
 

 

 
As the title of the show suggests, the works are explorations of the formal com-
positional possibilities of the lozenge-shaped stretcher, often with complex illu-
sionistic impressions of overlapping squares and lozenges, tilted or rotated, 
emphasised by the composite shaped canvases. The precise geometries give the 
work a lot of their impetus and visceral frisson. You can't help but marvel at 
their adroit interplay, virtuoso inventiveness, and degree of sophistication. 
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I always enjoy Roy Good’s work. He has remained true to his chosen direction and continues to 
polish it in pursuit of asymptotic perfection. The continuity between his old and more recent work is 
always logical and crystal clear, choosing a motif or form and testing its visual balance and stability 
to the limits of its tolerance. Rarely have I stood before one of his paintings and found anything to 
be unsatisfied by. 
Unsurprisingly, Good’s show of recent work, Roy Good - Diamond Matrix, at Chambers Gallery in 
Christchurch, is an absolute delight. 
 
Good is an extraordinary fellow. Born in Timaru in 1945, Good went through Ilam in Christchurch in 
the first half of the 1960s and then to Auckland where the action was, working in design for NZBC 
TV, later Television One (which became TVNZ in 1980). The history of design for NZ television has 
yet to be written, but would be wonderful. A diverse bunch have found a niche there: 
In Good’s design work you can see something of the way his aesthetic evolved, from the Op Art 
psychedelica of the sets for C’mon in the 1960s and Happen In in the 1970s for the youth to frug, 
mashed potato and twist in front of, and the chubby, rounded, minimalist Television One logo with 
its half rainbow ‘O’ that some of us might remember, from 1975 to 1985. In the 1970s Good, along 
with Milan Mrkusich, Ian Scott, Geoff Thornley, Phillip O’Sullivan and Gordon Walters, were part of 
the circle of Auckland art dealer Petar Vuletic. If pressed, one might say that if Walters and 
Mrkusich were the two poles of a spectrum, Good is about halfway between, Walters’ fussiness 
and complexity combined with Mrkusich’s sense of colour and texture, though not the latter’s oce-
anic colour fields. 
Vuletic (along with Kees and Tina Hos at New Vision and a few other exceptions) was something 
of a rarity in New Zealand, a staunch promoter of modernist abstraction at a time when the figura-
tive landscape, or at least, something that tended to look like a landscape when you squinted at it, 
still held sway, and the Kelliher Prize for landscape was one of the top national art prizes. The year 
the Kelliher closed, 1977, Good was part of the artist collective that founded DATA gallery, further-
ing the cause of abstraction. 
Good’s paintings wear the influences of American hard edge and colour field abstraction proudly, 
especially evident in shaped canvases (one of the first artists in New Zealand to do so). At first ap-
proach the primary aesthetic is minimalist, geometric and optical, on closer inspection the delicate 
painterly subtleties of his surfaces reveal themselves, minutely scumbled over with a dry brush ra-
ther than muddied, working with the weave of the canvas not unlike Mrkusich. Occasionally there a 



 

 

flaw in the weave causes a tiny excess of pigment to remain, emphasising the tactility of the sur-
face, and the presence of the hand in their otherwise pristine slickness. Think of the ambiguous 
understatement of Jean-Baptiste-Siméon Chardin’s backgrounds. 
 
As the title of the show suggests, the works are explorations of the formal compositional possibili-
ties of the lozenge-shaped stretcher, often with complex illusionistic impressions of overlapping 
squares and lozenges, tilted or rotated, emphasised by the composite shaped canvases. The pre-
cise geometries give the work a lot of their impetus and visceral frisson. You can’t help but marvel 
at their adroit interplay, virtuoso inventiveness, and degree of sophistication. Each is a tour de 
force of intelligence and technique coaxed from the most elemental ingredients. 
Some of the paintings declare certain art historical allegiances, Diamond Matrix - 4 P.M. for exam-
ple, is evocative of Mondrian’s lozenge compositions with an impure palette and trompe-l’œil twist; 
Diamond Matrix - Cleft seems almost like a zoomed-in close-up of a detail from an Albert Gleizes 
painting; Diamond Matrix - Von Bezold suggests Frank Stella in a daring palette of earth tones and 
purple (purple, I think, can be an earth tone, because its components otherwise serve up brown), 
but actually alludes to the Bezold Effect, an optical illusion discovered by German meteorologist 
Wilhelm von Bezold in the nineteenth century that demonstrated the visual impression of colour 
changes when adjacent to small areas of colour, as opposed to large areas which merely form a 
compliment or contrast. 
 
These subtle effects inform much of the delicacy of Good’s work. He is a masterful colourist. Dia-
mond Matrix - Square Rotates is amble evidence of that with its complimentary-yet-dynamic, im-
pure reds, yellows and oranges and bold counterpoint of black, and an impressive Pontormo-
esque gradation of red into blue unlike anything else in the show, or familiar to me from other work 
by Good I’ve seen. Bisecting Planes - Bouquet is an interesting one in terms of palette, its crim-
sons, vermilions and mixed puces, otherwise reminiscent of the fashionable hues of the late 
1970s/early ‘80s, suddenly enlivened by strips of pink and transporting one to thoughts of roses. 
Diamond Matrix - Homage to Fredrick, is, I assume, a reference to Fredrick Hammersley, though I 
tend to think of him more in terms of vivid colour and Good’s painting is in grisaille, and Diamond 
Matrix - A Tilt to Malevich is exactly what it says on the tin. 
At other times the deftly scumbled surfaces give an almost figurative impression, as in Bisecting 
Planes - Blue Ascent, which, at least for me, evokes some light and breezy Art Deco scene of 
beach chairs. At moments like that the graphic designer emerges briefly to say hello. Bisecting 
Planes - Diamond Tango does that too, making me think of folded beach towels, and that’s not a 
bad thing at all, it’s a pleasant evocation of innocent joy. That though, is one of the interesting 
things about abstract art, like music it can conjure all these feelings, impressions and memories out 
of people, each quite unique to the individual, and each entirely valid in their truth. 
Bravo Maestro! Good is Good. 
 
Andrew Paul Wood - Eyecontactsite 
 
 


