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. . another can of worms . . .
. We took the lid off this one at a recent Crafts Council meet-ing in Auckland when some of the Executive Committee out-

lined a formative policy for a comprehensive craft training
facility. Doubts were expressed at the meeting and some of these
were voiced more strongly after members had had time to
digest and discuss the matter and then come back to us with
their own responses. Consequently we called another meeting
so these differences of opinion could be aired.
Understandably, there is real mistrust at the prospect of
formalised or institutionalised craft education especially at
an advanced level. Yet I believe that it is the lack of such
opportunity that restricts full maturity in our crafts. The

maturity that allows for exciting innovation and gives relief
from the bread and butter nature of much of our work. I

dispute the often heard opinion that our crafts are equal to
any in the world. In countries where excellent training

facilities exist, the work at the top end of the scale far exceeds
our equivalent and observe how we gravitate to visiting over—
seas experts. How we would love the chance to be able to study
further with such people!

I know that we suffer from some kind of perverse pride in
‘having done it ourselvesf This merely results from not having
much of an alternative and I don’t think I am alone in envying
my overseas counterparts who learned in a relatively short space
of time those things that have taken me years of often painful
self teaching to achieve.

There are bureaucratic moves currently underway to put craft
education on a firmer basis. Moves that contain a strong
element of political expediency and we should ensure that
decisions directly affecting the growth of craft are made with
our full involvement. The craftspeople of New Zealand have
the right to be consulted in all of the stages ofplanning. A fait
accompli is of little use if its benefits are seen to be dubious.
Many ideas have been mooted in the past and some of these

have become realities. . . work schemes and trusts, apprentice-
ships, short tertiary courses etc. but all are limited in the long
term either financially or within their working structure and

none of these schemes can offer the comprehensive training
that a multi-disciplinary crafts school could.
I am not knocking the grass roots philosophy that “craft

begins at the hearth” but nor should those craftspeople with
their home grown skills (and I’m one) deny those who desire
to learn in a more complex structure the opportunity to do so.
We could I suppose, just put the lid back on the whole issue

and allow it to continue to grow in the dark!
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WHAT'S HAPPENING AT THE CRAFTS COUNCIL?
Introducing a new regular feature in which Executive Direc—
tor Iohn Schiff outlines current Crafts Council activities.

POLITICS
By the time this issue has gone to print Carin Wilson, Camp—

bell Hegan and Iohn Schiff will have made calls on a number
of Ministers including:

The Minister for the Arts — Hon. P.W. Tapsell
The Minister of Overseas Trade & Marketing —
Hon. M.K. Moore
The Minister of Customs — Hon. Margaret Shields
The Minister of Employment — Hon. T.K. Burke
The purpose of the meetings is to introduce the Crafts Coun-

cil and to discuss the issues of concern relating to each
Minister’s portfolio. A policy paper has been prepared as a
background for these meetings.
CRAFT EDUCATION

Carin Wilson, Campbell Hegan and Carole Davis have been
preparing a detailed proposal for Vocational craft training in
New Zealand. The proposal is being discussed with a number
of craftspeople and education experts. It is planned to submit
a final proposal to the Government later this year [see separate
article on Education in this issue).
CRAFT MARKETING

For some time the Crafts Council has recognised the need
for a sound base for crafts marketing — one which will enable
craftspeople to achieve a fair return for their efforts. A draft
proposal for the development of craft marketing is being finalis-
ed. This proposal and other marketing matters will be discuss-
ed with the Minister of Overseas Trade and Marketing. Details
in the December issue of this magazine.
NZ CRAFTS MAGAZINE

We have decided to include in future issues of NZ Crafts
an article on a high quality craft outlet. This will serve to give
those operating craft outlets some information on what fac—
tors can help to make a craft outlet successful, and help readers
locate those places where top quality New Zealand craft can
be found.

We are delighted that efforts made by Carin Wilson over
many months to convince Air New Zealand to place our
magazine on their international flights have been successful.
As from this issue NZ Crafts will be placed on Air New
Zealand’s First Class and Business Class international flights.
Overseas distribution will also be extended ‘as the Queen
Elizabeth 11 Arts Council has agreed to purchase copies of the
magazine to send to museums, art galleries and craft institu—
tions overseas.

A readership survey is being conducted to gauge subscribers’
reactions to the magazine.
CRAFTS COUNCIL NEWSLETTER

It has been decided to produce a newsletter as a means of
providing up to date information to members more frequent—
ly. It will be a ”simple” production, and include snippets on
forthcoming activities and recent developments. It will be tim-
ed to appear between issues of NZ Crafts magazine.
ANNUAL EXHIBITION

As a follow-up to the Great NZ Box Show discussions have
been held with Anne Philbin of the Wellington City Art
Gallery. It is envisaged that this gallery in conjunction with
the Crafts Council will hold a major exhibition on a multi-
media theme as an annual event. The next one will be in
mid-1985 and it is intended that this exhibition will travel.
Details in the next newsletter.
CORPORATE MEMBERSHIP

We are developing a proposal for Corporate Membership as
a means of establishing closer contact with the business com—
munity and raising additional funds so that we can undertake
new projects.

AI

GALLERY ,
With "Spring Flower Show" now over and With ”Deep

South”, an exhibition of work from Otago and Southland IUSt
about to begin, the exhibition programme for '84 is more than
half way over. Such a busy exhibition programme has meant
a constantly changing display 0f work and a steady flOW Of
visitors through the Gallery.

One of our recent visitors was Mrs Lange. She feels New
Zealand art and craft needs, and deserves, more recognition,
and wishes high standard craft work to be displayed prominent-
ly throughout the entertaining and reception areas of Vogel
House. The Gallery has agreed to provide a changing display
of top quality work. From these displays pieces may be pur-
chased for a permanent collection. On display for August and
September are works by Royce McGlashen, John Croucher,
Garry Nash, Wendy Masters, Roy Cowan, Cecilia Parkinson,
Campbell Hegan, Ross Richards, Peter Gibbs and Derek Smith.
All work which comes into the Gallery will be considered for
display in Vogel House. Already we have had visitors who have
seen the work at the official residence and come to see more
and purchase from the Gallery.

At the last committee meeting the Executive endorsed the
policy of outright purchasing of craft work for the Gallery. To
be purchased work must be of a very high standard and the
craftsperson must have had work previously for sale on com—
mission at the gallery. All work purchased outright will be at
wholesale rates to allow for normal commercial markup.

To those craft people submitting work for "Small Packages"
please note the revised dates — October 23rd — November 2nd
(to allow purchasing for overseas mailing). Work will need to
reach the Gallery no later than October 17th.

Penny Harrison
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CHRISTMAS PROMOTION NZ CRAFTS
Christmas is everyone’s busiest and best selling time of

the year, and accordingly many shops and galleries have
a specially designed exhibition.

In the next issue of NZ Crafts we intend to allocate some
space to those shops and galleries that wish to have this
event promoted.

You will need to provide us with
The title of exhibition
Contributors and their craft

If you have a suitable photograph we will endeavour to
publish that too.

Each selection will be at our discretion I depending upon
space, quality of photograph etc).

This is an excellent opportunity for you to promote
Christmas sales and your craftshop/gallery.

HANDCRAFTED MUSICAL INSTRUMENTS
Wood, woodcarving and music - an enticing combination,

as modern as it is traditional — traditional in that musicians
continue to play traditional music, modern in that instru-
ments change and evolve to suit the instrumentalist and his
requirements.

Musical instrument making in New Zealand is flourishing
and New Zealand makers are acknowledged for the outstand—
ing quality of the instruments they produce; with the past
few years seeing a steady increase in the number of such
craftsmen.

To help develop public awareness in the variety and quali—
ty of handcrafted New Zealand instruments the Crafts Coun-
cil Gallery is to hold an exhibition from 1-12 October. This
exhibition is to coincide with National Music Week and will
feature the instruments of Leo Cappel, Ray Mercer, Tom
Warren, Malcolm Collins, Kim Webby, Stephen Delft, Evan
Phillips, Paul Whinray, Robert Webster, Adrian Studer.
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CRAFTS COUNCIL PRESIDENT 1981—84
It is not just by accident that the Crafts

Council has grown immeasurably since Carin
was elected President in 1981. Much of the
growth can be attributed to the policies and
guidelines that Carin has successfully pro-
moted. On becoming President Carin right—
ly identified the development of educational
opportunities as one of the keys to the growth
of the crafts. He has lead all our endeavours
in this area. His commitment and determina—
tion to achieve radical changes have been a
source of strength to others who have often
found dealing with unresponsive authorities
daunting.

On an international level Carin has played
a leading role in World Crafts Council efforts
to establish craft apprenticeships. This pro—
minence has been achieved not because of his
position as President but because of his vi-
sion, knowledge and capabilities.

Carin's steadfast and total commitment to
quality has permeated all the activities and
policies initiated by the Crafts Council. This
commitment has been seen in his own craft
of woodwork. As a woodworker of repute
Carin’s presence within the Crafts Council
has given us a unique opportunity to facilitate
developments in woodwork — a craft many
would say has an enormous untapped poten-
tial. His knowledge and insight have guided
all our eforts in this area.

As President we have demanded that Carin
be available to us all on many types of occa—
sions. To visit politicians and dignatories, to
speak informally and formally and to counsel
us. He has given of himself unstintingly, with
fresh enthusiasm on every occasion. He has
been an ambassador who has made the Crafts
Council many many valuable friends. He has
been a friend, available to us all.

It is a measure of the man that Carin has
been able to continue to develop his own craft
to the point where he is one of this country's
leading woodworkers. The obligations of.
President have often cut across the respon—
sibilities of husband and father. It is ap—
propriate to pay tribute to Ienny Wilson’s sup-
port and significant contribution to us all.

Thank you Carin.

HILIP CLARKE
RESOURCE OFFICER 198l-84

Philip Clarke who has worked for the Crafts
Council since October 81 is returning to his
hometown of Auckland where he and his wife
have bought their first house and it is to that
he will initially turn his energies.

Philip was originally appointed to establish
and promote the Resource Centre, a responv
sibility he has carried out effectively, im-
aginatively — the continuing and increasing
demand for his services has borne this out.
Philip was involved as an integral part of the
Editorial team of this magazine from the
beginning — the extent of which has helped
us produce, we are sure you will agree, a bet-
ter periodical. Latterly he has written a
number of articles, the sensitivity to subject
and sheer joy in appreciation is indicative of
the way he approached all craft visitors and
craft work.

His involvement also extended well beyond
Resource Officer work. He has helped make
recent visits to New Zealand by overseas craft-
speople successful and his major input en-
sured the success of the Great NZ Box Show.
On numerous occasions he was required to
stand in for the Executive Director and oversee
the running of the entire office.

His experience, depth of knowledge and
commitment to the development of crafts in
NZ will be greatly missed by all those involv-
ed in the crafts and it is therefore with real
regret we bid him farewell and hope you will
join us in wishing him and his wife all the
best wishes in their new beginnings.



Letters
Baskets
Dear Editor
In the article (NZ. Craft
March/April 1984] by Ienny
Pattrick about Ruth Castle
and her work, she is quoted
as saying ”. . . the actual
mechanics of basketwork are
simple . . . you can learn
them in a weekend.”

I think it should have been
made clear that this referred
to the particular type of
artistic basketry that Ruth
does. I have attended one of
her schools and have great
admiration for some of her
work. There is a great
difference between this type
of basketry and traditional
basket making, which can
take many months to
perfect. In fact overseas
people serve quite long
apprenticeships before they
qualify as a master
craftsman.

This is one of the cases
that cause confusion about
what is art and what is craft.
There are people who with
patience and hard work can
become master craftsmen
making functional baskets,
but their work lacks the
pleasing appearance of
baskets made by someone
who has had the same
training but has imagination
and an artistic eye. Whereas
to excel at artistic basketry
such as Ruth does, one must
have some craft ability but
the main ingredient is
artistry.

I firmly believe if there
were more tutors in New
Zealand who could teach the
traditional basics and at the
same time encourage pupils
to use their imagination and
experiment with natural
fibres we would see some
very interesting work. Many
people lack confidence and a
weekend school very often
just leaves slow learners
feeling frustrated. They can’t
remember all they were
taught so they just don’t
continue. What is needed is
a good school for tutors.
Many classes being run at
colleges are taught by very
inexperienced tutors or else
by someone who considers
basics unnecessary and just
gives pupils a bundle of cane
and tells them to “do their
own thing”. This may work
with some people, but most
creative pupils have often
been very slow to show their
talent. I am supported in this
belief by Polly Giacchina of

s

California who visited here
some time ago. Her baskets
are creatively made from
natural materials. She told
me that she wished she had
learnt the basic skills first.

I am very worried about
the vast amount of flimsy
baskets coming into the
country from overseas. It is
making it hard for good
craftspeople to convince the
public that their baskets will
outlast several of the
imported ones. However,
much as this annoys me, I
think it may be a blessing in
disguise. At least people who
pay a high price for materials
will not be keen to flood the
market with cheap
hideosities trimmed with
pink plastic.
Mrs Hilmary Catton
Report of Meeting

MARKETING
ARCHITECTURAL CRAFT
8t ARTWORK
Dear Editor
The latest Crafts Council
magazine raises some
important points. The good
Soapbox from Campbell
Hegan regarding the
maintenance of standards
outlines what must be the
greatest threat to the well—
being of New Zealand craft.
The need for constant
effort with respect to the
quality of idea and
execution in our work is
essential before it justifies
the term craft. I note from
an article in an earlier
issue of NZ Crafts that the
organisers of ‘Solid Wood,
the alternative’, exhibition
in Christchurch chose not
to use the term craft in
their publicity because of
the negative connotation.
This is likely to be a
growing trend among those
people concerned about the
very poor products being
promoted as craft.
Handmade is no assurance
of quality.

The emphasis on the
marketing of crafts to date
has largely concerned the
retailing of utilitarian
items available off the
shelf. Naturally, since most
craftspeople are involved in
this area. There is however
the important and little
understood activity

concerning the inclusion of
art and craft in architecture
and the very promising area
of corporate purchasing.
{The recent $4,000 tax
concession for purchases of
artworks etc by public
companies is one small
step in developing this
area.)

Personally I am very
interested in the
development of
commissioned craft and
artworks for architecture.
This is not the final act of
decoration with off the
shelf items, but the
inclusion of artists and
craftsmen as members of a
design team from the
outset. I believe the
initiative rests with us to
prove to the architects and
designers that we have
expertise to contribute and
a product worthy of
inclusion in their
buildings. There is at
present in New Zealand the
position of Architectural
Crafts Consultant begging
to be filled, someone to
liaise between architect,
interior designer or
corporate client, and the
craftsperson or artist.
Someone who understands
the interests of both
parties, who can avoid the
hazards and bring about a
successful collaboration.

There is an incredible
future for this aspect of
craft marketing in New
Zealand, and right now
both the architects etc and
the craftspeople need to be
made aware of the
tremendous possibilities.

For the past eight years I
have worked as a stained
glass designer. Like many
architectural craftspeople,
the greatest assistance I
could receive at this
moment is to have my
portfolio with a good
architectural crafts
consultant. As it is, I have
numerous portfolios out
with architects and
galleries. The people
involved with purchasing
craftwork for buildings at
present have few clear ideas
how to go about it. It is no
longer good enough waiting
for them to come to us, it
is now time for the
craftsperson or his

representative to get out
into the market place. It is
time to increase the
craftspersons share of
Queen Elizabeth II Arts
Council allocation of
$6,000,000 to something
more than $120,000. The
creation of a position of
Architectural Crafts
Consultant would be a
worthwhile beginning,
commissions earned by the
consultant could mean
that the position, once
established, could become
largely self funding.

If the establishment of
such a position as outlined
above was not immediately
possible, perhaps in the
meantime a grant sought
from the Queen Elizabeth
11 Arts Council could be
used to:
1. establish a library of

architectural craft
portfolios, and

2. establish a directory of
architects, interior
designers and companies
with proven interest in
using or acquiring
craftwork.
Naturally such a

resource as this in no way
offers the possibilities for
putting craft into
architecture that the
position of a Consultant
would offer, but it could be
stage one of a two stage
operation.

The greatest threat to
meaningful development in
this direction would be
having the role performed
by someone inadequately
versed in architectural
concepts and one who does
not have the full
confidence of the
architectural craftspeople.
Similarly exhibitions of
architectural craft need the
same professional
understanding. The current
trend towards competition
in both exhibitions and
commissions has too
frequently produced
compromised selections. It
is an area that requires
fresh thinking.
David Clegg
Stained Glass Designer —
New Plymouth

Crafts Council Meetings
Dear Editor
I would like to report on a
recent meeting, chaired by

Frederika Ernsten, the
Christchurch representative
on the Executive of the
Crafts Council, which was
to me a perfect example of
the value of such meetings
taking place.

At the last moment the
programme we had arranged
was postponed till our next
meeting so we could hear
Marlise Staehelin, an
internationally recognised
fibre artist from Switzerland
speak to us. Marlise was in
Christchurch for a few days
so she was able to join us
and show a few slides of her
work.

What first inspired me to
start having Crafts Council
meetings in Christchurch
was hearing David Carson
Parker speak at an Executive
Meeting in Wellington many
years ago on how the Sydney
Crafts Council group
operated. They were
organised so that at short
notice they could hear
people of interest who were
visiting Sydney speak.

So here was a remarkable
fibre artist from Switzerland
in our midst able to share
with us her approach to her
work, the philosophy of her
craft and show slides to
illustrate her point.

We saw the fascinating
structure she had made
using the 3rd of December
edition of many leading
newspapers around the
world. These had been
stuffed into plastic tubes and
woven into a long pathlike
twisted structure. Marlise's
comments on the role of the
media were poignantly
portrayed by this lengthy
pathway of paper.

Then we saw the product
of the combined effort of a
group of fibre artists for an
exhibition in Vienna. Called
”The Shroud” it taxed their
capacity to work together,
but eventually they came up
with some most unusual
structures.

Next we saw slides of the
exhibition she was asked to
put on at the Mini Gallery in
her home city in
Switzerland. This gallery is
owned and run by a
schoolteacher who mans it
himself from approximately
3.30-7pm each afternoon. He
exhibits the artists’ work
free of charge and helps to
instal it too. His gallery is so
popular he has bookings
from international artists for
eighteen months ahead. A
true patron of the arts
indeed. His choice little
gallery is tucked away in a

narrow street in one of the
city's old buildings. The
windows are of stained glass,
the floors uneven, the walls
and ceilings irregular and
quaintly suitable for
inventive artists. Marlise had
constructed false walls of
fitted pockets pinned
together for this exhibition
— in one brilliant stroke of
inventiveness she had
created something which
complemented the exquisite
atmosphere of this Mini
Gallery.

How wonderful to hear the
artist speak personally of her
own contribution to one of
the British Crafts Council’s
International of Miniatures.
We had only seen "20 x 20 x
20” in catalogues before.
How fascinating to hear a
continental making a droll
comment on the restrictions
of size imposed by the
British Council of 20cms x
20cms x 20cms. In it she had
strung yards and yards of
stuffed gut — what a
commentary on the
deceptive complexity of any
volume, a snippet of the
human frame indeed!

How refreshing it was to
listen to an internationally
acclaimed fibre artist telling
of her flexible approach to
fibre structures. She is not
bound by any one technique,
making them serve her
purposes to create structures
of such significant content.
Thank you, Marlise, for a
thoroughly enjoyable
evening, your graciousness
in giving us your time after a
long journey. Also thank
you, Crafts Council of New
Zealand for bringing Marlise
to New Zealand and having
the foresight to recognise her
true worth.

This is what Crafts
Council is all about, this
cross fertilisation of ideas
and attitudes from one artist
to another, sharing their
approach and philosophy,
acting as a stimulation to
like minded people,
cementing the bond which
all crafts people from around
the world can feel in spite of
the language and cultural
differences.
Vivienne Mountfort

Fibre Art Exhibition
Dear Editor
I liked Campbell Hegan’s
“Soapbox" last issue. It does
take maturity to take
criticism. And also to give it.

I came away from the last
Fibre Art Exhibition at the
Fine Arts Academy feeling
disappointed. I asked myself

why? The standard of the
work was fine, finer than in
other years. And I could see
growing confidence and
developing themes amongst
individual artists.

But still I felt disappointed.
I realise some of this was

because I still remember the
thrill and excitement I felt at
the first National Fibre Art
Exhibition. It seemed to me
that all the embroidery and
knitting, sewing and
patching, lace, velvet,
wedding-dresses, ballgowns,
samplers, cushions, bags,
quilts, rugs and dresses that
had made up a constant part
of my life were finally being
taken out of the eamphor
chest, the chest-of-drawers
in the spare bedroom, and off
the top of the wardrobe. And
with each piece came its
history — stories of love, of
ingenuity, family customs,
poverty, jokes. And in the
first exhibition it all spilled
out into the open —— rough,
staggeringly varied, vital and
exciting.

And my sense was not
only of release from past
obscurity, but also of the
future. What would we say
now that we had a large and
serious audience?

My feeling from this last
exhibition is that we don’t
have much to say. That we
aren’t asking . . . What is
fibre? What can it do.2 Why
should we use it.2 Habit is
not enough, nor good
intentions. What do we
believe? What do we wish to
say? About fibre, about
ourselves, about our lives,
our country, our fears,
dreams, history, rage or
whatever?

Many major fibre artists
didn’t exhibit. Maybe they
were too busy fulfilling
commissions or earning a
living. Maybe fibre is moving
in such new directions that a
large, formal gallery is
already irrelevant as an
environment for it. Maybe
the prize money should be
higher, the awards more
prestigious, the selection
tougher. Some or all of these
factors might make a
difference.

But it hurts me to hear
dedicated fibre art watchers
and buyers say they were
bored and to have to agree
with them.

And it hurts me too
because I’m aware that the
first person I could direct
this criticism at is myself.
This year I haven’t answered
any of these questions. Have
you? What are your answers?

I want you to read this as
criticism, but only so that
you feel excited and
challenged to do more, take
more risks, to say truer
things more passionately.
More people than you realise
care what you create.
Lani Morris
King’s School Project

Dear Editor
In fairness to the numerous
people who worked on the
King's School project, I must
write to complain and
express my dismay at the
quality of publication of my
reference notes concerning
the project.

This project took three
years to put together and I
had a series of reference
notes. I forwarded them to
the Council office together
with photos asking for
guidance as to the areas of
interest the Council would
have in publication of an
article. From that I proposed
to ask one of my journalist
friends to write a suitable
article to convey not only my
appreciation of the
incredible support from the
hundreds of people involved
with the project, but to do
justice to and show the
overall beauty and success of
the project.

Mention must be made
especially of Margaret
Austin's work, teaching 120
mainly unskilled women to
make woollen cushion
covers over four feet long out
of New Zealand carpet wools
and most of the work all
done within a space of eight
months. Special mention
must be made of the beauty
of the Communion kneeler,
again made for hard use out
of New Zealand carpet
wools. This is a somewhat
unusual feature, as work of
this nature is normally done
with tapestry wools. As each
cushion took over sixty
hours to make, they
represent something like
eighty thousand hours work.
No acknowledgement was
made of the professionally
taken photographs by Sam
Cope, and I believe this
should be done. Finally the
need to clutter the article
with the comment that the
School was seeking money
for pews seems to me of
little value in a Craft and
artistic magazine.
Anne Gambrill
An apology has been sent to
Anne Gambrill. We were
unaware the article supplied
was not in its final form —
Editors.



Music is magic.
Once this was an absolute truth.
Consider the primitive hunter at

the end of his meal. He has cut a
hole in a long bone to suck out the
marrow. The bone of the animal he
killed that afternoon. Now he
breathes into the hole — to him
‘breath‘ and 'life’ are synonyms —
and the bone answers, a long, haun-
ting note. The spirit of the dead
owner of the bone? The hunter‘s
ancestor?

Magic in its pure, original sense!
Even now, in some parts of the

world, a woman may still be put to
death by her tribe if she touches a
sacred flute.

And even now native flutes are
often played in pairs, one male and
one female instrument.

Magic was the predecessor of
religion, so we still use music in our
churches.

Our present day instruments may
not be sacred, but they carry a high
emotional value all the same: seeing
your favourite violin get damaged
hurts far more, and for much longer,
than accidentally dropping your TV.
set.

With all this magical and emo-
tional background it may be hard to
believe that the craftsman who
builds those instruments is thinking
in purely physical terms when he
makes the following statement.

“A musical instrument may well
be the most nearly perfect box
anyone can make. The shape and
proportions of the space inside, the
characteristics of the space outside,
the hole connecting the two spaces,
and the shape, materials and con-
struction of the physical parts must
all be in perfect harmony."

In other words, the instrument
should be suitable for the acoustic
environment where it is to be played:
outdoors, livingroom or concert hall.
The airbody inside and all the other
parts should be able to resonate
together and must both be tuned to
a predetermined pitch in relation to
the main key of the instrument.
They must equally strengthen all the
desired vibrations. Not ‘vibes’ but
sound vibrations: tones and their
harmonics. It is largely these har-
monics or overtones, higher tones
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MUSICAL MAGIC

Aztec Flute. Leo eJKaren Cappel.

Leo Cappel, musical
instrument maker in
Auckland, writes
about the delights and
the problems of his
craft.

which are always produced with each
single musical sound, that
distinguish the sound of a flute from
a clarinet.

Sounds involved? It is even worse,
because the poor (or lucky?) craft-
sman must still have some feeling for
the old magic and he must also be a
musician.

Even as I write this, a parcel con—
taining some antaras is on its way to
a South American shop in Australia.
Antaras are a type of South American
native pan ute in pentatonic scales.
To be able to make those I had to
understand their music well enough
to audiolize the proper sound. I had
to be a good enough musician to play
them myself with the right techni-
que, otherwise tuning would have
been impossible. And I had to be a
craftsman to select bamboos of the
right internal proportions and den—
sities to match the sound. Hopeful-
ly the ex-South Americans in
Australia can now keep playing their
original music.

Most of the instrument builders I
know were already musicians before
they became craftsmen. Kathy
Newhook for instance was a superb
violinist before she started making
the viols she needed because of her
interest in early music, music which
should be played on viols rather than
on violins.

When Paul Whinray, the flute and
recorder builder, picked up one of my
bamboo flutes one day, it was as a
craftsman. But when he started to
play Bach on it, way up into the third
octave, the experienced flautist clear-
ly shone through.

I started that way myself too,
building the instruments I needed,
but which were not commercially
available. It was a long road though.
I would make a prototype, based on
descriptions, illustrations and
measurements taken from other in—
struments. Next I would learn to play
it and become aware of major flaws.
I would then make an improved ver-
sion and relearn the playing techni—
ques. Relearn, because one
automatically tends to compensate
for shortcomings in the instrument.
Gradually one begins to understand
all the many factors involved.

So far so good. First I only built the
instruments I needed myself, then I
started supplying friends, a music
shop, craft festivals. Some years ago
I went full-time, sole—source—of—
income. And had to learn a new
trade: business man. The combina-
tion of musician and craftsman had
been a logical one, arts and crafts
belong together. But business?

How does one reach the market
outside your own area? How do you
go about getting customs clearance
for overseas consignments? How to
draw up a balance sheet? We need let-
terhead paper, but how much? There
is a music trade association, but I did
not realise this until recently. Am I
still overlooking something? We now
need visiting cards for their coming
trade fair. Only our address will be
changing shortly, so I don’t want to
pay $100 for 500, even though that
comes to only 20 cents each. If I
make them myself, photographical—
ly, I can produce far more attractive
cards for $30 for the 100 I need and
save myself $70. Yet that takes time
and I am already working long hours,
7 days a week.

And so the questions keep piling
up.

Where did the old magic go?
It would be so nice to be just a

musical instrument builder, and
nothing more.

Leo Cappel ‘L
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Two makers of
stringed instrumenis
who live in the Huh‘
Volley

Neck of cello during production.
Photograph: [enny Pattrick

MALCOLM COLLINS —— VIOLIN MAKER

“You can have the most plausible theories about
acoustics” says Violin and Viola maker Malcolm Col-
lins. ”You can study wood thicknesses and Vibrations
but if you haven’t the gut—feel you might as well give
up]!

We are standing in his vast and rather chilly base-
ment garage. There is a workbench, some machinery
— not much — a small stack of wood and the skeleton
of a cello. At first glance it could be the
garage/workbench set—up of a moderately keen han-
dyman or woman. But as he talks, Malcolm Collins
reveals drawers full of exotic timbers, tiny hand—made
tools, ingenious measuring devices. This is no ordinary
workshop.

Malcolm Collins makes fine Violins and Violas which
sell from $2,000 to $3,500 each. He tries to find a word
that sums up the perfection he tries to achieve.

"It’s balance really" he says ”Every part of the instru-
ment in balance with the rest. You can get a feel for
it. When the balance is right you have a good instru-
ment.”

For this reason Malcolm always makes one instru—
ment from start to finish before working on another.

”I become involved in that instrument. I need to keep
that feeling for the instrument without a break or it
doesn’t turn out so well.” Collins violins and Violas are
made to last. "I am not interested,” he says “in mak-
ing a violin that will sound good tomorrow and be
played out in twenty—five years. My violins will be bet—
ter in a hundred years than they are when they’re first
made.”

Malcolm admits he could make the first sort — it’s
in the thickness of the wood. The thinner the wood of
the front and back, the more brilliant the sound to start
with.

”But it won’t survive if it’s thin like that. My Violins
have thicker, stronger wood. They take 3—5 years of play-
ing to realise their full tone.”

It seems that the instrument needs to learn to res—
pond to vibration.

“It literally shakes itself into a proper state of
balance" says Malcolm. ”After some years of playing
the wood seems to relax.”
European wood

The wood he uses is Balkan maple for the sides back
and neck and Balkan pine for the belly.

”I’m convinced" he says “that none of our own New
Zealand woods will do — at least for the belly. And the
instrument looks better if it’s of matched wood.”

80 Malcolm imports his pine and maple. It comes
in 1.2mm thick strips for the sides and is cut radially
in wedges like slices from a round cake for back and
belly. Two matching slices are glued together at the
thick end of the wedge and this is carved to form the
back or belly.

“European pine” explains Malcolm ”grows more
slowly because of the cold. See how close and even the M
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rings are.2 The thin dark ring is the slow winter growth;
the light ring is the spring growth. The strength and
resonance is in the dark rings and if they’re thin and
close together like this, the wood sounds good and is
strong and resilient. Our trees here grow all year round.
The dark rings vary in thickness and there is a wide
band of spring growth because the season’s longer.”
Making a violin

First Malcolm lightly glues blocks of willow to a flat
Violin-shaped mould. These blocks will strengthen the
side walls at certain points and later will be detached
from the mould to become part of the violin.

Next the maple strip is wet and curved on a hot metal
anvil (heated by blowtorchj. The curved walls are glued
to the blocks and held in the correct shape by the
mould.

Now thickening pieces — willow linings — are glued
to the wall edges to make a secure base for the back.

The glue is the traditional water soluble "horn and
hoof” gelatine based glue. ”In its lifetime” says
Malcolm, ”a violin will probably have to be repaired
several times. This glue is rigid when it’s set but can
be melted fairly readily if you need to take the instru—
ment apart.” He shows me an old violin he is repairing
— all instrument—makers, it seems, do repair work as
their bread and butter. On the neck, near the pegs is
a place where the wood has been cut and joined. This
shows its age. In Victorian times, when the pitch was
changed and standardised, many violins had to have
their necks lengthened so they could cope with the add-
ed string tension.

The next stage is to shape the back. Much of the
glued wedges of pine has to be cut away — first to make
the outline and then to shape the curved back. The
thickness of the wood varies from thickest in the cen—
tre t0 thinnest out at the walls. At first Malcolm used
to carve the arching and thickness by instinct.

“Then another Violin—maker — Ian Sweetman — per-
suaded me to take measurements of my most suc-
cessful instruments. From these, I’ve made templates
and I stick to that. I think my instruments are getting
better all the time.”

The template is complex, with many measurements.
The business of shaping the back and belly is com—
plicated. Malcolm has intricate devices and clever
methods for gauging the correct thickness. ”Smooth
gradation is very important”, he says ”so the Vibration
can flow easily.”

Malcolm glues the back on in one quick operation.
For this he usually goes upstairs into his warmer home.
The glue sets too quickly in his cold workshop.

Next the belly is shaped and carved in the same way,
with the F—holes handcarved with care.

”There’s no correct shape for the F—hole,” he says,
”every guarneri maker has his own style. Mine tend to
follow the guarneri pattern. This is the time — shap—
ing the back and the belly — that I get really lost in
my work. I don’t like to be interrupted then. The rest
pf the time it’s careful exact work — fairly routine real-
y'll

None of it looks routine to me, but Malcolm Col—
lins has come to Violin making from carpentry through
joinery and boatbuilding. His father and brother are
both woodworkers.

Now inlaying the purfling is demonstrated. The

l2

pur ing is a strip of wood and fibre or different COlOUJ’ed
woods that are inlaid all round the edge of the hawk and
the belly. It is not only decorative; the strip helps pre-
vent the beaded edge from chipping or cracking.

The last major construction is to cut and shape the
neck. .

”Then I start sanding," says Malcolm Collins. "1
dampen the wood to raise the grain in the final stages,
so the grain won’t stand up later when I apply the var—
nish. I have to be careful here because the glue is water-
soluble. The varnish must be many layered and hard
to withstand years of sweaty hands, but the neck is
traditionally left unvamished — just finished to a silky
smoothness — so the hand can slide on it easily”.
Selling

Upstairs Malcolm plays one of his Violas to
demonstrate the tone. He has always played a little and
this gave him the interest to make instruments. The
finished instruments look beautiful — mellow honey
coloured and each with an individual chin rest. This
particular viola has a cherry-wood one. Each instrument
takes about a hundred hours to make. The Violins sell
at a little over $2,000, the Violas from $2300 to $3,000.

”I don’t like making commissions,” says Malcolm,
”It doesn’t seem to suit musicians. They come, try out
one or two, take one home to try, and eventually — I
hope! — buy the one that speaks best for them. There
are a few good students — ones I know will look after
the istruments — who I get to play in the Violins and
Violas. They need a bit of playing all the time."

Ron Cragg, principal Viola of the Sydney Symphony“
Orchestra and himself a Viola maker found a Collins
viola ”magnificent” to play — a matter of some pride
to the quiet—spoken Malcolm.

It’s a good feeling to be making something you know
will still sound good a hundred years from now.

Cabinetmaking? Boatbuilding? No . . . I’ve found out
what I want to do — and this is it.”
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STEPHEN E-
GUITAR MAKER AANDuW

,1/

Stephen Delft is fairly new to New Zealand. He has
chosen to bring his considerable skills to this country
because he is worried about the way things are going
in Europe.

”As a result of the last wars in Europe”, he says "the
traditional skills in many crafts were almost lost. The
men who knew the skills were killed or were too old
to pass them on. And there were not enough young
men left to learn them anyway.

I have spent a great deal of time relearning forgot—
ten skills. Now I wish to practice them, and to pass
them on in a country where I feel that the instruments
I make and the skills I teach will survive.”

Stephen Delft‘s skills are many. His special area of
research has been the medieval lute but he makes all
kinds of guitars, classical and solid, he is something
of an expert with amplifiers, has written articles for
international music magazines, and is a folk songwriter
and performer on a variety of stringed instruments.
Stephen began to learn his skills as a child when he
repaired his own guitar, then those of his friends and
his friends ”big brothers”. A Saturday job in an elec-
trical workshop gave him the grounding for his exper-
tise in this area. He has learned skills from many well
known guitarmakers but he has learned more, he says,
from dead men. By studying and mending guitars of

Stephen Delft with guitar. Photograph: [udith Delft.

last century’s great guitarmakers — like Louis Panor-
mo, who made guitars for Queen Victoria, and by
reading and researching in the British Museum,
Stephen Delft has rediscovered techniques and skills
that had disappeared. He studied and later taught at
the Institute of Musical Technology Where he gained
his degree —— Graduate Member of the Institute of
Musical Instrument Technology.

When they came to New Zealand a year and a half
ago, Stephen and his wife Judith chose their new home
with care.

”We couldn’t risk buying an old house or a house
in an area of old houses, because of the danger of borer.
Stephen has brought a ten year supply of fine woods
which have been seasoning for many years. So we must
find a home with no borer and no risk of oods”, ex-
plained Judith.

Their home, on a hill in Upper Hutt, is not ten
minutes drive from Malcolm Collin’s place, and the
basement garage where Stephen works is remarkably
similar to the Collins’ workshop. Except that in this
workshop there is timber everywhere — Brazilian
rosewood, pre-war ebony, European spruce, Australian
stinkwood (”a beautiful ring but you have to get rid
of the smell first”) and imbuya. Imbuya is Stephen’s
particular discovery. It is a Brazilian wood, little
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known, which is grown round the edges of the
rosewood forests.

Stephen found a stack of imbuya selling cheaply in
an English timber yard. It looked interesting and
sounded as if it had a good ring. He tried it out and
found it excellent. It is a dark brown strong grained
wood with amazing variations in the grain even in the
same plank of wood. Delft guitars now often have im—
buya back and sides and other instrument makers —
some of them Stephen’s pupils — are using it too. One
of Stephen’s concerns, and one of his reasons for leav-
ing Europe, was that trees there are growing in a
polluted atmosphere. He has some stock of precious
pre—war wood, milled before pollution was a problem
in Europe. Now he is looking for good New Zealand
woods to start seasoning for when his own supplies are
used up.

Commissions
Unlike Malcolm Collins, Stephen makes nearly all

his instruments to order. He has a long waiting list and
some well—known performers among his customers. At
present he is making a beautifully inlaid guitar for Paul
Simon. Before he choses the wood, Stephen likes to
hear his customer play. Then he selects woods he

thinks will suit the performer. .
"For an international performer there are spflCl?11 PIO‘

blems” he says. “The guitar will be changlng from
climate to climate rapidly. The wood needs to be par—
ticularly stable and well seasoned so that it can res-
pond quickly. Some instruments I make for small
halls; others for amplified sound.”

He shows me a baritone guitar — a size and shape
he has developed himself. Tuned from C to C instead
of the usual E to E it has a rich full tone and suits the
range of Stephen’s own singing voice. Each of these
guitars represents 800—900 hours of work and sells for
$3,000 odd. Even for a craftsman this seems a low rate
of pay, but Stephen is obviously a perfectionist. I watch
him carefully chiselling the socket where the neck will
slot in.

"I would like some time on my own here, for a
while,” he says "to concentrate on making in-
struments. Maybe then I’ll do some teaching again.”

However he and Iudith now run a song—writing
group, and as I leave, a young man arrives with a large
amplifier which is malfunctioning. Stephen leaves his
chiselling and helps the young man plug in the
amplifier.

It seems as though the teaching has begun already.
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DEM guitar: Front — European Spruce, Back — Brasilian Imbuya, Neck —— Spanish Cedar, Fingerboard ~— Ebony. Photograph: Stephen Delft.
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THE ZILLAH
AND

ONALD
CASTLE
MUSICAL
TNSTPUA/TENT
COLLECTION

‘Where is New Zealand’s Musical Museum?’ asked
Zillah Castle in an article she wrote for the Listener,
21 February 1947. Prior to this time Zillah Castle, a
Wellington violinist and teacher who had studied in
Europe and had feasted on the musical treasures of in—
stitutions such as the Victoria and Albert Museum, and
her pharmacist brother Ronald, an accomplished
keyboard and wind player, had already collected several
seventeenth and eighteenth-century instruments with
the idea of playing the music of that period. However,
a holiday trip, including a visit to the Wanganui
Museum where they came across the first barrel organ
brought into New Zealand (which Ronald was able to
make operable on the spot), triggered off a lifelong in—
terest in collecting all kinds of musical instruments.
On their return, Zillah wrote the Listener article,
noting that instruments of historic musical value as
well as curios were to be found in the most unexpected
nooks and crannies throughout New Zealand. The ar-
ticle sparked great interest throughout the country and
donations of instruments began to arrive at their
Newtown, Wellington, home.

Thirty-seven years later, through their pioneering ef-
forts, they have developed the collection through pur-
chase and donation until with approximately 550
items, it has become the largest private collection of
instruments in Oceania and is included in the New
Grove Dictionary of Music and Musicians in the list
of the most important and largest modern permanent
collections.

Not content to have a collection merely to be ad—
mired visually, the Castles developed their musical
museum as a living entity and were pioneers in per-
forming and broadcasting early music, even before early
music on authentic instruments became fashionable
in this country. Their work caught the interest of
overseas early music groups and instrument makers.

Until recently, when Ronald passed away, visitors to
the museum, including many from overseas, were
fascinated, instructed and impressed not only by the
instruments and performances on them, the collections
of musical dolls of all nations, the early printed music,
the manuscripts, paintings and china, but also by the
Castles’ obvious love and dedication to building the col-
lection which, they hoped, would one day be accepted
by New Zealand as the nucleus of a musical instrument
museum, just as Alexander Turnbull had done in 1918
with his personal library.

Preserving a nation’s heritage is a prime responsibili—
ty. The collection includes many instruments brought
to New Zealand and used by the pioneers in their
homes, the goldfields, their social gatherings and chur—
ches, giving present and future generations of New
Zealanders tangible examples of instruments that
would otherwise remain to them mere pictures in
books or sounds on recordings (if ever recorded), and
insights into New Zealand’s musical and cultural life.
Not only for these reasons is the collection important
but it also provides opportunities to see at first hand
instruments from Western and non-Western countries.
The scope is as fascinating as the provenances and
histories of the instruments. There is a whistle used
for calling birds, a kemenche, a precentor’s pipe, a
pochette, a viola d’amore once owned and played by the
late Arnold Dolmetsch, a yang-gin; one could go on and
on.
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Above: Tenor recorder made by Thomas Stanesby Senior, London, ca. 1690.
Photograph: Alexander Turnbull Library, Wellington, New Zealand.

Among the rarities is a valuable Kirckmann harp-
sichord (1781), and beautifully-crafted Clementi forte-
piano (ca. 1789) which was donated by the Harcourt
family of Wellington and restored by John Howell.
Another fortepiano, made by Francis Clough of London
(ca. 1810), was literally rescued by the Castles who
discovered it being used to stand on to paint a ceiling!
Auctions and second-hand dealers turned out fruitful
but, most important, presentations of instruments from
throughout New Zealand revealed the interest and con-
cern for their preservation.

The provenance of their Stanesby tenor recorder of
which, Zillah says, there is only one other in existence,
is interesting. Originally used instead of an organ in
a church in Tamworth, England, it had belonged to its
Vicar, a Reverend Heath, who brought it to New
Zealand in an old oak chest. A family heirloom, it had
been passed down the eldest sons in the Heath family,
finally being given to Miss Delia Heath, a music
teacher, who presented it to the Castles. The recorder,
which dates ca. 1690, has star markings on each joint
which are those of the famous instrument maker
Thomas Stanesby Senior, of London. His recorders are
renowned as the ’Stradivari’ of the woodwind in—
strumets of the seventeenth and eighteenth centuries.

Articles about the recorder, published in overseas
journals, aroused considerable interest,- in fact the in—
strument was ’far more appreciated overseas than here’,
Zillah reminisces. Requests came from several noted
instrument makers for permission to reproduce it, but
the Castles decided to let a New Zealander have the
opportunity and Paul Whinray of Auckland was given
the rights of reproduction. Zillah remarks that Paul
received ’quite a cultural shock’ to realise he did not
have to go overseas to measure early flutes to reproduce
and that the Castles held an original Stanesby! His first
reproduction, made in 1982, was presented to the Cas-
tle collection. Zillah describes it as a very good
reproduction but which, of course, lacks the wood

markings of the original and that indescribable quali—
ty that only the genuine masterpiece has. Since then,
several reproductions of the Stanesby have been sold
overseas and interest in these continues.

The Castles also delved into old manuscripts, pain-
tings and sculptures to discover the delights of medieval
instruments. From their research they commissioned
reproductions such as liras made by Robert C. White
of Wellington.

To document their collections they have privately
published the booklets Old Instruments in New
Zealand, Wellington, n.d., Violin Variants, Wellington,
n.d., Instruments of Worship, Wellington, n.d., and Rare
Music Volumes from 1500 to 1900, Wellington, 1983.
They have kept scrapbooks of articles on the in—
struments and reviews of their concerts, have compil—
ed a card catalogue of the collection and over the past
months staff of the National Library have been
photographing the instruments and recording Zillah
and Ronald on tape, obtaining information that they
would uniquely know about the individual
instruments.

Now, however, the question is ‘What will happen to
the Castle collection?’ David McGill, in a series of fine
articles on the collections in the Evening Post, Iuly
1982, asked the same question. It now becomes crucial.
Zillah’s original question is still valid today. What an
embarrassment it would be to New Zealand if in 40
years time the question is ’Whatever happened to the
Zillah and Ronald Castle collection?’ Solutions are be-
ing considered but its fate is not yet resolved. There
are persons who would like to donate instruments to
the collection once its permanency is re-established.
And, if properly promoted, would not this cultural asset
be an obvious attraction for visitors to New Zealand,
assisting in establishing this country as a ’place of
culture’ and one that prizes its heritage?

Jill M. Palmer, Music Librarian, Alexander ’Ihrnbull Library

Below: First reproduction of the Castles’ Stanesby tenor recorder, made by Paul Whinray, Auckland 1982.
Photograph: Alexander Turnbull Library, Wellington, New Zealand.
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BOXES, HOCKNEY SULLIVAN
The Great N.Z. Box Show despite

its extensive media exposure and
popular success wasn’t what it could,
or perhaps should have been.

If this collaborative effort between
the Wellington City Art Gallery and
the Craft Council of N.2. could be
seen to be an attempt to narrow the
real or imaginary gap between Art
(Capital A) and craft (lower case) it
failed to do so.

In the Iune/Iuly issue Carl Andrew
commented:

“the craft media are now deman-
ding that they be taken seriously by
Public Museums and Galleries, by
critics and by collectors and that they
be accepted as forms of expression as
valid as Painting and Sculpture”.

Presumably Andrew is voicing the
opinion of many craftspeople and if
that’s so then the critical evaluation
of this exhibition as a whole, and the
individual contributions in par—
ticular is overdue, and should follow
as a logical consequence of that
demand.

With that in mind it becomes ap—
parent that seriousness of intent is
hardly enough, neither are the
countless hours of painstaking
labour spent to develop one’s craft, or
even total commitment should that
be responsible for the lack of
imaginative-lateral thinking.

Edward de Bono: ‘Lateral thinking
emerges as the concept of an im—
aginative free-wheeling, opportunist
(but low—probability) made of
thought in which fresh ideas, which
may well be simple, sound and effec-
tive, are often thrown up.’

Lateral thinking is thus contrasted
with the orthodox, unirnaginative
(but high probability) process of ver-
tical thinking, from which it differs
as a bus differs from a train”.

Lateral thinking as a mental pro-
cess therefore demands looking and
learning outside the confines of our
own particular medium.

The Box Show could have been a
showcase of ingenuity and inven—
tiveness, but at its best it was an ex-
hibition of achievement.

For instance, where were the en—
tries by our painters — our sculptors
— our industrial designers, our ar—
chitects, our engineers and last but

Bob Bassant, Tutor in
Visual Communication
Design at Wellington
Polytechnic looks at the
Great NZ. Box Show
and compares it with
two other current
exhibitions

not least the often surprisingly
sophisticated efforts by Mr and Mrs
Average?

It could be that publicity material
and invitations, although inviting
broad interpretations of the theme,
were misdirected and not reaching
the above mentioned would—be
participants.

One of the first lessons in this
business of communication is not to
define your target audience too
narrowly.

Publicity handouts, stating the
aims and objectives of exhibitions, at
the right place and the right time, are
crucial and often conclusive factors
in the pre-selection of, and decision
making by, prospective participants.

A second factor is the selection of
the judge, or judging panel, in this
case apparently an impeccable
choice. Therefore, exposure to a
much wider and divergent kind of
problem-solving mentality and a
range of resulting end products, could
have forced crafts people to look, and
hopefully learn, outside their own
confines of skill oriented endeavour.

Instead it was all too cosy in a mid—
dle of the road sort of way, little of it
was stimulating or thought-
provoking although a high standard
of craftsmanship was apparent in a
number of exhibits.

One could say the result of vertical
(high probability) thinking, the con-
ventional orthodox process.

Now, for those works to be ac-
cepted as forms of expression as valid
as painting and sculpture, we needn’t
go any further than drawing com-

parisons with two local exhibitions
on View at the same time as the Box
Show.

Drawing comparisons is valid in
View of the claims made by Carl An-
drews and for my premise that Art re—
quires among other things a leap of
the imagination and perception sad—
ly lacking in most of the works on
Show.

An exhibition by David Hockney,
the Cole Porter of ModernArt (Robert
Hughes quote not mine! ), was show-
ing upstairs in the Wellington City
Gallery.

As an exemplary demonstration in
lateral thinking translated into im-
ages, Hockney makes dainty little
leaps of the imagination with a sur-
prising agility. I say surprising,
because this British born whizz kid
of the "Bigger Splash” has been leap-
ing around since the early sixties,
with a minor masterly, multimedia,
authority.

His 20 etchings on show are from
a portfolio created in 1977 and are
based on Wallace Stevens poem “The
Man With The Blue Guitar” which
was in turn inspired by a painting
from Picasso’s Blue period entitled
"The Old Guitarist”.

Hockney’s real and imaginative
frame of reference is extensive, being
equally at home in Europe and on the
edge of the Pacific Basin, his in-
fluences are truly multicultural.

Hockney has the ability to
transform the familiar into the ex-
otic. A film shown during the exhibi-
tion had us looking at Hockney at
work where with a remarkable leap
of perception he virtually recreated
Duchamp’s “Nude Descending A
Staircase”, by means of photographic
portraiture.

Hockney does all this and much
more with wit and imagination, and
it is ecclecticism of this kind which
makes it possible for lesser creative—
ly endowed mortals to see the links
exposed, and seeing the links is what
lateral thinking is all about.

For a different kind of imagination
and perception and another example
of lateral thinking, a viewing of Mar-
tin Sullivan’s work at the Dowse
Gallery was an absolute must.

Martin Sullivan is young (21) home
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