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It s a fact that many cra/tspeople have dif culty selling their
work. It 's considered impolite to tell them that it 's_/'ust not very
good. that they 're aiming at the wrong market. the presentation is

no good. the price 1's not right. and that nobody really wants it
anyway. Too often, the solution is to offer an alternative market-
ing system. which doesn 't ultimately help the person 's sales. but

gives them hope/or a little longer.
One such alternative is the (Ira/ts Fair. There 's no doubt that

this system brings many benefits. The retailer can shop around
with great ease, members ofthe public can swap theprice of
admission/or the opportunity to see a lot of work in a short
space of time. The organisers have an interestingjob, with

probably a modest profit. The c‘i‘a/tspersoii has the
opportunity to be introduced to this potential market. but is it
worth it? The cost is an entrance/ea the expense o/‘travelling
7 sometimes a large distance. lost production time 7 maybe
up to a week, for what? The level o/‘sales is generally no
greater than can be achieved through a couple ofgood retail

outlets making their regular visits, and each taking no
more than an hour or two o/your time. Probably the sort
of shops you hoped to contact haven ‘t come to the/air
anyway. Let 's examine our existing marketing structure

be ore we undermine its effectiveness with an alternative.
Firstly, take a look at r Itail outlets and zero in on hat/a

dozen who stock the kind of work you aspire to make. Ifyou
don 't have the time to visit other centres. ask about. Everyone
knows something about good and bad craft shops. Look out
specially/or shops which travel to your area, Next. visit. or write
them a business-like letter. Convince them that your work is
suitable/or them and say whyyou think their shop will be good/or
you. Take samples. or send good photos.

lfyou 're equipped to set/from home. andyour sales area looks
good, advertise. There are plenty o/'_/'ree services you can use to

promote special events like open days. demonstrations. exhibitions
Community notices in local newspaper and radio exist in many
areas. (let a good card printed. have a nice sign outside and
down the road. Think. about the possibilities. Make your name

knownfurther afield. Exhibit in other centres. There are many
exhibitions everygyear which only require ajew pieces.

Instead of waiting to be o/fered sales opportunities. get out
there and lookfor them,
The most basic hindrance is the quality o_/'your work. If it 's

good quality. then there is a market/iv it. but you have tofind
it. Instead of asking arts and crafts organisations to help us
sell work. ask them to help improve the quality. It 's afact
that we have more than enough good craft shops, It ~s up to

you to produce better work to put in them.
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LETTERS

Dear Editor
I welcome Carin Wilson‘s an-
nouncement of the new
proposals for craft education. Yet
I find myselfdissatisfied with the
“stong orientation towards the
practical". (NZ Crafts. Spring
I984, pg 51.) This practical em-
phasis has been a failing, I be-
lieve, of the training available
hitherto. Listed. in order, are
these objectives:
“(1) a comprehensive knowledge
of manipulative skills;
(l)adequate design and graphic
skills" . . . Can these modest
aims foster the daring acts of im-
agination we need to vitalize our
work. down to the humblest
coffee mug or tablemat?

Nothing could be more “prac
tical" than architecture Yet we as-
sess the value of the built form,
of itself, as it satisfied criteria
other than solely functional ones.
The erection of truly great build-
ings does not begin with laying
the foundations. :

It is agreed that the strength of
the crafts is that they are rooted
in the mechanics of dayito~day
living. In former times, these
everyday realities were inte1=
mixed with other values; indeed,
we have seen how the material
culture of the Maori is inter
penetrated by spirtual meanings.
But in an industrialised, secular
society, when we choose a hand-
crafted article, rather than a face
tory product, we make a cons
cious aesthetic and philosophical
decision. We seek an object
which resonates at a deeper lev—
e1. The expression of those values
is a concern, in the twentieth
century. of art, and thus craft is
inseparable from art.

We should recognise this
necessary fact by locating craft
study courses in a variety of sit-
uations. including the art schools.
(The present vigour of jewellery
and the glass movement suffered
no damage from this policy.) This
would stimulate fruitful exchange
between disciplines, and offer an
expanded environment for
crafts but to isolate crafts
training in a segregated institution
tnust surely perpetuate an outdat-
ed and unrealistic schism be,
tween art and craft.
Joan Clouston
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Dear Editor
I am writing on behalf of the
Craft Teachers Certificate Com-
mittee in support of the Craft
College, following the article
written by Carin Wilson in the
latest magazine. It is certainly a
move that should have the sup-
port of crafts people, as individu-
als have been struggling for years
to reach a professional standard,
without any help from educa-
tional institutions. Considering
this, the standtu'd of present work
is surprisingly high, but it could
be improved so much with a col-
lege such as that suggested in the
article.

The (Z T C committee has
found that the technical assess,
ment of candidates work has
been the hardest part of our
course to organise. Many of the
weavers and spinners taught
themselves. and the standard is
very variable. It has been difficult
to set a satisfactory standard of
technical competence, and a
recognized course in a Craft (Zol-
lege would set such a standard,
and also give established weavers
and spinners something to meas7
ure themselves against. The C T
(I began with an awareness of the
lack of trained teachers in our
craft, and we feel that competent
teachers can be trained, once
they have the necessary techni—
cal skills in their craft.

1 was in Australia in May, as
winner of the (iuthrey 'l'ravel Art
Award. to study the teaching of
weaving and spinning in tertiary
institutions. and much of what I
learnt was covered in (Iarin's ar-
ticle. In Australia, the Universities
and Colleges of Advanced liduca-
tion do provide the crafts with
the leaders and innovators and I
feel there is a great need for such
a system here in N Z. In the fibre
field, which is the only one I am
familiar with, the N Z scene is
very ‘bottom heavy', with thotr
sands of hobby weavers and spin
ners. There are very few oppor-
tunities for these people to ad-
vance beyond this level. and
those who do, have usually done
their training overseas. This does
not help us to form a type of
weaving that is New Zealand in
origin, and with an ethnic N Z

background.
The Craft Teachers Certificate

course has now moved from a lo-
cal pilot scheme in Canterbury, to
a national course, supported by
the Woolcraft Society, and we
hope this move will add another
aspect and dimension to ()ur
craft. It does give qualifications
to those who aim beyond the
hobby level, and we feel this is
another step in improving the
standard of our craft.

If any further information or
support is required please let us
know.
Mrs Anne Field
Convener

Dear Editor,
On reading again Campbell
Hegan‘s SOAPBOX on criticism in
the-arts in thejlune-july issue 0s
Crafts, I feel spurred to putting pen
to paper, and adding some
thoughts.

Thank you Campbell for bring-
ing up the subject. Yes I agree to
some extent friends and fellow
artists can be very helpful, and
such criticism can bring marvel-
lous blessings ifone is willing to
accept the opportunity for
growth in one's work. The big
question is how can artists get in,
formed and sympathetic critical
opinion?

Constant reading in major art
journals prompts me to ask why
so much of today's writing on art
is seltlclelcating. It would seem
that there‘s an insistence that the
ambiguities ofour society he inr
posed on the naturally affirmative
and life—giving nature of the crea~
tive act. Only too frequently the
critics attitttde and analytical way
of doing things undermines the
creative process by attempting to
enhance their own importance.
Most I suspect are not aware of
how negative their influence is.
I wonder how many artists fall
under their spell. and clip their
own creative wings because a few
fast talking individuals (non ar-
tists) try to influence everyone
into believing that the qualities
that made greatness in the past,
no longer apply in contemporary
terms. And so we find artists, not
to be left behind, keep changing,
to try and keep pace with what
the critic demands.

Too frequently a critic is hood-
winked into identifying with
great and important works of art,
whatever is biggest, fastest , most
expensive or even most applaud-
ed. 1 have noticed when wandett
ing through many of the world's
great museums that contem—
porary works tend to equate with
power, volume and glory, bttt
lacking in quality, discretion,
ethics and morality. So often
works in all media strain to gain
the critics attention through
sheer size or sensationalism, and
are intended to stun or over»
whelm. I believe the critics are
largely to bltune for this, and have
succeeded in thoroughly mis-
leading not only the creators but
those who have come to see, to
learn and to appreciate.

The artist's talent is crucial, for
it is the spark that generates art

and gives it life, and must be
present if there is to be art. The,
ability to be true to himself and
to transmit his own sense of life
through form, line and colour is
the most precious thing an artist
has and it establishes his creative
identity. All techniques and
everything else about art can be
learned but not that. For a critic
to tamper with this, and so intimi
date the artist into curbing or
diverting his talent for purely
theoretic or nonarrt purposes is
the critic's ego trip.

For any artist's expression to
soar above the mundane it must
free itself from fashion often im-
posed by self-styled critics. Only
by retaining his integrity. is the
artist able to move, challenge or
inspire the viewer to see and ex-
perience more clearly than he or
she could before. To be of real
value there should be dialogue
between artist and critic, then
there is the opportunity of lifting
art above the merely ideosyncrat-
ic and self-expressive. To achieve
this i believe that artist and critv
ic must be fully aware of the
nature and limitations of their
particular contributions and what
constitutes a work of art.

We have artists in New Zealand
bursting with creativity and self—
expression, but where are the in—
formed critics who ttnderstand
their role. What one presents the
other confronts and examines.
and he should then return to the
creator for further clarification
and elaboration. it is rather a mat—
ter of attitude and humility on
the part of the critic. who could
be of immeasurable value. It is he
who could help art to become
more truly representative of the
full range and depth of our cul-
tures ideals, than would be the
case if left strictly to individual ef-
fort on the artist‘s part. Mutual
respect, understanding, integrity,
humility on both sides and above
all a real love ofart is what we all
need.

In Campbell Hegan's words
“Where are the critics"? may I
suggest that the Queen lilizabcth
11 Arts Council considers giving
substantial grants for the training
of art and craft critics. Part of this
training could be historical, some
practical, and the holding of
seminars and discussions,
together with the artists them-
selves. The development of a
sound partnership between artist
and critic seems to be an area
which has been given too little
encouragement, and the self
styled attention getting critic has
too often succec'led in profound
ly affecting Vi hat our artists
produce.
Doreen Blumhardt, C.B.E.

ow that the Council executive has been decided
for another year and l commence my term as
President I would like to share my thoughts about

some of the directions that we are likely to be taking in
the next year or so.

The single issue that‘s occupied more of the Council‘s
time and energy than any other in the recent past, is that
of education. Some recent initiatives with the Education
Dept are about to take a new turn. A short tim * ago. we
met with the Director—General, Bill Renwick, and the de-
cision was tnadc to hold a one day seminar with the ap-
propriate members of his department, to try and make
some real progress in the area of vocational craft train-
ing. He is certainly a fare of some of the dif culties that
we face and I believe he has a willingness to try to rectify
some of the problems facing those who are really serious
about pursuing careers as craftspeople.

The gallery has been receiving a lot of attention of late.
The improvement in both the. space itself and the works
on show have been quite dramatic. This is the result of
a lot of hard work on the part of the staff and the gallery
committee and a generally more rigorous selection poli-
cy, It‘s our resptmsibility to constantly promote the im-
age of fine craft and one of the most effective ways that
we can do this is by focusing on work of the highest pos-
siblc quality and showing it off for all that it is worth.

Another project which I hope will provide a focus on
excellence is the compilation of a register of selected
craftspeople who‘s work is considered to be of consistent-
ly high standard. As an adjunct to this. it is hoped to pub.
lish a book of the best of their work with information
on each craftsperson. Both of these are complex under~
takings and would involve the setting up of an indepen-
dent selection panel which would need to be widely
representative and fairly eclectic to properly and sensitive-
ly evaluate work in all craft disciplines. Any such register,
I feel, should be completely reassessed at least biennially.
I know that for some this concept will smack of “elitism".
i believe that it is just part of the, process of coming to
terms with excellence.

The marketing issue is a very complex one. What is
needed now, is a coordinated strategy that takes account

of our resources, which are stretched pretty thin right
now, and our priorities. I hope that, with some assistance
in the near future. we will be in a position to actively pro—
mote the best of N7. crafts at some selected venues in other
countries. I don‘t see us becoming involved in any large
scale marketing project in NZ in the immediate future but
I think that we do have a role in helping some ofottr more
geographically disadvantaged craftspeople. I think that this
is all part ofthe educative role that we should play in the
marketing arena.

Good comprehensive communication is ultimately the
reason for the Crafts Council existence. ()fcoursc we have
a responsibility to use every avenue available to promote
crafts and the interests of craftspeople amongst the pub
lie at large. But 1 sec tts as having a primary responsibility
to the members of the Council, to communicate with
them (you) as effectively as possible so that we may stay
properly in touch with the changing needs of our craft-
speoplc. To this end. the executive have a commitment
to getting involved in regional activity. The Christchurch
members have always been active as a regional body and
consequently their respresentation has always been a
strong one.

To keep everyone tnore current with our activities. the
office is now producing a newsletter between magazines.
(You may already have received the first.) llopefttlly. this
will also serve. in bringing the office and gallery a little
closer to everyone. This is your crafts centre and its.a bit
difficult for those of you who don't live near Wellington
to get a feeling of that.

Finally, whatever the executive‘s commitment to com
munication is, the very best kind of communication is a
two way active process. It is not passive. The more of us
that participate, the better. You‘ve got this wonderful maga~
zine. Why not use it to communicate? Maybe you don't
think that it‘s so wonderful. Why not write and say why
you think that and what you‘d like to see. Maybe you could
get really involved in the setting up of a regional group?
Whether to be a participant or just an observer is a choice
each individual makes. Ultimately though. it‘s that level
of active participation that will determine the real vitality
of the Crafts Council.
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POLITICS
Campbell llegan, Carin Wilson and john Schiff called on
several Ministers in October as a means of introducing the
Crafts Council and discussing specific issues of concern. The
major points coming from the meetings are as follows;

The Minister for the Arts —- Hon Peter Tapsell
The Minister heard our concerns on a range of topics relat~
ing to the crafts and asked for us to provide him with detailed
papers on Craft Education, the Sales Tax regulations, Crafts
and 'lourism. organisation of the arts and ways in which the
Government could encourage art/craft in public buildings.

The Minister explained that while the Government is un-
able to make any major financial concessions at the present
time, it was the wish ofthe Government to see that arts play
a bigger role in New Zealand Society in the future and that
he intended to work in that direction. The Minister is con»
sidering calling a meeting sometime next year of representa-
tives of organisations involved in the arts.

Minister of Customs — Hon Margaret Shields
in response to our request that certain aspects of the Sales
”lax regulations relating to the crafts be reviewed, the Minister
suggested a restructuring of the Crafts Council so that craft»
speople wanting exemption under the sales tax regulations
would be required to be members of the Crafts Council and
accept a formal Code of Conduct. She said there had been
allegations of craftspeople breaching the Sales ’litx regulations
and considered it important that the Crafts Council play a
role in helping to ensure that the regulations are adhered to,
iler suggestion was discussed at the Executive Committee
meeting and the Executive considered such a proposal
whereby a small committee comprising representatives of the
Crafts Council, the Customs Department and the Manufac-
turers Federation or Chamber of Commerce be set up with
two major functions;

1. To investigate allegations of breaches of the Sales Tax Regu-

lations by crafti-ople
To consider exceptional applications for exemption from
licensing under the Sales 'lax regulations from craftspeo-

ple wishing to expand their operations beyond the level
allowable under the regulations.

[v

The Executive agreed that this proposal would not only
help to allay the fears of the Minister of Customs that the regu-
lations are being breached. but it would also offer an oppor-
tunity to expand production by those craftspeople who are
up against the $30,000 ceiling. This proposal has now been
conveyed to the Minister and we are awaiting her reply.

Minister of Employment — Hon Terry Burke
The Minister reflected Margaret Shield‘s concerns about
breaches of the regulations and considered this to be an is-
sue that needed urgent attention. He heard our views on the
potential for employment of the crafts area and asked the
Crafts Council to follow up on suggestions for employment
in the crafts.

.4

Minister of Trade and Industry — Hon David Caygill
The Minister gave a sympathetic hearing to our concerns
about the marketing of NZ crafts and expressed optimism
about the potential for the export of our top quality crafts.
in developing a project on crafts marketing the Minister sug
gested that the Crafts Council approach the Development
Finance Corporation for assistance. He invited us to contact
him again in the event that the DFC were unable to help sup-
port a craft marketing project. We will be meeting with the
DEC shortly.

The Minister of Overseas Trade and Marketing —— Hon
Mike Moore
As a means of facilitating the export of NZ crafts, we ex~
plained that the Crafts Council could play an important role
by bringing together selections of top quality N7. craft which
could be sent to a limited number ofspecialist trade fairs over—
seas. The Minister was sympathetic to the idea and suggest—
ed that we develop a detailed proposal for discussion with
both himself and the Minister ofTrade and industry later this
year. We agreed that we should aim at having a selection of
NZ crafts at an overseas trade fair in 1986.

We also called on the Opposition Spokesman on Arts, Mr
Douglas Graham. Mr Graham asked to be kept informed of
our activities and was interested to find out more informa—
tion on employment in the crafts. He also suggested we con-
sider the viability of holding an annual crafts exhibition either
of New Zealand works or possibly works from the South l’av
cific region as a whole.

CRAFT EDUCATION
The Director General of Education. Bill Renwick, agreed to
meet with Campbell liegan, Carin Wilson and john Schiff
to discuss craft training. it was a [xtrticularly fruitful meeting
and led the way to co-operation on the development of a
comprehensive programme of vocational craft education. Bill
Renwick suggested that the Crafts Council Education Sub-
Committee spend a full day together with the Department
of Education to thrash out areas of differences in our ap
proaches. The Education Department have agreed to bring
the sub—committee (Carin Wilson, Campbell ilegan, Carole
Davis) to Wellington for a meeting on 27 November. in the
meantime the sub-committee has finalised a detailed proposal
for a craft training institute and has sent it to the Education
Department for their consideration. The Director General was
hopeful that we could get a policy before the government
in l983 for implementation beginning 1986.

At a meeting with the \l)cational Training Council, lnter~
nal Affairs, Education Department and Maori Affairs it was
suggested that we employ a research assistant to help the Edu-
cation Sub—committee develop its proposal, interview craft-
speople about successful programmes that they have been
involved in overseas etc. The Department of internal Affairs
will provide a salary for the research assistant, VTC will pro~
vicle accommodation and expenses, the Department of Edu»
cation will y the person to the meeting in Wellington, Maori
Affairs will send officials to Auckland to meet with the Edu-
cation sub—group at a suitable time — happily. everyone seems
to be coming to the party!

CRAFT MARKETING
A number of organisations were invited to submit proposals
for a craft marketing project and these were due by the end
of October. We will then carefully analyse the proposals and
bring together the most suitable means of getting the craft
marketing project under way.

NEWSLETTER
The first newsletter completed mid November has hopeq
1y helped till the information gap between issues of the maga—
zine. We are looking to a greater input of information from
members for future issues of the newsletter. The second is
sue will be with you late january.

CORPORATE MEMBERSHIP
As mentioned in the newsletter we signed up our first Cor—
porate Member, General Bills Ltd, in September We will be
approaching other potential corporate members soon. in the
meantime we are asking craftspeople to provide us with slides
of works which could be suitable for display in Executive
Suites under the Corporate Membership scheme.

CRAFTS COUNCIL ACCOUNTS
For the past three years, Hazel Mofiitt of Kirk Barclay & Co,
Chartered Accountants, has looked after the Crafts Council
accounts and prepared the annual financial statements. She
has decided that it is now time to hand over this rather oner—
ous task. We will now do the basic accounting work in the
office and are in the process of setting up a new accounting
system so that we can have greater control over the budget
process. Hazel has put an enormous amount of effort into
our accounts and we are very grateful for her time and com—
mitment — many thanks Hazel.

Many thanks too, to Kirk Barclay 8; Co, for providing
Hazel’s services at very favourable rates.

At the satne time, our auditor, john Kerr has decided to
stand down and we are now looking for a replacement audi-
tor. john has been the auditor since the early Crafts Council
days and has seen his task grow from a simple and quick one
to a very much more time-consuming job, given the growth
in the activities of the Council in the past few years. He has
put many hours of his own time into the audits, usually Ltir
der considerable time-pressure because of the need to have
the accounts finalised in time for the Annual General Meet-
ing. Many thanks john for all your help.

CRAFTS COUNCIL GALLERY
The gallery has formulated its exhibition programme for
1985. it will be in two parts consisting of 4 major exhibi-
tions interspersed with media focus exhibitions.
February Focus on Silk
March Focus on Porcelain
April 16 — May 5 Maori In uence‘
May Focus on Glass
june 4 — 21 Woodward“
june 8: july Focus on Btmefjade/Shell
Aug 6 -— 25 Firing —— Pit, Anagama and

Raku“
Focus on jewellery
New Faees‘

November Focus on Bold Imagery
December Christmas Crackers
“ denotes major exhibitions; others will be small exhibitions
with a variety of stock on sale at the satne time.

September
Oct 1 - 18

Crafts Council Members are invited to participate in both
the major and focus exhibitions. in all cases a selection poli—
cy will be maintained to ensure only highest quality work
is displayed. Those wishing to participate in exhibitions can
do so by submitting slides with details of the work or by sub-
mitting the work itself. Focus exhibitions will show a range
of work in the named medium and displayed with com—
plementary work currently in gallery stock. The major exhi—
bitions will be wider ranging, occupying all the gallery space,
with a major opening function featuring an opening speak-
er and more comprehensive media coverage.

“Maori influences" will include craftwork of both tradi—
tional and contemporary forms, style and techniques. Non-
traditional Maori craft such as pottery, which uses Maori mo-
tifs designs, or patterns in a sympathetic and sensitive form
will be considered as will work which uses traditional tech
niques such as weaving or carving to create contemporary
work.

"New Faces’ is an exhibition to encourage craftspeople
not yet fully established on the crafts scene. it is open to craft—
speople who have not had a solo exhibition in any of the
main centres and is especially aimed at those who have re-
cently completed a full—time tertiary craft or design course
or apprenticeship.

Although no “regional" show has been scheduled for 1983
any region wishing to organise an exhibition of the work
from their area may approach the Gallery Management Com-
mittee with a suitable proposal.

1

New Executive 1984/85
Back row Left to right:
Colin Slade, Gavin Hitchings, Anthony Williams, Fiona
Thompson.
Front row: Noel Gregg, james Walker, Carole Davis (Vice
President), Campbell Hegan (President), Lani Morris (Vice
President), jenny Shearer.
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Dee Wilson profiles David Kelly,

bczsleelmaleelt who mat/«es bis [ms/eel—
zcarefrrmz willows grown and pre-
pared on bis 01w] farm.

David Kelly, is one of only a hand—
ful of willow basket makers in the
southern hemisphere and should be
producing'all the articles he makes
from willows grown on his 16 acre Ka—
hutara farmlet in south Wairarapa by
next winter.

Already about one quarter of his
furniture is made from his own willow
stock. For the rest he uses imported
willow from England.

Since establishing his willow basket—
making enterprise in Kahutara, two
and a half years ago. David has plant-
ed (),()()t) willows and he feels the ex-
tra work is well worth the effort.

Although he probably won’t be able
to produce articles any more cheaply
than he does using imported willow.
he has no doubts about the venture.

“My affiliation has always been with
the land and this means I can combine
the two things, It also enables me to
guarantee the quantity and quality of
the willow I work with.”

The varieties he grows are specifi—
cally suited for furniture making
which is taking up more of his time.

“The smaller things must be done
sometimes. but 1 would sooner work
on a piece that takes one day to a week
to complete than make three to five
things a day." he says.

CHAIRS
Crafting chairs enables Wairarapa

basketmaker, David Kelly, to put his
basic philosophy of wanting to “build
articles from the land" into practice.

The most popular of the larger
items are chairs. David has six main
designs and “a million variations" on
these themes.

“it's like having five different types
of mug or bowl but within that range
each one is different.”

He says the concept of building
chairs from basket willow is different
in almost every way from building in
a material like timber.

“When building a wooden chair
one cuts all the pieces of timber first
and then assembles them to form the
final product,

“This often leads to square shapes

6
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because wood basically comes in
straight pieces.”

In contrast, the basket willow when
wet, is so flexible that a chair can be
made to almost any shape imaginable.

“I find that the round shapes are the
most sympathetic to the material and
the individual, as with the human
form some shapes are more well
rounded than others!"
Another difference is that the chairs are
constructed painstakingly inch by inch
rather than being assembled from pre
cut pieces.

Because the chair is built this way,
the final shape and size is not evident
until the final rod is woven in. Only
then is the surplus material cut off.

lie/01c and opposite.-
l)m'id Kelly. Imskemmkc): in
one o/‘bis u'illou' chairs.

[ ’bologm[”1v;
.llicbael Lang/bro]
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Most of the chairs are built in this

order: seat, skirt and top. The seat and
skirt are made upside down and the
chair is turned over to put on the arms
and back.

David uses no framework at all and
the strength of the chair relies solely
on opposing stresses inside the weave
rather than on nails or glue.

The lack of frame means the chair
will bend and retain its resilience.

Another building method he uses
involves making a complete tube with
the back a lot longer than the front.
This rather unusually shaped tube has
the seat slung in last — the reverse of
the first technique.

According to David the beauty of
the chairs is that they can be designed
to fit individual needs. For this reason
most of his furniture is made to order.

()ne design is even recommended
by a New Zealand doctor for patients
with back problems because of its
good lumbar support.

David’s designs are either strictly
traditional, his own design or a mix-
ture of the two.

Two of his patterns are based on the
concept of Edwardian wicker chairs.

Preparation is vital to the success—
ful completion of the chairs,

Everything is a matter of forward
planning, from designing the piece of
furniture to preparing the willow to
ensure the rods are all read} at the
same time.

“You must know exactly where
each rod starts and finishes before you
begin.

“Basically it‘s a numbers racket and
this means you are always counting
the numbers of stakes and uprights."

David says being self taught has
meant having to throw away thou—
sands of dollars worth of furniture.

“The chairs cost anywhere between
$250 and $500 and you can‘t really
repair a mistake once it’s woven into
the lattice work you just can‘t get it out
so must start from the beginning
again.”

Getting the willow rods prepared at
the right time also involves forward
planning.

“Some are soaked for three to four
days and others for two days and they
must all be ready to work with at the
same time.”



Oncework starts on the chairs it
must continue before the willow dries
out.

The intricacy of the work and the
concentration required make it very
demanding, David says.

“Chairmaking wears me out,not
from boredom
but from con» '
centration, be-
cause you just
can‘t afford to
make a mistake,“

Demand for the
furniture 7 espe-
cially chairs 7 is
constant and
heavy.

David feels this
is because the
chairs are de»
signed for each [VJUIUgI'll/M),/")'l!}1L?/':]j/t’
person and because. people like
their lightness and durability.

“An important aspect of their high
acceptibility comes from their exr
treme lightness. Although they're light
enough to blow away in a decent
wind 7 a chair can weigh as little as
four kilos 7 their very lightness allows
people to be much more flexible with
living arrangements, and one family I
know of follows the sun around the
house during the day by moving the
willow furniture to the appropriate
places.”

THE WILLOWS
\X'hen he is not working on

basketry. his time is spent husbanding
the willows.

The trees which grow on the river
bank are thriving and the rural at—
mosphere and landscape of the district
7 particularly the river — have had
a similar effect on David.

“The fact that the chairs and baskets
i make are products from the land
makes the whole thing very worth—
while for me, and if it wasn‘t for this
I would probably build from some
material that didn't require so much
preparation or time as the willow.”

'I'he willow cuttings are planted at
close spacings which then grow
straight unbranched shoots to reach a
height of up to eight feet The rods are
cut at ground level and processed each
winter in one of two ways according
to the product.

In the first method, cut rods are
stood in permanent running water un—
til spring and then stripped of their
bark. This gives white rods which are
used for items like basinets and wash—
ing baskets.

The second method is more corn—

8

plex and involves boiling the rods in
an open vat for about three hours. The
rods 7 still warm from boiling 7 are
then stripped‘yielding a rod of a buff
colour. Both kinds of rods are then
graded into different heights and sun
dried before being used.

Today. David is almost completely
self—sufficient, and with the installation
of a boiler just after Christmas will
have all the facilities necessary for
processing and stripping the willow.

Of the twenty varieties of willow he
has planted he presently uses a mix—
ture of four in his chairs, depending
what characteristics he wants from
each rod.

“Some are stronger but less flexible
and some of the strong ones aren’t
smooth enough and can't be used in
places where you don’t want clothing
like stockings to catch"

While the different varieties of wil-
low are used more for their strength,
visual texture is dependent on the
weave, for example, fitching, randing,
waling and plaiting.

According to David there is a whole
world in plaiting.

An old Frenchman he knew once
said that there were only 100 plaits
that he knew of!

David normally uses about five
different plaits in one chair.

Originally from a farm in Methven.
Canterbury, David first became in
terested in basketmaking and rearing
willows while he was working in Wel~
lington after attaining a Masters Degree
in Agricultural Science.

Although he read extensively about
growing basket willows and continued
trying his hand at basket making he
did not become involved in the craft
fullrtime for several years.

After a chance meeting with one of
the country’s oldest basketmakers in
Christchurch, David obtained some
imported willow stock which he grew
on family land at Methven.

ln 1978,‘he shifted to Wellington
where he and several other craftsmen
worked in a crafts shop cooperative.

.’ “hi -_ \“

One of the major problems he faced
then and still faces was the lack of
other basketmakers to talk with and
consult about the craft.

On these grounds he managed to
obtain a rare Arts Council grant to
study basketmaking and willow growr

.. . ing overseas for
eight months.
This proved to be
a big break
through in his
career.

In England he
spent some time
around Somerset
working on the
willow farms and

, the “withies” —
U basket willow.

7.. ' ' “We‘d go into
the fields with the old hands, armed
with cider and bread and it was here
that I gathered valuable information

He also spent four months in France
in Villaines IE3. Rochers in the Loire
Valley living with a French basketmak—
er and his family.

“When I entered the village I
couldn‘t believe the vast number of
basketmakers and baskets I saw.”

He says the quality of the baskctry
as excellent and the practical ex—

perience of working in the village was
invaluable.

“In the end I just had to come home
because I was bursting with
knowledge that I had to get out of my
head and put into practice.”

On his return he left the co—
operative and bought land in
Kah u ta ta .

David says his biggest drawback still
is the isolation of the craft.

“Two English basketmakers called
earlier this year and I realised after-
wards that it was the first time for ages
that I‘d actually used words associatr
ed with basketmaking — only because
there is no one else to talk with about
the craft.”

So, does he feel he is still on the
right track?

“I think the right track is whether
you’re driven by the dollar or by ar-
tistry. and for me it has to be a combi-
nation of the two because at the end
of the week I have to think whether
1 have enough money to pay the
mortgage.”

David can see a lot of potential in
the chairmaking and still has many
things he is keen to try.

“Most of the chairs I'm making at
the moment are designed for sitting
upright and 1 really want to make
more things for lounging on like the
chaises longues,” he says.
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CHAIRMAKER
CRAFTSIVIAN

Colin Slade has been a chairmaker for nineteen years.
He says his most important concern is to be a chairmak—
er rather than a craftsman or artist. His chairs must have
fitness for their purpose 7 to be strong, comfortable and
look good. The comfort aspect is simple he says. Humans
have curved bodies and where a body comes in contact
with a chair it must have a curved surface. Colin says
when he has a new design he can‘t wait to get it standing
and try it out (his working ‘from the seat of his pants‘
technique).

Colin began his chairmaking in a four year apprentice-
ship in High Wycombe, England This was an apprentice—
ship into industry but it happened to be a firm produo
ing high quality limited production furniture

As time passed Colin says he realised the special aspect
of this firm — even at this time few firms were making
high quality furniture with a high hand content

Most of the work was in reproduction furniture 7
Chippendale etc. ‘fine chairs but two hundred years old
in design terms'. Colin remembers particularly that his
teachers who were so accomplished, considered them-
selves more tradesmen than craftsmen and seemed una—
ware of the special nature of themselves and their skills.

After working for five years in High Wycombe (Iolin
tired of being inside and took a job on a farm, but winter
came and he was back working in furniture 7 this time
in London, for a firm of antique restorers who also did
high class cabinet work for the ‘nobility and rich Ameri»
cans‘. For the first time he was working on his own as
a chairmaker which he found interesting and demanding.

In London Colin met some New Zealanders and decid»
ed to come out for a while. He spent a couple of years
as a herd tester in the North Island 7 but he'd brought
his tools along and was doing repairs and small jobs in
his spare time.

Then in 1976 Colin came to the South Island for a visit.
He couldn‘t find a job but there was a vacancy for some-
one to do ‘old English Furniture’ in a craft co-op in Christ-
church. Six months there was enough to revive his in—
terest in chairmaking. Colin set up his own workshop.
At first there was a lot of repair and restoration work (out
of necessity) but gradually a trade developed

Initially Colin had to adjust to New Zealand timbers.
He tried using pine with the result that the first three chairs
cracked and one ended up being thrown against the wall
in disgust. After this he tried native beech which he found
far superior. These days Colin uses mainly English hard—
woods locally grown — ash, oak, English beech, walnut
and native beech.

He chooses these timbers for their strength as, “A chair
has to accommodate a human being: all the stresses of
weight, leaning back and so on, so whatever the thing
is to look like, it has to be strong. The visual or aesthetic

\l’ ’mlsor A r‘mc/e — Ash/Nance Ii’eecb
l’bnloltgmpli “I’ll/fan] Wallace
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aspect is dependent on the choice of grain. Elm for ex—
ample has a very prominent grain and suggests an earthy
appearance whereas beech is more subtle and suits a more
elegant form.“ w ‘

Colin considers that his present “cottagey” style of fur-
niture is well accepted in New Zealand as it fits our open-
air. casual liferstyle. He is making the kind of furniture
he likes # something you can, “come in from the garden
and sit in without having to change your pants.“ He wants
his furniture to be used and enjoyed. “Seeing people get-
ting pleasure out of what I make. seeing them recognise
something a little hit different and really appreciating it,
that‘s the ultimate satisfaction.”

He has a range of chairs which he changes from time
to time. These are not specific chairs, more of a feeling
or style 7 each set is a little different from the last, Some
of his range are his own designs and some are English
traditional. Colin says he is moving gradually from pure»
lv traditional designs to his own interpretations His taste
is for simpler, clean lines — rather than the richly adorned
chairs of his apprenticeship.

Colin also makes tables but considers them incidental.
as complements to his chairs. He considers the chairs
much more interesting to construct, their complexity of
angles and profiles posing welcome challenges.

(Iolin is one of the founding members of the (Tantelt
bury Guild of Woodworkers. l'p until his involvement
with the Guild (beginning in I978) he says he didn't real»
lv consider himself a “craftsperson”. The Guild, there»
fore as well as being a valuable source of contacts and
shared wood supplies, stimulated his interest in his own
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craft and prompted his involvement with the Crafts
Council.

Another one of Colin’s ventures which he considers
important is the Alternative Furniture Show, held in
Christchurch at the end of May for the last two years, He
sees this as a way of bridging the gap between homemaker
and furniture maker. The big problem he sees is that craft—
speople may have wonderful skills but so often find them»
selves quite separated from the real market. “Your typi-
cal craft patron comes from a fairly narrow section of so-
ciety 7 which is bad for craft and not particularly good
for society either,” says Colin. “lf craft is of value to so-
ciety, and I believe it can be, then it‘s important that it
reaches the whole of society, And there is no good rea-
son why it shouldn’t.”

After all, Colin points out, What he is making is just an
everyday product, the only difference between his own,
(or any other craftsperson’s) product and a factory
product is that it‘s made by a person rather than a machine
and (hopefully) is better designed and better made,

(Iolin wonders about the current trend for craft objects
not to be functional but to be artistic or, ”make a state
ment.” He believes that craft is a tradition whatever its
exponents think, and not primarily an expression of our
culture today. He suggests that craft is in fact a protest
against that culture. “A sort of refuge if you like. from
the high-tech jungle out there,” he adds.

And what of his own stance? Is he making statements
or simply taking refuge? “Me? I‘m just making things to
sit on, that‘s all.“

Holly Blair
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IRON MAN
Noel Gregg is an uncompromising

craftsman. A note at the front of his
photographic record bluntly informs
would-be customers that he will only
do craft work and only to his own
designs.

“Some people will take on any old
thing to earn a crust,” he says. “I
won’t do that and never have done
since the day I set up on my own.”

Noel is a blacksmith. One of an in—
creasingly rare breed in New Zealand.
I ask him why there are so few.

“It’s strange, that,” he says. “Over—
seas it’s the fastest growing craft in the
world. In the United States, there are
thousands of them. Here we need
some kind of stimulus, I suppose, to
get us going. . . someone coming here
from outside to stir up interest."

Noel Gregg seems to have managed
pretty well without much outside
stimulus. His fine dramatic gates,
weather vanes, screens and church—
ware are installed all over New
Zealand. His designs in forged iron are
serious and alive, deriving from plant
and animal forms.

“That's my Celtic background,"
says Noel. “All over the world you can
see the Celtic tradition in ironwork 7
in Austria, Ireland, America, here with
me. A free style based on plant forms.
The Iinglish style is ornate and formal.
The modern German and Italian
schools are strong and heavy 7 using
the power-hammer to get a beaten
textured look.
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Not manyNew Zealand craftspeo-
ple have a formal apprenticeship. Noel
is one of the most thoroughly trained
craftsmen I know — as far as his skills
that is. His design training he’s had to
do himself. Noel spent S 1/2 years ap—
prenticed to a “touglr Scottish black—
smith” in Culberden near Hamner.
For 1/2 more years he worked in the
forge doing every kind of agricultural
ironwork. His apprenticeship trained
him in blacksmithing, agricultural en-
gineering, as a wheelwright, a farrier,
(including a bit of veterinarian work)
a coachbuilder (horsefloats and that
sort of thing) ploughsmithing and a
certain amount of drainage work.

“We did everything,” says Noel.
“And whenever I had time of my own
I made my own designs. There‘s a lot
of crazy gates around Culberden."

Sixteen years ago, Noel left all that
behind, came to Christchurch, and set
up his own smithy in the Artists
Quarter. He was a founder of this craft
cooperative and has been central to
it ever since. From that day he has
adamantly held to his decision to stick
to craft work exclusively.

“Nobody wanted handcrafted iron—
work in those days,” he says. “I had
to bloody browbeat them into accept—
ing my work.” I imagine Noel, in his
leather cap and apron and his black
singlet laying into the people of
Christchurch with his forging ham»
met. “I carted armfuls of my pokers
round shops; I put letters in people‘s
boxes; I looked for public and private

.3”, 1 "9. ,i .wrwd-Esvh ‘ kx'mik

Iron Gate

spaces that needed gates and iron-
work and suggested to the owners I
was the man to do it. It worked all
right. I’ve got steady commission
work on my books now.”
COMMISSIONS

All of Noel's work is now either
commissioned or for exhibition.

“I take pride,” says Noel, “in being
able to design work that will suit the
customer. He or she comes into the
forge and after a few minutes of talk
I reckon I've got them summed up
and I can make a gate or whatever that
both of us will like."

One of Noel’s garden gates sells for
around six or seven hundred dollars
up to a thousand or more as the work
becomes more elaborate or the space
larger. Well known gates around
Christchurch are the ones he made for
artist Philip Trushum and the recent
garden gate for architect Miles
Warren.
BLACKSMITHS’ CONFERENCE

In 1980 Noel Gregg received an
Arts Council grant to visit the first
World Conference of Blacksmiths.
This event, organised by the British
Crafts Council, attracted blacksmiths
from all over.

Noel Gregg, li/zlcksmi/b. xlr/is/s Q/mr/w: Chris/church. I‘lm/ngi‘u/i/i. (flew! Hush/hum

“From Africa, Czechoslovakia,
Japan 7 me from New Zealand 7 it
was an incredible mixture. Some of
the work I just don‘t relate to — like
the Japanese work 7 there’s a lot of
blacksmithing done in Japan but I
don’t get on their wavelength as far
as design goes. But being as I am here,
more or less on my own, it was in-
teresing to find out how I stood up.”

He stood up pretty well it seems.
“I’d been well taught. I was as

skilled as any. In design I related well
to the Celtic school but it was really
interesting to see the different schools
and trends.”

Another aspect that interested Noel
was that the “signals” of the trade —

the signs one blacksmith makes to
another when they were working
together and needed assistance 7
these signals were absolutely interna—
tional. He could work with an African
or a German and not understand a
word of the language but communi-
cate accurately by hand signs.

I asked-Noel how this “language”
might have spread.

“I don’t really know,’ he says.
“Perhaps it all originated in middle
Europe with the gypsies, and spread
as they travelled.”

For all his fine decorative pieces,
Noel uses iron. Today, it seems, near—
ly all blacksmiths use mild steel.

“Iron is slightly harder but it be

,

haves beautifully. Some things you
just can‘t do with steel. The trouble
is they don’t make iron any more. The
process is too expensive and labour
intensive. Back in 1973 Noel pulled
off a well planned scoop. He heard
that the last foundry in Britain mak-
ing traditional iron was closing down.
This was before the recent boom in
craft blacksmithing. Noel negotiated
to buy the factory’s whole stock.

“I pulled it out under their noses,”
he says with his quiet grin, “and
shipped it over here. This lot,” he
waves his hand at a wall stacked with
long black rods, “will see me out I
reckon. Overseas, now, they treat this
stuff like gold. You just can‘t get it.

l5



Except on the rubbish dumps of
course. If you‘re prepared to look for
it, there‘s all the material you could
want on the rubbish dumps of the
world.”

ARTS STUDENTS
This year Noel Gregg has turned art

lecturer. But on his own patch. Third
year sculpture students from the Can
terbury School of Fine Arts came to
him for a block course,

“There were six of them,“ says
Noel. “All here at once. I gave them
an exercise or two to do and then
they made something of their own.
They were all at it at once. Somebody
striking sparks at the anvil. a couple
around the fire. a slip of a girl work-
ing the big power hammer. Hot iron
everywhere. I was just waiting for
someone to burn a hole in someone
else. But we all came through un—
scathed and they reckoned it was a
great course."

Artists Bing l)awe and Philip
Trustrum are often in the forge work—
ing on pieces, Next year Noel hopes
to work with them and others in a
combined exhibition in Auckland.

Noel believes that the ideal training
for a craftsman is to start, as he did,
with the hand skills. He would like the
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Education Department to hand pick
two third formers who would come
to his forge two days a week and do
normal curriculum the other three.
This would continue through secon»
dary school. Then they would go on
to art school with a well developed

hand skill which they could apply to
the design training they received.

“You’d have kids who’d worked
with potters, weavers, jewellers, all
coming together with a high degree
of skill which they could share and
strike sparks off others with. You’d
have to pay the craftsman 7 say two
hundred dollars a week — to do the
training. And this would help the
craftsmen have some stability in their
life too. I'll just have to go persuade
the Education Department to get it go—
ing. I’m working on it.”

I could believe it. Noel Gregg is a
quiet spoken man, but there’s a tough—
ness and an unct)mpromising quality
in his attitudes that comes perhaps
from working with metal. We have
been sitting on stools in his big black
shed, drinking coffee round the pot
belly while the big coal fire dies out.
Now it‘s time to go. Noel climbs out
of his heavy work pants and leathers
and into jeans and jersey. We drive off
in his new red truck. He gives it a pat.

“I‘m taking this off fishing now,“
he says, “That's where you'll find me
if l'm not at the forge — off up some
river with a brown trout,” It seems a
good combination.

Jenny Pattrick

_ GOING
STONING
Hard Stone Carving in New Zealand

. by_ John Edgar

ith the arrival of the rst Europeans in this
country came iron nails and steel tools and
within a short time the highly developed

stone—age culture of the Maori was destroyed. The wood
carvers found the new tools superbly ef cient and a live—
ly tourist trade began. As the pakeha concepts of time and
religion were imposed on the Maori, their specialised and
sophisticated schools of knowledge were forced under-
ground and the exquisite hard—stone carving arts of the
tohunga—carvers were soon lost.

It was not until the 19605 that the experiments of a few
isolated carvers, notably Russell Beck, Theo Schoon,
Donn Salt and Peter Hughson, revived the lost arts and
produced independently the first true hard-stone carvings
to be made here for 150 years. These carvers worked by
a combination of the Maori and Chinese techniques, us—
ing silicon carbide and diamond abrasives. The carvings
they made were an expression of growing self-knowledge,
rediscovered techniques and the power of the creative.
They had access to the finest jade fields in the world at
present (since the Chinese worked-out their sources in
Sinkiang and Burma).

Tourist thirst for greenstone led inevitably to its exploi-
tation and the emphasis on green resulted in other fine
carving stones being ignored. But in the last few years
some lateral thinking has renewed interest in argillite,
greywacke and basalt. fine hard stones with many charac-
teristics unique to this land. These are the stones that were
worked by the Maori into tools -— adzes, Chisels, grinders,
scrapers — with such wonderful understanding of func—
tion and such loving attention to the aesthetic. The best
examples of these artefacts are powerful and magical ex—
pressions of the stone~age culture that was so recently

ourishing in this land. We might well weep for our lost
heritage.

About three years ago James Mack asked me to curate
an exhibition of argillite carvings at the Dowse Gallery
in 1985. Preparations are well advanced and this exhibi-
tion will show the contemporary work of 15 carvers com—
plemented with a small selection of Maori artefacts. It is
hoped that this show will define and clarify some new
directions in hardvstone carving in this country and will
establish new regard for argillite as a unique and subtle
stone of our land.

ARGILLI'I‘E EXPEDITION: MARCH 1984
Over the past few years there have been a number of

prospecting expeditions to various parts of the South Is—
land and the main sources of high-grade stone have been
identified. In order to ensure a good supply of stone for
the carvers in the exhibition next year we decided to
make a major trip to the South Island and collect enough
stone to distribute amongst ourselves.

On March 1st Alan Williams (driving his Mercedes 190B
and trailer), Donn Salt and myself left Auckland. We car-
ried camping gear, quarry tools such as hammers, bars
and Chisels, sacks to move the stones in and cameras. We
covered about 5,500 kilometres and arrived back in Auck—
land at the end of the month with a trailer full of various
grades of argillite, jade and soapstone. The expedition was
in part funded with a grant from the Arts Council. Along
the way we were joined by other carvers, Alan Brown
and Bill Mathieson coming to Durville Island and Ross Ar-
kle and Mick Collins coming to Cobb Lake and Taipo
River respectively.
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