


It is no accident that high on the agenda at the forthcoming
Exporters’ Convention there is a session on design. New
Zealand products are renownedfor their quality,
naturalness and poor design.

When our exporters get out into the wide world all too
often theyfind that theirproducts cannot compete — not in
price but in presentation.

We need top presentation to sell our goods but the
manufacturers wring their hands in despair as they cannot
get the right talent.

Where are our designers, artists. product stylists, and
really creative people? We have left much of the design
aspects to engineers who do their best but do not have the
talent to do thejob.

Other countries have successfully blended the arts into
industry for the benefit of both.

Scandinavian countries are renownedfor their well-
designed products. They do things to steel that make them
world leaders. [is a result they have created a strong image of
their industry and their arts.

Here in New Zealand we have a real conundrum. ()n the
one hand. we have industry which needs well designed
products and top presentation. So desperate are we that we
have Pierre Cardin and Christian Dior labels on a scale
unheard of overseas.

On the other hand. we have thousands of artists and
crafsmen eking out an existence and seeking the odd handout
from the Arts Council.

The answer — a marriage of needs and skills — seems
obvious but unfortunately there are basic attitudinal prob-
lems that bar progress.

lndustrialists have mentally categorized artists and crafts—
people as nice ~— but odd — people who are unreliable, will
not meet deadlines and who have no real place in industry.

Conversely. many artists and craftspeople would starve
rather than be involved in industrvforfear of becoming
‘ ‘commercial ” and “losing integrity ‘ ',

Somehow the same artists and craftspeople would have to
acknowledge that their Scandinavian counterparts have not
been corrupted.

There are exceptions of course. jack Laird s splendidly
designed Temuka pottery sells well in New Zealand and
overseas to the benefit of the country, Temuka andjack
Laird. '1

But duplicating this example is difficult. I have
manufacturers beggingfor well designed artistic products
that they can manufacture. They are the type ofproduct that
a craftsperson can easily design and make. Once the
prototype is made the manufacturer can turn out replicas.
What is in it for the craftsperson — royalties, .ilonthly
cheques would be 5.2 it) to 5‘ 300 per product. What is in it for
the manufacturer — profits and work. What is in it for the
consumer —— well-designed New Zealand goods that can
compete directly with the imported lines that abound our gift
shops. What is in itfor the country "jobs and export
dollars.

I have a dream that one day the arts and industry will get
togetherfor the betterment of both and the country. [ know
that one day this dream will be a reality but I do not know
whether it will he in my lifetime.

Glen Wiggs
Glen it"'iggs is the principal of W’iggs c”— Associates ltd, author
of the thesis “The Export of Craft’ and is chairman of the
Central Regional Arts Council.

In this issue we have pro les on
Ruth Castle, basket maker; Penny
Rad, fabric and bre artist; Jeff
& Julie Healy, weavers; Adele
Brandt, weaver; and Juliet

' Batten, feminist fabric artist.

Jeff Haly comments on the
touring exhibition Fabric &
Form: New Textile Art from
Britain and Colin Slade talks
about the Solid Wood exhibition.

An overview of the 1984 Crafts
Conference plus resource

. information.

The next issue May/June (copy
deadline 10 April) will feature the
Kahurangi Exhibition going to
the Los Angeles Olympics,
pro las on Debbie Pointon and '
some of the recipients of the
recent QEII grants. papermaking
in New Zealand, photographing
your work plus information on
awards, exhibitions and _
workshops throughout New
Zealand.
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CHRtsi'tNE ROSS
At its last Executive meeting on 29—30January 1984 the Crafts Council accepted
the resignation of Christine Ross, our Executive Director of the past three years.
Christine’s resignation will take effect from 50 March 1984.

I want to take this opportunity to record my appreciation of Christine’s ef-
forts on behalf of all of us craftspeople during these three years. I am sure that
in expressing these appreciations I am re ecting the sentiments of many of you
as colleagues.

Christine has been our first Executive Director. She was engaged in 1981 when
the first sizeable grant we received made the appointment of a full time Ex—
ecutive Director a real possibility rather than the dream that had been nurtured
for some time. I had only been on the Executive for a short while at the time
of the appointment, but I recall that the need for a permanent administrator
to come in and take the helm had become plainly evident as we grappled with
a growing workload and an increasingly diverse programme.

It was no easy assignment that we handed to her. A very sketchy job descrip—
tion, equally limited resources, and a heady and idealistic set of goals that were
always just beyond our reach. Christine set about putting us on the rails, bring—
ing the benefit of her administrative background and applying herself with con—
siderable energy to the task. Under her direction the Council has rapidly mov—
ed to its present position as a recognised organisation that has secured a more
prominent profile for the contemporary crafts and a better deal for our
craftspeople.

Along with this rapid growth have come changes in emphasis and direction
that occasion the need for a whole new range of skills: the Council is now hav—
ing to become more entrepreneurial in its outlook as we seek a freedom from
the dependence on external funding. For this reason it is imperative that our
next Executive Director has a strong marketing orientation. It is not going to
be easy to find that person, but we’ll begin the search forthwith.

Minority movements like the crafts will always depend on the kind of will-
ing effort and dedication that Christine has brought to her work, and we are
fortunate to have had her with us for this time. I hope you will join with me
in wishing her well as she moves on to her neXt challenge.

Carin Wilson



Letters
On signing craftwork

Dear Editor
The December issue with Craft and Ar—

chitecture by Ron Sang, and Commissions
by Christine Ross, arrived just after I had
made a list of craft work in public places
in Christchurch.

From my experience I would like to add
another point for consideration. While
making the list I checked visually, or by
telephone, all the pieces and response to
my enquiries ranged from ‘Yes, there is a
piece by so—and—so here. I do enjoy it’ to
‘No, I don’t know who made it (and
neither did at least five other people work-
ing in the area) but I do know how much
it cost!’ I am sure that everyone would
hope for the first response to their work.

Part of the problem with the second was
that the maker was unkown. Therefore do
consider labelling or signing your work —
promotion is important and your name
gives you a silent salesman who is always
on duty and it registers without the viewer
being aware of what is happening. (Adver-
tisers and display artists do this to you
regularly). The benefits of signing/labell-
ing are such that the question is not
whether to do it or not, but which one to
use.

A label as a separate item is more ap—
propriate in a public place than in a home,
and business premises fall somewhere bet—
ween these, creating something of a dilem-
ma, so a signature that is an integral part
of the work seems preferable.

Whatever you choose to do it must be
part of the design, it must be compatible
and it must look as though it belongs.
Finally I remind you that a signed master—
piece is worth much more than a similar,
unnamed piece in any craft.

Helen Halliwell

Critiques

Dear Editor
Pamela Elliot’s “Soapbox” (Dec. 830m.

84 issue) re ects a trend which disturbs
many craftspeopIe/artists. Nowhere is the
distinction between art” and “craft”
more noticeable than in the eld of critical
journalism, Where craft appears to be
downgraded.

Surely it is time that the work of craft—
speople exhibiting in galleries be shown
due respect. We need informed criticism
by people with specialised knowledge as
well as literary skills just like any other
cultural field such as music, theatre, film,
etc. I have yet to see one critic try to cover
classical, rock, jazz and country music —
why is craft treated differently?

Art journalism and criticism is a highly
specialised eld. It is taught in schools like
the School of Fine Arts in Banff, Canada.

My thoughts are that our expectations

.4
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of the few hardworking critics cannot
possibly be met and are unrealistic.

Mere reporting of any exhibition is in—
adequate if we are to learn, grow and
develop as craftspeople. Professional stan—
dards at all levels should be our aim and
this should extend to reviews of our work.

Helen Schamroth

Dear Editor
I have read the “Soapbox" by Pamela

Elliott (Compendium) and agree totally
with what she is saying.

Could the Crafts Council please under-
take to have more constructive reviews
presented to the public, rather than simp—
ly a list of who and what is showing.

Robyn Tunstall

Christian science

Dear Editor
While not wishing to spoil the record

of Dinah Priestley’s tripping through Well-
ington’s new Christian Science Church or
to be pedantic, yet for the sake of
reasonable veracity I must make a correc-
tion (Your Dec/Jan No. 8 issue — “A Space
That Talks").

The “Christian Science Bible" is simp-
ly The Bible — the Authorised Version —
which holds a central place in the church
services (and the lives) of Christian Scien-
tists. It does not make a claim, as she says,
like: “Harmony in man is as beautiful as
music, and discord as unnatural, unreal”.

I guess she meant to quote the follow-
ing statement from the Christian Science
textbook, “Science and Health with Key
to the Scriptures” by Mary Baker Eddy:
“Harmony in man is as real and immortal
as in music. Discord is unreal and mortal”.
The context of this statement in the text-
book has to do with the beauty of the real
and true.

I enjoyed the good sense in the rest of
the interesting and informative article and
especially its splendid photographic
illustrations.

Arthur H Crawford
Committee on
Publication for
New Zealand

Standards of craftmanship
Dear Editor

I am a self employed furniture maker,
on the West Coast of the South Island and
very concerned with my craft, its stan~
dards and quality.

I was therefore somewhat concerned
when a full colour feature was run on
Jeremy Reynolds, ex carpenter turned fur-
niture maker. My concern is not with Mr
Reynolds’ designs but the apparent lack of
craftsmanship required to knock out these
designs. Almost every area of jointing in
the furniture is butted with shelf joints

masked by a disc, butt screwed, at the end
of the shelves to cover the joint. Where
these are not present as in the vertical
horizontal shelfjoints in “Pershing” it ap-
pears in the photos as if gaps are present.
The door requires no fitting (it overlaps)
and the drawers, overlap front, requires lit-
tle woodworking ability to fit.

It is embarrassing that this magazine pro-
moting a high standard of craft in this
country and sent to many foreign coun-
tries features such uncraftsman oriented
furniture. I can understand an article of in-
terest on this particular furniture maker but
a full feature on him implies that he pro-
duces furniture with a high standard of
craftsmanship and quality.

I am all for inventiveness in design but
do not think a crafts magazine should pro-
mote furniture made with such a lack of
feeling that it‘s alright with the maker if his
furniture is abused.

Please let us promote quality of con-
struction as well as design. Innovative
design on its own is not sufficient without
quality construction.

Marc B Zuckerman

Craft Training

Dear Editor
Not that I wish to monopolise your col-

umns but I am disturbed by an increasing—
ly widespread viewpoint which is
crystallised in a rather extraordinary state
ment made by Dick Betts in his otherwise
believable critique of the New Zealand
Potters Exhibition at the Govett—Brewster.
To say that ne art disciplines are more im-
portant than “the relatively easily acquired
crafts techniques” betrays a distressing and
all too common lack of appreciation of the
dedication and years of experience
necessary to master a craft.

This sort of advocacy is having an in-
creasingly marked effect on the craft world
today as evidenced by the concerted cries
at the conference forum for more teachers,

more courses, more schools etc. It results
in brilliant but frustrated young graduates
from Otago being eager but unable to
make a living, because they haven’t either
the inclination or the discipline bred by
experience to produce good honest
domestic pots as well as the creative works
of which they are so enamoured. Probably
it also has something to do with the “con-
fusion between design and function” that
Mr Betts so rightly laments.

Of course, I don’t deny the value of a
course in art/design as an essential ingre—
dient of a craft apprenticeship, but let’s
keep it in proportion. It is an adjunct
rather than a prerequisite.

The discipline instilled by experienced
in the workshop/studio must always come
rst. Not until the hands have mastered the

technique can the head be free to explore
the exciting possibilities of design.

Colin Slade

Guest Editorial
Vivienne illomztfort is a
Christchurch weal 'er it ho is
nationally and internationally

recognised. She is a founder
member of [be Crafts Council, a life
member andformer i/"l'ce—Presz'denl
and has participated in World
Crafts Council meetings

TEXTILE CRAFTS

When I came to consider the fibre
and textile crafts, it occurred to
me they could be likened to a
mighty, braided river.Just as the
river ows seaward in an ever-
changing pattern of braided
streams; some wide, some nar-
row, ever-changing, now owing
parallel then intersecting to reap-
pear separate again, so the textile
crafts take on a similar pattern.

For centuries, the various branches
of the textile crafts flowed in parallel
streams, the great traditional crafts for—
ming the principal and most perma—
nent ones, such as tapestry, handweav-
ing, embroidery, lacemaking, pate
chwork, fabric printing, batik, paper
making and knitting etc. Now, with the
recent revolution in the textile crafts,
the former parallel disciplines have
flowed together, crossing and recross-
ing to result in a complex mixing of
media and techniques. Powerful,
strong works have resulted, so that tex-
tiles will never again be a definable
area.

Through these works, in which con-
tent has been emphasised rather than
technique, meaningful comment has
been made on the great perennial
themes confronting mankind. These
tremendously profound works have
thrust the art fabric to the forefront of
the art world, thus challenging the art
versus craft controversy to be re-
evaluated.

Here in New Zealand, the braided
stems ofour textile crafts are still main-
ly flowing independently. There has
been a tremendous upsurge of interest
in craft activity with the formation of
guilds catering for and channelling this
interest. This is good. If, as is often
claimed, leisure is the biggest growth
industry in Western societies, then all
forms of creative leisure must be en—
couraged. The satisfaction gained and
the sense of fulfilment experienced by
thousands ofcraft enthusiasts is an im—
portant factor in the mental health of
our nation.

The future of the textile crafts in
New Zealand holds many exciting
possibilities. Now it is time to be
challenged and confronted with
something of which we had previous—
ly been unaware. We have only just
begun to glimpse the far horizon
revealed by the ever—extending
perimeter of the textile crafts. Our ap-
proach is too gentle. Where are the ar—
tists who can produce the powerful
works our times demand?

Unfortunately, opportunities for
these more adventurous artists to ex—
hibit are few in New Zealand. The Bank
of New Zealand Award exhibitions
held at the Dowse Art Gallery in Lower
Hutt over recent years gave the rst im—
petus in this direction. Now the
challenge has been taken up by the
New Zealand Academy of Fine Arts in
Wellington, with their Art Forms in
Fabric and Fibre exhibitions sponsored
by the ANZ Bank. It will be further en—
couraged by our being able to view the
British Fibre and Form Exhibition cur—
rently touring the country.

We need a more professional ap—
proach in New Zealand, willing to
change as the situation demands. Not
rigidly keeping in the same groove for
too long, but adaptable and quick to
recognise where change is required.

The British Crafts Council has
discontinued holding the International
of Miniatures as they felt it had served
its purpose. The International Biennial
of Tapestry held in Lausanne,
Switzerland, every two years have
changed their format to cater for a dif—
ferent theme over three successive ex-
hibitions. So, here in New Zealand, we
need a more dynamic approach so
young, creative bre artists are given
the opportunity to express strong,
challenging ideas. Perhaps the
Woolcraft Society of New Zealand‘s
“Handweaving Unlimited“ should be
discontinued and separate exhibitions
be held for facets of the textile crafts.
Its format has proved it is not en—
couraging “unlimited“ concepts, so
perhaps they should concentrate on
doing what they are good at doing and
leaving the more provocative exhibi~
tions to the Galleries to stage.

We need recognised longer courses
where training in the textile crafts can
be obtained and pursued in depth, but

we must also beware that by setting up
training schools we do not put on a
straight—jacket which would stifle
enterprise and resourcefulness. It is
possible that the strongest work can be
produced by someone outside the tex—
tile discipline who uses the medium
rather than be ruled by its mystique.

So I say to the Galleries: have faith in
the fibre artists; they will not disap—
point, and, to the fibre artists

themselves: push on, have faith in the
sincerity of your work, use your talents
to the best of your ability, tap the magic
of the human spirit and keep searching,
searching and discovering!

Vivienne Mountfort
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Step into Ruth Castle’s beautiful home and it’s as if you’ve brought the
lovely wild tangle of the bush in with you. This is obviously a home
of a dedicated and energetic professional. Baskets in all stages of pro-
duction, hanks of cane, rolls of vines, bundles of dried leaves and roots
are piled in a sort of orderly chaos at one end of the living room. Under
every shelf are neat nests of nished dishes and baskets. Specially
favoured sculptures hang against the light or on a white wall.
Everywhere there are curves, swoops and coils to intrigue the eye.

Ruth Castle is herself something of a one—off. She is especially known for the
swirling designs of her dishes and hanging sculptures made from fine dyed cane.
No—one else in New Zealand uses basketwork in this graceful, geometric way,
and Ruth says that in all her travels she’s never seen anyone else employing
her style.

I asked Ruth Why there are not more people in New Zealand following in
her footsteps.

“It surprises me too,” she says. “I’ve been teaching and demonstrating around
the country for many years. The actual mechanics of basketwork are quite sim-
ple. There are only five basic techniques and you can learn those in a weekend
course. After that it’s all practice and patience — and a sympathy with the
materials.”
Ruth Castle in her garden with Mangemange vines
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Ruth’s manner is quiet and pleasant.
It is clear to see that she would make
a good teacher and indeed she started
her career as an occupational therapist
and then an itinerant craft tutor
teaching skills in a whole range of
crafts.

“Perhaps basketwork doesn’t have
the mana of other crafts because it is
often taught as an occupational
therapy in hospitals,” she suggests.
“Also there are no mechanical aids —
like a potter’s wheel, or a wood—
worker’s lathe, to speed up the mak—
ing process. It’s all just the materials
and your hands.”

Ruth’s hands are strong. For the
past four years basketwork has been
her only source of income. She sells
everything she makes (“especially if it
has a handle”) and there is always a
demand for more.

“It may be difficult for some New
Zealand basketmakers competing with
the imported Third World baskets that
come in tax—free,” she says, “but I
tend to make in specialised, luxury
areas — like the openwork dishes
which are in great demand especially
from ikebana exponents.”

Ruth developed these baskets
originally because of a request from
an ikebana group. They were not im~
mediately accepted as suitable but
now, says Ruth, ikebana practitioners
have become much more adven—
turous and use her dishes in ways she
had not dreamed of — two together,
on end, upside—down.

Baskets are not highly priced. To
survive, Ruth needs to make about
$4000 worth of baskets a year and
that, she says with a wry smile, is a lot
of baskets. There is not the collectors’
attitude to basketwork that she found
in the United States. There she saw an
antique Indian basket sell for $7000.
Ruth points to the many baskets at dif—
ferent stages of completion.

“1 have my morning baskets and
my afternoon ones and ones that can
be finished in front of TV. These big
ones are awkward to reach around,
and though my hands are strong my
arms and shoulders couldn’t work all
day on these. So they are morning
baskets when I’m fresh. The coiled
rustic baskets use different muscles —
a constant twisting of the material.
Often the material is itself rather unru-
ly, needing a lot of untangling and
plenty of space. The smaller cane
dishes can be worked in the evenings
on my lap.”

Another routine is the seasonal
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gathering of vines, leaves, roots and
fibres. Ruth is constantly looking for
new materials and is aware of poten-
tial in anything fibrous. Her beautiful
Titirangi home is set in bush on a pro—
montory overlooking the sea.

“The house is on the market”, she
says sadly. “It’s too grand for me real-
ly. I can’t afford to live here. But
meanwhile I walk around the cliffs
every two months or so, gathering
roots that have been exposed. I clip
off all sorts of interesting bits and
pieces.”

Vines from her own bush she won’t
touch. “I don’t like despoiling the
bush. There’s plenty of material
available without destroying plants.”

January and February are important
gathering times. Dry watsonia leaves
for lashing and colour in her rustic
baskets; dried Wisteria and grape vines
are lovely and so is the hard
mangemange vine which the Maoris
used to use for fish traps. Winter is the
time to gather willow shoots —
golden willow for its colour. “I had
just begun using pussy willow,” says
Ruth. “But now it’s been declared a
noxious weed and you don’t find it
so readily. Recently I’ve been using
silver birch twigs with the catkins
on.” She shows me a beautiful rustic
basket where the silver and red of the
twigs and catkins are used to great ef-
fect. Stripped ax, which she buys
from a factory in Foxton, is also very
effective in the baskets.

But her basic material is imported
palembang and cane which she dyes
black. The price of this material has
trebled recently but Ruth can find no
good New Zealand substitute.

This creates a special problem at the
moment. She has been asked to con—
tribute baskets for the Small Treasures
exhibition at the prestigious Renwick
Gallery in New York.

“I’m particularly known for my
openwork dishes and sculptured
forms,” says Ruth. “And this is the
area in which I’m unique. (Lots of
Americans make rustic baskets.) And
yet a condition of the exhibition is
that the basic materials must be from
New Zealand. I’ve tried cutting the
thorns from mangemange but the vine
is very tough and curly and won’t
soften with water. You can’t get the
even curves and swirls that you can
with cane. We just don’t seem to have
an equivalent here.”

Ruth is very modest about her ar-
tistic abilities — as are many craftspeo—
ple who have not had a formal art

training. But it is clear from her work
that she is thoroughly at home with
her materials and has a very good feel-
ing for its design possibilities.

“I don’t draw up formal designs,”
she says. “But often let the material
take me where it will. I’m a great
believer in the happy accident and I
will let my plan change mid—stream if
a new idea or direction takes shape as
I work. Cane and vines have a will of
their own. It’s very hard to duplicate
my more complex sculptures."

In fact the basic shape for her
sculptures arose from a “happy acci—
dent”. Ruth had been commissioned
to make long curved lampshades to
cover fluorescent tubes in a
restaurant. It turned out that the cane
shapes didn’t fit the tubes so Ruth was
left with a great many of these shapes.
She found that twisted and lashed
together they made interesting
sculptural forms. She has used this
basic shape many times since in
mobile sculptures and it has led to a
recent commission for a large three—
piece sculpture for the new Council
Administration Building in Hender—
son. Ruth also attributes some of her
sense of design to the years spent with
potter Len Castle, her former hus—
band. “I was surrounded by in—
teresting shapes of pottery and these
have in uenced the basket shapes I
make,” she says.

Working full time has been very
good for developing skills of eye and
hand. “I am constantly judging small
distances and spaces,” says Ruth, “so
I have become accurate in measuring
these effortlessly by eye, and con-
versely can quickly spot the slightest
fault.”

Ruth Castle gives an impression of
stillness and care for her work. To
make a living from basketmaking in a
developed country obviously requires
not only air and a keen sense of
design, but tenacity, strength and a lot
of hard work.

Perhaps it is no accident that noted
basketmakers in New Zealand are rare.
Jenny Pattrick
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Susan Yoffe spent three years on a
United Nations project with her
husband, Michael, who was
Botswana Handcrafts Expert. She
now imports these baskets into
New Zealand. Here, she writes
about this traditional Botswana
craft.
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A RENAISSANCE 0F TRADITION-
AL CREATIVE BASKETRY

One of the most extraordinary
creative crafts in Africa is the thriving
basketry of Botswana. The basket pro-
duction is located in a remote rural
area, land—locked between the Nami-
bian desert, Zambia and Zimbabwe.
To reach the basket producers it is
necessary to travel 1500 kilometres
over the trackless Kalahari to the
Okavango Delta where Yei,
Mbukushu and River Bushmen (Basar-
wa) scratch out a harsh existence rais—
ing millet, sorghum, corn and catle,
and doing some hunting.

Basketry is still a part of traditional
rural life in these remote areas of
Ngamiland. Each size and shape has a
speci c function. Large bowl shaped
baskets are used at harvest time and
for gathering desert fruit and tubers.
Large and graceful containers store
grain. The coils of the container for
beer swell with the liquid, and the
basket “sweats”, acting as a coolant.
Elegant smaller baskets hold seeds,
herbs and household articles. To pre-
vent seed mould a basket is made with
a round opening and an oval cupped
lid which permits aeration. They are
perhaps the nest synthesis of form
and function.

The baskets are made from the
doum palm which is cut, dried and
dyed with root tannins before weav—
ing can begin. The coil method is us-
ed — the core of the coil being bun—
ched palm spines or vine. The palm
straw is wrapped around the coil and
is drawn through the upper portion
of the coil below through a hole made
by an awl. Sometimes a raised pattern

is created by threading the straw over
two or more coils when the basket is
complete.

The basket makers insist that the
total design is conceived before they
begin work, starting from a central
coil and stitching progressively to the
outer rim. The choice of motifs,
however, has become more eclectic
as the old ways of life grow more
remote, and various motifs merge in-
to an in nite variety of patterns. It is
rare to nd any two baskets alike.

Motifs for the designs are ancient,
symbolising events of daily life such
as ‘tears of the giraffe’ which com—
memorates the tears a giraffe sheds
just before being slain. The triangular
pattern, ‘ ying swallows’ is a good
luck symbol as the return of the
swallows signifies the beginning of the
meagre rainy season. Other motifs in—
clude ‘knees of the tortoise’, ‘bulls’
urine trail’ and ‘face of the zebra’.

In 1975 the Botswana Government
requested the United Nations
(lTC/UNCTAD/GATT) to provide a
handicraft expert for the development
and export promotion of its crafts.
This project through the para-statal
company, Botswanacraft, trained
Botswana people in purchasing and
export management; and provides
vital income and employment oppor-
tunities in very remote rural areas.

The baskets are now exported to
the sophisticated markets of Europe
and North America. World famous
collections are held by the Smithso-
nian Institute, other museums and
private collectors.
Susan Yoffe
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A LIFE BOUNDUP IN FABRIC

Penny Read presents a fascinating story — for she
lives and breathes, fabric. Unusual this may sound
but Penny Read creates in fabric, works of rare
quality, all of them utilising a talent that is
prodigious.
A beginning: Penny began life in Kenya Where she says,
her earliest memory is that of sewing. Both grandmothers
quilted, embroidered, made lace and tapestry. A
childhood in Africa enabled her to have ostriches and
elephants as pets and this quotient of the exotic Penny
Read has not left behind. Her work is constantly full of
surprises. Despite her distance from Africa, Penny’s daily
imagination is peopled with the animals that she grew up
with and cares for. She is currently working on a wildlife
quilt that she plans to donate to the World Wildlife Foun-
dation. A childhood in Africa provided Penny with a
number of images that she has successfully used in her
work. Living in such a vast landscape throws people on—
to their own resources — in her case Penny Read had
plenty, And the same environment provides the oppor—
tunities to pursue those resources. The environment also
had one other very important effect. To survive in such
a land one must have a Vision, and this quality of stand—
ing back and seeing is manifested in Penny‘s work and
her home. Her work shows no trace of dependence on
the designs and ideas ofanother time and place although
as a skilled craftsperson she is very familiar with them.
Her skills enable her to draw on the traditions of stitchery
and to create images that are simply unique.
An interlude: Removed to England for her secondary
education Penny Read attended the Katinka School of
Fashion Design in London after leaving school, although
she says she would have preferred to attend art school.
Penny Read has an ability to use and conceive of fabric
in three dimensions, which may have been acquired at
fashion design school. After a few years fashion design—
ing in London, Penny moved to Zimbabwe and worked
for Radio Rhodesia, then to Australia where she worked
in the multimedia department of a teachers college
specialising in Aboriginal training.
Back to fabric: It is interesting to see that Penny has
worked in Kenya, South Africa, Australia and New
Zealand, all countries with “native” populations. She says
she is inspired by ethnic art and this type of image con-
stantly recurs in her work. While in Australia she was ex—
posed to Aboriginal art, especially rock drawings and she
started to make quilts inspired by these designs. Work
showing both Aboriginal and African influences was ex—
hibited at Artaffection Gallery in Auckland in 1981 and
the show was a great success. Entitled “Quilts for Ex—
plorers” she says the quilts “were a sophisticated version
of Aboriginal and African art” using cheetah skin, python
skins and leather masks. Aside from the images in these
quilts which are unfamiliar to most eyes the works have
a startling originality because of Penny’s use of these
unusual found objects.

After Australia came New Zealand, and determined to
carve a career for herself Penny started making and sell—
ing satin fruit cushions at Auckland’s International Market.
She then joined Tigermoth, an early seventies Auckland
retail environment which sold clothes by young designers
in a stylish art deco setting. Her work, although
decorative, always surprises, expresses humour, and con-
tributes positively to an environment. It has the power
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‘Ceremonial Masles' 7 ‘Quiltsfor [implorers' Exhibition 1981.
Cottons, leather, python sleins. Red, yellow, blacle. tan.
Inspired by the Mas/es of North, West and East Africa.

‘El Ghee/90’ 7 ‘Coat ofMany Colours’ Exhibition 1983,
Wool, cotton, hana’ headed,

to make people stop in their tracks and stare.
About this time Penny and her partner opened

Rumbelows, a shop in Takapuna on Auckland’s North
Shore. Rumbelows traded in hats and decorative objects
from the 19205 and 19305.

A Diversion: Penny Read has created an environment
in her home that betrays the same aesthetic qualities and
humour that is everywhere characteristic in her work. Her
house demonstrates her ability to look, recognise and ap—
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preciate all types of weird and wonderful things and then
to create an exciting and imaginative whole from many
disparate parts.
Fabric, toujours fabric: Penny works with fabric, plays
with it, thinks about it, collects it, repairs it, recycles it
and teaches some of the crafts associated with it, about
sixty hours a week. To create a lifestyle as a craftsperson
is never easy, for fabric and fibre artists it is extremely
difficult.

While running Rumbelows, Penny would display a quilt
or two. They sold fairly quickly so the gradual move in—
to full time fabric work began. After a number of exhibi—
tions of quilts Penny had, in 1985 at Trappings (an
Auckland fabric and fibre gallery), an exhibition of quilted
kimono. She said she was tired of the vast amounts of
work that went into quilts for the comparatively low
rewards.

Kimono were chosen as a form because they were “the
simplest wearable art form to make”. Her exhibition was
a sellout. After a number of exhibitions Penny has
developed a regular and faithful clientele. The kimono all
bore the Read stamp of inventiveness and vision. “St Mar—
tins Pleasure” was made of eighteenth century Venetian
embroidery and handwoven Indian silk. “Ruf es” used
Chinese silk brocade and an antique Chinese embroidered
collar. “Ko-ko-ka—kanga” used a Kenyan kanga print
quilted throughout with a necklace of cotton reels,
feathers and bone. Perhaps the star of the show was “Dear
Flora, Night Lady”. This kimono was made of a heavily
embroidered silk velvet curtain purchased from the estate
of the notorious Flora Mackenzie, appropriately lined with
striped fabric reminiscent of pyjamas. Other kimono had
a pronounced oriental feeling. “Thai Tech” and “Jade
Garden" used bright planes of colour ornamented by
geometric designs in contrasting colOurs.

In December 1985 Penny showed Flesh (9 Folk at Denis
Cohn Gallery, Auckland, an exhibition of fabric rugs. In
contrast to the kimono which were expensive items for
personal adornment her fabric rugs aimed to be inexpen—
sive and functional. Flesh 6} Fol/e captured the feeling of
native American folk art.

A chance cOntact put Penny in touch with the lucrative
American patchwork market. Her contact sends her old
American quilts that are in too bad a state to be sold as
entire quilts. Penny recycles those portions she can as cot
quilts, jointed toys and clothing. Interestingly Penny’s US
agent uses a New Zealand quilter because she feels the
standard of work is higher here than in the United States.
If she finds her agent has included a quilt that is
salvageable she will repair and return it, refusing to cut it.

Penny naturally finds and collects fabrics 7 an activi—
ty that combines her love of fabric and that of finding.
Often the “special” found item can be the point of depar—
ture for a whole piece. An example: a small fabric pic—
ture utilises a fragment of a Fortuny fabric that she found
in Auckland and later had authenticated in Italy.

End — there is no end: Penny believes that every piece
of fabric has a history, and therefore a future. She believes
in the magic of sewing and creation and tries always to
cut her fabric as little as possible. With a powerhouse of
ideas and masses of self—acquired skill, Penny Read has
created work of incredible elan and magic. Her work will
be loved for many generations.

Philip Clarke
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ADELE
Adele Brandt’s career as a weaver
spans two generations of New
Zealand weaving. After being so
much a member of a pioneer
generation (with quite speci c in-
terests), Adele has moved into the
forefront of another generation.
This new generation is concern-
ed with weaving as a vocation and
quite speci cally, as an art form.

“I went to summer art school in
1953’) and ’54 to do a course in
sculpture and saw people weaving,"
says Adele. Subsequently she had
lessons from pioneer weaver Ilse von
Randow, who also taught Zena Ab—
bott. Von Randow had a studio in the
attic of the Auckland City Art Gallery
at that time. Von Randow had a
Bauhaus approach to weaving; ex—
cellence of craftsmanship combined
with considered aesthetic content.
These two qualities are most apparent
in Adele’s work. Ilse von Randow had
been instrumental in establishing the
Handweavers Guild, Auckland and in
1957 Adele joined this group and
began her long association with it.

Weaving intermittently at this time
she usually made small things such as
table mats and perfected the com-
plicated weaves of tartans. As time
passed she became more and more in»
volved with Guild affairs becoming
President of the Handweavers Guild
in 1979 and Area Delegate of the New
Zealand Spinning, Weaving and
Woolcrafts Society in 1980.

In 1982 Adele established a studio
where she could weave full~time and
it‘s from that time, Adele says that she
has “really started to weave". Since
making a wholehearted commitment
to weaving Adele says that she has
“grown away from the Guild”
because oftheir emphasis on suppor-
ting the hobbyist. A number of serious
weavers in Auckland have, through
their regular meetings over lunch,
created an alternative support group
for themselves, calling it the Loose
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Group because they did not wish to
spend time on the set structure of
committees and minutes which most
societies include. The name of the
group also reveals what many of its
members must feel — isolated in a
society that has only just accepted
professional potters but hasn’t shown
much acceptance of fabric and fibre
artists or weavers, and loose, or
detached from the general hobby
weaving scene in New Zealand.

Adele gets inspiration for weaving
from a wide range of art, especially
looking at the broad range of textile
and fibre crafts. She is passionate
about oriental carpets, especially those
from Turkey. Her home contains a
number of oriental carpets but more
importantly, her studio is opposite
that of Anthony Rodgers. Rodgers is
an Englishman who was instructed in
traditional Turkish weaving and who
now weaves in that idiom. Adele
reads the prestigious periodical “Hali”
which is devoted to the study of
modern and ancient oriental weav-
ings. The influence of Turkey carpets
is obvious in a number of recent
works. Bold uncompromising colours
of red, terracotta. brown and blue
similar to those of oriental textiles, us-
ed within geometric frameworks that
obviously use traditional designs as a
starting off point. Forms also show the
same influence. small rugs with the
proportion of prayer rugs and long
narrow runners.

Adele says she loves to weave and
her superb craftsmanship is
demonstrated in all her work —

BRANDT
craftsmanship that has brought her
two national awards. For all her
mastery and enjoyment of the weav—
ing process Adele sees the technique
as only a tool to realise her own
designs.

The time she spends designing her
work is just as important as the pro—
duction time. She believes that if her
work has artistic validity it is because
she has spent much time on the con—
ception of the work.

Adele has exhibited regularly in the
major craft and weaving exhibitions
for the last ten years with success.
Work has been purchased by the
Ministry of Foreign Affairs and in 1979
won an ANZ Bank Award and 1980 an
award from the Wool Board. Adele is
unusual in that she has executed few
commissions, simply because she isn’t
particularly interested in this way of
selling. She prefers to weave rather
than to negotiate, prepare submissions
and deal with clients. As someone
who, in her own words is just begin—
ning to weave, she is not interested in
tailoring her ideas and designs to
anyone else’s. She rants to weave her
own work, mostly large scale and
therefore sells by exhibition.

Her first solo exhibition in 198% at
the specialist Auckland fabric and fibre
gallery, Trappings, received good
reviews. A number of works showed
the in uence in the colour and design
of the Turkish carpets she so admires.

Adele says that she has lots of ideas
for the future and wants to do many
new things. After an apprenticeship of
almost 30 years Adele Brandt is now
creating some of the most impressive
weaving to be seen in New Zealand,
all of it striking in its resolution.
Philip Clarke
The work o/‘Ade/e Brandt can be seen
in [be lnz‘iz‘ed Weaz'ers Sbou'.
Allele/and illusemn. 5—20 May [984.
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Hands/um rug — naturalfleece
coloured. 91cm x 14(10):.

Tapestry Wall Hangings — Blue
Columns Receding. 9] cm .\' 182L‘m.

Tapestry Wall Hanging ~ Red Columns
A (11 'ancing. 91cm x [82cm
































