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Main living space with Clement Meadmore, Upswing, 1980,
Night and day, 1979, and Hereabout, 1971; Dana Harris, Blue
knitted wallwork, 2006, and Red knitted wallwork, 2008; Sidney
Nolan, Crocodile attack, 1998; Michael Johnson, Study for
sculpture ‘B’; Tim Silver, Untitled (what if | drive) 1965 Shelby.
Cobra Daytona Coupe and Untitled (what if | drive?) Camaro

a able and

In Atkins and Harris’s collection the provenance
of a range of metal rod furniture is suggested by the
inclusion of a pair of Marcel Breuer's revolutionary
tubular steel frame Wassily chairs, designed in 1925.
Equally revolutionary - for its moulded fibreg
shell - Charles and Ray Eames's Rocking Armchair
(1948) with metal rod base is positioned alongside
two contemporaneous pieces by Australian
designers — Douglas Snelling’s rocker (c. 1950) and
Roger McLay's plywood Kone chair (1948).

In a nearby display cabinet, Harris's jewellery
collection is dominated by more than one hundred
of Jorgen Jensen’s sculptural pewter pieces. But in
the 1990s Harris also began to acquire the highly.
influential, modernist silver jewellery of mid-
twentieth century Scandinavian designers, such as
Vivianna Torun Bilow-Hibe, Nanna Ditzel, Tone
Vigelund, Hans Hansen, Anna Greta Eker and Niels
Eric From. It seems appropriate that the collection
began with Vivianna Torun's ‘Escargot’ ring, since
Torun was one of the most innovative of the
Scandinavian designers of the period. Given to bold
experimentation with the fluid potential of silver and
the incorporation of worthless materials including
pebbles, she was responsible for several
groundbreaking designs, including th
reductive, open-ended bangle watch (without
numerals), which in 1967 became the first
wristwatch produced by Georg Jensen.?

Complementing the mid-twentieth century
thrust of th collections is the (mostly sculptural)
work of a number of contemporary Australian
artists including Tim Silver, Patricia Piccinini,
Michelle Nikou, Ben Quilty, Scott Redford and Koji
Ryui. In its awareness of the transformative
possibilities of the mundane or discarded objec
Ryui’s series of seven candy-coloured sculptures
fashioned from flexible drinking straws — is
conceptually attuned to the work of both Harris and
Atkins. Also represented are Sidney Nolan - whose
(spray enamel) painting Crocodile attack, 1988, is
the focal point of the upstairs living space — Tony
Tuckson, Michael Johnson and Leonard Brown, as
well as Indigenous women artists Wintjiya
Napaltjarri, Katarra Butler Napaltjarri, Euben:

audaciously
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Nampitjin and Makinti Napanangka. A pair of wall-
mounted Gray's Pottery, Staffordshire plates
designed by Susie Cooper in the 1920s, wittily recall
with their hand-painted concentric bands of bright
colour, the target paintings of Jasper Johns — an
impression subtly reinforced by their placement
beneath a 2003 Rose Nolan pennant flag (although
Atkins says this allusion is not at all intentional).

On an adjacent wall, Harris's suspended
shadowform sculpture indicates a recurring feature
of her practice — a preoccupation with thread. In
2003 eighteen of these yarn-bound steel works
were commissioned for the Promenade Hotel in
Melbourne. Neatly buttoned, variously-patterned
collars, which have been removed from a variety of
boys' blue shirts, make up her wall installation blue
collar works, 2006, and in the upstairs living area,
two of her house plan samples, 2006, — knitted
interpretations of the plans of houses she has lived
in — form a spidery backdrop to the Meadmore
chairs.

Textiles comprised an integral part of Harris'
childhood, since her father was an importer of
fabric, who several times a year travelled to China,
Japan and India (the traditional silk routes), bringing
home suitcases full of swatches. ‘| have memories’,
says Harris, ‘of ing small coloured silk squares,
arranged from pale cream to deep purple, layered in
folders’. Also apparent in her elegantly resolved
sculptural work is the influence of the years that she
lived in Japan (1992 to 1994), where she attended
classes at the renowned Sogetsu School of Ikebana
in Tokyo (in a building designed by Kenzo Tange
with a garden by Isamu Noguchi). There she learnt
to ‘use all typ: f ma not just plants, and
place them in relationship to one another. It's a
sensibility, a type of awareness to materials in spac
that | am fascinated by. | still have times when |
realise | am making ikebana in my studio more t
ten years later.

Harris spent her first night in Tokyo in a small
ryokan, sleeping on a futon in a six-tatami room.

It snowed during the night and | woke to quiet,

a stillness and whiteness hidden behind rice paper
blinds. It was magical to see a landscape
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Poter Atkins, Dana Harris and Cato. Three artworks by Eubena
Nampitjin, Wintjiya Napaltjarri and Katarra Butler Napaltjarri
are paired with Mimih spirits from Maningrida
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unexpectedly changed and then altered again

when the snow melted. | can remember opening the
window and leaning out and just breathing in all that
newness. From that first day | felt at home, even
though | didn’t speak Japanese and even though

I was a foreigner, | didn't feel like an outsider and

if I was, it wasn't a bad thing to be.

Working as a freelance teacher of English, she
began to collect (and to wear) the designs of Yohji
Yamamoto and Rei Kawabuko (Comme des
Garcons), whose intellectual approach and
investigation of architectural form, revolutionised
western fashion design in the 1980s (and beyond).
Since 2004 Harris has managed the Melbourne
flagship store of Australian-based Japanese
designer Akira Isogawa, who in Harris's estimation
possesses a sensibility based on an emotional
response to fabric, form and colour. ‘| have
different things from his design, and mostly wear
his clothes mixed with Comme and Yohji — which at
times can change all of them.’

If for Harris it is form that is all-important, Atkins
is also ineluctably drawn to narrative and the (often
imperfect) signs of human industry. Frequently
witty, at times poignant, the multi-layered
collections of Atkins and Harris, in which buttons

wn onto a card or a 1920s hand-painted ¢
plate are accorded the same consideration
painting or sculpture, have involved passion,
personal sacrifice, travel, a modicum of luck and
dogged perseverance. Above all they offer, through
a particularly engaging form of alchemy, an
alternative view of the world. "We have fallen more
in love with art as w ys Atkins. ‘The
infatuation becomes deeper and doe
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