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Director’s Foreword

The Arts & Crafts
movement celebrated
the revival of original
craftsmanship and
design. Initially
developed in
nineteenth century
Britain as a rebellion
against the prevailing
Victorian compulsion for inventive sham and
over-elaborate design, it fought valiantly to
redress the worst features of factory production.

Its tenets were based on simple forms, truth
to materials and the use of nature as the
source of pattern. Proponents believed that
medieval craftsmen rejoiced in the excellence
of their work, and the new movement strove
to emulate this.

In Canterbury, as in much of New Zealand, the
teachings of William Morris and his followers
blossomed with an all-encompassing
enthusiasm rarely seen in the region.
Unconstrained by traditional views on art and
its practitioners, this flowering of local talent,
particularly from women artists, resulted in a
remarkable legacy of beauty and skill.

The power of the movement came from the
conviction that art and craft could change
people’s lives, Its strong social and moral
purpose at the time helped to affirm a cultural
relevance, and accounts for its continuing

influence in many New Zealand communities
— not the least of them, Canterbury.

Presenting more than 150 pieces from
public and private collections, Simplicity
and Splendour is the first comprehensive
exhibition of such works.

Regrettably, too much of the work of these
regional artists has already been lost, and

this installation is a tribute to the dedication

of art historian and guest curator Ann Calhoun.
Her extensive research into individual artists and
knowledge of the movement has helped create
the exhibition, this publication and, hopefully,

a much greater awareness of the beauty of

the works and their vulnerability. Thanks are
also due to the many artists and their families
for assistance in providing valuable additional
details. Many private and public lenders, both in
New Zealand and overseas, have given generous
access to their collections, and their support is
much appreciated.

| congratulate the Gallery team and all those
whose efforts have gathered this artistic
legacy together for our interest and pleasure.
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P. Anthony Preston
Director, Christchurch Art Gallery
Te Puna o Waiwhetu

Pages 2-3: Audrey Black
Wallpaper design early 1940s
Watercolour

Private collection

Right: Rose Zeller

Design for comb in enamel and tortoise shell,
from The Paint Rag September — October 1909
Watercolour

School of Fine Arts, University of Canterbury
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AVE nothing in your
houses that you do not
know to be useful, or
believe to be beautiful.

William Morris’s famous words to the
Birmingham Society of Arts and School of
Design on 19 February 1880 became an
effective slogan for the British Arts & Crafts
movement, and for its New Zealand protégé.
Objects designed to enrich daily existence

— the home made beautiful — were at the
heart of the movement everywhere. Each
treasured object spoke of the loving hand of
its creator. New Zealand never made the step
into multiple production as happened, for
example, in Denmark: handicraft remained a
defining characteristic.

Over the summer of 1906-7, Christchurch’s
Hagley Park was the site of the best collection
of British Arts & Crafts ever seen outside Britain.
The New Zealand International Exhibition of
Arts and Industries, which attracted nearly

two million visitors, included examples of

the newly fashionable British Arts & Crafts
movement. Similar nationalistic exhibitions

had been staged throughout the Western world
in the last half of the nineteenth and early
twentieth centuries, promoting the commercial
value of incorporating aesthetic concerns into
manufacture. In the centre of the exhibition’s
principal Arts & Crafts galleries, “facing one
another, were the works of the two Presidents
of the Arts & Crafts Exhibition Society, Mr
Walter Crane and the late William Morris™."

New Zealand embraced the Arts & Crafts
movement, developing work with quite specific
characteristics, principally in the use of Maori
motifs and designs incorporating indigenous
and introduced flora and fauna.

In Canterbury, for instance, John Henry Menzies
decorated his 1891 hand-carved desk (facing
page) with Mount Cook lilies and mountain
daisies, and Charles Kidson's 1895 vase
featured raupo and pukatea plant forms, with
Maori motifs on the neck. A kotuku or white

Chrystabel Aitken

Maoriland Fairy Tales (design for book cover) 1924
Watercolour, watercolour wash, ink, pencil

Macmillan Brown Library, University of Canterbury, gift of the
artist (ME 7443)



John Henry Menzies

Hand-carved drop front secretaire 1891
Kauri, beech and possibly totara

Private collection



heron appeared on the cover of Canterbury
Society of Arts publications from 1906 to
1909, and in 1912 Kit Turner produced an
award-winning buckle that incorporated kowhai
flowers. Chrystabel Aitken’s designs in the 19205
used Maori patterns, and in the late 1930s Joan
Edgar made a copper repoussé bowl (p. 7) with
a stylised hebe seed head pattern on its base.
Canterbury also specialised in depictions of the
sailing ships that brought the first European
settlers to the province. There were borrowed
favourites, too: oak and acanthus leaves,
peacocks and the tree-of-life motif.

The media employed — woodcarving,
modelling, art jewellery, metalwork and
enamelling, illumination and illustration,
bookbinding, art needlework and fabric printing
- equally identified the work as in the Arts &
Crafts style. As tastes changed, the style was
mixed with the Aesthetic, Gothic Revival, Art
Nouveau and Art Deco styles.

The trade/craft enterprises established in
Canterbury in the later nineteenth century, as
elsewhere in New Zealand, were often based
on principles and ideals that varied little from
those of the British movement, but Simplicity
and Splendour: The Canterbury Arts & Crafts
Movement from 1882 concentrates on those
arts and crafts that shifted the movement from
its artisan trade ideals to a preference for craft
designed for personal pleasure. The exhibition
does, however, include both Menzies, who was
responsible for the Arts & Crafts church (1905-
6, above) at Little Akaloa on Banks Peninsula
and a legacy of carved furniture decorated
with native and Maori patterns, and Kidson,

an important figure in the teaching of Arts &
Crafts in Canterbury who in 1904 established a

St Luke's Church 1905-6
Little Akaloa

small metalcraft business with George Fraser
in Aylmer Street, Christchurch. Kidson also
supplied potter Luke Adams with designs,

For Cantabrians, as for many Arts & Crafts
devotees, architecture was regarded as

the ‘mother of all arts’, but Simplicity

and Splendour celebrates the countless
smaller precious objects made to beautify
the home and person, and pays particular
tribute to the art schools of New Zealand.
The movement was beholden to the words
of John Ruskin and Morris, but equally
dependent on local teachers imparting their
knowledge. This was a British moverment
transplanted to New Zealand and realised in
ways specific to a young country intent on a
prosperous future.

The Canterbury College School of Art (CCSA)
was founded in 1882 as an adjunct to the
Canterbury College (now the University of
Canterbury; the CCSA developed into the
University's School of Fine Arts). Although
other districts, and their art, design and
technical schools, featured in the New Zealand
movement, Canterbury and the CCSA were
significant participants.

Simplicity and Splendour divides the
developrnent of the Arts & Crafts movement

in Canterbury and New Zealand into five
developmental stages: The British Arts & Crafts
movement; Beginnings — drawing and design

as basics; Arts & Crafts — a mirror of the British
movement; Applied Art — more than mere design;
and Artcraft — fine art in the context of design.
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Sitting room of house in St Albans Street,
Christchurch, designed by the England Bros c. 1910
Reproduced courtesy of the Alexander Tumnbull Library,
National Library Te Puna Matauranga o Aotearoa, Wellington
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THE BRITISH ARTS & CRAFTS
MOVEMENT
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Q,E?T“:j‘-‘ HE British Arts & Crafts

NG Eay)] movement was more than an
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Y :;':';g* art movement or an artistic
€20] style. It sought a secular means
of feeding the soul, combining individuality,
romanticism, aestheticism, morality and social
and political responsibility. A general revulsion
at the excesses arising from the Industrial
Revolution had led to demands for social,
political and cultural reform. People looked
to the medieval era, when people supposedly
had a happier, more balanced existence: work
enriched life, work and leisure were enriched
by beauty, and the workplace and the home
were testaments to lifestyles that respected
the individual and the individual supporting
the community.

In 1835, the British government had

decided that a select committee should
“inquire into the best means of extending a
knowledge of the Arts and of the principles
of design among the people (especially the
manufacturing population) of the country”.?
The resulting government teaching plan was
dubbed the 'South Kensington system’, after
its London base from 1857 in the South
Kensington Museum (later the Victoria and
Albert Museum), but the term also refers to
the similar drawing, design and art teaching
system instituted throughout Britain and her
colenies to improve the design of British and
colonial manufactures.

Far away in New Zealand, in 1882, the
establishing charter of the CCSA stated:

The work carried on in the school has
for its object the systematic study of
practical Art and the knowledge of

its scientific principles, with a view to

developing the application of Art to
the common uses of life, and to the
requirements of Trade and Manufacture.

The Arts & Crafts movemnent had not been
named — this did not happen until 1887

- yet a school in the South Pacific sought
to make beauty a prerequisite in the design
and manufacture of the common objects of
everyday life.

By the 1890s, the Arts & Crafts and the South
Kensington system were becoming fashionable.
In 1888, Walter Crane, a passionate Morris
disciple, could still ask in the preface to the
first Arts & Crafts Exhibition Society (London)
catalogue why “the actual designer and
maker" received so little attention when “the
beautifying of houses, to those to whom it is
possible, has become in some cases almost a
religion”, He added: "The true root and basis
of all Art lies in the handicrafts.”® The cover of
that catalogue showed two women in ribbon-
draped togas, one labelled DESIGN and the
other HANDICRAFT.

In 1896, the Arts & Crafts became an official
adjunct of the British education system with
the establishment of the Royal College of
Art (RCA) — the renamed South Kensington
school — in London. Crane became principal
of the college in 1898, with the express
intention of expanding student studies in
design and handicrafts. He introduced lectures
and dernonstrations in these disciplines but,
overloaded with work, resigned after just
eight months.

Also in 1896, formally recognising the value of
artisan craft skills, the London County Council
established the Central School of Arts and

Crafts under William Richard Lethaby, “for the
benefit of workers in the artistic trades”* The
school received immediate praise, and in 1900
Lethaby was the obvious choice as the first
RCA Professor of Ornament and Design. He
changed the focus of design teaching under
the South Kensington system, bringing in
mermbers of the Art Workers' Guild to teach.
Design was not to be treated as an abstraction
but as an indistinguishable part of workshop
practice, demanding suitable and sympathetic
materials and processes.

At the RCA, as at the Central School, teachers
were emnployed part time, freeing them

to practise their own art, Under Lethaby,

RCA students were still taught Elementary
Ornament and Design, followed by workshop
training designed to instil Lethaby’s ardent
belief, set out in The Imprint magazine

in January 1913: ART ISTHOUGHTFUL
WORKMANSHIP.

The British movement quickly became a force
within New Zealand art and design teaching.
Art, design and technical schools adopted the
South Kensington examination and assessment
systems during the 1890s; the CCSA did so

in 1896. The Arts & Crafts movement was
officially acknowledged by the New Zealand
government in 1898 after Arthur Dewhurst
Riley, the head of the Wellington school, toured
English and Scottish manual and technical
teaching institutions and consulted experts in
the major centres of Arts & Crafts teaching:
London, Manchester, Birmingham, Liverpool
and Glasgow. As he reported, "The practice of
the various arts as a craft is by every possible
means to be encouraged in connection with
our local art schools."



















































































































































