




You’ve probably owned a Toyota Corolla. Or you’ve dated someone who did, 
or your dad drove one. There’s an old red one parked on my street most 
mornings, its backseat forever strewn with burger wrappers. My best 
friend in high school had an almost identical one with a Red Hot Chili 
Peppers album permanently lodged in the top slot of its CD stacker. As I 
write this, there’s an auction for a beautifully maintained, lemon yellow 
1980 KE70 sedan up on Trademe, asking price $15,000. The seller writes 
that they’re only giving it up because they’ve bought some land and no 
longer have the time to drive and enjoy it.

A Corolla is not a Porsche. It’s any old car. In the late 1990s, Toyota 
capitalised on the charming normalcy of their �eet with the ‘Everyday 
People’ advertising campaign. The commercial cast its net across New 
Zealand, warmly depicting Toyota owners as ordinary people. This was 
obviously a canny marketing tactic – if Toyota owners are everyday 
people, then it isn’t such a stretch for you, the consumer, to see 
yourself in one. It’s also a tactic peculiarly tailored to Kiwi consum-
ers. The astute people at Toyota perceived the appeal of the ordinary to 
our tall-poppy-syndromed populace – recognised that ubiquity could be a 
selling point just as effective as uniqueness.  

The Toyota Corolla is still the most popular car in the country. Glen 
Hayward’s most vivid Corolla memory is of the wrecked one he used to play 
in as a child, abandoned in a paddock in Whanganui. This is the car he 
presents at Sydney Contemporary Art Fair: the upside-down Corolla of 
childhood memory. Unlike many of Hayward’s previous works, Dendrochro-
nology doesn’t try to be an exact replica of the thing. It’s rougher and 
hazier, the idea of a car, the �eeting memory of a car. This is perhaps 
why some details are sharp and precise while others are lumpen or scrappy 
– memory is broadly sensuous, only fragments of feelings, rarely panoram-
ic. The exterior, for example, is hodge-podge, made from mismatched retro 
hardboard panels. 1 It has the distinct feel of a childish construction, 
is like a naïve drawing of a car, or a slightly shonky shack assembled 
over the course of an afternoon. There’s been no attempt to hide the 
recycled nature of these materials – rather, in its imperfection the work 
takes on a new kind of authenticity, one of feeling rather than reality. 
Meanwhile, those little levers that were once the only way to make car 
windows go up and down are perfectly formed. They exist in full de�nition 
precisely because they would be the most compelling thing to a child. 
They would stand out starkly because they were the car-parts you would 
�ddle with – the way you could wreak havoc from the backseat of the car 
during a family trip to the beach. Stuf�ng ice cream wrappers into the 
little ashtray, winding the window down on the open road – these tactile 
drawers and knobs are the parts of the car which children use. Their 
activation, their signi�cance, is re�ected in the carefulness of their 
replication in Hayward’s sculpture: the edges are crisp, the mechanism 
so familiar and tempting even without the promise of a giddy, 100km per 
hour headwind.

Hand-carved from wood and painted, the interior is a feat of meticulous 
imitation and craftsmanship. But it also inspires incredulity – who would 
do such a thing, how long did it take them, and why? The answers to these 
queries grow more complex as we move down the list. The �rst is easy: 
Hayward has made a career out of painstakingly replicating ordinary 
objects and settings so they appear almost identical to the real thing. 
As to how long it took, the artist chooses not to measure his process in 
hours and days, but in wool sacks �lled with sawdust. 2 And then there is 
why. One of the most convincing arguments as to why art matters is that 
it makes us encounter the world in new ways – allows us to slip into the 
perspective of another. Dendrochronology provokes us to encounter the 
world from the physical position of a small child – we are forced to bend 
or kneel in order to see inside the work. Our tall, adult bodies have to 
fold over and scrunch up, to come close to the ground so we may peer and 
satiate our curiosity. On hands and knees, the interior of the car 
becomes a secret space – a cave, a spaceship – or else becomes spiritual, 
in the way that all things can when gazed upon with wonder. We may 
traipse around the car as we would any other large-scale sculpture, or 
indeed, as we would in a car yard. But if we want to enjoy it fully, we 
need to become small, get low, move our bodies. 

But there is something more – this car is upside-down. Through inversion, 
the focus shifts from the subject to the way it was made – to its objec-
tive, physical form. The vehicle is abstracted and our enjoyment of the 
Corolla transforms from the enjoyment the Trademe seller alluded to, the 
kind which came from driving it and caring for it, as well as from 
recalling, rewriting and remembering all the Corolla’s we have known. It 
becomes instead the joy of sculpture as a concrete thing which has moved 
from memory, to ideation, to being right in front of you, joining the 
cascade of things in the world.
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1 This work takes the word dendrochronology as its title – a word which describes the practice 
of dating a piece of wood by comparing its rings to another piece of wood with a known date. 
In Hayward’s sculpture, wood from different eras (of life and design) combine to form a 
sculpture of a Toyota Corolla from another era or eras – the car is based on the TE71 Corolla 
1600GT Sedan early version 1/24 scale model by Aoshima Bunka Kyozai Co. Ltd, as well as the 
Kenneth Ball’s Corolla 1100, 1200, E 1967-77 Owners Workshop Manuel, (England: Autobooks Ltd, 
1977) and Hayward’s own reminisces. 

2 At the time of writing, Hayward is up to two and a half wool sacks.




