


TOTEALOOM
THE UNIQUE

TAPESTRY WEAVING LOOM
3'"! , . SIMPLE TO OPERATE. QUICK TO WARP UP

. PORTABLE

. PIVOTING FRAME
' . TENSION

ADJUSTMENT
CONTACT .

, BANkwood TnAdmg
P.O. Box 5572
Hamilton

‘ New Zealand

Micawber’s Bookrooms
Mail Order Book Specialists

Catalogues available, free on request, of weaving
spinning and woolcraft books.
Also, due July, limited stock of Krenov’s books on
woodworking.

Fine Art Of Cabinetmaking
Working in Wood

Impractical Cabinetmaking
Write now with your order to:

Valley Farm,
Sunshine Bay, Eastbourne, Wgtn.

Tel. (04) 627-230

Home improvements and handyman
accomplishments become a sheer
delight with

WOODWORKING M'ACHINES

from WOOdworkerS world

CIRCULAR SAW
DRILL PRESS
HORIZONTAL DRILL
DISC SANDER

FANTASTIC

SCHEPPACH
MODEL HM2 COMBI.
Surface planer & thicknesser.
Capacity 250mm x 11.0mm.
$1693.00 Incl. sales tax.

Fine

New Zealand Craft
[[1

Spacious, friendly
surroundings

at

1—

EILEEN BRADDOCK and MOLLY SADLER

242 Heretaunga Street East Telephones: Bus. 65—802
Hastings, New Zealand A/H 786—557

BUSINESS FOR SALE
CRAFT DYERS —

SILK SPECIALISTS
Cottage Industry specialising in Hand Dyed Silk
Scarves, also Silk and/or Lace Fashion Accessories.
Turnover approx. $30,000 pa. Established clientele.
This genuine craft business can be run from your
basement or workshop.

Price of $6800 includes tradename, goodwill, cards,
labels, tickets, stationery, etc., plus full know-how.
SAV totally exible to your needs.

As far as is known, this is the only business of its
kind in New Zealand. Keenly priced to sell, as I wish
to retire.

Please write to:

Ottilie
PO Box 46-106, Herne Bay,

Auckland 3
After 10 July, please

2‘”KEN A
The professional
combination
woodworking

MULTITOOL
the 5-in-one woodworking centre

INCLUDING STANDARD ACCESSORIES:
Mitre gauge with safety grip, 10” blade, rip
fence, sa ety push stick, lathe tool rest,
cup centre, drive centre, 1%" saw blade
arbor, arbor wrench, sanding disc,
sandpaper, chuck 8. key, allen wrench,
tailstock, upper saw guard, lower saw

I .
guard. All for $1611 incl. sales tax.
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Woodworker's world
MACHINERY AND EQUIPMENT FOR THE HOME WORKSHOP

m assooalion with W 8. F7, Jack Ltd

16-20 HOME STREET, WELLINGTON. PHONE 844-115
Also at Auckland, Bay of Plenty, Hawkes Bay, Christchurch

machine designed for you.
SAW: BUZZER : THICKNESSER ,
SPINDLE MOULDER : BORER—MORTISER
Features sliding table as standard.

Sturdy, powerful and portable.
A great performer — safe, simple
and practical. High quality production,

$ interchangeable parts, at reasonable cost.

OVER 400 STEP-BY-STEP
PROJECTS THAT YOU BUILD

YOURSELF — full sized
patterns to trace from —

complete instruction guide
INTRODUCTORY OFFER

CATALOGUE ONLY

«gt: Woodworker's world ’36 '50
5/ MACHINERY AND EQUIPMENT FOR THE HOME WORKSHOP

in association with W. 8. R. Jack Ltd
16-20 HOME STREET, WELLINGTON. PHONE 844—115Also at Auckland, Bay of Plenty, Hawkes Bay, Christchurch
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As secretary of the Crafts Counciljl amasuppgsed to‘be fully 4"
. conversant with ourconstitu‘tioh“and ,re'spo sible for ensure

ing that we,"the‘ executive, stay within its guidelines. Our con-
stitutionr'is necessarily pragmatic and general, a soulless docu—
ment made for the legal systems of our time. Soulless in that
it mentions creativity, co—operation, art, promotion and educa-
tion, yet fails to define what they mean to craftspeople. Probe '
ably because they mean different things to different people . ' 5.
However, I feel that we, i.e. craftspeople, need to have positive
definitions and actions to go with these much used terms.

To me, to perform technically well is not the same as to per-
form creatively. A technically welleexecuted form can still be
a very long way from a form that produces a human response.
Creativity is something other than technical ability. It is
something that is made self—evident by our response to it. With
this in mind, there is no need for standards for they also are
self-evident, and anything truly creative is valid and has its
place. Honestly creative work cannot be determined by an air
bitrary set of standards handed round for public consumption.

Co—operation is a much used word these days with the in»
crease of cooperatives and people actually living in co-
operation with others. To me, co-operation is special, as I live
and at present work in a cooperative. It means thinking of
others even before oneself, waiting to use the bathroom, ex-
ercising tolerance, understanding and compassion, and accep»
ting one’s self when you’re not doing these things, and still
being able to communicate. Where I think this concerns crafts-
people is in sharing with each other our skills, experiences,
workshops and ideas. The Crafts Council is intended to func-
tion for craftspeople. A mutual spirit of co-operation will
strengthen our joint purpose. This doesn’t rule out criticism,
only destructive criticism.

My dictionary defines art as “practical skill; 21 system of rules
for certain actions: profession of a painter”. My own inclinar
tion would go further and say that art is a personal creative
activity that expresses an emotional or spiritual feeling through ,
the artist and can convey this to the observer.

Promotion is something the Crafts Council is dealing with
at present. This time the dictionary is more helpful: “act of ,i :
promoting, advancement, encouragement". We may all need
encouragement, but who needs it most? In my experience it
is the less established person. Promotion is also a marketing , ‘ ‘
term used to describe an enormous array of activities, including
setting up Marketing Boards and Craftmarks. A potentially :
alienating move, yet with generally agreeable definitions of co— ‘1
operation, creativity and art in mind, it could have merit.

Lastly, I would like to look at education. With the recent
governmental cuts in this area, it is a word that is much in the
news. Yet I’m sure my definition of education shall differ from
many. I like to think of education as fulfilling an inner urge
of “needing to find out in order to act”. Education, in this case,
is not providing the motivation, I am. So ideally, where I think
education for craftspeople lies, is not in the schooling or
technical college systems, but amongst craftspeople, in their
workshops and homes. In New Zealand, separately organised
independent institutions could be facilitated by craftspeople
for the learning and promotion of craft. These types of institu—
tions are, I believe, referred to in Europe as Schools of Artistry.

John Finn
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The fact is that wood is a living material. It is the only
‘ material that is not inert: it moves throughout time, following
the seasons, the cycles of the sun, the moon, the rain, the heat,

J. the cold. Wood is a living material even after we have crafted
it into an object. That is why there is reason to listen to wood,

‘not in the artistic sense so much as in the sense of respect.
There is a need for an accord with this material that has such
a strong will of its own. And I nd this so marvellously reward-
ing because I know that if I have any strength at all as a crafts-
:man, it is in the listening.

Having left my shop in Stockholm and come to America,
'I am now perhaps less a practicing craftsman and more a
teacher. In this new role I am rewarded in the responses I find
among the students here at the College of the Redwoods. They
seem to be attracted by the fact that this is a place where this
low—key message is followed and heeded. Where one does not
need to assert oneself artistically Over the wood. Where one
doesn‘t need to be competitive in the sense of constantly look—
ing for methods that are not only time—saving but “work
evading". Work evading: nding ways to do less work with
one’s materials. We are not crude here: we are not purists and
;we certainly are not primitive. We do not hack and gnaw at
the wood. We use machines, but to a point. Only to the point
5where we can begin to achieve this intimacy of hand tools,
of listening, of “leaving our ngerprints" upon the object we
have made. I think that the developing nature of the crafts will
and should be such that we as craftsmen offer people an alter‘
native to the anonymous, monotonously original work that
.is produced in the name of Art.

At present, concepts of form and contemporary expression
‘have unfortunately become more important than the connec~
tion of material-with—people and people-with-people. But I am
‘not a pessimist. I do not think that the garish, the amboyant,
the directive, competitive kind of working will obliterate the
quiet side, but I do feel that a good deal of effort has to be
made in order to preserve the value that is in that kind of silent
expression. It is this growing sense establishing and maintain—
ing Vital connections which is the enriching factor, the
‘something’ that keeps many of us going when all else becomes
less significant.

james Krenov

(Edited from a tape recorded transcription.)
(Reprinted from Craft International Spring 1983)
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Guest Editorial
We are in a time in which we are literally swamped with
generalisations about material, not only in woodworking but
in all the crafts. Declarations such as “I love wood" or modest
statements like “The reason my work as an artist has such an
impact on current American crafts. . are tossed out casual»
ly. It is almost paralyzing to try to say something fairly per-
sonal and straightforward about one’s relationship to a material.
Suppose I were to say, “I love wood”. Already I would feel
not only uncomfortable but almost false. As ifI were exploiting
the fact that I work with wood, using it almost. I don’t know
ifI love wood. Certainly I like it very much, it means a great
deal to me.

I have been working with wood for most of my life. I grew
up in rather primitive and interesting surroundings — in remote
parts of the world where the ethnic conditions were relative—
ly unspoiled, more “genuine” you might say, than they are
today. And there was perhaps an uncalculated relationship to
crafts as apart of everyday living. It wasn’t even called “crafts".
One built the things that one needed, one made the implements
that were necessary to have in one's everyday life. That was
my background along with a rather exclusive, upper—class
cultural and aesthetic past that was handed to me. There was
no craft as something that involved a privilege or self-assertion
or commercialism.

Working with wood came naturally to me: making my own
toys at a very early age in Alaska, building boats on the
American West Coast, being a craftsman for many years in a
European cultural climate. These things prevented me from
becoming involved in the aura of “art craft”. I was just simply
immersed in working with wood. And I suppose that
somewhere along the line, I had the chance in an unspoiled
way to discover the adventure of wood. It excited me because
it brought me constantly to new awarenesses of its proper—
ties, of the way in which it is possible to work with it
intimately.

It is important to differentiate between the generalities and
the'simple fact of using wood, working with it on an intimate
basis. One discovers the connection between the material and
the method that evolves — the natural relationship that
develops between the person working with the material and
the material itself. For me wood is not only color, texture,
weight, exotic places, Latin names. Wood has wonderful
graphic qualities, not in a loud or overt sense, but in a gentle
and subdued way. Its graphics can work for or against'the
craftsman‘s intentions. Straight lines can be given motion and
a natural rhythm. It offers shapes that are alive, proportions
as well as subtle, delicately nuanced lines. There are its tactile
aspects to consider as well, the pores, the bers, the very
appearance of wood.

In the course of my career as a craftsman, l have simply been
doing one piece after another, without commissions, without
much exposure to public praise and nancial success. I work-
ed for many years in almost a state of humiliation because of
something in my background, my nature which kept my work
very‘quiet. I don’t have a flamboyant, ‘artistic’ nature that
would assert itself in striking shapes and contrasts. My satisfac-
tion for all those years was an inner satisfaction, helped along
by friends and people whose feeling and opinions I respected.

Now, after having lived in various parts of the world I have
returned to America, nding myself humbled and somewhat

The fact is that wood is a living material. It is the only
material that is not inert: it moves throughout time, following
the seasons, the cycles of the sun, the moon, the rain, the heat,
the cold. Wood is a living material even after we have crafted
it into an object. That is why there is reason to listen to wood,
not in the artistic sense so much as in the sense of respect.
There is a need for an accord with this material that has such
a strong will of its own. And I find this so marvellously reward-
ing because I know that if I have any strength at all as a crafts-
man, it is in the listening.

Having left my shop in Stockholm and come to America,
I am now perhaps less a practicing craftsman and more a
teacher. In this new role I am rewarded in the responses I find
among the students here at the College of the Redwoods. They
seem to be attracted by the fact that this is a place where this
low-key message is followed and heeded. Where one does not
need to assert oneself artistically over the wood. Where one
doesn‘t need to be competitive in the sense of constantly look-
ing for methods that are not only time—saving but “work
evading". Work evading: nding ways to do less work with
one's materials. We are not crude here: we are not purists and
we certainly are not primitive. We do not hack and gnaw at
the wood. We use machines, but to a point. Only to the point
where we can begin to achieve this intimacy of hand tools,
of listening, of “leaving our fingerprints" upon the object we
have made. I think that the developing nature of the crafts will
and should be such that we as craftsmen offer people an alter—
native to the anonymous, monotonously original work that
is produced in the name of Art.

At present, concepts of form and contemporary expression
have unfortunately become more important than the connec-
tion of material-with-people and people-with-people. But I am
not a pessimist. I do not think that the garish, the flamboyant,
the directive, competitive kind of working will obliterate the
quiet side, but I do feel that a good deal of effort has to be
made in order to preserve the value that is in that kind of silent
expression. It is this growing sense establishing and maintain—
ing vital connections which is the enriching factor, the
‘something‘ that keeps many of us going when all else becomes
less significant.

James Krenov

(Edited from a rape recorded transcription.)
(Reprinted from Craft International Spring 1983)
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shocked at the aggressiveness in some circles of the craft world
here! This need for selfvassertion, and the emphasis on the “art"
aspects of crafts. I didn't grow up with that and it puzzles me
a great deal. In this aggressive, assertive crafts climate, 1 am
aware of how easy it is to catch a free ride on one’s materials.
To exploit wood, to assert oneself as an “artist" or even that
new—fashioned term “just a woodworker”. It is easy to exploit
these aspects of wood and one‘s own artistic eccentricities
because of one’s ambitions and one’s need for exposure and
praise. And perhaps even because of the simple need to sur-
vive as a craftsman. The latter serves as a legitimate reason,
but is potentially so terribly dangerous in its implications. These
things become more important than perhaps one’s original
reason for working: one’s appreciation of the quietness of
wood, the intimacy of it.
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LeTTers
Dear Sir
Aroha.

A small craft cannot get very far
unless once every so often the windfills
her sails, The opponents of subsidies to
the arts have all made their own progress
due to windfalls of some sort, scholar—
ships, lectureships where they have their
feet up and don’t feel they have to
organise or do anything, because once
a fortnight the bank account goes chug—
a-lug with bigger sums than we are talk-
ing about here That doesn’t count. It’s
all conventional, it’s a form of DROK.
And they’re not making any progress,
they’re stuck in their own paper-lined
slots, and they can’t stand anyone who’s
trying to look at where we’re going, or
to do or say anything original.

I‘m writing this partly in response to
the February issue. I can’t think of a bet-
ter cover to for the Crafts Council
magazine than

“that ute playing angel, wings in
ight

surrounded by candles, all of them
alight"

I was also impressed by the articles by
Christine Ross, in whom we have an ex—
ceptionally articulate spokesperson.
Some of the issues that affect us are dif
ficult for us to grasp, but she com—
municates them with incredible clarity.
I‘m sure other people realise that she is
lobbying for us and working in many
ways for us. It’s difficult when you have
your head stuck in a loom or kiln, to
find out what issues affect us.

In practical matters, the Crafts Coun
cil has been a tremendous help to me.
Philip Clarke made it possible for me to
see slides of exhibitions here and
overseas that were relevant to my work.
Penny Harrison has handled sales of my
work and enabled people from retail
outlets throughout New Zealand to con-
tact me. I was also asked to design for
a knitwear company. I think this shows
that the Crafts Council is handling its
roles in liaison and promotion extreme
ly effectively.

I‘d like to say something about my Arts
Council grant because there are people
who don’t think artists should get any
government assistance, people like Bob
Jones, for example, who supports ballet
but is unlikely to support anything that
challenges his existence. Because I am in
the Ohariu electorate, I get a chilly feel-
ing about him having any say in the
government of this country. I’d rather
see some of the arts and crafts administra—
tion people up there, people who have
taken some trouble to develop their con-
sciousness. I know that we are living in
times when all government spending has
to be looked at carefully, but the arts are
so essential to the healing of these
broken islands, that for anybody who
cares about this country, there is a lot of
work ahead. I have made a thousand
grey vests for these people, and they
always moan and grizzle. The people
who want to suppress artists have sup-
pressed the artists within themselves,
that’s why they want to see the arts suf—

. focating. They’re just protecting, it’s as
‘ simple as that. Only five or six million
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a year goes to the Arts Council as com-
pared to one hundred million in Social
Welfare frauds, but the little bit that goes
to the arts has to come under attack by
these people:

I hope I can encourage others starting
out to do something different and to take
ideas along to the Arts Council. I thought
they might laugh at me, especially when
I arrived with as much panache as you
can muster when you're carrying a
clothes basket and two kleensacks full of
unravelling knitting and SNAP! your
tights are around your ankles. But they
listened seriously to my ideas and took
them a few steps further by suggesting
so many directions that I could go in that
I couldn’t even remember half of them.
I must say the waiting Nelson potters
were laughing, though,

“and a potters guffaw
is hard to ignore”

but the judges, James Mack, Para Mat-
chitt, Len Castle and Catherine Lomas,
have a wide knowledge of the ways in
which artists can inter-react with socie-
ty, They also have the understanding of
the way society works, so that even if
they can’t give everyone financial
assistance, they can give tremendous
general assistance, so it is well worth-
while just to go along and have a talk to
them. They have a view toward helping
you and especially toward helping you
to help others. So go along, as you might
get some of the courage that comes out
of encouragement. Bon courage!

Many of the ideas in this letter were
sparked off by the Crafts Council
magazine, which is excellent from any
angle, for inspiration or for practical in-
telligence. I just wanted to write
something to show my enthusiasm for
the whole venture. The design by Suzy
Pennington is of a very high quality and
I look forward to the next issue. Many
of the ideas were first raised by Carin
Wilson in his President’s message, the
issues of the social responsibility of the
artist and the revival and significance of
the Maori crafts. The whole venture of
the Crafts Council, headed by people like
Carin and Christine, is starting to show
some real inspiration and a kind of prac-
tical genius.

I am not sending illustrations for this
because my work has to be seen in col—
our. I have illustrated it with bits of
poetry instead, My poetry and knitting
are all connected. I am a medium work—
ing through words and wool. There are
poems about the jerseys and poems that
have to be knitted.

“If it is darle
when this is girien to you
have care for its content
when the moon shines"

(Robert Creeley)
Helen Rutherford

Dear All
The new look New Zealand Crafts is

really great.
It already has a following of regular

readers in our Resource Centre.
Best wishes for the future.

Maggie Durinck
Crafts Council of Victoria

Dear Editor
Further ideas on pricing craft items

The craftsman should employ the
country’s best accountants and market
analysts. These people will often be
found in the liquor, tobacco or food in-
dustries and they are highly paid to be
aware of all their costs which go into the
producing of a given item.

Also, the Minister of Finance is a useful
person to employ because he and his ad-
visers in the Inland Revenue and
Customs Department keep a wary eye on
relative trends in the cost of living and
the amount ofmoney a person will have
left over after tax and the spending on
essentials, i.e. you will note that the cost
ofa bottle of whisky remains fairly con-
stant relative to wages. The same applies
to tobacco.

Now this is how it works — in your
repertoire of craft items — select those
Which:
0 you enjoy making;
' give a satisfactory financial return,
0 have a reasonably steady and ready
market.

Peg the cost of these items to an
anchor point # e.g. 6 coffee mugs 2 1
bottle of whisky, or 1 bowl = 2 packets
of tobacco.

This does not, of course, have to be
followed rigidly, but it serves two pur-
poses. First, at any time anywhere in
New Zealand when pricing one’s wares
or those ofa competitor, one has a con—
stant point of reference and secondly, it
prevents a craftsperson making an item
over a number of years from slowly slip,
ping behind because they are not aware
of highly subtle changes in costing struc-
tures which apply to them as much as to
big business,

There are pitfalls and it pays to be
aware of them. Like the imaginary crafts-
person many years ago, who pegged the
price of one of his items to the cost of
a British motorcycle. This system of pric-
ing does not work for one—off items, or
for experimental pieces.

Finally, from experience, I supply a
particular item to a orist shop, I have
regular weekly orders going back over
four years, One of my items equals the
price of a packet of pipe tobacco. I know
this and the orist knows this. Every
Budget and often one or more times a
year, I put up my prices. The orist jokes
about it but at least she knows she is not
being “ripped off” according to my
whims and fancies and I know I am not
falling behind on the cost of living rat
race.
Yours faithfully
Bob Munro

Dear Glenys and Suzy
. . . The magazine is really looking good,
better and better with every issue and I
congratulate you both. The crafts need
to take a professional stance if it is to cap—
ture the public’s imagination here and
abroad: you obviously both recognise
this —— the magazine’s becoming a
wonderful vehicle.
Sincerely
Lee Elliott

From The ExecuTive Director
A week in The life of The CroTTs Council
MONDAY
This is the week I have decided to keep a diary in the
interests of telling the readers what actually goes on
behind the scenes here at 135 Featherston Street.
0 Our new PEP worker starts. Her job is to conduct a
membership drive for us — to spread the message about
CCNZ to those who may as yet still be unaware of us.
0 Realisation dawns that this is the week that Philip is
on holiday.
0 Call from Kaleidoscope — do we know anyone in
Auckland who is doing exciting things with papier—
mache? Failing that, do we know who does papier—
mache? And what interesting things are going on that
they should know about?
0 The mail has a goodly number of registrations for the
James Krenov workshops, a letter from a United states
leather worker saying that he would like to accept an
invitation to come here in 1984, and a few new
members.
' Pick up on a conversation with Wellington City Art
Gallery Director last week, and try to find out names
of people who might be able to do a ceramic fountain
for a Wellington shopping mall.
0 Several calls ‘can I reserve a place in the Krenov

, workshop?’
0 More calls ‘I’m sorry, Philip’s away this week, can I
help you instead?’
0 Go to opening of Wellington Potters” exhibition, and
come away with a pottery goblet to mark the occasion
of their silver jubilee.
0 GO home, read the paper and see that they have pick;
ed up the press release about James Krenov.

TUESDAY
0 Arrive at work to find the first person lined up to enrol
for Krenov after reading last night’s paper. Sign him up
as a member, too.
0 Phone starts ringing and soon the Wellington
workshop is full, so start a waiting list.
- Ring up Peter Gibbs in Nelson to find out how the
weekend at the Suter went, which he organised on our
behalf. Seems to have been a good success, also the craft
weekend at Nelson Polytechnic. Peter tells me Julie went
into labour after it was all over and they are now proud
parents of a boy.(Great timing, Julie.) Sir Wallace Rowl—
ing opened the exhibition the day his knighthood was
announced (Great timing. . .)
0 Meet with a marketing entrepreneur at his request to
talk with him about the item in the paper about the out
come of the marketing seminar. He offers his services.
0 Respond to letter from the Canadian Crafts Council
regarding their proposed withdrawal from World Crafts
Council. Try to read between the lines to figure it out.
0 Lots more calls about the Krenov workshops. Try not
to sound too smug as I explain that members received
brochures directly, and if they had joined. . . Great
recruitment ploy.

WEDNESDAY
' Long talk to President (weekly conference). We digress
brie y into the beauties of driving along Lake Taupo at
full moon. Sort out more details of Krenov visit — how
can we squeeze more in in Wellington? Update on the
visit ofJapanese craft group to Auckland. Discuss action
on results of marketing seminar.

0 Stuff envelopes ad nauseam with mail out to members
on calendar and nominations. Take it to Post Office.
0 ‘I’m sorry, Philip’s away, can someone else help you?’
0 Check over Minutes of Executive meeting and
marketing meeting and get them ready to send out.
I The phone rings ; ‘Yes, we are ’co-ordinating the
Krenov visit, no I’m sorry that his Wellington workshop
is full, yes I’ll put you on the waiting list’. How much
does an answering machine cost?
0 Friend comes in — needs advice on craft object for
birthday present for another friend.
0 Phone rings — local embroidery group wants advice
on getting grants for holding workshops.
0 Member drops in — find out what’s happening out—
side Wellington.

THURSDAY
. Realise that Monday is the deadline for the magazine
and Philip’s not here! Panic. Rush around. Sort things
out. Check facts.
' Start ringing people up to remind them of deadline.
0 A jewellery supplier is visiting the South Island — give
him names of people to see.
0 National Council for Adult Education staff drop in for
fraternal visit. Tell them about the craft survey and they
promise to pass the word back down the line to
educators.
' Time out to look over some of the stuff coming in
for the 100 Flowers show. It’s going to be a good
exhibition.
0 Set up meetings for next week. It’s all GO.
' Do some financial work g try to gaze into the crystal
ball to work out how much we might spend on
photocopying next year.

FRIDAY
0 Visit from person from Nelson Polytechnic. Talk about
the recent craft weekend, work out how we can c0»
operate best in future. He’s very interested in the out
come of the survey.
0 Meeting all morning with Ministry of Foreign Affairs
to talk about the craft exhibition to the Renwick Gallery,
Washington DC in 1985. Get somewhat into details
about all sorts of things, like size of catalogue, number
of posters etc. ‘
‘ Get more stuff for the magazine together for Monday
morning.
0 Talk with PEP worker about membership procedures.
Hope she can suggest ways of streamlining the system.
Lots of new members are coming in, which is encourag~
ing. Quite a few unsolicited letters about the good quali—
ty of the magazine, our good work etc, Good to know
that somebody loves us.

And, readers, that was the week. I’ve cut it down quite
a bit so I don’t go on endlessly, but it’s a fair represen—
tation of the kind of things that happen round here. On
the whole, it was a fairly quiet week, and I did manage
to make some progress on ongoing things. And I still
don’t know how to describe what 1 do, except to say
that I talk a lot!



WORKSHOPS AND LECTURES —
JAMES KRENOV

Auckland: Workshop ll-lijuly. Lecture luly,
~tpm, Customhouse.

Rotorua: Lecture l9_luly. 8pm. Art Gallery.
Havelock North: Lecture 20July, 7.50pm, Keirunga

Gardens Society.
Wellington: Workshop Zl-Zojuly (hooked out).

Lecture 261m ' il pm, l'S Embassy.
Christchurch: Workshops 5-7 August.

Lecture 5 August. 8pm, Museum Theatre.

It is through the in uence and inspiration of
James Krenov’s trilogy ofbooks‘ that the ground
begins to shift under the feet of an increasing
number of people.

This started for me in 1978 in England.
Three years later, in California, a seminar and

series of workshop sessions with Krenov af rm-
ed this sea-change.

James Krenov is, quite simply, the main reason
why I and many others are now trying to be
woodworkers.

Krenov’s work is hard to describe adequately, seem-
ing as it does to be shot through with contrary dualities.
He is part of a European tradition of cabinetmaking, yet
stands apart, free of the strictures that are often endemic
to those kinds of received codes. His acute perception
from within a tradition is unique. His work relies upon
a faith in intuition when composing design elements of
any one piece, yet aims for a straightforward logic of
process or method of dealing with the materials.

A walking contradiction, it seems, Krenov is at once
one of the most intuitive yet rational of men. He works
to more precise tolerances than most of us will be
familiar with, yet his precision is of a special, essentially
human kind. “It’s not a micrometer thing”, he often says
and stresses that one must acknowledge and befriend
the constant human element or the work becomes
crystalline, antiseptic, sterile.

In terms of design, his work reveals structure rather
than hides it, and exempli es a subtle juxtaposition of
opposites. The rectalinear line and form that is the
human agency of cabinetmaking, counterpoints and col-
laborates with the organic flow of wood graphics: the
grain gure is always selected with an acute eye, accom-
modating that random element and naturally responding
to the challenge that that can excite.

Contradictions? Dualities? Perhaps more a combina-
tion. A combination of knowledge with emotion, syn-
thesised into an all—embracing approach. Krenov’s in-
tensely caring attitude throws these apparent dualities
into sharp focus and the real unity shines through with
piercing clarity. Yes, it is a delicate balance, but then
Krenov’s work is essentially based on a vocabulary of
delicate distinctions, ne proportions, subtle shadings
and surfaces.

All of these concerns are obviously central to the ex-
perience of a Krenov workshop. In my view, they can
be more important than matters of pure technique. Of
course, like a musical instrument, the more skill we at-
tain with nely tuned tools, the more intimate and freer
we become. But we neglect the emotional aspect of the
work at our peril. Also of importance is the stimulus to
a heightened awareness that may start with rede ning
some concepts. What do we mean by a sharp cutting
edge for example. How sharp is sharp? And what is the
difference? How does a piece of work inform its own
logic, define its own system of composition, its own in—
tegrity — from initial structural concerns through to sur-
face values? What exactly does intimacy to materials in-
volve? And what does it demand of the woodworker?

These concerns and questions, and discovering some
of the answers, were for me the intrinsic experience of
the workshop in California. An experience that natural—
ly evolved from a freely organised atmosphere, the
workshop generating its own energy, direction and pur—
pose —- and the participants responding with the self’

discipline and 'sense of personal responsibility that such
a relaxed and exible programme demands if it is to
succeed.

In a time when woodwork is starting to make larger
strides in New Zealand, James Krenov’s visit provides
a powerful injection of stimulus with his persbnal vision
of woodwork today — what it is, where it could be go-
ing — and thereby offers a potential direction that I
believe New Zealand woodwork badly needs. In a wider
perspective, Krenov’s visit is of major importance. He
brings with him a quality in my view generally lacking
in the New Zealand crafts scene today. Passion. He has
a passionate commitment to his particular vision and
work, and a positive perfectionism that, while it
recognises and embraces human frailties, will not allow
for compromise.

Woodwork of this kind, being a slow activity with
long term development, will probably always adopt a
lower pro le than other crafts in New Zealand, butJames
Krenov’s message is of value to us all. It is true that he
does not address the problems of survival full square,
but he does not pretend to operate on those levels of
concern. He talks of his craft as more a way of living
than a way of making a living —— but some of us are try-
ing and for some of us he offers priorities, inspiration
and indicates a possible path to pursue.

Lee Elliott

‘ A Cabinetmakers Notebook (1975)
The Fine Art of Cabinetmaking (1977)
The Impractical Cabinetmaker (1979)
Also— James Krenov: Worker in Wood (1981)
All published by Van Nostrand Reinhold.

Lee Elliott is a professionalfurniture maker in Auckland who,
in 1981, tookpart in a summer workshop conducted byJames
Krenov at Mendocino, California.
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Poul Becke and Steve Denford
Rangataua is a derelict village on the outskirts of ski boom town Ohakune.

In the old days, there were 17 small mills in a tight radius around Rangataua, milling beech and
other natives growing on the skirts of Ruapehu.

In those days there was a row of shops down the railway station and a wild hop every Saturday night.

Now there is no station, not even
one store and half the houses have
rotted down to grassy mounds.

The mills and millers have almost
all disappeared but two young men
are keeping the wood connection
alive for Rangataua.

Paul Beckett and Steve Denford
turn wood on a grand scale. Their
urns stand waist high; some of their
bowls are more than an arm‘s span
in diameter. They use native timbers
— beech, matai, kauri, rata — and
the large scale enables their pieces to
show the beautiful turns and sweeps
of grain most effectively.

Paul Beckett came to ski and
stayed to turn wood. He bought a
railway cottage and moved it on to
a section in Rangataua. Behind the
lace curtain in the front parlour was
his wood turning lathe; a plank
across the doorway kept the knee—
deep chips out of the hall. At the
local timber yard, he would ex—
change a large turned bowl for
timber to do up his house. One of
his urns would go to a farmer for a
side of beef. Now he’s sold that place
and is doing up another in Ohakune.
But he still comes out to Rangataua
to turn wood.

Steve Denford also came to ski
and now divides his life between the
snow and the wood, He has just held
his first exhibition — at the
prestigious Dowse Gallery in Lower
Hutt; an impressive first exhibition
of 22 large turned pieces. His style
and techniques have clearly been in-
uenced by Paul, but there are dif—

ferences — use of the rough bark
and of metal, bone and coral inlay
which are Steve’s own.

I talked to the two men in the
front room of the cottage Steve and
friends rent — next door to Paul’s
old house in Rangataua. As we talk—
ed and drank coffee, people came
and went, stamping the mud off
their boots (it rains as often as not
in Rangataua), greeting us casually,
perching to listen for a while or
tramping on through the house. It
was never quite clear if they lived
here or were just thoroughly at
home.

Steve is in his early 20s, dark,

Left: Urn by Paul Beckett. Photograph.-
Errol]. Vincent.

Above; The lathe usedfor turning tbe
inside of bowls.

Right; A series of bowls by Steve Denford.

lightly built, quick smile. Paul, 34, is
taller, heavier framed, with a slow
careful way of talking. He thinks
about what he’s saying.

“I don’t know about this being in
a magazine,” he says. “I suppose the
publicity is good for our work. But
you might get me wrong. I don’t
know that I can say what I think.”
He grins. “You might make me seem
dumb.”

“Dumb” is certainly not what Paul
seems. A personal philosophy is ob—
viously important to him.

“I’ve been a vagabond really — a
bit of everything. Mainly I taught
myself on the lathe with a bit of
looking over shoulders here and
there. Dave Ray ! he taught me a
lot. You must’ve heard of him. An
amazing guy on Waiheke. And I’ve
been around a fair bit. Spent some
time in England. And India 7 two
years there. . . on a sort of personal
search you could say.”

But he likes it here near the moun—
tain.

“It’s a good life. You’re close to
the ground and important things —
living things. It’s worthwhile making
beautiful bowls out of wood that’s



just be treated as rubbish and burn—
ed otherwise.”

The two get their wood from all
around the area. Sometimes they’ll
hear from a farmer whose tree has
come down in a storm. Then there
are patches in the native forests that
are being cleared or have been wind—
blown.

“You have to be fast,” says Steve.
“In the forests they take out what
they need and then burn the rest. I
got one log out from a storm blown
block they were clearing, but by the
time I came back for more it was
burned. Good natives. It’s a real
waste.”

Swamp wood and burls of rimu
and beech have beautiful grain. Steve
had some dramatic swamp kauri in
the Dowse exhibition.

“You get an eye for what’s useful
and what’s too rotten,” he says.
“You can waste a lot of time other—
wise. But if you live in an area like
this, people get to know you’re in—
terested and word gets around when
there’s good timber down.”

Steve came here as a seventh
former to ski. He went back to
Auckland University but dropped
out and returned to ski and turn
wood. He’d learned to work a lathe
at school and Paul taught him his
techniques for working the big logs.
During last summer, Steve worked
regularly in the market gardens. Now
that winter’s come, he divides his
time between skiing and wood turn—
ing.

“I try to get three or four days’ ski—
ing and then work at the wood the
other days. You can live pretty
cheaply here. There’s just the money
for my ski pass. Then I hitch up the
mountain and don’t eat till I get
home again. And the wood costs
nothing.”

Neither can make a full living at
wood turning. There’s not the
market for it yet. And also, it’s hard
work turning the big pieces. You
couldn’t keep it up every day.

Paul dreams of building a big
workshop and designing a lathe that
will take over some of the heavy
manual work and speed up the pro-
cess so that he could be more
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commercial.
“That way I could go on working

till I was 80 instead of being burned
out at 40,” he says with a rueful
smile.

It’s not just a dream, either. He
mentioned casually that he had
bought an old railway shed at Karioi
and shifted it, in bits, to Rangataua.

“If I can only buy a bit of land
here then I’d be right.” He looks at
me hopefully. “You haven’t got
some money you’d like to invest,
have you? The DFC will provide a
loan for the workshop and plant, but
not for the land.” Unfortunately for
Paul, the ski boom has sent land
prices in Rangataua rocketing.

Next day we walk down a dirt
road to a derelict house, a room of
which serves as a workshop. I’m sur—
prised to see, in another bare room,
coloured glass and lead laid out in
the beginnings of a circular stained
glass window.

“That belongs to another guy
down the road,” says Paul. “He was
into stained glass for a while. Don’t
know where he’s got to.”

Steve has a big piece of matai on
the lathe and is turning the outside
of an urn. The shavings from his out—
size chisel pour out over his hands
and on to the floor.

“I took out eight wool sacks of
shavings yesterday,” he says. “We’ll

Bowl by Steve Denford.
soon be knee deep again.”

In another corner by the old carv—
ed fireplace, is a slice of tree trunk
on legs, fixed with a circular plate
and motor. When the outside of the
urn is turned, its base will be
clamped to this plate and the heavy
work of carving out the interior will
begin.

“The idea”, says Paul, “is to get
the shell as thin as possible. Then it’s
less likely to crack. The whole of this
piece of matai is on one side of the
centre of the log — so you’re look—
ing for pretty big logs. If you centre
the bowl on the centre of the log
you’ll probably split it. Even so, we
get three failures out of four as often
as not. It breaks your heart when
you’ve been turning for two or three
days and then it cracks or you go
through the wall.”

What then?
“Oh well. Maybe you can make a

smaller bowl with the bottom half.
Not much use for the top end. A nice
wooden lampshade? Anyway, you
need a lot of firewood up here in
winter.”

Paul watches Steve working.
“He’s good. It’s satisfying to see

him using my techniques. I don‘t
know why more people aren’t do-
ing the big stuff like this. Steve can’t
work such big pieces as I can yet.
Maybe it’s his size. Maybe experience
and control. But he’s got ideas of his
own; he might get better than me.”

Paul rubs his shoulder, thinking
about carving out the inside.

“You have to be careful. If you’ve
got the end grain running straight it
can come out beautiful and smooth
all the way. But with a curly bit of
burl the blade can buck in and out
of the grain and give your shoulder
a real belt. If I can just get my
workshop set up it’ll be easier.”

Paul has a customer in Auckland
who is keen to export his urns to
Japan, but this project needs the
more streamlined production of his
new workshop.

It is perishingly cold in the derelict
house. Steve looks up at the moun—
tain with relish.

“It’s snowing up there,” he says.
“I think I’ll go up tomorrow and see
if I can find a patch to ski.”

As we walk back down the lane,
big soft akes of snow start falling on
Rangataua. Propped against a hedge,
the great angled roof struts, beams
and ironmongery of the Karioi
railway shed are waiting to become
Paul’s dream workshop.

Jenny Pattrick

Paul Mason is one of New
Zealand’s nest craftsmen.

Where Paul Beckett and Steve
Denford delight in handling massive
chunks of wood, Paul Mason’s work
shows a feeling for the small scale
and meticulous.

His pendants, containers,
paperweights and bowls are
superbly designed and almost
unbelievably intricate in execution.

Traditionally he has used hard-
wood as his base and inlaid with any
material that takes his interest —
paua shell, silver, other woods, stone
and bone —— even egg shell.

Paul’s original intention when he
set out eight years ago to become a
fulltime craftsman, was to make ne
tourist souvenirs using New Zealand
timbers and paua shell. Now he ad-

Pdul Mason
mits that the tourist is a hard animal
to educate.

“I honestly don’t think they like
well designed pieces. Nor do the
souvenir shop proprietors. They
don’t believe in my work, or try to
promote it,” he says. “My best
customers are the Crafts Centre and
Foreign Affairs. But important
presentation pieces won’t keep you
in bread and butter!”

Paul has twice tried to go into pro-
duction, employing other crafts—
people to make his designs in
cheaper materials — resin base with
inlay, and later New Zealand wood
with inlay. Both ventures failed,
leaving Paul a lot wiser and very
wary of trying again.

“It was largely lack of capital,” he
says. “You’d need $50,000 to start

the simple operation I was trying.
You’ve got to be able to carry the
wages and overheads for a year and
pay yourself something until you get
good markets established. The se-
cond time, I had $25,000 and that
still wasn’t enough.”

Paul found he was spending all his
time sorting out money matters and
marketing problems, and designing
for his employees.

“I wasn‘t getting my hands on
tools at all. I can tell you I was glad
to get back to the country and start
working myself again.”

Paul, like many New Zealand
craftsmen, is self taught and has
moved around in a variety of jobs.
Since taking up his craft he has liv-
ed in Mangaweka, Waiheke Island
and is now on a farm near Ruahine
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._ in the middle of the North Island.
For two years, he lectured part—time
at the Auckland School of Fine Arts
— a very good time for him.

“There was all that marvellous
equipment and when I wasn‘t lectur-
ing, I had a free run of the
machinery. I learned a lot there, and
my students learned a lot from me.
It was a good arrangement all
round!“

At present, Paul has a wonderful
workshop, originally a set up by a
cabinetmaker, in which there is plen—
ty of room to house Paul‘s many
tools and pieces of machinery. One
large table is spread with materials
waiting to be chosen.

Paul’s favourite wood is lignum
vitae —— a Venezuelan hardwood
with a dark centre and yellowish

sapwood. Lignum vitae is the
densest of all woods, being 4 on the
scale ~— the same density as steel.

“It’s just the perfect working
material for me,” he says. “Smooth,
oily, doesn‘t shrink or warp. I love
it.“

I asked him where he found it.
“It’s funny ~— it just kind of comes

to me. It’s special to me. I can’t ex—
plain it. Once, on Waiheke, I kicked
up a little ball of it — like a tennis
ball‘. It was just sitting there under
the ground, waiting for me.”

Old bowling balls were made of
lignum vitae, and some ships‘ bear—
ings that needed to withstand heavy
wear. Paul reeled off other names of
exotic timbers —— the names exotic
in themselves —— that were his
favourites: wavy red cocobolo,

zebrano (striped, of course), patanga,
grenadilla. For his precise inlay
work, the hardwoods are what he
needs. The densest New Zealand
woods are maire, puriri and rata in
that order — maire being 62 on the
density scale — not nearly as dense
as some exotics. After these three,
there‘s quite a drop in density to
other New Zealand woods.

“Beech is quite hard,” says Paul.
“The softer woods I use for inlay.
The flecked horoeka (lancewood) is
lovely —- not many people use it,
and yellow tawapou looks good. I
only use kauri and matai knots and
burls. The straight grains are boring
unless you’re putting two grains
against each other."

Paul is currently working on
pieces for a one man show at the
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Dowse Gallery in June of next year.
He is also supplying some pieces for
an important exhibition of the work
of some New Zealand craftspeople at
the Renwick Gallery of the Smithso-
nian Institute in 1985. Some of his
turners’ standards. Recently, the Arts
Council purchased from him a lid—
ded cylindrical box to present to
Joan Kerr on her retirement as chair—
person. The box — lignum vitae
body and cocobolo lid — looks sim—
ple and plain.

“Open it,” says Paul with a grin,
and I gasp, as of course I am meant
to, at the dramatically inlaid lid that
is revealed. These beautiful surprises
are almost a trademark of Paul’s. This
particular rim is inlaid with different
woods, arches of silver points and,
stunningly, tiny squares of egg shell

mosaic set in black resin. Paul ex—
plains how he broke the egg shell,
then pressed the broken pieces
down on a spot of glue, thus re-
breaking the pieces into smaller sec—
tions. These are carefully spread
with a dental too] until they are
evenly spaced. The whole process
— transferring these pieces to a
board, covering them with black
araldite, grinding, cutting to t the
inlay and polishing, to'ok hours. Paul
admits he has a good eye. After years
of practice, he can grind a piece by
eye and come up with a narrow strip
that is completely accurate.

And what is he working on now?
“I’m really into stone at the mo-

ment. I’ve just got some lapidary
equipment (Paul has had several Arts
Council grants for equipment and

business ventures) and I’m really in—
terest in inlaying stone. Perhaps it’ll
be more saleable too."

The little stone brooches he
shows me are beautiful and elegant.
Paul is obviously enjoying working
back in the country. The closeness
to natural things is important to him
and he feels he works much better
there. He gives labour on the farm
for his rent.

“That’s good for my mind and
body. I don’t feel lonely — people
always ask that. This is the right
place for me, living close to the real
things.”

He has echoed Paul Beckett’s
words. Perhaps this is a feeling par—
ticularly strong for workers with a
living material like wood.

Jenny Pattrick
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As I travelled to New Zealand via Australia in September 1982, I tried to readjust my time sense to the
spring season that I knew awaited me, full of eager curiosity to know how it would express itself on
the other side of the world.

It was traumatic to say the least, to be faced, within an hour of landing at Christchurch, by a sea
of bluebells and daffodils in Hagley Park.

The sight reinforced a concept, suggested not only
by friends in Britain, but offered by New Zealanders,
and distrusted by me, that New Zealand is Britain on
the other side of the world, and even, perish the
thought! — some years out of date!

If this notion concerns the great courtesy, kindness
and generosity displayed by a people speaking (more
or less) the same language as myself, it may have a cer-
tain acceptability, but the more insights I acquired into
ways of life in New Zealand, the more I wanted to re—
ject the idea.

The reason for my visit was the conducting of weav»
ing workshops in which I offered a way to approach
originality in colour and design, through the observa—
tion and awareness of one‘s surroundings.

As I travelled, first in a brief tour from Christchurch
via the West Coast to Queenstown, then teaching three
to five-day workshops in many places in both Islands,
from Invercargill to Auckland, and finally taking another
short tour up to Cape Reinga, my own awareness of the
unique qualities of New Zealand was stimulated, amus-
ed and excited beyond belief.

I soon set aside in my mind the. small disconcerting,
Anglicisations exempli ed in Hagley Park and began to
come to terms with the Polynesian nature of the coun-
try, expressed in the volcanic eccentricities of the land-
scape, in the strange and beautiful bush country, the
savage mountains, and in the extreme varieties of
climate. The response of a people who have only been
coming to terms with this land for 150 years or so, also
continually rev ’aled itself as something special and par—
ticular. I saw it in the individuality of houses and in the
spreading layout of towns where l was constantly ex—
hilarated by the dashing use of colour and brash letter—
ing. I felt that living in New Zealand would be a slightly
dangerous. very stimulating and positive experience.

It was perhaps understandable, but nevertheless
disturbing, to have so many of my students assuming
an inferiority to their fellow craftsmen in Britain, and
excusing it on the grounds of such things as distance
from European culture, and shortage of materials and
equipment. I had to point out that I would not have
taken the trouble to work out over many years, the
course I was presenting, had it not been badly needed
in my own country, and that it was with great diffidencc
that I approached the weavers of New Zealand, who
showed far more energy and dedication than I am used
10.

I have been moved to write of my concern, lest New
Zealand craftsmen and especially weavers (since I had
most opportunity to see their work and weaving is the
craft 1 best understand) should look too much to Europe
and America for the vitalising of their work. It is possi—
ble, nowadays, to see international exhibitions show~
ing work which could have come from any country.
chie y, I believe, because lack of confidence has sent
artists to seek ideas, or their means of expression, in
Western culture.

Of course it would be foolish to persist unnecessarily
in ignorance of the work that is being done elsewhere,
but it is possible to select from that only what is need—
ed to help in interpreting an awareness of one’s own
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circumstances. japanese. Mexican and Polish artists have
shown how the response to their own cultural pre—
occupations can produce immediately identifiable and
powerful work.

The artist must learn not to take the familiar for
granted. 1 would urge all creative New Zealanders to
look on their rich and wonderful land with innocence
and perception until its true qualities reveal themselves
in work of real power and originality. As I fumble for
words to express my very deep convictions, I would
refer any readers who have followed me so far, to the
President’s message that opened New Zealand Crafts of
December 1982. Carin Wilson articulated all the
thoughts that had been urgent in my mind after visiting
exhibitions and meeting and working with craftpersons
of many levels of achievement. 1 could quote many ex»
pressions of lack of con dence made by those I met and
worked with, mostly induced by making unnecessary
comparisons with the situation that they imagined I had
left at home. For instance, I had asked for visual research
on the subject of buildings, and was told how difficult
it was to find illustrations of the ne European architec—
ture that I must wish to see!

Limitation of materials and techniques can stimulate
rather than restrict, and many of the leading British
weavers are known as innovators because they have
concentrated on a narrow field in great depth. 1 have
admired the remarkable textile achievements of the
Maori who, using one unpromising plant and rudimen-
tary techniques, have produced work of great subtlety
and sophistication.

I am a firm believer in positive thinking. I always try
the effect of replacing words like ”problem" or “difg
ficulty" with the word “opportunity", and l have 21 vi—
sion of very special and identi able work emerging from
New Zealand because the country is isolated from the
oppressive influences of thousands of years of history
and the current artistic circuses.

Of course, education is important and supportive, but
only if it emphasises the importance of ideas and regards
the mastery of techniques only as the tool necessary for
carrying id ‘as out. I would like to make a special plea
for weavers who, particularly if they are designers of
fabric rather than of tapestry and of hangings, are regard—
ed as not requiring more than mechanical skills. I
deplore any weaving course in which drawing and paint-
ing is not its foundation and basis.

The time since my return home slips rapidly past, and
as I talk to audiences here of my experiences in New
Zealand and examine the slides and books on the various
interests that I was able to indulge, I am filled with a
great nostalgia for a very beautiful c0untry, and moved
by recollections of the energetic and enthusiastic peo-
ple whose friendship I enjoyed. It seems to me that New
Zealand is in a unique situation and could be the one
country left, that can show through its art, what it is like
to be changing and developing a recently discovered
land.

Enid Russ

Enid Russ visited New Zealand on a private z’z’sit last year.
She recently retired as Head of the Textile Course 2;: Liter—
p001 Potyteclmic, and while bere undertook a workshop tour
co-ordinated by NZSWWS.



The role of the designer
in a society such as our
own, undergoing substantial social and economic 9
changes, is vital. There are yet only a handful known
by name in this country, but as awareness of their con—
tribution grows, so too will their reputations.

One of the most Visible Auckland designers is Michael
Glock. A director of design company Glock—zone and
of the Ponsonby retailer Design Design, he has some in—
teresting commentary for craftspeople to consider.

Michael believes that design is essentially a com—
munication process, in his case often involving solving
other people’s problems of environment (living and
working) and physical needs (furniture, accessories,
decoration).

“In essence you are a problem solver, you analyse the
situation, you come up with creative solutions and you
implement them.” V

He is an all New Zealand product of a German father
and Russian mother, totally unspoiled by any outside
educational in uences: ATI and Carrington can claim
joint responsibility for this model. I talked with Michael
one afternoon about his work, his environment and his
recent trip to Japan.
,.,...13.

v do believe in my own work. And yet I realise that that
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M.G. on Michael Glock «1
I feel that I’ve hardly even started yet, and I have so W

much to do. Yet when I think about the fact that I’m
27 and impatient and the work I’ve already done, I
realise that it’s been done in a bit of a rush — bang bang
bang bang — and I need to take a little time out. This
trip has been about doing my homework in this area.

I’ve had the ack that I’m egocentric in that I really

is part of the reason why I have achieved as much as
I have. There is some reason why people are support-
ing me. . . I really respect that, and I try to live up to
the faith that is being shown in me. I feel that I’m per—
sonally very very good for New Zealand, I can promote
other people’s work, set up businesses that can actively
encourage people to produce goods. . .e a ”Iii-“’NW
\ 4 Aik’?‘

On Design Design
It’s taken over a year to get Design Design physically

set up on Ponsonby Road and operating as a business,
yet there’s been very little response from people who
actually produce work; like we’ve gone out and said
‘We’d like you to do some products for us’ yet there
hasn’t (as I was expecting) been a ood of people come
to us and say ‘Look, we’d like you to look at this work!’

We want to get away from being precious. We’d like
to communicate our development and growth, not be—
ing elitist, which is what a lot of the fine arts has been,
drawing on a narrow range. I feel that art/design/craft
is part of our life, that’s where we get personal satisfac~
tion from.v q
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There’s a tremendous warmth
generated by the work that we’re
doing at Design Design; when we
started I felt that it would be my
own peer group who gave me a pat
on the back and said ‘Michael,
you’re doing well’. I haven’t heard
a thing! Instead, the people who I get
most feedback from are into their
405 and 505.

What I want is to display the
goods, and show both tourists and
New Zealanders. . . like when other New Zealanders go
into Design Design and see the work and realise that
there is actually something going on, that people are do—
ing things, they’re being stimulated; it’s an art, it’s not
anonymous, there’s a lot of provocative work, there’s
odd shapes, there’s odd cuts, there’s different materials,
coming togethder like they haven’t seen before. . .

On design education 4 <1
A few dedicated people in New Zealand have broken

their backs to get education in design off to a good start.
Generally, the Government and the Education Depart—
ment hasn’t really understood the value of design. All
the problems of the present age — nuclear war, space
research, food shortages — incorporate solutions that
somebody has to design, and because there has been
little emphasis on that aspect in New Zealand, we’re a
little behind. But I feel that my own design education
has been very, very good. It gave me an indication of
the manufacturing technology, of aesthetic sense, of the
philosophy behind what is good and what is bad, in

A terms of line and form and texture and tact and most
“N

of all, it’s given me an indication of how to operate in
the present situation.

I’m working in design, I have retail shops, but my
heart lies in education. I feel that I’m in a good position
as a designer because I have direct financial accountabili—
ty. The shop that I’ve set up with Anna is the only retail
shop that I know of with a designer as an owner;
everybody else has been motivated by the dollar, by the
concept of buying cheap and selling dear. '
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