

















design is the only critical ingredient which is capable of linking them and making them
“blossom" into an economic and cultural boon to the State and the nation. Without
a strong and imaginative sense of design in relation to balance, symmetry, integration
with the characteristics of the material, linkage to a cultural tradition, and economy of
means, superb Tasmanian timbers and highly developed fabrication skills and
techniques will forever be crippled, whether used in one-off commissions to sculptors
or in production line domestic furniture.

9 How to engender good design skills in collaboration with technical capacity is one
of the most difficult problems which faces institutions, arts schools, individual artists
or craftspeople, and the design professions. Its inscrutability tends to breed a weary,
“either-you-have-it-or-you-don't" approach among members of the design
professions and art school lecturers alike. However, we must all believe that design
skills can be taught, and an awareness of good design arises as a process of education
rather than technique. Such an understanding of the importance of design as a
conscious connection with cultural tradition rather than “quick-fix flash” comes
through a deep and honest exposure to that tradition rather than an easy
categorization of tradition as style.

9 As a cultural microcosm, Tasmania faces at every moment a constant choice: it can
choose in its professional and art schools to focus on cultural awareness, intentionally
exposing all of its students to the widest selection of 2500 years of art, literature,
philosophy, and the sciences, or it can continue the safe and far easier task of
“training”, which is not education. For example, as regards timber usage and design,
students (whether youths or mature-age night school participants) can seldom study
portions of Bach's St. Matthew Passion and not immediately understand something
about the relationship between cadence and form which is immediately applicable to
the use of grain and figure in timber objects. Tasmania's location and ecosystem
already make it different from other places in Australia; it can choose to be different
in its pursuit of excellence as an innovative way of approaching its economic
marginalization.

9 A painstaking, slow intensification in design awareness and design education must
be supported at every level if it is to have any effect or benefit within the area of
timber design and usage in Tasmania. Again, there are clear choices to be made.
Tasmania is already noted among other States because of its “‘one-per-cent-for-art”
programme within the construction of new government buildings as administered by
the Tasmanian Arts Advisory Board and other agencies. However, there has also
been a general $10,000 limit upon the amount to be spent in any project, although
that maximum limit has recently been raised to $20,000.

9 This is a perfect example of the constant “positive/negative” cancelling process
which seems to plague efforts toward demonstration of a vibrant, contemporary
cultural heritage in the State. While the one-per-cent programme is laudable and
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forward-thinking, the extremely low and arbitrary limit ensures that artists and
craftspeople are faced again and again in Tasmania with accepting commissions for
pubiic buildings which they essentially subsidize from their own pockets in order to
achieve an appropriate scale and complexity for the commissioned work.

9 Art or craft prices, particularly in the medium of timber, are not inscrutable and
arbitrarily generated; they may easily be understood as labour- and time-based, and
comparable to yearly annual salaries in professional fields. For example, a public
servant, scientist, or architect in mid-career with specialized training would expect to
receive an annual salary of at least $40,000 - $50,000, and possibly considerably more
in private industry or business. Any artist or craftsperson commissioned for a work
for a government building should be assumed to be equivalent in salary level in his
field, if selected for a commission on a state or national basis; that artist may also be
mature and at the height of his career, and therefore would be equivalent to a doctor,
lawyer, or other professional in his earning capacity shortly before retirement.

9 The fair valuation of art/craft commission prices may always be understood by
taking the proposed commission amount, subtracting materials’ and manufacturing
costs, and comparing the remaining funds for labour/time to monthly salary levels in
the professions. For example, for a $20,000 commission for a public bulding in
Tasmania, whether as a board room furniture commission or a timber sculpture, if
materials/ manufacturing costs were $12,000, the remaning $8000 would cover
time/labour costs for roughly two months at an equivalent salary level of $40,000 -
$50,000/ annum. Most public buildings contain large public spaces, demanding an
appropriate scale of work, and the public's expectation is rightly for work which, with
design time included, is the product of more than eight weeks of someone's thought,
creativity, and skill as well as an appropriately permanent medium.

9 These detailed comments are necessary to point out that even withr  smania,
the value of the State's skilled and creative timber artists and craftspeople is seriously
marginalized by the single existing mechanism for getting their work into public view.
If proper utilization of Tasmanian timber and timber skills is important to the future of
the state, Tasmania's legislators should be pressured to enact a true “half-per-cent”
policy which guarantees an expenditure of that amount of every public bulding
budget on integrated art/craft commissions.

9 Such a policy could also be tied to approval processes for major private
development projects in the State. For a modest $15 million dollar office building in
Hobart, the compulsory addition of a.5% component for an art/craft programme,
comprising $75,000 in commission costs, could easily be factored into long-term rental
charges for the building if a/f such buildings were being built with similar component
charges. Over a 20-year minimum fife of the building, and with an assumption of a
minimum of 10 business tenants within the building, the additional “'real” cost of the
average lease per tenant to include that art/craft commissioning programme within
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Bond. . . Bonded Bondage
Bondsman

2500 x 300 x 1200mm
Huon Pine and stainless
steel wire

Tony Bishop is a sculptor and Senior Lecturer/Graduate
Studies Co-ordinator at the South Australian School of Art.
He is responsible for the designing of marquetry panels for
the new Parliament House, Canberra and has undertaken
many other public commissions. These include a sound
sculpture at Kangaroo Bay, Tasmania as part of an Australian
Bicentennial commission.

Statement: Initially, its the look of things later, when scale
becomes incomprehensible. its the look of things. Van
Gogh's Irises was bought for $US49million more than a year
ago, it was described by its new owner as the most

important painting in the world.
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Peter Walker, a graduate of the Design in Wood
programme at the University of Tasmania, is a member of
the Designer Makers Tasmania Co-operative. He has
exhibited in Tasmania and interstate as well as undertaking
commission work, Peter is currently designing furniture for
production with a major NSW manufacturer.

Statement; The rationale to my design/making is that of
furniture as sculpture, or sculpture as furniture. As furniture
occupies space in our personal environment, it needs to
offer more than merely function. The same can be said of
Tasmanian timbers, with qualities demanding more than the
wastage of woodchipping and anonymous-object
production.

Socks, Shoes and Undies

1700 x 440 x 440mm
Celery Top Pine, Craftwood N~
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9 The Tasmanian swamp gum or mountain ash (Eucalyptus regnans) is the tallest
flowering plant on the surface of our earth. A floating water weed, inappropriately
named Wolffia, is the smallest in the same class. It can be found in many Tasmanian
wetlands, some close to stands of swamp gum. The tallest flowering plant in the world
is undoubtedly a major species. It has particular major importance as a source of fibre
for paper, packaging, veneer, display and structural support. Tasmanian oak, derived
from this and other eucalypts, forms the basis of a timber industry that has
transformed the landscape of Tasmania in the last two decades. This fibre has fed the
induced tastes of domestic and Japanese vernacular cultures,

9 Shiny advertising supplements, packaging and newsprint account for the greater
proportion of the felled trees of Tasmania in recent decades, and the bulk of their
volume has been derived from thirty-odd species of Eucalyptus. Contemporaneously
with this increasingly wasteful use of a magnificent resource there has been a quiet
development of a wood-using culture devoted to aesthetic ends within an holistic
value framework. The people working in this culture have cut and salvaged those
species denoted as minor by the prevailing silviculture. Most of these trees are minor
in stature compared to the tallest of the eucalypts, although, on a global scale, the
50 m of King Billy pine (Athrotaxis selaginoides) or myrtle (Nothofagus cunninghamii)
would be considered to be impressive. However, the appellative minor relates to
their use volume, not their similarity to Wolffia.

9 There are fifty-six minor tree species native to Tasmania. Some of these trees are
extremely rare. The coast honeysuckle (Banksia integrifolia) is now confined to one
small Bass Strait island. The austral mulberry (Hedycarya angustifolia) and the
blueberry ash (Elaeocarpus reticulatus) are relatively uncommon species on the larger
Bass Strait islands and do not extend to the Tasmanian mainland. The saw banksia
(Banksia serrata)is only found in Tasmania in the small area of white sandy soils around
Sisters Beach. These four species are all widespread on the mainland of Austrafia.
Their absence from the south of Tasmania may relate to environmental limitations,
such as lack of summer heat, but most probably relates to their dispersal history
during the climatic fluctuations of the last few million years, during which Tasmania has
more often been a peninsula than an island. Its peninsula phases correspond with
colder and drier climates than those experienced in the brief interglacial interlude we
enjoya esent.

9 Nineteen of the fifty-six species are Tasmanian endemics, having no natural
distribution outside the island. Most of these endemics are rainforest species. Most of
the remaining endemics are understorey species in wet eucalypt forest. One, the
Southt
the driest parts of Tasmania. Its dense bluish foliage makes it popular as an
ornamental. Like the Oyster Bay pine (Callitris rhomboidea), another dry country

sine (Callitris oblonga), is a rare component of riverine scrub and forest in

tree, the south esk pine is eliminated by two fires in close succession. These east coast
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pine species are incapable of resprouting after fire, but release large amounts of seed
from their cones after fire passes. Thus, if a second fire burns their regeneration
before seed has been formed they have no means by which they can maintain
possession of a site. Thus, they cling to cliffs, rock outcrops and riversides where fire
does not readily run, and are usually found in open, dry country where fuel does not
accumulate.

9 Much of their distribution is on private land where grazing inhibits regeneration.
They are ill-adapted to clearfelling and regeneration burning as the seed falls before
the fires are |it.

9 e South Esk and Oyster Bay pines are only two of a group of trees that can
displace eucalypts in dry environments in the absence of fire. Many of the dry forest
trees of Tasmania can regenerate at the single tree scale of disturbance. They certainly
include the two pines, the drooping she oak (Casuarina stricta), the black she oak
(Casuarina littoralls), currajong (Asterotrichion discolor), pinkwood (Beyeria viscosa),
native currant (Coprosma quadrifida), native hop (Dodonaea viscosa), native cherry
(Exocarpos  cupressiformis), cheesewood (Pittosporum bicolor), dogwood
(Pomaderris apetala), blanket leaf (Bedfordia salicina), native olive (Notelaea
ligustrina) and musk (Olearia argophylia).

9 Dry lightning is rare in Tasmania. Thus, fires would have been infrequent events in
eastern Tasmania before the arrival of people from the north in the last forty
thousand years. In the few places in eastern Tasmania where fire has been a recent
rare event, the various species named above dominate, often replacing eucalypts
through their superior ability to survive drought conditions. In dry dolerite gullies
around Hobart where fire has been excluded since 1967, the drooping she oak has
formed dense low forests. Most of the eucalypts that survived the fire on these sites,
or regenerated postfire, died during the drought that ended in 1983. Other situations
in which eucalypts have been unable to survive in competition with these dry forest
species include deep gullies, coastal cliffs, river dliffs, the rock faces adjacent to
waterfalls and rocky riverbeds. Nevertheless, all the above species are capable of
survival as understorey trees to eucalypts in the context of an appropriate fire regime.
9 While some species, such as native olive and blanket leaf, will survive most
disturbance and fire regimes, they are unlikely to form trees under most prevailing
silvicultural systems. Their growth rates are an order of magnitude smaller than those
of the dominant eucalypts. Even if rotations of 80-90 years are actually put into effect
the eucalypts will be barely large enough to mill. Any silvicultural system that sets
these s dry country trees back to ground level or seedling regeneration at the
time of cutting and eucalypt regeneration will not result in the production of a minor
species wood resource. Systems that involve selective or small patch cutting and that
do not involve the use of hot fire have some potential to ensure a continuous flow of
wood from dry country minor species without necessarily effecting eucalypt wood

















