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ABOUT US

Kia Ora (note 1)

Koru-hk.com Contemporary Art Gallery was founded in 2001 and sources contemporary pieces
internationally, however we specialize in collecting exceptional New Zealand artwork. Whether your
preference is abstract art, painting or sculpture, art for your home or large pieces for a corporate space, you
will find a large selection of contemporary art on our web site or in our two [over 7500sq ft area] galleries
which are based in Aberdeen, Hong Kong - either on display or in our legendary “backroom”. Furthermore,
our stunning galleries are available for hire for private exhibitions and/or private/corporate special events.

Koru-hk.com Contemporary Art Gallery is also the place for professional yet down to earth service. We
encourage browsing, questions and conversation about our artists and art. We want people to enjoy the
experience of collecting art, so strive to make art selection as straightforward as possible. We also offer
an art lease program that allows clients to evaluate a piece before purchasing or refreshing their
surroundings.

Our art consultants can advise on all matters relating to the collection of art (private and corporate) and are
happy to make site visits and proposals. The majority of our clients are architects and designers in Hong
Kong, Asia and elsewhere in the world. However, we are very happy to work with private collectors both
in and out of Hong Kong.

Koru-hk.com Contemporary Art Gallery provides a full range of associated services including illustrated
submissions, commissioning, investment advice, valuations, crating and installation. We also regularly
design and publish art catalogues which can be purchased online or at art bookshops. In addition, we
provide a much loved “Koru Art Voucher” programme for the gift of art.

Arohanui fnote 2)
The team from Koru-hk.com Contemporary Art

Gallery Hours: by appointment

Note 1: Kia Ora
In New Zealand Maori means "cheers", "hello", "good day", "good morning", "good afternoon”, "good evening"

Note 2: Arohanui
"Big love" or "love you" in New Zealand Maori language
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The process of 'creating’ allows me to escape some of the madness and aggression in
our world. Should the finished work portray the calm, balance & simplicity | seek, | am
content.

- Rick Swain, 2007
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Wood to Bronze

— new work by Rick Swain
Gentle geometries

Concerning energy

In our secular, urban ‘wired’ world the sources of nature are sublimated. Tesselated space and
manufactured surfaces dominate, literally and metaphorically. In the ‘best’ downtown architecture
corporate offices rise above box boutiques and small sleek restaurants. Within many contemporary steel
and glass shrines natural materials, such as wood and stone are anaesthetised, polished to unnatural
degrees and then awakened ‘naturally’, randomly, with mature potted greenery. Such worlds aspire to
clocked control, while around them, in perpetual motion, telluric energies flow, sometimes sensed yet
often ignored.

Rick Swain’s new works in wood and bronze are quiet, purposeful antidotes to urban overload. He
comments, “I left the city because | was able to. The absence or divorce from natural sources can be
overwhelming.”

“l grew up in a making family. My father made and fixed things. My mother sketched and played music.
| have made things for as long as | can remember and | enjoy and play music. | initially wanted to be an
architect. | completed a NZ Certificate in Engineering and that knowledge has served me well throughout
my life; that and a love of nature nurtured in our family.”

relations experienced

In the contemplation of nature, its balances and contraries, it is possible to look at abstract works such
as these and have access to a sense of what we know and of mystery. Swain’s work uses contemplation of
experience as its source. Translated into a plastic medium, the forms address experience abstracted in order
to keep contemplation open and vital. These works spring from the experiential, the way experience is
selected and screened. Recollected through the ebb and flow of memory, these may be moments in which
the artist has sensed the uplift of a breeze or an embrace, or the energy of a spiral or circle. These are
universal realities, gestures and relations encountered by many.

Freed from the mimetic, Rick Swain’s forms derive from the experiential world and from the nature of
the selected medium. The works are gestures about sources (material and emotional), rather than
articulations of objects. They are relational plays about presence and absence, the light and the dark.
Within the work, apertures or openings may appear to suggest the ‘searching gaze’ of the artist. In fact, they

involve the individual’s ability to see, to experience and understand the necessity for contemplative space.
Swain maintains that in contemporary industrial society adequate space is a complex and sometimes
anxious matter, often fuelled by an overload of got-to-have ‘frills’ and billboard stimuli. Reducing that
complexity to the essential gesture is part of his editing process. The result is abstraction, non-literal
representations that can be experienced and extended by the viewer.

and abstracted

Abstracted, non-literal representation, devoid of sharpness or roughness, is Swain’s signature. It signifies
that his concerns are not with outer form but with the idea, the essence of things. The work does not turn
its back on chaos. It offers a space apart. Swain explores similar territory to the classic twentieth century
modernist sculptors as the work of Constantin Brancu?i, Naun Gabo and Barbara Hepworth. !

They too used an engineer-like knowledge of source and structure, focussing on the essential rather
than the ephemeral, creating strong yet lyrical works which today legitimately earn that most over-used
adjective, spiritual.? Similarly, Swain’s gentle geometries, counterplays of rounded volume and space,
function both as signifiers and compositional devices.

His most common device is a circular one, used for the symbolism and the natural geometry of the
shape. Circles are endless. They are universally used to signify the sun, the earth’s core, a protected or
consecrated space, an aura, the human head, the cosmic energy of the womb, protecting and nourishing
the embryo, and the pelagos, the level ocean believed to have protected the earth at its birth.

Swain uses the circle, serene and simplified, open and closed, to address presence and absence. The
inner and outer surfaces of the Origins and Spiral works offer a sense of circular and cyclical energy. Such
works can be read variously as a rippling wave; a seed unfurling into nascent life; a crescent moon
embracing human tides; the invisible ball of qi (energy) that practitioners of gi gong gather into themselves,
or the body of a human or a leaf as it awakens to life or, conversely, folds into an acceptance of senescent
decay. Each such gesture involves space.

Through interplays of gesture and space, Embrace, Infinity and the Transition works intimate a sense of
aspiration and achievement, vulnerability within strength.? Like individuals who divest themselves of
material possessions, each Transition stands naked. Embrace, like Hepworth’s Two Figures (1954-55), is
evocative rather than descriptive, just as Infinity is somehow full of hope. Not hope the necessary but
exhausting emotion, but the flow of hope. Swain comments that he has not looked at many artists” works.
Those that he has looked at, like Hepworth and Len Lye, fill him with wonder and real hope. Through a
reduction of ephemera and detail, these works quietly suggest meaning beyond their constituent surfaces.
Meaning is, perhaps, essayed in the abstraction(mass and space)but completed in each viewer’s response.



flow as opposed to permanence

These are ‘outlines’ and surfaces, suggestive of movement - as signposted in titles such as Breeze and
Spiral. Yet beyond that, the resulting forms function as eyescapes and mindscapes. They may begin with
the sculptor’s design and practice, his transition from wood to bronze; his choice of materials and
progressive acts of reduction and the resulting essay on energy and relationships. But they are
comprehended by the viewer who attends and investigates the surfaces and the voids and the changing
space accessed with the slightest change of axis. Rich growth rings and grains, and aqueous patinas flow
into space and return over painted or polished surfaces only to course on, perpetual.

Each of the Transition works (the serial title alludes to the artist’s present movement in media from wood
to bronze as well as the actual forms) engage viewers in an unfixed ‘world’. Yet, rather than exert or invite
any sense of the anxious, each view or movement around the Transition works offers a seamless play of
space and form — like the light passing through and simultaneously defining the digits of an open hand,
turning this way and that. The Transition works, like Spiral, Breeze and Embrace, are not about change.
They are change, calm and calming. It is as though the works and their tranquil contours and surfaces
advise against notions of permanence in favour of an evolving awareness or sensibility.

The slightest shift in viewing, like the slightest alteration from version to version in wood or bronze,
reflects not only the maker’s decisions and abstractions, but also his efforts to draw viewers into
contemplation and dialogue. And, as in deep contemplation, all sense of representation or scale is lost,
quietly absented. Free of incidental detail, nothing in these forms gives us the measure of an illusory

location or limb. Each viewer brings to these geometries their own history of experience and expectations.

Faced with works such as these, it is well to remember that traditional conventions of representation
(and much else) accustom us to a relatively fixed way of seeing. Some modern artists push hard against
such ‘normalising’ practices. Some create clamorous works that provoke the viewer and stimulate an
unfettered emotional response and speculation.

If in contemporary art speculation is the golden ingredient, then in Swain’s sculpture, contemplation is
the essential element.

What these new works suggest is that in addition to understanding the various current facts and fictions
that pass for knowledge and the new, we have, like Luke Skywalker, to be able to imagine the source.

beyond the city

Out on the Coromandel Peninsula, in the aqueous embrace of Whitianga, once frequented by English
ships in search of endless supplies of Kauri, Swain sculpts quietly.* Not about or for novelty, or difference
or speculation, but about essence. In a seamless blend of simplicity and sophistication, of imagination and

imaged mass and space. His work, in re-cycled Kauri and bronze, explores the nature of abstraction and
its ability to facilitate contemplation. As Linda Tyler, Director of the Centre for New Zealand Art Research
and Discovery has observed, Rick Swain works to bring out the inherent quality of his materials in a way
which is expressive of Pacific identity.

Swain has indicated that for him, art has socio-cultural significance and a social function. One of its
functions is to remember and recall that which is absent — whether it is history, or the unconscious, or form,
or the space in which to live and breathe and think.

In our contemporary world the conflict between nature and culture, between historical awareness and
the purported universality of art appears to be widening rather than narrowing. Swain’s work does not try
to comment on this rift but rather focuses our attention on understanding sources. Effective art is a vehicle
for perceiving and understanding. It can bring about social change. It can be a metaphor for that, moving
us from the known to the unknown, from the present to the future. This sort of metaphoric bridgework
involves social and individual responsiveness. Art, like the individual’s emotions and understanding,
should be not be reduced to being little more than a decorative frill on our quality of life — it should be
integral, part of life.

The real challenge facing any artist is the awareness that while nothing comes from nothing, and that
while experience is filtered by memory, art should be positive, aware of the past yet free from crippling
nostalgia. Art now, as ever, has to be meaningful. It is about origins in a truly positive sense, like a seed, the
first stirrings of existence and the acknowledgement of inevitable decay and, by implication, the
preciousness of the interval. These are some of the underpinnings apparent in the geometries of Swain’s
latest body of work.

Dr. Cassandra Fusco
May 2007

' Constantin Brancu?i (1876-1957), Naum Neemia Pevsner Gabo (1890-1977) and Barbara Hepwaorth (1903-75).

2 Consider Brancu?i’s simple ovoid, The Beginning of the World (1920), Gabo’s Space X (c1938), Hepworth’s globular Pelagos (1948)
and any one of Swain’s spherical Origins or Spiral works.

3 Compare with Hepworth’s Pendour, (1947-1948), Hirshhorn Museum and Sculpture Garden.

4 Legend has it that Kupe, the Polynesian chief and explorer, landed in the shadow of the ‘Long White Cloud’ Aotearoa, at Te
Whitianga-a-Kupe, the crossing place of Kupe around 950AD. Swain and his partner Ruth love this area and regret its history of
deforestation. Timber from Whitianga was New Zealand's first private export. Over a period of 60 years about 500 million feet of kauri
timber was milled and sold, and offcuts burned day and night as a beacon for shipping on Buffalo Beach for 40 years. Kauri gum
diggers took out 100,000 tons of gum over 50 years, particularly from the area aroundPCom len once called Gum Town. The gold rush
at Kuaotunu 16km north of Whitianga began in 1889 and lasted about 10 years, although gold was still mined into the 1900s. The
estimated worth of gold extracted was about $32.3 million.
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Transition 2 @E 2"
h 830mm x w 350mm x d 300mm




Transition 3 #@E2=
h 1210mm x w 380mm x d 350mm




Transition 4 @320
h 1135mm x w 380mm x d 350mm




Spiral e
h 515mm x w 400mm x d 280mm




Origins 23 REZH=
h 560mm x w 380mm x d 250mm




Breeze 3 #@2Z=
h 990mm x w 375mm x d 265mm




Embrace #Eif
h 1750mm x w 400mm x d 360mm
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Infinit}" 1 EEﬂEz{:%z_
h 410mm x w 1365mm x d 300mm




Infinity 2 £4RBZ_
h 1000mm x w 720mm x d 510mm
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Origins 22, Bronze R4AZH— > Fif
h 300mm x w 280mm x d 200mm




Transition 2, Bronze @2 — » &
h 490mm x w 280mm x d 230mm




Transition 3, Bronze BEv=: &ifl
h 1190mm x w 380mm x d 350mm




Transition 4, Bronze 8iE,200 - 57
h 1120mm x w 380mm x d 350mm




Spiral ,Bronze UR}E » S
h 500mm x w 400mm x d 280mm




Origins 23, Bronze REZTT= ' 5l
h 540mm x w 380mm x d 250mm




R] Ck Swa| N - Biography
Born Christchurch New Zealand 1949

Rick Swain began sculpting in the early eighties. The sense of freedom he found in the creation of abstract
forms in wood was a welcome alternative to his background in engineering design and photography.
Working often with demolition materials, he transforms native and exotic timbers into large sculptural
vessels with ceremonial overtones, or abstract sculptures evoking moods as diverse as birth and the shaping
force of the wind.

"My current works are increasingly simple in form. | am using variations in the density of natural colour,
some added colour, and the surface texture provided by tool marks to create visual and textural
boundaries"

Rick's unique works reflect his love of human and natural forms and his deep understanding of this warm
organic medium. His works are to be found in private, corporate, and government collections in New
Zealand and throughout the World.

SELECTED COLLECTIONS

Miaoli National Wood Sculpture Museum, Taiwan
Archbishop of Canterbury

The Treasury Department, New Zealand Government
Caltex Oil NZ Ltd

Groome Poyry Ltd (International timber consultants)
Glaxo Smith Kline

Consolidated Metal Industries

Fletcher Challenge Ltd

SELECTED COMMISSIONS

Four Seasons Hotel, Hong Kong

Shangari-La Hotel, Beijin and Shanghai, China

Le Méridien Cyberport Hotel, Hong Kong

Hong Kong Hotel, Hong Kong

"5 Years Architecture Silver Jubilee Award" Owens Corning, New Zealand
"Millennium Sculpture Project" NZ Sugar Co Ltd, New Zealand

"M. S. Buffalo Figurehead" Whitianga Historical Society, New Zealand
Gift for Archbishop of Canterbury, Bishop of Auckland, New Zealand
New Zealand Pharmacy Marketing Award, Stevens

New Zealand Timber Industry Federation Annual Awards

Devenport Yatch Club/ Borough Council Centennial Trophy, New Zealand
City of Sails Yachting Trophy, New Zealand
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