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I don’t know about you, but I've been feeling lonely.
Originally I worked alone because I feared outside
pressures, but working alone made me vulnerable to
my fears and I became too frightened to take risks
or experiment. Then it’s easy to blame outside
events and feel belpless if business is gloomy.
The present economic situation is difficult and
maybe past business methods don’t work.
1 felt I needed advice and maybe “‘giving up
my independence’’ (i.e. ignorance) didn’t mean
being ‘‘taken over.’’ I went to the Small
Business Agency and attended the courses of
the Small Business Section of the Chamber of
Commerce. [ read books on business and talked
and even listened 1o people.

1 did find bank managers, daccountants, lawyers
and business advisors who are sympatbetic,
extremely belpful and NOT PUSHY.

I found that they want to be part of new,

enterprising and successful ventures. I learnt to
respect them and their skills while they learnt more
about the contribution of crafts to New Zealand
society.
I learnt that loneliness is the self-employed
person’s biggest problem; that, bowever, the
one-person business is as flexible and creative as
the one person who runs it and if they feel confident
and supported they can benefit from social and
economic change. They can gain confidence by
seeking out people who's business and desire it is to
belp them and who may well become friends. With
Jriends amongst business people as well as amongst
craftspeople, I find, my business can be as
creative and enjoyable as my craft.

/Ty
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C T INDEX

Having undertaken to prepare
the draft proposal for the CCNZ
index of selected craftworkers,
perhaps I can reply to the criti-
cism of it expressed by Heidi
Penck and Rosemary Stewart in
NZ CRAFTS, Aurumn 1985.
Here’s a little scenario.

You visit your local library and
yvou ask the librarian for an
authoratative book on say, ar-
chitecrural iron-work. Her reply
is ""Well there are two or three on
the shelves out there somewhere,
help yourself.” To which yvou re-
ply, "“Well haven't you got an in-
dex?” “No,"” comes the response,
“We use the Gannet Guide to
Craft Books, or you can try
Whichtools . . . ."" Or you just
might not bother.

As the "national library,” if you
like, representing all crafts in
New Zealand, CCNZ has a clear
responsibility to maintain a
resource centre carrying as much
information on those crafts and
their practitioners as it is possi-
ble to assemble. One of the most
essential components of such a
resource should be an up-to-date
list or index of the country’s best
craftworkers comprehensively
indexed for quick reference in
response to any kind of query,
national or international.

Since most overseas enquirers
and many from within New
Zealand, do not know of Fiona
Thompson's CRAFT HUNTERS
GUIDE, the logical target for
their queries is quite naturally
and properly, CCNZ. In catering
for such enquiries the index is in
any case, unlikely to duplicate
the Craft Hunters Guide lists
because:

1) It will be compiled by strin-
gent methods of selection to
ensure an objective and con-
sistently high standard of
entry.

2) It will contain more informa-
tion on the craftworker as
well as slides of recent work.

3) It will be cross-indexed as to
disciplines, speciality area etc.
for easy access.

The Craft Hunters Guide
meets none of these criteria, be-
ing compiled largely by one per-
son (admittedly a person with an
eye for excellence), containing
no illustrations, little biographi-
cal information and no cross-
reference. It doesn’t need them
because all it sets out to become
is a travellers geographical guide
to craft in New Zealand and in its
latest edition it continues to ful-
fill that role admirably.

‘Whether or not the index is
published (and it makes little

2.

sense not to do so), it is certain-
ly long overdue for CCNZ which
lags well behind its Australian,
British and American counter-
parts in this field. [ am therefore,
pleased to count the index of
selected craftworkers among my
executive responsibilities and
look forward to its early
completion.

Finally, lest this letter appear to
be a criticism of Fiona Thomp-
son or The Craft Hunters Guide,
let me make it clear that it is not.
I have long admired Fiona's in-
itiative and hard work in, among
her other achievements, publish-
ing Craft Hunters Guide, and [
had looked forward with pleas-
ure to working alongside her on
the CCNZ executive. I was there-
fore as disappointed as any to
learn of her resignation.

Colin Slade.

CRAFT FAIRS

Some people cannot under-
stand why it is not every Craft-
sperson’s sole ambition to work
t© supply Craft retailers. Well
some of us just do it for the love

of creating and selling work to-

people who appreciate it. I have
been told by many Craftspersons
and Craft Shop owners I could
make more money by staying
home in the workshop and just
supplying the shops. That is true,
but if money was the only reason
for working I would go back to
my trade bricklaying.

I do not take orders or do
commission work. When you do
that you are no longer doing
your own thing but working for
someone else. We do not make
a lot of money as expenses of
travelling, accommodation as
well as the fees charged take its
toll.

After 5 years travelling all over,
from the Bay of Islands to Wel-
lington (next year the South Is-
land) selling only at Shows, Fairs,
the wife and I have met many
wonderful people from New
Zealand and Overseas. We do not
sell to Craft shops though many
Craft shops are our buyers.

Tauranga based, we travel long
distances up to 20,000 km. per
year. Lost production time can be
65 days in a year not counting
travelling time.

Is it worth it? YES. There is no
greater pleasure than to sell your
work direct to the buyer whether
it is for their personal use or as
a gift for friends. No one can sell
your work better than yourself.
Some works can sell themselves
but only you can tell the buyer
it’s history, it’s origin or it’s uses,

Some Craft Show Fair or-
ganisers are not as concerned

with quality as they are with
commission. Avoid high percen-
tage shows, they only encourage
We do not sell our work at inflat-
ed prices, it has no snob value
what so ever, so rely on turnover.
. Even the Dunkley’s can be
caught out with the quality of
the crafts. They take the word of
the person applying and photos.
Photos do not show what the
work looks like underneath, be-
hind or how it feels to the touch.

If work on sale has a sign ‘Do
not Touch’ do that, as most times
it means it is not up to close in-
spection or it’s not for sale
anyway.

The N.Z. Craft Shows are one
of the best we have been to. We
have been turned down for one
of their shows, not the best for
the ego, it never happened be-
fore but we got over it and hope
to go to more of their shows. Do
not judge all shows as no good
for Craftspersons because of the
bad ones, you can soon sort
those out.

We have nothing against Craft
shops, we may need them our-
selves one day when costs be-
come to high-to travel and we
have seen all New Zealand the
way we want it.

Dan Lever.

For your and your right-of-
reply correspondent, Peter
Gibbs’ information, a few facts
about Craft Affairs he should
have inquired about before ex-
posing his ostrich opinions to
public ridicule.

Craft Affair Promotions has
been in operation for 18 months
with 6 major shows to our credit.
63,000 interested visitors have at-
tended these shows, seen the
works of 260 artists and craft-
speople and generated over half
a million dollars in actual sales.

This year, with the Craft Affair
name changed to “The 1985 New
Zealand Craft Show", television
advertising added to our cam-
paigns and shows in 5 cities, our
exhibitors are looking forward to
1986.

May we suggest to Gibbs that
he practise his pottery more and
leave clairvoyancy alone.

Yours faithfully
Fiona Dunkley Toby Dunkley
Kim Dunkley

PACIFIC INSPIRATION

How exciting it is to see New
Zealand crafts coming of age. To
see craftwork not only being in-
spired by the landforms of
Aotearoa, but drawing in a phys-
ical and spiritual sense from the

you to sell less at inflated prices.
cultures of Oceania.

The splendid ‘Pacific Adorn-
ment’ exhibition at the Dowse
must offer artists and craftspeo-
ple a range of starting points for
their own work.

The work of Warwick Free-
man, firmly rooted in the present
but drawing just as firmly from
the past, is as James Mack sug-
gests, of this land.

The countless pieces in our
museums, the work of traditional
artists and craftspeople from
throughout the Pacific must all
offer sources of inspiration to
our contemporary craftspeople.

Late last year [ returned from
an art education conference in
Brazil, via Easter Island and was
priveleged to see and live with
craftspeople working in wood
and stone and producing artifacts
of great beauty with the simplest
of twols. Most of the pieces
produced were for the growing
tourist trade but retained a qual-
ity rarely found in tourist artifacts
in other parts of the Pacific.

The Oceanic area offers end-
less sources of inspiration for ar-
tists and craftspeople alike, from
the huge stone monuments of
Easter Island, to Tongan Tapa, to
Maori Carving. It is very refresh-
ing to see our craftspeople find-
ing their inspiration “close to
home.”

Wayne Morris.

CRAFT COMMUNITY

We are three families living in
the bush of the lower Kaimai's
about half-way between Tauranga
and Kati Kati.

We are looking for other self-
employed people, either crafi-
speople or people in volved in
rural life-style activities that do not
need large tracts of land, who are
interested in wvillage-type
community.

Access to the property is well-
established and water and power
are available, as is temporary
accommodation.

Currently a pottery studio is in
full-time operation and a shade-
house is under construction.

Tentative future plans include
a retail outlet for the communi-
ty’s products and possibly a
restaurant.

Terms of involvment are
negotiable and will depend on the
contribution of time and/or skills
that people are able to make.

If you are interested in know-
ing more, reply by letter to:

The Sky is Falling

Cl Te Puna PO.
or phone 480-171/480-172
Tauranga.

Kay L. Ball

Teacher and Innovator
Pioneer of N.Z. Weaving

ZENA ABBOT

The 1950’s were seminal years for New Zealand
crafts. Interest in the artistic possibilities of
handcrafts was awakening. The search was on for
skills lost during the Industrial Revolution.

In this and following issues N.Z. Crafts talks to some
of the people instrumental in those early years, in
establishing what became a great explosion of
excitement in crafts.

Zena Abbortt and Ida Lough, towering figures among
New Zealand weavers are interviewed in this issue.

Zena Abbott has been a household name in weaving
since the late 1950s. Probably her greatest contribution
to the craft was the creation of the finger twist rug. This
single item was such a commercial success, both in the
domestic and tourist market that it became the basis for
weaving for a living in New Zealand.

In 1951 Zena became fascinated by the qualitites of
raw fleece wool which she saw while travelling around
the country as a sewing machine instructor. She collect-
ed fleeces without quite knowing how she was going
to use them.

In 1952 she took lessons in traditional weaving from
German weaver Isle Von Randow and by the time she
came to build her own house a few years later, she had
experimented and successfully produced a floor rug
from carded raw fleece, handtwisted and woven into
a cotton warp. Most traditionalists felt that the weave
would disintegrate. Contrary to their predictions the
weave improved with use and was found to be perfect-
ly durable, one of the original rugs still survives on the
floor of Zena’s studio.

A year later in 1957 Zena had to undergo radical heart
surgery and was forced to give up her job and spend
a year convalescing. It was during this time that she was
able to experiment with and perfect the weave.

Tina Hoss, who had recently opened Auckland’s New
Vision Gallery, accepted a rug, which sold within hours,
and ordered as many as Zena could supply. This was
the beginning of an exciting period of development in
NZ's weaving history. Zena supplied New Vision with
as many rugs as she could make and experimented with
carding, spinning and natural dyes. She began using the
textured weave to produce cushion covers, curtains,
stoles, and handbags. Her husband Colin Watson be-
came involved with the development of a machine card-
er and fleece dyeing and a neighbour Mona Lishman
was enlisted to help with the weaving.

By 1958 the weaving was engulfing the house so Zena
built an A frame studio in her garden. This Studio be-
came the centre of a local cottage industry where young
mothers were able to find work during school hours
under Zena's flexible system. She taught them the bas-
ic skills and at it's peak the studio employed seven
weavers with two outworkers.

For the next ten years Zena supplied twentyfour craft
shops in the now booming craft shop industry. The
range of articles produced was extended to include jack-
ets, caftans, coats and capes woven to shape to avoid
cutting, skiwear, suits wallhangings and divan covers.
Natural dyes were used as well as coloured and natural
fleece. Buyers from Australia, America, Japan and Eu-
rope were eager customers. Zena extended her in-
fluence by giving lessons and inspired a whole new
generation of spinners and weavers.
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In 1968 she helped to establish Brown'’s Mill
Market in Auckland’s Durham Street. A co-
operative venture where ten craftspeople
opened a retail outlet for two days per week
and spent the rest of their time working to
replace their stock. Fashion Parades organized
at the Mill enabled Zena to extend her flare
for fashion designing. The contact with fel-
low craftsmen enabled her to work in an en-
vironment of mutual care and support. After
a second serious heart operation she decided
to scale down the studio and she continued
to weave on her own in partnership with Co-
lin Watson until she relinquished her associa-
tion with the mill in 1977,

While developing and marketing her
domestic weaving Zena had also developed
her interest in weaving as an art form. She was
always interested in design and as early as 1966
took part in a workshop with Solvic Bass-
Becking, an Australian tapestry weaver. She
has produced several series of tapestries in-
spired by Maori Cave drawings in Te Muka,
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Theo Schoon’s photographs of dried silicon mud pools, butterflyw-
ing spots, and more recently the Moraki boulders. In 1968 she took
on the task of weaving a tapestry designed by artist Louise Hender-
son which was probably the first large scale tapestry woven in N.Z.

Her continuing fascination with the qualities of natural fibres —
flax, jute sisal and wool, let to experimentation and the creation of
three dimensional pieces. On a visit to Australia during the 60s she
contacted John Corbett who had worked with Polish weaver Mag-
dalena Abakanowicz and persuaded him to come to N.Z. to take a
series of three dimensional workshops. Although many people were
weaving by this time, few had attempted three dimensional work
and public and critical reaction to it was guarded. Undeterred by
this Zena has continued to pursue this intense interest and recently
gifted her three dimensional collection to Pakuranga’s Fisher Gallery.

By her work with the Handweavers Guild and the New Zealand
chapter of the World Crafts Council, by her generous sharing of tech-
niques and by her continuing help and encouragement Zena Ab-
bott has been an inspiration to hundreds of weavers and has made
an inestimable contribution to the development of the craft in N.Z.

Ian Spalding

Photograph:

Michael Langford

Ida Lough

WEAVER WITH WIDE VISION

Holly Blair in collaboration with Ida Lough

Even if Ida Lough was not one of the pioneers of hand
weaving and tapestry in New Zealand she would still
be a very special person. Now in her eighties she still
finds time to pursue many interests. Her home is a
thoroughfare for craftsmen of New Zealand and over-
seas. Her thriving garden has plants coming in from and
going out to all corners of the country. She grinds her
own flour and makes her own bread. Every second
Tuesday she hosts a French'language study group. (She
once spent three years in Paris to “acquire some
knowledge of French™) This life-long interest in lan-
guages continues in her study of Pidgin English.

Ida Lough leads a life of many interests — even
though her main interest, weaving is in abeyance at
present.



She came to weaving rather later in life than most,
by a circuitous route through writing and music and an
insatiable curiosity about people and places. “Weaying
was the last thing in a series of interesting pursuits,”

A passion for travel brought her one day to the Mille
Fleurs tapestries in the Clun Musem in Paris. “Ignorant
New Zealander that I was,” she says, “T had no idea they
were woven. “I thought they were needlework. I did
know they were the most beautiful things I had seen
to date.” When, many years later, she finally came to
weaving, tapestry was always at the top of the ladder
of her ambitions. She says she had a small amount of
talent in many directions — too dispersed to ever shine
in one field — and the textile crafts were the very last
things she would ever have thought of taking up in her
youth. Later, however, weaving proved a wonderfully
satisfying vehicle for creativity.

It was in Scandanavia in about 1953 that she was first
fired with the idea of actually doing weaving, instead
of merely admiring it. The scope and beauty of Scan-
danavian weaving opened a window onto 4 new and
beautiful art form for Ida Lough. The early 1950s saw
a revival of interest in handcrafts in the Western World,
and small groups of weavers and potters were starting
up in an amateur way in many countries where mass
production had driven the loom and the potter’s wheel
into the back shed.

Back home in New Zealand Ida set about finding tui-
tion and equipment. At that time (1953) there were no
looms available in Christchurch and no spinning wheels.
There were no classes, no instructors, no craft shops,
no weaving yarns. There were no classes, no instruc-
tors, no craft shops, no weaving yarns. Luckily, the oc-
cupational therapist at Burwood Hospital (now Lady
Hay) offered to teach our would-be weaver the rudi-
ments of weaving. And so, from an advertisement, with
Trial and Error at one hand and the only weaving book
in the Christchurch Library at the other, Ida Lough set
out hopefully to become a weaver.

Yarns were the difficulty. Strutts Knitting Cotton,
seaming cotton (for sewing up flour bags), some mer-
cerised embroidery cottons and (later) some linens im-
ported direct from Switzerland and most expensive cot-
tons from Dryad led to hundreds of sets of dinner mats,
tedious to do, but profitable. A spinning wheel and
numerous fleeces led to cushions and rugs. A connec-
tion was formed with New Vision in Auckland, and with
Ballantynes in Christchurch. Several Arts (first craft shop
in Christchurch) opened. “Weavers, spinners and pot-
ters began to appear all over the country,” says Ida. The
Auckland Guild formed and let us all join. We were
away.”

About four years of intensive weaving, the acquisi-
tion of a large Danish-type loom, and some measure
of success, led Ida Lough and some others to set up a
weaving room in the Canterbury Sheltered Workshop
at the invitation of Miss Christabel Robinson. For near-
ly eleven years Ida Lough taught there, ever amazed at
the capabilities shown by those handicapped trainees.

Then the day came when Ida left the Sheltered Work-
shop and took up tapestry weaving with hope and great
application. Skills acquired over the years stood her in
good stead for tackling the new craft. To think of a sub-
ject worthy of the Noble Art of Tapestry — that was
the stickler. Driving one morning past Hagley Park, Ida
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Candle Shop — Tapesiry

Lough found her subject. It was bitter morning with the
sun blearing through the remains of fog. The ground
bristled with frost, and there were bare, mysterious trees
shrouded in a ground fog, crying out to be woven into
a tapestry. Ida Lough heard the cry. She hurried home,
cut off from the loom a piece of work half done, re-
sleyed and tied the warp, got out a bag of hand-spun
wools, and started on what she called the “Hagley Park
Series”. Some 30 small tapestries followed, one of
which, “Wintermorgen”, was sold at an exhibition in
Stuttgart.

A break into colour followed (though she still thinks
she may develop black and white further some day).
Tapestries were now bigger, but fewer. Apart from the
fact that tapestries took so long to do, Ida was running
five flats and an enormous garden.

With many exhibitions, some commission, and the
sweet feeling that she was beginning to know her craft,
Ida Lough felt she was “‘getting somewhere”. She was
Guest Exhibitor at the Dowse Gallery and at the Acade-
my of Fine Arts, Wellington and among those exhibit-
ing in “Craft New Zealand”, a travelling exhibition sent
out into the Wide World. She was a member of The
Group, a select band of the best known artists in New
Zealand. For 25 years they exhibited annually in Christ-
church. Ida Lough showed with them for the last 10
years. She was made (and still is) Patron of the Christ-
church Guild of Spinners and Weavers.

When asked if she had a favourite among her tapes-
tries, Ida answered, “None. By the time I was done, 1
was never satisfied. There was always something I'd do
a bit differently.” Somewhat reluctantly she admitted
that perhaps she liked “Proclamation”. This pretended
to be an announcement of the “betrothal of the Prin-
cess Zalia of Khelima™ (an imaginary place Ida invent-
ed and used in other tapestries so she could do Mediter-
ranean scenes.)

It was done in wool, silks and gold thread and was

quite fun to do with the invented cryptic writing (which
the present owner has used to befuddle even Egyptol-
ogists as to its origin.)

An overseas trip in 1967 (her fourth such trip) was
in search of modern tapestry. Some interesting ex-
periences happened. One was in New York. Ida says:
“Owing to some grossly exaggerated information as to
my world status (!) going ahead of me to a weaver in
New York, I was received as an honoured guest by the
New York Guild at a hurriedly arranged afternoon tea
party, and people like Lili Blumenthal (Design teacher
with many books to her credit) and Thelma Beckerer
(with work in the Metropolitan Museum of Modern Art)
were there to receive me. Mary Alice Smith (Editor of
“Handweaver and Craftsman” now out of existence, but
then top craft publicion of the world) presided. In the
Guild’s beautiful clubrooms we were served tea on a
silver tray by a steward in white jacket and white gloves.
The twenty members present had been asked to bring
something to show me and all the interesting work was
spread around the room. When I had started out from
New Zealand I had had no thought at all of ever being
asked to show anything anywhere, let alone to mem-
bers of the New York Guild, but I had thrown into my
minimal baggage one of the Hagley Park tapestries (14
ins by 12 inches) and this I trotted out before all those
world-class weavers. They didn’t laugh at my postage
stamp. As a matter of fact, they were intrigued to know
where 1 got the soft, misty colours of the wool I had
used. 1 explained that it was handspun, a mixture of
many fleeces, and that in New Zealand we could buy
any wool from fine to coarse, and from white to black
in our bulk wool stores. They weren’t too clear what
‘fleece’ meant, and one said, ‘In our bulk wool stores
we don’t have colours like that — only the range offered
by Beehive wools, and Lilywhite and Fotana’ No-one,
among all those experts, spun her own wool!” As a
result of that tea-party came an invitation to write an
article for “Handweaver and Craftsman” and several
nice private commissions.

That same trip led Ida to wonderful tapestries in Fin-
land, in France, in Switzerland (Lausanne Biennale), in
to Agra, to Bangkok and to Vienna. In Athens she reso-
lutely over-rode some official obstacles to get entry to
a most interesting small tapestry workshop. The
Teacher/Designer/director was a charming and and wel-
coming young Greek who had been sent to Aubusson
(France) to learn tapestry weaving in order to establish
a workshop in Athens. He had at that time two small
rooms. One held his design table and three young
trainees. They would be three years learning every
aspect of weaving and design before they would all be
put to one loom to work on a full-size tapestry — the
real thing. In the other room were three ‘girls”, all fully
trained, working with lightning fingers on an intricate
tapestry.

Home again to several years of intensive work, fol-
lowed by a major commission. The Cathedral of the
Blessed Sacrament in Christchurch was doing some in-
terior alterations and a small enclosed chapel was par-
titioned off from the main body of the church by a crys-
tal and brass screen. Mass to be said twice a day there.

Ria Bancroft, sculptor, trained in Italy, was commis-
sioned to do bronze doors for the Tabernacle above the
altar of the new chapel.

Ida Lough was commissioned to do a tapestry, (9ft
x 8ft) to hang above the altar. The tapestry was finished
and hung by the end of 1975. The Tabernacle which
was cast in Britain, came a few months later. The chapel
was dedicated by the Papal Nuncio, who came from
Wellington for the occasion. No specific design was
asked for this tapestry. Ida says she knew from her
Catholic upbringing that the Tabernacle would be the
focal point. The tapestry was to ‘enhance the Taberna-
cle but not vie with it in interest’.

The hanging is woven in carpet wool, double. The
warp is two threads used as one in a 9-dent reed. The
two threads are a fine, very strong, unstretchable Egyp-
tian cotton, coupled with a soft, thick cotton to give
body to the fabric. The work was woven in three panels,
each 9ft x 2ft 9ins, and sewn up by hand afterwards.
It took 2 year to weave and finish. Such a long job meant
Ida was “right out of everything. No socialising, no
coffee or luncheon parties — just pressing on and hard
work — sometimes from 7am to 9pm on an interrupt-
ed day.”

The title of the work is “Earth With Heaven United”,
a quotation from the Mass service. It is one tapestry lda
admits to being satisfied with, because “it does what
it was meant to do.’ It is also one of the few works for
which she will say the time involved. Generally her
response to the question “how long did it take?” is “All
my life.”’. She says that all one’s life experience goes
into everything one does. “I've been in Greece and
Moscow and Mexico where you have life and people
and hardship and beauty all around, and you get a feel-
ing of what Art is all about.”

Ida never makes cartoons, but designs straight onto
the loom. Nor does she make preliminary sketches, be-
cause she says she is no artist, and anyway “‘no crayons
or chalks could ever match the subtlety and warmth of
wool.” As the design grows on the loom, enthusiasm
mounts.

In 1979, when the Lausanne Biennale removed its size
restrictions on entries, she and Vivienne Mountfort sent
albums. Ida offered “Water Grasses 11", a follow-on de-
velopment of the tapestry in the McDougall Gallery in
Christchurch. She and Vivienne were among the
900-odd rejects for the Biennale, the most prestigious
and highly selective tapestry exhibition there is. The
two weavers did not really expect to be accepted — they
were “waving the New Zealand flag”.

Ida remembers the big arts conference held in the
1960s in Wellington to review the state of the arts and
crafts in New Zealand. As an invited observer, she heard
the art directors of Canada, Britain and Australia talk gli-
bly of the millions of dollars and pounds their govern-
ments alloted for the arts. The sums were mind-boggling
to the listening New Zealanders at that time. But the QE
11 Arts Council and the Crafts Council of New Zealand
have changed all that. The status of the New Zealand
craftsman is enormously improved. Ida Lough says she
has profited by this.

Tapestry weaving is slow work, so one weaver does
not have a big output. Ida Lough says she has never con-
sidered herself a professional weaver — “I am an
amateur in the best sense of the word — an amateur
with professional standards.” Even so, she has works
in the main galleries in New Zealand, and in private col-
lections in Paris, New York, London and Stuttgart. @
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Top: ‘Hot Nighis' 1971 Photograph Holly Blair
137cmx 76cm

Left: ‘Rakaia Country’ 16" x 24" 1965

Below: Ida Lough & Ria Bancroft

Below: ‘The Fire' 16" x 20" 1965
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LOOKING AT LEATHER

James
Bowman

leather worker

Wet Formed
Leather pol.

Step into James Bowman’s leather
workshop and you'll probably find it
a bit of a mess. Old iron griddle plates,
a couple of swingle trees, a bunch of
kero lamps, some horse shoes and
one of those thick NZR cups dangle
from the ceiling. And against the wall
lean a couple of copper washtubs,
some railway signals and a cluster of
display plinths.

“I know one’s workplace should be
neat and tidy, with leather stored
properly, dyestuffs on the dye table
and letters from the tax department
on the corner desk, but who can feel
right in such clinical orderliness’?
asks James.

“And I don’t know about a mess —
couldn’t it just be that things are
arranged in a rather informal way? he
quips.

“I need an environment with

FEELING, with the right atmosphere
and here I've got it. A workshop is
more than just table and tools and
materials. It's alive with feeling and
memories. After all it’s here that I've
had successes and failures. It’s here
I've spilt dyes, trod on tacks, decided
to give it up, started again, fallen
asleep. And it’s here I've got to know
myself more, found that leather has
its own mind, that I can’t force my
will on it and that to succeed I need
to work WITH it. My workshop is a
place of excitement, sometimes
despair but always it has
FEELING".

James Bowman started working
with leather in 1976, when, on a visit
to Christchurch, he saw some
handmade leatherwork in a shop
window.

What the attraction was he doesn’t




Above: Free Formed
Flask in leather

Below: Wet Formed
Leather Bowl,

know but some magic must have
been there because half an hour later
he was the owner of some scraps of
leather, a few tools and the almost
mandatory book of instructions and
patterns.

His first efforts at mastering
materials and tools were rough and he
sometimes looks back and shudders
at what was produced. But as work
got better friends bravely accepted
pieces as gifts and helped the budding
craftsman on his way.

At one stage his work — still purely
functional in concept — was, as he
puts it, “suffering from a bout of
decorative haemorrhage” and to
James it seemed every piece was over-
worked with decoration.

“At the time I felt it was appropriate
to my work and I think we all have
these times of development which we
have to work through. If it helps us
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Above: Leather Dish,

Phorograpbs: james Bowman.

Below: Formed Leather Box with Applied leather maché

become a more finely tuned creative
craftsperson — then, it seems to me,
it’s worthwhile” says James.

James came out of that stage rapidly
when he took work to the gallery of
the Crafts Council with a view to
having the work exhibited.

It was refused — and it was then
that he had a good look at what was
on display and compared it to his
own work.

“It suddenly hit me that it was what
arose from within a piece that was
important — whether it had any life
and spirit and not what was ‘on’ the
“work” he says.

From that point James Bowman
found little use for books of patterns
and instructions although he admits
they can be useful in showing basic
technique. But he feels the trouble
with getting hooked on the book is

just that — you get addicted to the
book.

And to him it seems that leather is
a craft, notorious almost, for books
offering patterns to construct
functional items (so you don't have to
think), giving you decorative ideas to
suit (so you can walk down the well
worn path of others’ ideas), giving a
list of tools to use (to avoid risking a
mistake) and often, the colours you
should dye the work (thus eliminating
any risk that you might be charged
with the responsibility for the
outcome).

“There seems to be a lack of
feeling, of personal involvement
other than the execution of
technique. How then can one
develop as a creative craftsperson’?
he asks.

1982 was a year of major influence
for James Bowman for it was then

that Rex Lingwood, the noted
Canadian leather sculptor, came to
New Zealand and tutored at two
workshops.

“It was an eye opener for me” says
James. “Rex knocked aside lots of my
preconceptions both in the area of
concept and technique and I found
myself right at the beginning again.
Suddenly, there before me, was a
double edged sword. It gave me new
freedom to do in leather what I felt
was right but it also laid upon me the
responsibility for my concepts, my
skills. There was no book behind
which I could hide”.

It was, however, to lead to the work
James Bowman is doing today — that
of three dimensional, semi sculptured
work in leather.

1982 was also the year in which the
Association of New Zealand
Leatherworkers was formed and this
did a lot of craftspeople in New
Zealand who were working in leather.
Until then leatherworkers here were
living a fairly isolated existence with
very little contact with each other.

James remembers going to
Lingwood’s Christchurch workshop
and feeling slightly embarassed to
find more than two leatherworkers in
one place at the one time. He
wondered who they were, what
experience they might have had and
what their work was like.

“It was as strange as my first day at
boarding school” he says.

But today, three vyears later,
leatherworkers are making good
progress. The diversity of work is
greater, the quality of work is rising
and a gradual change in the public’s
perception of what leather can do is
taking place. And members of the
Association feel much more secure
and positive about their craft and
their endeavours.

Another aspect of James]
involvement with leather is tutoring
at the Association’s workshops. In this
respect there is one thing which
really annoys him and that’s the
person who suffers from the “I'm not
going to tell you my secrets”
syndrome,

His view is that there’s more to
success than learning technique and
if people feel threatened by passing
on discoveries, or are not prepared to
help their craft to develop by sharing
what they know then he advises them
to quit and take their insecurities
elsewhere.

According to James one area of
concern to leatherworkers is the

public’s perception of what can be
done with the material and also their
feeling that it must be ‘useful.

People associate leather with
fashion garments, bags, belts and
sandals and have difficulty accepting
leather sculpture or semi functional
pieces.

James’ view is that leatherworkers
have the responsibility to alter this
perception.

“But a lot of leatherworkers need
first to change their own perception
regarding the material” he adds.

“Leather doesn’t have to be
anything. It doesn’t have to be brown,
be hard, look leathery, or be soft. It's
a material full of wonderful
characteristics so why limit the use of
these by demanding it be this or that?
Sometimes I use leather and feature
its grain and growth marks but
sometimes I ignore these and use it
for it’s moulding ability. Sometimes 1
dye my work brown but I often dye
it grey or blue or red or black. It’s not
always necessary to have the grain
side out. One can feature the flesh
side.

In essence, what is important is the
piece of work and not so much that
it is made of leather. 1 get a bit
annoyed when people enthuse over
a piece of leather work because it is
leather. T want them to enjoy my
work because of it's aesthetic qualities
and not because it is unusual to have
such a form created in leather”.

Sometimes I free-form pieces, using
little more than hot water, a knife, a
boner and my hands, he says. On
occasions I soften the leather in hot
water and stretch it over wooden
moulds and then bake it in the oven
before working it further”.

Currently James' work consists
largely of working with bowl, dish
and flask forms and he is fascinated
by particular elements which arise in
doing this kind of work.

“I have always been influenced by
curves — lines of flow. The dips in
the hills, the curving edges of a
garden bed, the slope of a shoulder,
the flowing lines of a dance
movement — curves are significant
for me. In my work in leather I try for
a feeling of flow, a sense of motion.
The piece must have life. For example,
in a free formed leather flask I try to
capture the essence — the basic motif
— just as in musical composition the
composer develops his work from
some basic, essential motif — and to
develop this within the piece so it has

that essential liveliness. Otherwise it
remains a mere display of technique
and sits before one, dull and heavy”’

“Tension in a piece of work is
important, too. Just as tension in
music (dissonance) is important —
not necessarily for itself but what it
does for areas of rest (consonance)”

“Texture, too, is a basic need. I'm
not a “smooth” person — 1 like a
rough texture and like to be able to
feel the texture of a piece by sight as
well as touch. Think of a well
presented platter of food — your eyes
take in the composition and colour,
your nose the wondorous smells
even before you eat that food you can
taste it! And tension can be brought
about by texture. Think of a river —
smooth, placid water, wildly excited
rough rapids, narrow gushing rivulets
— there is a great range of textural
elements there”.

“As for technique — I do not like
the technique used in the execution
of the work to show. I want people
to see and experience a particular
piece for its aesthetic value — not
because it involves lots.

“There is, of course, one thing you
can't do. You can’t sit down and
decide to make a sculptural leather
piece by deciding to have 50c worth
of tension, a couple of twists of
texture and half a dozen curves, The
whole lot must arise from within in
a ‘created’ way and not a manipulated
way. If it doesn’t the work presents
itself as a collection of elements but
not essentially unified and created”,

“And the same with ‘the message’
I do not proclaim messages in my
work — I'm not making statements
against or for anything. What I'm
trying to do is be honest in my work.
I know when my work bombs out
and I know when I succeed because
the work has the right feeling about
it””

“In my work [ want to express a
feeling and this can come with work
encompassing the simplest
techniques. I believe we've all got our
own receptors tuned in to certain
wave-lengths. When enough of the
right vibes line up together they're
collectged by our receptors and we
respond in a positive way to a
particular piece of work. Thus we
obtain an emotional link with the
piece and, therefore, the artist”,

“What I hope my work does is to
reach inside people and set their
emotional receptors twinging. But
first I've got to FEEL it working for

1

me .
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THE ASSOCIATION
OF NEW ZEALAND
LEATHERWORKERS

Alan Smith

The Association of New Zealand
Leatherworkers was formed in 1982
after the visit to New Zealand of the
Canadian leather artist, Rex
Lingwood.

Lingwood tutored at two work-
shops while in this country and those
leatherworkers who attended decid-
ed to forman ‘association’ and keep in
touch through the publication of a
newsheet. By late 1982 this became a
magazine format and today is a 32
paged quarterly helping leatherwor-
kers in New Zealand achieve the
recognition which other craftspeople
were acheiving,

David Russell of Invercargill is the
ANZL’s resource officer and believes

the magazine is one of the ANZL’s
most important resources.

“The importance of the magazine
cannot be overestimated. Firstly it
unites the membership — providinga
link and giving members an opportu-
nity to tap into a source of information
specifically dealing with their craft, Se-
condly it publishes articles about tech-
nique in an effort to help those who do
not attend workshops, and thirdly, it
promotes the craft. It is the window
through which the leather craft move-
ment is seen by the rest of the indus-
try in New Zealand'’ he says.

In the last two years the leather craft
movement in New Zealand has made
some important advances. Apart from
a considerable increase in member-
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Above: Wet Formed leather bowl. Grant Finch,

Christchurch

12

ship, the ANZL has laid the foundation
for three major developments.

These are:

1. The establishment of ajournal to
actas a means of communication and
instruction and to introduce a
philosophy of the craft.

2. Developing an understanding of
the art forms which can be created in
three dimensions, so that the real ap-
preciation is in the form not just the
leather.

3. Educating the public to be aware
of the conceptions and individuality
of members’ work as an art form, with
leather the instrument, and education
and training providing the techniques.

The Association also uses respected
and recognised artists working in
leather in other countries. After Rex
Lingwood’s visit in 1982, came Penny
Amberg of Australia (1984) and this
year the American leather sculptor,
Marc Goldring toured. These tours or-
ganised by the ANZL are supported by
the Queen Elizabeth II Arts Council,
the Crafts Council of New Zealand
and, in Goldring’s case, the NZ-US
Educational Foundation under the
Fulbright scheme.

These visits mean that local leather-
workersare exposed to higher degrees
of skills and techniques thus develop-
ing their own skills as a base for under-
standing the philosophy of the art
form.

The structure of the Association of
New Zealand Leatherworkers is
based on that of a national director
and a Council of 5. None of these
officers is elected but sclected be-
cause of their known ability, motiva-
tion and experience. Thus the ANZL
is not befuddled by people filling a
chair simply because it’s their turn to
serve and is not entrapped in a
plethora of rules, precedents, inde-
cision and ‘inflexibilities’.

Accordingtoit’s national director,
James Bowman, the ANZL is an out-
fit which responds to initiative. If a
group of members ask for a work-
shop and take the first steps in or-
ganising such an event, the Associa-
tion puts it’s weight behind the effort
by finding funds, handling publicity
and providing tutors.

Top Right: Flask — Marie Potter. Auckland.

Left: Free Formed Flask in leather Grant
Finch, Christchurch.

Right: Leather Container. Martyn Heselden.
Auckland.

Where are our

Tapestry
Wools?

Marguerite Scott, tapestry weaver from Waikanae, brought together a questionnaire
on wool yarn supplies which was circulated to tapestry weavers registered in the
Crafts Council’s records. The following is an article prepared by Marguerite Scott,

outlining the results of the survey.

WOOL YARNS FOR TAPESTRY
WEAVERS

Everyone knows that there are about
70 million sheep grazing on the green
pastures of New Zealand and it is
therefore hard to believe that anyone
could have trouble finding the type
and quality of wool yarn they want
to work with. However, I believe that
tapestry weavers here face very
genuine difficulties and that there are
no simple solutions available to them
at present. This opinion is based on
the results of a questionnaire
distributed by the Crafts Council in
July 1984 and on my own
observations.

The foundation of tapestry
weaving is a series of strong cotton
warp threads, stretched at
considerable tension between two
rollers on the loom. On this the
craftsman produces a weft-faced
fabric by weaving with coloured
woollen weft yarns which completely
hide the cotton warp beneath.

Then comes the real difficulty of
finding woollen yarns of suitable spin
and thickness in the wide range of
colour most weavers are searching
for. The yarn should be worsted spun,
meaning that the wool threads are
combed to lie flat before being spun.
This ensures that when the wool is
plied, the twisting is clearly defined
and reasonably firm. The yarn itself
has a faintly glossy surface and clear
glowing colour. Fine yarns are
generally preferred, because they
enable the weaver to combine several
shades of colour into a multiple weft

thread, which achieves a greater
variety of related colours. Homespun
and other loosely spun plied yarns
produce a fuzzy effect which reduces
clarity of outline and richness of
colour and these yarns are usually
avoided by tapestry weavers.

In New Zealand at present, people
have to weave with whatever yarns
they can find. Some use carpet wool,
available as “ends” from factories in
various quantities and colours, but
the yarn is coarse and rough on the
hands, it often includes shreds of
grass and in my opinion, it is a
material unworthy of the serious
weaver and impossible to use for fine,
more detailed tapestry designs.

Others use a variety of yarns from
a variety of hit-and-miss sources,
Quality, weight and tension vary
widely and the colour range is
uncomfortably restricted for a weaver
who is trying to combine harmonious
and congenial colours. Many weavers
regard the restricted colour range as
their greatest frustration and this is
understandable when one knows that
weavers Overseas can count on 4
range of more than one hundred
colours from which to choose.

Some weavers find a dependable
source of undyed yarn and turn to
home dyeing as a solution to the
colour problem. Many are
conspicuously successful, but most
would agree that the time and effort
required for dyeing reduces the time
they have available for the labour-
intensive work of tapestry weaving,
which is their true purpose.

Those who can afford to, may

import coloured yarns from England,
America or Europe, but the cost is
prohibitive and must include postage
and customs duty. In any case, it
seems a truly ironic and ridiculous
situation that weavers have to seek
wool yarns from overseas at vast
expense, when they live in a country
which produces the best wool in the
world.

It is relevant to mention here there
are probably several thousand
handweavers practising their craft in
New Zealand, most of them working
predominantly with woollen varns,
Among this large number, there are
probably fewer than sixty established
tapestry weavers throughout the
country. However the yarns described
above as most suitable for this small
specialised group, would have great
appeal also to a much larger number
of handweavers, if only thev were
available at reasonable cost.

The Questionnaire: Last year’s
questionnaire was sent to as many as
possible of the tapestry weavers
registered in the Council’s
computerised records.

Answers received were both
informative and illuminating.
Members described their various
sources of supply, both commercial
and informal, but few were really
satisfied with the supplies they were
able to get.

One or two members were
offended that the questionnaire had
been requested by a weaver whose
identity was not revealed. As it
happens, the weaver expressed no
wish to remain anonymous; the
assessment of yarn supplies for
tapestry weavers as a group, seemed
to be the important question for
consideration, within the Crafts
Council’s declared policy of
facilitating the work of craftsmen.

Results

1. For many people, the lack of a
reasonable, much less a rich,
range of colours in regular supply
was the most frustrating problem
of all.

2. Others begrudged time spent and
difficulty encountered in getting
a collection of suitable yarns
together for a project.

3, Others admitted that, of
necessity, they practised the kind
of weaving most suitable for the
yarns they were able to obtain.
This imposes an obvious
limitation on their work.

4, A few had bitten the bullet, by
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ordering at great expense, wools
from Australia, England or
America. These people were
however painfully aware that the
high cost of their main ingredient
put up the purchase price to be
set on their weavings. This
resulted in a difficult choice
between underpricing their work
in order to sell or having to raise
the price beyond what most
customers were prepared to pay.
This again is an invidious
limitation on their work.

5. The converse of item 4 is that
many weavers cannot afford to
consider imported yarns and
must depend on whatever they
can find locally. A few expressed
interest in the idea of bulk
importing, but only if this
achieved real cost savings. This
scems unlikely, if only on
account of the recent devaluation
of the NZ dollar.

Conclusion

Forty two questionnaires were sent
out and twenty two replies were
achieved. These indicates, as one
would expect, that tapestry weavers
in New Zealand are resourceful and
persistent in their search for suitable
yarns. At the same time however, the
survey has clearly demonstrated just
how inadequate those sources of
supply are.

One cannot resist the conclusion
that, at the present time, the absence
of good yarn supplies is the greatest
single factor impeding the progress of
tapestry weaving in New Zealand. I
believe that there is considerable and
continuing interest in this form of
weaving, but it really cannot develop
its potential, unless weavers can find
the beautiful and exciting varns
which inspire craftsmen elsewhere in
the world.

I ' would not wish to end this article
in a mood of frustration or
pessimism, but I believe that I have
assessed the situation accurately. It is
not easy to suggest simple solutions,
because we are a small isolated
country without a large population or
a mass market. QOur one great
advantage is that the country
produces an abundance of the raw
materials we want to use.

The most desirable solution would
be the development of a commercial
spinning company, whose main target
would be the export marketing of
high quality coloured yarns. Our
wool is already well-known to
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handweavers all over the world in its
raw form and there is no reason why
well spun_professionally dyed yarns
should not have an equally ready
appeal. If such a development took
place, it would seem practicable to
suggest that a smaller domestic outlet
could become available for supplies
to local weavers.

Much as I would love to predict
such a development with any
confidence, it secems much more
practical to seek in New Zealand a
dependable source of commercially
spun white yarn of the kind described
earlier in this article. Weavers would
then have to dye their own yarns,
thereby avoiding the extra cost of
buying coloured yarns. This form of
do-it-yourself, while far from ideal, is
typical of this country. It is even
possible that a commercial company
could emerge, willing to dyve in
quantity to meet the needs of the
handweaving community.

One simply has to accept that the
cost of importing yarns is excessive
and beyond the means of most
handweavers. To add significantly to
the cost of one of the main
ingredients would not resolve the
problem. Tapestry weaving is already
the most laborious and therefore the
most expensive of all forms of
weaving.

If I may finish on a more personal
note, I would like to explain that I
recently spend four years in France
and took this opportunity to learn the
techniques of tapestry weaving and to
study classical and modern tapestries
in Europe. Returning to New Zealand
with an Aubusson loom and a modest
supply of French, British and
Scandinavian wool yarns, 1 was
surprised and disappointed to find
just how difficult it was to obtain
suitable New Zealand yarns for my
weaving.

Having assessed the problem as
best I can, I am hopeful now that
discussion and publicity may bring to
light a potential solution, within the
reach of local weavers, whose
support and interest would be most

welcome.
Marguerite C. Scott

Footnote: The Crafts Council has
undertaken to work with Marguerite
Scott towards finding some possible
solution to the yarn supply problem.
A meeting has been held with the
New Zealand Wool Board and a
number of suggestions are being
followed up.

FLUXUS

DUNEDIN

Starting a gallery is like sky
diving. Self-confidernce belps and
Yyou bave lo be willing 1o lake risks.
When goldsmiths Kobi Bosshard
and Stephen Mulgueen operned
Fluxus in Seplember 1953 they
were prepared for d few risks ir-
cluding a slow siart and indeter-
minate debt. They have been sur-
prisedat the Gallery s success. On
a bad’afternoon there are at least
Jive polential customers and on a
goodday, tbirty to forty. In ils first
eight monihs the Gallery hbas
lotalled over 200 sales and the fi-
lure looks good.

Modelled partly on Auckland’s Fingers
Gallery, Fluxus functions as a cooperative,
selling the work of other New Zealand
goldsmiths and exchanging work with
other galleries.

The name ‘Fluxus’ was chosen for two
reasons: for its reference to the ‘flowing’
agent, like Borax, that goldsmiths use and
for the idea of flux, or change, which is
part of the Gallery's philosophy of adapt-
ing to the needs of the artists and the
community.

Kobi hopes the Gallery will become a
centre for working artists. The workshop
is large and could accommodate resident
goldsmiths who would share facilities. It's
a way for overseas artists to work in a new
environment while supporting themselves
by selling their jewellery.

Frustration with limited access to cus-
tomers and a faith in the future of contem-
poray jewellery led to Fluxus’ beginnng.

After much thought and planning and
some fears that the Gallery wouldn't be
viable, they made a start. When a former
bookstore became available, Kobi asked
designer Pip Davies to plan the interior.

Pip experimented with sheets of ply-
wood until she found the best position for
the free-standing interior display wall. She
wanted the wall to be close enough to the
store’s large windows so that the jewellery
would be visible from the street and vyet
far enough away to give customers ample
room to move. She placed the wall at a
slight angle to allow a natural left to right
movement, following the wall displays
and floor cases into the sales and work-
shop area. The workshop is separated
from the gallery by glass, creating a psy-
chological but not a physical barrier and
giving customers the option of initiating
the conversation.

Pip feels that customers should not be
pressured. “I get put off going into shops
if there’s an attendant sitting and watch-
ing me,” she explains. “1 wanted to design
a gallery that was accessible to the public
but not intimidating.”

Her design works well and brings a
large range of people into the gallery, not
just the art-buying public. The stark white
interior and the angled wall create a cool,
flowing atmosphere which complements
the sophisticated beauty of the jewellery.

The partnership of Bosshard and Mul-
queen seems ideally harmoneous. They
share some of the tools but otherwise are
independent. Both prefer to use a limit-
ed nubmer of machines and more ‘primi-
tive’ methods. According to Kobi, it’s easy
for machines and pre-cut metal to deter-
mine a design. “We prefer to create our
own dimensions,” he says. “If you buy
pieces of silver cut to standard thickness-
es, you are tempted to stay with those
measurements. It's better to have fewer
skills and to be master of those than to
have many techniques and end up work-
ing to formula.”

Kobi's designs are generated as he
works. He doesn’t have a preconceived
idea of the result. “I have to make a piece
of jewellery before I know what it looks

like,” he explains. "My hands and materi-
al know what they are doing; the
jewellery has to feel right or it’s not suc-
cessful, T try not to let my mind get in the
way. I don’t want to end up thinking [ am
smart and clever and using tricks.”

Kobi, who comes from a family of
Swiss goldsmiths, is the more ‘established’
of the two. "Being established,” he says,
“doesn’t mean being financially success-
ful but being confident of yourself and
your material. [ have my own style, my
own language but I'm still trying new
things.”

Although most of their work is in sil-
ver, both men are experimenting with
found materials. “Natural material poses
problems,” Kobi points out. “It’s almost
a sacrilege to impose an artificial use upon
a natural object and very difficult to make
the jewellery an organic outgrowth of that
object.” He's tried to keep the primitive
essence in a pair of oyster shell earrings
by boardering their natural edges with sil-
ver and threading the shells with silver
wire. He is also experimenting with the
effects of gold rubbed into the shell's tiny
holes.

Stephen, who trained in Invercargill and
at the Omago Polytechnic Art School,
describes his method of working as de-
veloping an idea, much like Paul Klee's ap-
proach to ‘taking a line for a walk’. For
example, when Stephen began designing
some simple earrings using silver wire, he
extended the concept to a brooch, thread-
ing the wires over an oval frame. He com-
bines working with silver, drawing de-
signs, then reflecting and simplifying and
working some more.

The men have found that they are able
to work easily in the gallery environment
and enjoy talking to people who wander
in. One of the fears they had was that cus-
tomers’ requests would restrict their free-
dom. Kobi has found the opposite. Cus-
tomers who want cuff links, diamond
rings and hairclips present more, not few-
er, opportunities for creating. “After all,”
says Kobi, “the design is still your design.
You are in control.”

Martha Moseth
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