartesian
references to the existing elements. These
references alter and shift as the elastic
nature of the material has a tendency to
return to its original shape after it has been
stretched or compressed.

NOEL LANE ARCHITECTS LIMITED
NICKY HANDLEY®NOEL LANE=AMY MATTHEWS=TOM ROWE

37 .5°CXX.
Provocative M
and heat, as a

2nd law of thermo
concentrated in o

Project Outline:

Volume:

Chemical Input:

XX
YY
Av
36.50C +/- 1

Electrical Output:

Electrical Input:

0.0745m"3XX20%=
/24,47g,10,000kJ X2

Material specifice

Moisture

FFA (as Oloic)
melting point
AOM Stability
smoke point

colour
flavour

antioxidant
max unit volume

Composition:

Myristic
Palmitic
Stearic
Oleic
Linoleic
Linolenic

Dimensions-Site:

86.6.XY.74.5.12,000kJ/24hr
aterial: We are dealing with light, mass, volume, energy,
material architecture to the male and female form.

dynamics: “Energy spontaneously tends to flow from being
ne place to hecoming diffused or disbursed and spread out.”

T21x24:23.05.05.25.05.05.11.06.05.12.06.05.13.06.05
0.1611m3

12,000kJ/24

1650mm

1730mm.

1678mm

100w 9.00-17.00
Gev*

14.9kg,0.0866m"3XY16%=13.9kg,0.08055m"3AV18%,
X,36.5C+/-1C, /24,67g,14,000kJ XY,36.5C+/-1C,

ation:

0.10% max
0.10% max

40 - 45 degrees
100 Hours Min
220 degrees min
white

bland

319

0.020m"3

CHA[CH?]12C00H [3%)p

CH3[CH2]14CO0H (24%)

CHA[CH2]16C00H [19%)
CHA[CH2]7CH=-CH[CH2]7C00H (43%)

(-6) CH3[CH2]4CH=CHCH2CH=CH[CH2]7CO0H (3%)

(-3) CHICH2CH-CHCH2CH-CHCHRCH=CH[CH2]7CO0H (1%)

volume(m~3) length(m) width(m) depth(m)
XY 0.0866 1.678 0.22438721 0.23
XX 0.0745 1.678 0.193035187 0.23
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