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Robert McDougall Art Gallery
P.O. Box 237 Christchurch
New Zealand.

ANZ. and Grindlays. A new force in
International Banking has been created.

‘and North — Barry Brown Ph. 492-189 Auckland. Auckland Central — Ivan Tuite Ph.

With the recent acquisition of the UK
based Grindlays Bank, ANZ has established a
formidable presence on the international
banking scene.

A presence that spans the globe with over
1,660 branches and offices in 45 different
countries.

A new force that brings together two
major banking institutions, each with over
140 years experience in international finance
and related services.

As a result, ANZ Banking Group (New
Zealand) Limited as part of the Australia and
New Zealand Banking Group, is uniquely
placed to assist customers with their
international financial requirements.

This new force is staffed with
experienced professionals who can handle all
your banking needs.

Whether it be capital markets activities,
foreign exchange dealing, trade finance,
foreign currency loans or any other of your
international financial needs.

So if you're looking for a global bank
which is highly respected in international
banking circles for its strength, flexibility and
professionalism, ANZ is your logical choice.

AN eank

INTERNATIONAL DIVISION

0 Auckland. Auckland South — Darrell Comber Ph. 276-1890 Auckland. Hamilton — Beryl

n Ph. 80-089 Hamilton. Bay of Plenty — Gary Richardson Ph. 82-169 Rotorua, East Coast —
Mitchell Ph. 52-099 Napier. Manawatu/Taranaki — Colin Ross Ph. 84-169 Palmerston

Wellington — Robin Spicer Ph. 739-669 Wellington. Christchurch — Bryan South

7505 Christchurch. Otago/Southland — Mike Wemyss Ph. 773-144 Dunedin. (WD) ANZPTIOEE
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EDITORIAL

New Crafts Advisory Officer

The QEII Arts Council has recently appointed Edith Ryan as Advisory Officer for
Crafts, replacing Catherine Lomas who has left for a position at the Auckland
Museum.

Edith Ryan is already known to many craftspeople as co-director of the widely
respected Villas Gallery in Wellington. Formerly a Senior Lecturer in Education at
Hamilton Teachers’ College, Edith has established a reputation over the years as
an art connoisseur, and a friend of craftspeople.

If you wish to apply for funding in the craftarea, consult the Funding Guide
first. (Community Arts Councils and Regional Arts Councils, and the Crafts
Council have them, also most Arts Institutions.) If you have any problems or
queries contact Edith Ryan at the QEII Arts Council in Wellington. She will

provide the answers!

As the co-owner of an exhibition
gallery, [ have given much thought to
the notion of dealer galleries.

T would guess that in New Zealand
there are more top notch craft artists
than there are fine art artists. Yet, in
Wellington for example, there are five
dealer galleries bandling the works of
the best of New Zealand painters, and
not one dealer gallery for craft. (Is
there one in the couniry anywhere?)

I don't believe the craft workers will
ever ‘come of age’, be completely
professional, until their business is
handled in a professional weay by
dealer galleries.

When one is an embrionic art
worker, one needs (0 engage in
swapping, house door sales, pulting
one's work up for sale in a craft shop
to be displayed alongside all

oapbox

standards of work.

Howeuver, as one achieves great skill,
resulting in beauty of design, and a
unigue and clearly identifiable style
and approach one needs 1o give up
amateur bebaviour and foin the ranks
of the professionals.

For those who have reached this level
of performance it would be
appropricle to approach a craft dealer
gallery.

Whar would this entail? I suppose a
contract between the gallery and the
artist. A contract that committed both
the gallery and the artist to each other.

The gallery would bave the
responsibility of promoting artists and
their work, of arranging exbibitions,
exposing their work to the public and
explaining the processes involved. The
dealer would hold stocks of ils

exhibitors' work and should bave a
Sfinger on the market pulse to obtain
commissions and contracts for those
represented.

The artists would be committed (o
the gallery. All their work would pass
through their gallery. There would be
no more grappling for sales. spending
time promoting oneself and ones work,
baving work badly displayed or
crammed up against mediocre ilems.

This partnership could only be
rewarding for both — the artist
relieved of the sales and promotion
side could concentrate solely on
creating works, while the gallery would
expend energy on the support and
promotion of a select group of excellent
artisans.

All in all — a good idea?




EDITORIAL

magazine was published.

of the CCNZ.

We will sorely miss her.

Ida lLoueh

In our last magazine we featured Ida Lough as a pioneer in the development
of weaving and crafts in New Zealand. She died just days before the

The article outlines her tremendous contribution to the New Zealand craft
scene. Here, we would like to add a final note of love and respect from Crafts
Council members and in particular the members of the Christchurch branch

Ida Lough was a founder member of the New Zealand Chapter of the
World Crafts Council (forerunner of the CCNZ) and an Honorary Life
Member of the Crafts Council of New Zealand.

Published below are excrpts from a letter to Frederika Ernsten by Ida
Lough, in which she outlines events in the early days of the New Zealand
chapter of the World Crafts Council.

The Beginnings of the World Crafts Council

The WCC was founded in New York in 1964, at a
meetingin Columbia University. It was the concept of
Mrs Vanderbilt Webb, a woman of great vision, who
had worked for 30 years for the recognition of the
handcrafter as a national asset, éspecially in the poorer
countries of South America, Africa and Asia. The
handcrafter must be adequately rewarded for his best
work, and not be forced 1o debase his standards
through tourism’s demands or economic conditions,
said Mrs Vanderbilt Webb. Representatives of 46
nations present joined at that inaugural meeting,

Also present at thal meeting was a New Zealander,
Mrs Nan Berkeley of Wellington, then President of the
N.Z. Potters’ Society. She returned to New Zealand,
called a meeting of craftsmen, explained the noble
aims of the new world body, and immediately formed
The N.Z. Chapter of World Crafts Council. The
following officers were clected: President, Mrs Nan
Berkeley; Secty., Miss E. Archdall; Committee, Lady
Turner, Mrs Jenny Pain, Mrs Mae Hodge, Mr GW,
Tarrant and Mr Peter Janssen.

This was in 1965. Hundreds of handcrafters from up
and down the country joined the newly-born WCC,
and we were away. All our subs went in toto to New
York H.Q. but later on Nan was permitted to hold back
something for postages. Members received illustrated
bulletins direct from New York.

Immediately we were launched into the international
scene, We had scarcely joined up when we found
ourselves involved in an exhibition in Germany. Nan
collected the work of 18 handcrafters and sent it off to
the “Internationales Kunsthandwerk 1966’ exhibition
in Stuttgart. There we were in the catalogue, among 30
other countries — 18 New Zealanders with 22 entires
— pottery (stoneware and ceramics), weaving
(including Taniko) in wool, raw silk, cotton, linen and
flax; also jewellery; iron work; enamels and

embroidery. Each of us received, direct

from Stuttgart, an acknowledgment, an illustrated
cataloguc and, at close of exhibition one of two things
— a letter stating how one’s work was being returncd
and by which company insured, or a cheque for work
sold.

My entry, a small tapestry, was sold. Words cannot
express my delight. Here was I, exhibiting for the very
first time overseas, and someone in that great world
had pounced on my piece and bought it! I was told the
name of the buyer — Frau Doktor Erna .....7 (How
could I have forgotten her name, even after nearly 20
years?). I just loved this unknown person who had
unwittingly launched me on the road to international
fame as a tapestry weaver — or so I thought. Alas for
unrealised hopes! At the time [ would have done
anything at all for my first overseas buyer.

(Liebe Frau Doktor Something, I thought, vou nced
not have bought that pale tapestry of mine. I would
have given it to you. The fact that you, in that beautiful
city of Stuttgart, with 2000 years of art and culture in
your genes, would even stop and look at my
“Wintermorgen’’, Slem x Slem, of trees in Hagley Park,
fog-bound and bleak with no bird singing, woven in
Romney wool, handspun but not too well scoured
because I had run out of that neutral detergent we buy
from PGG — this thought fills me with delight. Shall I
do you another tapestry, bigger and better than that
one, with more trees and less fog —
“Fruhlingsmorgen™ perhaps — made of wool properly
washed with the real thing, mounted on 2 mahogany
stick with a silken hanging cord, delivered to you by
special courier who will hang it for you and depart
with a smile, taking all wrappings and mess with him?)
That was how I felt. No cloud was rosy enough, swift
enough or bright enough to carry my affection to Frau
Docktor Something . . . O
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LETTERS TO THE EDITORS

‘‘Winstone
Ties That Bind*’

There is a multitude of
situations in life that are, one
way or another, unpleasant,
few are entered into voluntarily.
Judging and being judged, as in
exhibitions, is one situation
where we are able lo exercise
free will, to take part or not.

A decision to be involved
CArries 4 commitment to accept
the outcome, hopefully
learning from the expericnce
and coming through with a
positive change. Bath for the
judge and judged, An idealistic
concept perhaps.

A judge should be able o
impartially evaluate the works
presented and make intelligent,
critical, complementary
remarks concerning each piece,
both accepred and rejected.
Also learning [rom the
exposure 1o a variety of
individual works, the
influences crossing over from
one to the other.

However, the recent judging
of "Winstone Ties That Bind™
by Marlise Stachelin has
aroused considerable negative
feeling through the NZ craft
community, with many
questions being asked.

The wisdom of the Crafis
Council is also under suspicion
because of their decision (o
import a European intellect
into N7 to judge a culture that
is as far from her understanding
48 QU reSPective Countrics are
geographically apart.

Did the Crafts Council
possess any knowledge
heforehand of this person’s
attitudes to the bi-cultural
influences of our society, or are
they as surprised as cvervone
else?

During a radio interview on
Wellington’s National station,
Marlise talked about the
centuries-old influences on
drtists in Switzerland then
finished with the following
comment. Quote . . . “'There
are probably more artists in
Basel than all of
NZ'" .. unquote, Of interest,
Basel is a city in Switzerland
with a population of
approximately 500,000,
roughly half thar of Aucklund,
This opinion being formed
after entering NZ only a few
duys beforehand.

Her strong aversion to work
of Maori origin executed by
Europeans obviously stems
from an ignorance of our
society. The interchange of
cultural influences goes back
over one and a half centuries.
This is demonstrated by an

example found in the Rongopai
Meeting House, Gisborne,
where ancestors are illustrated
on wall panels wearing
European clothes etc, and we
are all familiar with the
influence of ethnic design
found in the contemporary
work we see today.

This ignorance of Marlise
Staehelin is evident in the
comment on the rejection slip
returned to Alan Brown, 'l do
not understand this piece’’.
Although not covered in spirals
and curls it nevertheless has
cthnic content. Alan’s
sensitivity and quality of
workmanship are of a high
standard and need not be
questioned, Comments here
come back that it is an
excellent sculpture. So
presumably the ethnic flavour
wis the major factor in its
exclusion. Or maybe it was the
English sounding name in
connection with a Maori
influenced concept.

Owen Mapp and Doug
Marsden, two bone and ivory
carvers, had their work
rejected. These two are
extremely capable with their
chosen medium, and ironically
both received the same obtusc
comment, “Though I'm Swiss [
don’t vodel”’. Nota
particularly constructive
criticism, especially when
translated it reads “'If you arc
not Maorl, don't carve Maori’™'.

Brian Flintoff’s piece, which
was accepted, is an ingenious
example of workmanship, a
carved walnut which when
openced reveals two small
carvings contained inside, one
bheing a ‘leko.

Because of this ethnic
influence this piece was
displayed closed. The Maori
shut off and hidden away! Thus
depriving the viewer full
appreciation of this work.

The comments from Marlise
during an interview on
Kaleidoscope concerning this
piece admirably illustrates her
attitude. After talking at some
length about the walnut and its
significance the interviewer
asked:

Q. “"Had this piece been carved
by a Maori would it have been
displayed open?”’

A, “"Mayhe.”

Q. ""Would it have won had a
Maori carved it?”’

A. “"Perhaps.”

These are pretty ambiguous
answers, and suggest she had
knowledge prior to judging of
each person’s racial origins, Or
at least an indication of such
because as English as the name

Alan Brown sounds, the man
himself has Maori ancestry,

Although in Owen and
Doug's case the comment is
definitely racial in its message.

How can the Crafts Council
and City Art Gallery hope o
present a balanced exhibition
when the judge is influenced
by the ethnic extraction of each
participant? Is a judge not
emploved to judge a piece on
its own merits rather than be
concerned about the racial
arigins of its maker.

Were any pieces rejected
because they were European
influenced Maori art?

Worth noting at this point are
inconsistencics in the judging
pattern. If works were rejected
because the maker is not of the
race that the design source
ariginates from, what of Steven
Myhre’s shell braceler? It is an
exceptional example of the
Pacific Island practice of
binding small, shell, moncey
dises into bracelet form. When
Marlise accepted this for the
exhibition was she aware of
where this type of work comes
from or is it another example of
her ignorance about this part of
the warld?

Another rejected work of
high standard was rcturned
with the comment "'l cannot
see the tie”. On this piece the
tie was an abstract idea
between the design elements of
two separate pieces which
together made up the whole.
Perhaps the slightly Maori
overtones made yet another
work unacceptable.

Strangely, one of the winning
works was made up of two
separate, interlocking parts
with no physical connection.

All judged shows are
themselves judged by those
who view them and the quality
of such an exhibition is only a
reflection of the person acting
in authority as judge.

The “Winstone Ties That
Bind" exhibition was
advertised as a challenge to NZ
artists, unfortunately this show
displays very little that could
be determined as NZ.

Donn Salt
Auckland

New Zealand Bi-Cultaral Art
versus Ethnic Art

According to the Concise
Oxford Dictionary, ethnic is
that pertaining to race; ethnikos
— ethnos (Greek): nation,
characteristic spirit of
community, people or system.
European, also according to
the C.O. Dictionary, is a native

of Europe, happening in,
extending over.

Pakeha, according to HW.
Williams' Dictionary of the
Maori Language, is a person of
predominantly European
descent and the meaning of the
word Maori, though of recent
origins (1850, Williams) is
worth looking up, especially
considering the physical
mixing of blood in New
Zealand (again, Willlams
Dictionary of Maori Language).

I am a New Zealander, born
in this country, My ancestors
have lived here for 140 years.
Not only was I born here, |
grew up with the influences of
both Maori and Pakeha cultures
around me, as well as the
physical aspects of land, bush,
architecture and elements. By
chance, I don’t have any Maori
blood, though I do have
relatives who, by chance, have
Maori blood.

The conclusion I'm forced o
accept is that I must be an
Cthnic Pakeha of New Zealand.
I certainly wasn’t born in
Europe and have felt a total
foreigner when there.

My work involvement is
carving and design and I draw
from my background lor
inspiration. So, people
recognize something in it as
heing of this place. This agrees
with my own belief, as I know
my influences are of this
couniry and cultures. Elements
| use are drawn from my
surroundings — koro, miha,
manaia and taniwha, These are
developed to suit new
concepts.

At different times my work
has been exhibited, on request
from Maori Artist groups and
associations, presumably
hecause we have something in
common. At other times my
work has been represented in
New Zealand touring
exhibilions overseas and again I
conclude that this represents
some ethnic image for New
Zealand.

Ethnic Art by definition,
must be that which pertains o
those people born in their own
land at any time past or
present. I'm quite sure that
contemporary carving being
done in New Zealand now is of
ethnic quality, no matter
whether the carver has Maori
or non-Maori blood or a
mixture,

Recently I was rejected from
the art show ““Winstone Ties
That Bind"' on racial grounds,
by a foreign judge, Marlise
Staehelin, who was unfamiliar
with New Zealand's ethnie
background and bi-cultural
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LETTERS

growth. She made the
statement that anything
“looking Maori” and made by a
non-Maori was not selected.
On my rejection slip is the
comment, "“Though I'm Swiss I
don't yodel”. The selection
was by this one person, yet
how could she know my racial
background and that of others,
without the help of the
Wellington City Art Gallery,
What right did any member of
the W.C.A.G. have, to inform
the judge, of derails of the
submitting exhibitor’s race or
colour? 1 strongly question the
responsibility of the director
Anne Philbin, in allowing this
to happen.

At the opening of ““Winstone
Ties That Bind"’ one of the
highly commended prizes went
1o a Buropean who uses Maori
weaving techniques in flax.
Obviously before a person can
judge what is ethnic, that
person has to be able to
recognise the physical ethnic
images of that land first, In fact
an ethnic bi-culture,

Ironically, if Stachelin had
judged the carved box |
submitted, in Europe, she may
have found it to be of European
Art Nouveau influence, Both
Maari and Art Nouveau use
similar design elements.

At a time when New Zealand
is moving closer to a more
balanced bi-cultural situation
are we, Maori and Pakeha,
going to tolerate this type of
behaviour from judges,
selectors and art gallery staff?
Are artists not permitted to
explore all aspects of their own
country? Are we to look over
our shoulders to check
whether our influences are
'permissible’’ before we put
paint to canvas or tool to
wood? Now that Maoris are
working in the field of ceramics
are we 1o make the statement
““Sorry you are not accepted
using clay, it's not of your
ethnic background''? Are
Pakeha potters going to be told
“Sorry you can't use any
Japanese ethnic content’'? And
when will New Zealand
Museums start recognising that
what is happening in the
contemporary carving, of
wood, jade, bone and ivory is
not a separate movement buta
natural, blended, continuation
from pre-European New
Zealand, to our present period
by the mixed blood, bi-
cultural, state of the New
Zealand population.

Owen Mapp
Paraparaumu

1985 New Zealand
Craft Show

As a member of the Crafts
Council of New Zealand, I'm
not happy about the way Fiona
Dunkley of "The 1985 New
Zealand Craft Show™ high
handedly refunds your deposit
on a stall after doing a Show.
She said that my workmanship
and stall wasn't up o “their”’
standard. That's fine, but they
should back it up with
constructive recommendations
on what was wrong and how to
improve! I have written to her
stating this, but received no
reply. What are their
qualifications in the craft
world?

I've worked seven years in
flat glass using only lead for my
lampshades, windows etc, not
using any copperfoil. I've
exhibited at the Auckland
Museum twice, with the NZSAG
af which I'm a member. I've
also exhibited at many other
shows,

I wonder if there were other
reasons — because [ wouldn't
fill in their form on how much |
sold in dollars and also the
same in dollar terms for orders?
Raewyn Osborn
Auckland

New Zealand
Crafts Magazine

I would like to say how much |
am enjoying New Zealand
Crafts in its present form. It
seems to improve edach time.

It is interesting to read about
other craftspeople, telling the
story of their work, their ideas
and thoughts on their subject.

The photographs too, are
good and clean which is most
important.

Congratulations.

Ruth Coyle

Auckland

P.5. Please don't ever start using
heavy black lines as in the
English "'Crafts’ magazine!

Leather
worker

Having just received my copy
of the latest Crafts Council
magazine | feel I must write
and congratulate you and the
Crafts Council of New Zealand
on including the long awaited
article on leather.

I have worked with leather in
borth functional and art forms
for eleven years, always feeling
an enigma, but carrying on,
due to a great love of leather,

Four years ago I didn’t know
one [eather worker in New
Zealand.

Now I could travel the length
of New Zealand and visit
numerous fellow craftsmen and
women.

Through the formation of the
Association of New Zealand
Leatherworkers and the driving
force of James Bowman,
leather has at long last arrived.

Sincere thanks.

Marie Potter
Takapuna

The Vernacular
of Style

“No poet, no artists of any art,
has his complete meaning
alone. His significance, his
appreciation is the appreciation
of his relation to the dead poets
and artists . . . What happens
when a new work of art is
created is something that
happens simultaneously to all
works of art which preceed it.
The existing monuments form
an ideal order among
themselves, which is modified
by the introduction of the new
{the really new) work of art
among them . . . whoever has
approved this idea of

order . . , will not find it
preposterous that the past
should be altered by the
present as much as the present
is directed by the past. And the
poet who is aware of this will
be aware of great difficulties
and responsibilities.”” T.8. Eliot,
Tradition and the Individual
Talent.

There is good cause for a
moments pondering over some
of Klaus Moje’s ideas,
especially views like: “An artist
if he works true, is working just
for himself, he never works for
other people, He is the biggest
egocentric in the whole world.
If he has reached a point where
he can satisfy his egocentricity,
he is happy. So that reflects also
my feeling about the style born
in a country. I think there are a
very low number of innovative
artists, a very low number of
artists who form the style, and
possibly you must wait for this
artist in this country who forms
the style, who does get it
through and then it possibly
will continue. Coming back to
this egocentric, what the artist
is — if he does live that way
and keeps true, then
automatically there is a
uniqueness in his work that
can't be destroyed through
international modernism or
whatever — it is there. So itisa
question of a strong
personality.”’ NZ Crafts Winter
1985 p23.

Surely we are not going to sit

back and wait for some kind of
artistic messiah to appear and
lead us to the light?

Mr Moje’s line of thinking
and what happened in
architecture in (he last 50 to 60
years makes for an interesting
parallel, Three very ''strong
personalities'’ in the form of
Walter Gropius, Le Corbusier,
Mies van der Rohe, began
designing facrories and multi-
storey housing blocks for
workers in Europe around
1910-1920. These buildings
were quite successful — they
were innovative, functional and
different.

Unfortunately this style was
“pushed through' all the way,
so much so that hardly
anything else has appeared in
architecture until the last
decade. It is only now that
people have begun to realize
what can happen if a few really
“‘big egocentrics’’ get together.
The horrors of the Modern
style, a style based on factory
design, is really beginning to be
felt in the large cities of Europe
and America. There, whole
sections of cities have become
like war-zones. People don’t
like living their whole lives in
“factories’’ — they have taken
to vandalizing, smashing,
graffiti painting, etc: revolting
against a style of architecture
developed by architects who
“worked just for themselves,
never for other people.”

Hopefully we are not
doomed to repeat the mistakes
of others, Is egocentric art art
at all?

A style isn't just born, it's a
combination of many things —
the times, the needs, the
opportunities, as well as the
artists themselves. [t's like a
conversation that's continually
going on — a buzzing and
humming — ecach one adds on
a bit more and builds on from
the last thing said.

Klaus Moje's thoughts secn
in this light begin to make
SCNnse.

“Each man'’s lifework is also
a4 work in a series extending
beyond him in either or both
directions depending upon his
position in the track he
occupies . ., By this view, the
great differences berween
artists are not so much those of
talent as of entrance and
position in sequence . .
itself is only a relatively
common predisposition for
visual order, without a wide
range of differentiation. Times
and opportunities differ more
than the degree of talent.”
Gearge Kubler, The Shape of
Time

. talent




THE CRAFTS COUNCIL

THE lerrace

New Premises for the Crafts Council

t‘l 4 _'.n-‘s P .
Vivienne White reports
on the scoop of the decade

The Crafts Council’s new home is to be found at the corner
of Bolton Street and The ‘lerrace. It is settled right in the
heart of Wellington’s business community. Apart from the
high rise commercial buildings which line each side of The
Terrace, Parliament Buildings, Treasury, The Reserve Bank
and the Ministry of Foreign Affairs all lie at the Crafts
Council's doorstep. Rising up directly behind the house is
the office block of New Zealand Line. Together with its close
neighbour, St Andrews on the Terrace, 22 The Terrace forms a
pleasant oasis of calm amid big city hustle. Tt is the perfect
place from which to introduce craft to the business
communirty and to the many hundreds of people who walk
along the Terrace every day.

The Crafts Council had found itself forced to seek new
accommodation when it was advised in December 1984 that
the rent on its James Cook Arcade premises had increased by
50%. This level of rent was deemed unsupportable,
particularly as the James Cook Arcade site, being off ground
level and tucked away from the main flow of passers-by and
lunchtime shoppers, was far from the best possible position
for a Gallery. So, the task of finding new premises began.
Many different options were explored but it became
increasingly obvious that the perfect solution to the Craft
Council’'s accommodation problems lay at 22 The Terrace.

Obtining the lease of the house was not to be a simple
task, however. The Wellington City Council had granted a
plot ratio bonus for the office tower which had been built at

1880°s 5t Andrews Church with in the foreground
22 The Terrace.

Photo courtesy Alexander Turnbull Library.

the back of the site in return for the assurance that the
historic house would be used as a public amenity. Not only,
therefore, did the owners have to be convinced that the
Crafts Council would be the most suitable tenant, so did the
City Council. Competition to rent the house, with its
considerable value as a historical landmark and its high
public profile due to efforts to save it from demolition, was
lierce. Early in 1985 the Wellington City Council turned
down two other applications for the house on the grounds
that they would not provide public ameniries. One
application was for a restaurant and the other was for the
Royal New Zealand College of General Pracitioners’ Offices
and Medical Museum.

Throughout this time the Crafts Council continued,
undaunted, to lobby for use of the house. Letters were sent (0
the Mayor, Mr I W Lawrence, The City Planner, The Chairman
of the Town Planning Committee, The Chairman of the
Cultural Affairs Committee and a number of other city
councillors, The Shipping Corporation (now New Zealand
Line) and Shell Pensions Fund — owners of the building, the
Property and Development Consultant for 22 The Terrace
and many others. When no firm response to the Craft
Council’s proposal to lease the building was forthcoming the
round of letter writing and discussions began again.
Gradually people sat up and took notice, the Crafts Council’s
application was accepted by the owners and, on July 10,
1985, the Wellington City Council confirmed that the Craft
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Council’s proposed use of the historic house at 22 The
Terrace fulfilled the obligation to use the building as a public
amenity.

And why 22 The Terrace? To begin with, its history is
fascinating. It was built in 1866 as the surgery and residence
of Dr Leonard George Boor. While other houses which
remain from this era are simple cottages, built on a small scale
and “designed’’ by their owners, it is likely that an architect,
C ] Toxwood, was involved in the formal, classical design of
22 The Terrace. it was obviously designed to reflect the
success and relative wealth of its owner. The house is
Wellington’s last remaining example of 2 townhouse designed
to fulfil the needs of a professional colonial gentleman.

The house is important, architecturally, for two technical
innovations. The first is the use of the wide, 127 rusticated
weatherboards which enhance the classical design. This type
of weatherboard is said to have been invented by C J
Toxwood and it is possible that they were first used at 22 The
Terrace. The second innovation is the yse of large windows
with sashes divided into two instead of six panes.

Dr Boor was the first of four doctors to live in the house.
Having been used as a4 doctor’s residence for 64 years the
building was sold in 1930, to be turned into a private hotel.
Due to the crfects of the depression this never eventuated.
1977 saw the threatencd destruction of the house when the
Christian Science Church, which had purchased the building
in 1941, sought 10 demolish it or have it moved. A committee
was sct up to save the house and soon the strength of public
opinion, combined with the efforts of the Historic Places
Trust, caused the Church Board of Trustees to review the
situation.

In December 1980 Fletcher Development and
Construction Lid purchased the property. so finally saving
the house from destruction. It was then that the Wellington
City Council allowed an office block to be built provided the
house was retained for use as a public amenity.

Throughout its varied history the cssential character of the
house has remained intact. Minor changes have not detracted
from the original design. The house has become, over the
years, an important and well known part of Wellington’s
townscape. It was the subject of considerable publicity

Lambton Quay 1868
Relow arrow: 22 The lerrace.
Photo courtesy: Alexander Turnbull Library

during the days when a committee, headed by the Rev. John
Murray of St Andrews on The Terrace and

Wellington architect, Mr Alastair Scott-Mitchell, was set up to
fight against its demolition and this publicity has been
revived as applications have benn made to lease the building,
This has resulted in increased news coverage for the Crafts
Council. Moving to 22 The Terrace has already assisted the
Crafts Council in placing its name hefore 4 far wider
audience.

The house lends itself graciously to use as a Gallery. A
gallery designer was employed to custom design the interior
and to ensure that maximum benefit was derived from the
classical exterior of the building. The large windows form 2
perfect setting for the display of crafts. Viewed from The
Terrace, these windows beckon © all who puss by, tempting
them to pause a moment, to enter and see what is within,
Within doors the visitor will find a spacious ground floor,
divided into a foyer, in which are displayed large, visually
arresting craft-works, and two galleries. Major exhibitions
will continue to be held in the main Gallery. The opening
exhibition is Showcase 11 in which the finest of New Zealand
cralts are brought together to cnable the Ministry of Foreign
Affairs to select craft works for overseas embassies and
ambassadorial residences. The smaller Gallery will be used w0
highlight the works of one craftsperson per month. Both
Galleries are open during the week and at weekends o
ensurc that everyone, locals and visitors, has the opportunity
to visit the Gallery. Public access is also available at all times
1o the Resource Centre, situated upstairs with the Crafts
Council offices.

It is hoped thart at 22 The ‘Jerrace the Crafts Council hus
found a permancnt home. Certainly it seems hard to imagine
a finer setting for the Crafts Council offices and galleries than
this house which combincs historical importance, an
appealing cxterior and a high public profile with the loveliest
of interiors, custom designed for the display of crafis.

An article detailing the Crafts Council's use of 22 The
Terrace will be featured in the next magazine. Ll




CRAFT PIONEERS

We continue our series on those who made significant contributions to the
development of New Zealand crafts. Theo Schoon had a seminal influence in
many fields: Maori design and rock drawings, jade carving, growing and
carving gourds and ceramics.

Theo Schoon

1915-1985

Gerhard Rosenberg and Helen Mason
write about this important craft pioneer

On 14 July 1985, the year of the multi-
million dollar New Zealand art auctions,
‘'heo Schoon died in Sydney in the
Prince of Wales public hospital in
Randwick, where he was taken from the
boardinghouse across the road, in
which he had to share 4 room with
another old man. This was the lonely
end of his second attempt, begun in
March 1985, to make 2 new life in
Australia, He had come back to New
Zealand in 1982 after a first long spell
overseas, an absence of over ten years.
At that time Peter Waaka wrote an article
in the Listener (31 July 1982) under the
title THE GRAND PATTERN OF LIFE. It
was the time of an exhibition of some of
Theo Schoon’s work in the Rotorua Art
Gallery. Peter Waaka said that while
Theo Schoon’s name may not be
familiar to the general public, his
influence, particulacly on Maori art, had
been considerable, and that his role as
an instigator and educator had given
direction to many artists, He ended his
article with the prediction that Theo
Schoon had a lot more to offer New
Zealand.

Photograph: Jill Cariyle

Now that his life has come to its
lonely end, we are left to unravel its
Grand Pattern, tangled and warped as it
may have been.

These are Theo Schoon’s own words
which describe his endeavours, (from
his book on greenstone JADE
COUNTRY, p.96):

“to meet another culture, on its own
ground with adequate understan-
ding, a warm beart and sympathetic
hands."

Even in his last years in New Zealand
from 1982 to 1985, and dogged by
obstacles — often of his own making —
and by the ill-health not unconnected
with his heavy smoking, he still had
many diverse things to contribute: the
Kaleidoscope programme directed by
Kathy Findley on the Waiotapu thermal
region, talks to on the YA Maori Radio
broadcast (of which tapes should still be
available), the germination and
cultivation of Peruvian gourd seeds, of a
species known to the Incas, a mural for

the Rotorua Post Ollice, and a sct of
carved stamps which he developed in
collaboration with the potter Len Castle.
In 1985 he had to go and live in a home
for old pecople, because he was no
longer able to look after the daily chores
of living, and he sorely resented the
restrictions common o such places,
even the best of them. The last straw
was that the Australian pension which
he received was going 1o be stopped,
unless he returned to Australia.
Presumably the New Zealand
superannuation was even less. The
escape seemed to have been successful
to start with. In a letter from Sydney he
Wrote:

I am living with a French-
Canddian writer I have known a
long time who lives close to the cen-
tre of the city. It is a set-up where |
can function again."

For a while he enjoyed the
cosmopolitan atmosphere of Sydney:
better books, magazines, delicatessens,
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information and interesting people —
but when he fell out with the Canadian,
his last refuge became the
boardinghouse in Randwick, and death.

Theo’s passion for “‘meeting another
culture on its own ground — not on
European ground’’ was linked to his
own life history. His family came to New
Zealand in 1939, when he was 25, from
Indonesia, after the Dutch rule in Java
had ended. He had been greatly
influenced by two schools: the school
in Java and spells of life in Bali, and the
Dutch Academy of Fine Arts in Holland,
where his father sent him as a young
man. His father was trained as an
architect, but became an official in the
prison service in the Dutch Colonial
administration. There was not much
love lost between father and son, but
both shared a belief in ‘thorough’
education. In Holland he was not only
taught to paint ‘properly’, ie. in the
manner of the old masters, but he was
also exposed to the influence of the
spirited German BAUHAUS movement
including their dedication to genuine
craftsmanship.

Every artist’s training in the Bauhaus
included a proper trade apprenticeship.
Where others might be content with
becoming skilled in one craft, Theo
apprenticed himself with equal
singlemindedness to one craft after
another, for many years. He was a
professional photographer during the
war years; he was a print-maker —
working with Kes Hos among others. He
was a skilled potter, contributing even in
his last years to the state of the art. He
taught himself to carve greenstone and
wrote a book on it. He learnt how to
grow and incise gourds, studied and
discovered the system of Maori
decorative patterns, and extended his
study to the art of facial tattooing;
moko, He learnt the essence of Balinese
art; dancing and costume, masks and
music, and he believed from his
expertise in Balinese art that a mutual
knowledge of Balinese and Maori artists
and art would be of great value to both
of them. “‘Meeting another culture on its
own ground’’ linked the areas where he
really felt at home: modern
cosmopolitan art, Maori art, Balinese
art. He tried to bring this message to the
New Zealand scene, which he found
much less responsive than the Australian
set-up, although he had many good
friends here, However, it may be that we
are less guilty than he made us feel,
because he admitted that he “‘quite liked
being a cantankerous old bastard,” with
all his enthusiasms and rages.

He remained poor but free, by
working at badly paid menial jobs, such
as living in the single men's camp and
working at Waipa Saw Mill.
Opportunities for more congenial work
seemed within reach from time to time,

such as the Hamilton Waikato Arts
Centre, where Whetu Tirikatene-
Sullivan asked him to apply. They never
materialised.

Theo Schoon spent ten years of field
work exploring and recording New
Zealand Maori rock drawings. He
literally went to ground, camping in
caves or in the open, drawing and
photographing work that had not been
accessible before. The academic
ethnologists were horrified at his artistic
licence in making the original designs
visible and understandable so that they
could be photographed, but the result is
that these cave drawings became an
inspiration to many New Zealand artists.
It took him:

“three years and fifty paintings, to
produce visible evidence that the
Maori design (radition, far from be-
ing obsolete, could be the very source
Jor a rich and contemporary art.”
(From a letter by Theo Schoon to the
N.Z. Herald, June 1955)

In the study of Balinese and Maori
folk art he discovered the very abstract
clements of design which were the basis
of the Bauhaus tradition in the crafts,
especially in textiles design, typography,,
and industrial design, and, lastly but
importantly, in architecture,

He found these qualities in his
approach to the volcanic phenomena in
the Rotorua area, especially in the mud
pools of Waiotapu. He used the camera
to serve his artistic eye. In a personal
letter he wrote:

“I demanded that every shot should
be equivalent 1o a work of art. On a
more prosaic level it can also be
regarded as a documentation of
what heat, steam, mineral chemicals
and the weather bave fashioned. It
has an uncanny resemblance 1o very
good modern abstract paintings As
a painter and designer I know what
is good or what is really special, |
Sfound this particularly amusing
whenever I thought of the unedsiness
and discomfort of New Zealanders
in the presence of abstract art. Here
at least they can't splutter and waf-
[fle' nature is a modern artist,”

Le Corbusier, the architect, describes
the abstract element in architecture as

“a thought which reveals itself
without word or sound, but solely by
the means of shapes which stand in
a cerlain relationship to one another.
These shapes arve such that they are
clearly revealed in light. The rela-
tionships between them have not
necessarily anything to do with what
is practical or descriptive. They are
mathematical creations of the mind.
They are the language of architec-
ture” (Towards a New Architecture)

Again, quoting from one of Theo's
letters:

“You shift something, suddenly: a
design.”

A great joy floods through him, an
understanding of the abstract language
of art.

The expericnce of the contemporary
European design movement convinced
Theo Schoon that

“the unprejudiced designer emerges
with a deep respect for the
achievements of many primitive art
Jorms, and is invariably inspired by
them" (from JADE COUNTRY)

Growing acquaintance with Maori
work and Maori artists bore out his
belief that

The Maori's) skill was such as to
class him among the world’s artists.
These designs seem to me to conldin
a mine of wealth for the modern stu-
dent.”

“The more [ have learnt from Maori
art, the more [ have become convine-
ed of its importance, viability and
potential in New Zealand's conten-
porary art.”

“The sopbisticated Maori artist of
the future will regard his beritage i
a new light and will see its potential
quite clearly.”

Roger Duff wrote a report on Theo
Schoon's work on the koru design in
Arts Yearbook No.6/1950, which
explains the artistic use of the positive-
negative design tension between
drawing and ground, the koru emerging
as the negative ground between black
spirals, all part of figures of magical
significance. Theo had spent six years
exploring such designs, mostly in cave
drawings. Others — Denis KnightTurner
and Gordon Walters among the most
prominent — took a great interest in this
work. His friendship with Pine Taiapa of
Tikitiki, who was one of the last carvers
of gourds, was part of Theo Schoon's
initiation into the system of Maori
designs on convex surfaces:

YThe moment I realised that (hey
were tattoo patterns, every scrap,
every broken fragment (of gourds)
became of imporiance, and from
these grew the desive o restore pef-
terns of full splendour on to a perfect
gourd.”

The pioneering work on Maori tattoo
designs was done by Major General
Robley in the 1890s, but Robley only
recorded the patterns, whereas Schoon
discovered the rule underlying the
patterns both of facial mttoo (or moko),
and of any other convex surface
designs, 50 that he could himself
develop new designs arising from the
Maori tradition.
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He achieved the same independence
of design in greenstone, based on the
discovery of the design principles of the
Maori artifacts which he studied, When
he worked in a greenslone [actory in
lokitika he wrote: ©'1 lay designs as a
prize hen lays eggs.”” For a while he was
jubilant, becausce he could see a way of
lifting the entire greenstone industry out
of the doldrums of repetitively
mediocre design, and the wastc of a
unigue resource.

Then he was told by the management
that “"he was paid to produce carvings,
not o design them™, and that, il he
wanted to design them, he should do so
in his own time and at his own cxpensc.

Just at this point when he was
threatened by a future of “'dead and
repetitive craftsmanship’” which had
overwhelmed so many of his Maori
friends, Theo Schoon decided to leave
New Zealand after 30 years of intense
involvement. He had found much
comfort in his friendship with some
Maori people, who understood and
appreciated his work and personality.
Some were even able to pay
appropriately for his work. 1n a letter he
Wrolc:

“I have mdade a new [riend, a promi-
nent Maori woman, elderly, who has
purchased my work at a staggering
rate, many hundreds of dollars
worth ... I made ber a special mere
which was good enough lo be given
an ancestor’s name, and I am very
proud of it.” (From Hokitika).

At that time he also received news of a
grant from the Arts Council for a
journey to Hong Kong, Tokyo and
Taiwan to study jade carvings. As was to

“The eye” Lincout 1961, Photographs: Rotoria Art Gellery.

be expected, he did not stick strictly 1o
the schedule laid down for him by the
Council, and incurred official
displeasure, although he certainly
studied the methods of Chinese and
Japanese carvers and the wide varicty of
jade which they used. Theo Schoon had
always advocated the usc of many types
of nephriic jade which were not strictly
of the accepled greenstone varicty. He
found a publisher, in Australia, for his
notes on greenstone carving and his
many excellent photographs made in his
time on the West Coast, in IHokitika, but
this remained his only book. Te never
published the bulk of his Waiotapu
studies of volcanic phenomena.

He could not accept the reasons for
the puny payments made by the
Ministry of Works for the use of some of
his finest photographs, which were
blown up into huge transparencies to be
displayed in the New Zealand pavilion at
the International Trade Fair in Osaka,
Japan. His photos remain mostly
unpublished. It is the potential loss of
this unique collection of slides — which
have even at the commercial level great
significance for New Zealand — that
ought to have been a good reason to
retain Theo Schoon by a more generous
attitude of the Arts Council and the
government — down to the Tourist
Department. In fact, it would not have
come amiss if he had been named in
one of the Queen’s Honours Lists and
been given the sort of help that Denis
Glover and other older and
impoverished citizens of distinction had
received. Peter Waaka's opinion that
Theo Schoon had still much to offer
New Zealand was certainly borne out by
the work he had done in his last New
Zealand years, and he might have lived a

lot longer, having regained much of his

physical strength with good care in the
home in Mangere where he had been
placed. Whar he needed was freedom
and space, in 4 modest measure,
additional to the standard provisions for
old pcople who are past being able to
look after themselves. We are the
poorer, 4s a nation, for not providing
this modest additional measure of
support to old artists,

It is impossible to do justice to Theo
Schoon’s many-faceted life, work and
character in a short essay. His enormous
letter-writing work alone deserves to be
recorded, not the least because of his
great talent for invective. He was
certainly a stroppy individual, “T'was a
grievous faull, and grievously has Caesar
answered it.”” The official establishment
had never forgiven him that he had
‘interfered” with some of the Maori cave
drawings which he reproduced or
photographed away back in the forties
and fifties, forgetting that he also saved
some of these same caves from flood
and oblivion, and he did this single
handed. He may have offended many
people, but he was consistent in his
efforts

“1b meet another culture on its own
ground with adequeate understan-
ding, a warm beart and sympathetic
bands, a rare experience where so
much alienation and confusion
prevails.” (fade Country).

“I have only one certainty, and that is
whatever I choose to tackle, I do that
intensely and well. Whether this is
appreciated or not has little meaning. T
know its worth.”* (letter from Bali to
G.R))

Gerhard Rosenberg
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Theo Schoon — artist

That was Theo — art was his life, people
were mostly held at arm’s length unless
they passed his stringent quality test as
an artist, and even then they were only
allowed the approach to a certain
distance. Yet his friends meant a great
deal to him and he spent much of his
time writing letters in a strong black
spikey hand.

I first met him in Auckland many
years ago when he was living alone in
the house at Grey Lynn given him by
Martin Pharazyn, who had recognised
the depth of his talent. Len Castle took
me to see him. It was an incredible
environment — almost no furniture, the
main feature being his bed which was
like a bird’s nest, Every book, pen,
paper, object that was necessary for his
current line of thought was there,
together with all his voluminous
correspondence, plus odd items of food
within easy reach. His conversation was
penetrating — like a rapier, darting from
one acid observation to another. He was
earning his living at that time by
drumming at a night club, an art he had
learnt in Java where he grew up, and he
was incredibly good. One night Len
Castle persuaded him to come to a party
of mostly middle aged women who
were in the Pottery Group at the current
Summer School. Theo arrived, looking
like an exotic bird — tall, bony, greying
hair swept back from an aquiline face.
He got us all drumming and we had a
wonderful night,

Another visit I made was when Theo
was in the gourd phase. Anything he did
was with intensity and a desire to find
out all there was to know about the
chosen subject, Gourds filled his life at
that time and they also filled his front
vard, the vines growing over strings and
wooden supports and making a ceiling
of leaves. We found him sitting in the
lotus position beside the biggest gourd,
it was evening and a light was hanging
beside it to encourage it to grow. He
showed us a gourd he was carving for
Elvis Presley to use as a musical
instrument. It was magnificent. Theo's
knowledge of design and clarity of line
which distinguished all his work had
found a vital expression.

It was some ten years before | saw
him again. This time I was living in
Auckland and had a stall selling pottery
at The Mill. Theo had moved to Rotorua
where he was living in a bach behind
Emily Schuster's mother’s house, and
he was deeply immersed in studying the
amazing patterns produced by thermal
activity. A skilled photographer, he was
building up a deuiled record of these.
One crowded Saturday morning at The
Mill I suddenly saw the puckish figure
of Theo coming towards me,
photographs in hand. They were
superb, I could only marvel at the

artistic vision which had seen such
patterns. As usual, he was so wrapped
up in this quest that he could think and
talk of nothing else.

Another ten years later, in July 1982, |
was living in the old Harbourmaster's
house at Tokomaru Bay on the East
Coast, and preparing to go over to the
Rotorua Art Gallery for the opening of
the Feathers and Fibre exhibition there.
I wanted to see it, it seemed to me to be
the beginning of the true appreciation
of indigenous art from the woman's
point of view. Someone called in and
told me that the current Exhibition at
the Gallery was a Retrospective of the
work of Theo Schoon, so 1 left earlier
and managed to get there in time to
spend a day with this before it was taken
down. I found it extremely interesting. 1
had no idea before of the range of his
work. So many germinal ideas that he
had tossed off in early prints and
paintings had been picked up and
developed by other, now well
established artists. There was pottery
too, in which he had always been
interested, as his father had been
manager of a brick and ceramic factory
in Java.

I learnt that John Perry, Director of
the Gallery, was about to go over to
Sydney to see Theo and try to bring him
back together with what had survived
of his art. I sent him a note via John to
say that if ever he needed a break from
Rotorua I had a large old house by the
sea and would be glad to have him o
stay.

Theo duly arrived in Rotorua and
stayed with John Perry, designing while
there the mural in the Philatelic Bureau.
I visited him several times and found
him suffering from emphysema and very
frail. The climate in Rotorua did not suit
him and in January 83 1 got an SOS from
John Perry to ask if I could have him as
they feared for his life. It was a
somewhar strenuous time for us at
Waima, as Barry Brickell was due to
arrive with two boys from Vauatu who
were going to help Bay Riddell build a
woodfired kiln at his new pottery by the
wharf. However, | went and got Theo,
who survived the journey quite well,
and Barry was a great help in getting
him settled in to the large front
bedroom overlooking the sea. It was
altogether a stimulating time with much
good conversation. Two weeks later the
carrier arrived with some 25 tea chests
full of all Theo's worldly possessions.
He wanted them stored in his own room
where he could keep an eye on them.
Fortunately a friend offered him a lot of
shop shelves which she had bought
from Dalgety’s clearing sale in Ruatoria:
these saved the day. We had only just
got everything stowed away when
another 8 tea chests arrived full of his
Balinese exhibition (which I had

thought were safely stored at the
Rotorua Art Gallery, but Theo had sent
for them). This nearly cracked me, but
fortunately some old friends were here
at the time and they dealt with the
situation. By this time the room and his
bed were taking on the bird’s nest
appearance | remembered from Grey
Lynn days. Any wall space not taken up
with shelves was now covered with
Balinese dancing masks, shadow
puppets and the like. [ will leave
someone else to tell the story of those
Balinese years in the 70’s when Theo
had spent all the money inherited from
his parents on reviving the traditional
Balinese ballet, and had amassed
thousands of colour slides of artists and
craftsmen (which were all in boxes
round his room and in desperate need
of sorting and cataloguing).

Theo soon settled in and with his
usual intensity read every pottery book
in the house and embarked on a series
of glaze experiments as my glazes did
not suit him. He ordered packets of
nearly every raw material in the pottery
supply caralogues, applied to Len Castle
for glaze recipes, and proceeded to mix
up glazes (all in his bedroom) which he
put into well-labelled preserving jars —
more shelves were squeezed in.

But he was really very frail, and his
emphysema was not helped by his
insistence on chain smoking unfiltered
Camel cigarettes, It was hard for him to
find the energy to deal with the
demands of pottery. 1 did what I could
to help, but anything I did was always
wrong — he needed something he
could control himself right through,

I watched while he searched for
something he could work at within his
own limits. He finally found it and then
began those series of intricately carved
interlocking plaster stamps with which
he could work out sets of designs for
pressing into moulded clay dishes. He
sent for some florist’s plasticine so that
he could test them out himself. At Jast
he had something to exercise that
artistic intelligence of his. I would hear a
crow of delight as yet another pattern
worked out to his satisfaction. One
could only admire the spirit of this true
artist which remained determinedly
alive despite all the physical onslaughts
that beset him.

By June 1984 he had had enough of
us and our country ways. A friend with
a truck was found and once more all the
worldly goods were packed into boxes
and taken to Auckland. The house
secemed very bare when he had gone.
Difficult and cantankerous as he was he
had talent which one could only
respect, and he had devoted a lifetime to
its development. He remained true to
the vision, and had never compromised.
[ hope on his tombstone they put THEO
SCHOON — ARTIST.

Helen Mason
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EXHIBITION

Ties that Bind

A Juror’s View

Louise Guerin talks to Marlise Staehelin, judge and
selector for this major craft exhibition

Marlise Stachelin hesitated when she was
first asked to judge Winstone Ties That
Bind. *'T once swore t mysclf that |
would never be on a jury again in my
life. But being sole selector is a different
situation becausc it’s your own personal
judgement, [ can give my opinion for
what it’s worth and nobody else has ©
be of the same opinion.”

She feels the result makes for an
interesting exhibition but found the
choosing an energy and time consuming
task. “'It took a lot of concentration and
some pieces are very difficult to select if
they are in a foreign environment. Once
thing T am really happy about is the
other first prize. | was very apprehensive
about having to give only one first prize,
but we got Winstones to award another.
Even then T can’t say thesc two are so
much better than the others. This
hirearchy is not something I feel
comfortable with.”

Staehelin selected over half of the
cntries submitted and cvery piece
discarded was sent away with 4 sentence
cxplaining why it wasn't chosen. She
tried hard to see the pieces in isolation.
“1 didn't look at the people who had
made things, T just looked at the objccts.
1 was very embarrassed if 1 found a name
1 knew.

“1 have been asked whether T would
find the same situation in another
country and T think 1 would have done
because it was an open entry and so
everybody who heard about it could
enter a piece. Everybody is allowed to
think that he is an artist because every
child /s, and there is art in everything.
But to make a statement strong enough
to go in to an exhibition takes a certain
artitude.

“The place where work is done is part
of it, but we’ve all got television and
telephones and our world is getting
smaller. If [ had been put in the same
situation in Europe there would have
been the same pieces.”

So just what was she looking for? The
feeling you get is that elements of
ambivalence, paradox, magic, humour
and wit were all required in some
combination, if not in that order, along
with a definite sense of integrity.

“Tt wasn't enough to be well done.
There were lots of beautifully crafied
pieces I didn’t include. And it wasn't
cnough to make a very obvious message.
What I wanted was a visual statement
that keeps a secret between the viewer
and the maker. T don’t want to scc a
piece that I have 'seen’ after I've seen it
once. | would want to ook again and
again. Some of them were just too
obvious — it was terrible!

“A lot of pieces I really Toved but it
was sad — | had to throw them out.
They were overdone. They were S0
beautiful and had such marvellous
qualities, but then all of 4 sudden —
probably because you had to follow a
theme — the theme hecame huge and
the nice piece became very small. ‘There
were all these things about bondage and
family ties and very litcral siatements,

“Lots of pieces were talking about
other peoples’ miseries and that was
very difficult. They usually didn't work
because the makers didnt’t dare talk
about their own miscries. T think if you
have enough food to cat you might have
other needs 10 express than hunger. Even
in a terrible situation you find people to
sustain you. Even in the midst of tragedy
there is a smile somewhere,

“*Quite a few picces I couldn’t deal
with because they had a Maori influence,
They were dealing with Maori subjects
but I could feel that they were not Maori.
It’s as if when T say 1 am Swiss,
somebody might ask if I yodel. Yodelling
is a very special thing. It is an art that
comes out of a particular way of life:
people who live up in the mountains in
secluded valleys under the threat of
avalanche, Yodelling comes out of that
experience, So, if I walk in the city and
yodel . ..”" So much for the broad
themes, what of the entries themselves?

One of the first awards T loved from
the beginning because it is very serious
and yet it has a circus quality to it. If you
stop looking at life like that it’s going to
be terribly dull and awful. The
interesting thing is that it is made by a
physics professor — it is almost fantasy
— and also has a very deep philosophy.
It’s very well made and the maker gave a
lot of thought to the fact that it had to

travel. You don't have to wrap it or pack
it, you can leave it closed or vou can
open it up. You can play with it oo — 1
enjoy the sense of humour.

“The second first award is about the
same theme. It's tecny. I think it’s called
“The Lovers™ but it shouldn’t really have
d title. It’s really unobtrusive. Tt's two
pieces that fit together and they have
something like a quality of a backbone
when they are locked together, There
was also 4 marvellous basket which has
the same qualities. In fact there are lots
of picees T could talk and talk about,

“Therc was one medium I was
worried about and that was wood. There
was marvellous wood work and
marvellous craftsmanship but somchow T
wished those pieccs had been
functional. The other medium I have a
hard time with in anv place is textiles,
Evervbody wants to make a masterpiece
and it allows itself to be overdonc so
easily. You can add a bit here and add a
bit there and lose yoursell and get
sidetracked all the time.”’

Staehelin was keen for people to see
her own work and that of some Swiss
colleagucs so that peole would have an
idea of her background and working
context, To this end she brought with
her a portable exhibition of the work of
8 Swiss artists — each person was
allowed the space inside a small perspex
box, all of which then packed into an old
Japanese baskel for travelling. A video
was made of the moment when Staehelin
went to each person’s house o collect
their particular offering, which gave a
tiny glimpse into their respective lives.

“It was important to me to show that
we are not great experts when we come
from Europe. It’s sometimes really
embarrassing when you are treated as
such. Mind you, the same thing often
happens to visitors to Switzerland.

“I’'m an expert in so far as I have lived
my own life. I've made my mistakes and
I'm going to make more! But I've always
had an intense time — bad times, good
times — but I can enjoy the good ones
because 1 have had the bad. Nobody is
god,”

O
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EXHIBITION REVIEW

Bob Bassant looked at the third in a series of Wellington City Art Gallery/
Crafts Council of New Zealand collaborative exhibitions.

Winstone Ties that Bind

Helen Pollocks cward winning
piece: Lovers.
Stoneware 40 x 80 x 10

The third in a series of Wellington City
Art Gallery — Craft Council of New
Zealand collaborative exhibitions {"The
Bow!l™, ""The Great New Zealand Box
Show’), “"Winstone Ties That Bind"
invited artists and craftspeople "‘to
create a work of two or more units
which are knortted, bolted, tethered,
chained, laced, hinged or bound
together””. The resulting 156
submissions presented Swiss artist
Marlise Stachelin with an arduous task
of adjudication. While many excellent
submissions were rejected for subjective
reasons, revealed by Marlise to each
entrant, her catholic taste (and that of

many of the artists) was revealed in her
choice of award winning picces — the
one, serious both in content and
craftsmanship, the other, a wildly
amusing presentation of the physical
laws which govern symbiosis.
Following the exhibition, the 52
works will tour 10 New Zealand venues.
A video programme, documenting the
exhibition, will accompany the show.
According to the Wellington Evening
Post art critic, Ian Wedde, this was an
un-reviewable show, and in many ways 1
would have to agree with him, and for
Marlise Staehelin, the adjudicating must
have been a particularly daunting task; a
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task that was only accomplished with
much courage and a willingness to back
her decisions with a determination to
face up to the individual entrant.
Without that attitude the cries of
anguish from the rejected would have
reverberated within the walls of the
Wellington City Gallery for many a day!
It brings to mind (as history has it) a
remark made by Franz Lizst 1o one of his
pupils:

“You have played for me many new
and many beautiful pieces — the
problem is: the beautiful pieces are not
new and the new pieces are not
beautiful.”

Presumably something like that must
also have been in Marlise’s mind when
she made her final decisions.

No doubt many of the works had
considerable novelty value — but
novelty for its own sake belongs to the
tools-in-trade of the designers in the

to 4 number of artists and craftspeople.

“A Toy That Shows A Curious
Motion" by Wellington’s Norman
Barber was one of Marlise Stachelin’s
first choices — and bound to be
controversial!

The fact that retired physics professor,
Norman Barber, was totally unknown in
the arts and crafts circles and his highly
original interpretation of the physical
laws governing symbiosis was also
totally devoid of any art or craft
sophistication, raised many a well-
established eyebrow.

His own particular brand of
intellectual and visual “primitivism™
obviously took many by surprise,
coupled with the fact of the almost
ruthless dismissal of the “obvious' by
the adjudicator, not only raised
eyebrows, but also made some
establishment wag tounges in anger —
oh dear!

Aucklander Helen Pollock was to

dnd wisdom Transcends Them All

. UFamily Ties Nora West/Fabric

Jenny Patrick — Silver and Peaua
Headpiece

Carin Wilson/Mixed Media.

sculptire,

visual communication and fashion
industries, to whom the word “‘new’™’ is
the supreme creative demand. Indeed
much of the work on show in the
exhibition could have been firmly
placed in another novelty category e.g.
the novelty of being urged on, if not
pushed, by the theme of the exhibition
to extend a usually safe and predictable
medium or mode of working beyond its
known aesthetic and practical
dimensions. 1t also makes one question
pre-conceived ideas of how certain
materials should be used and how the
final results should look — because
technical virtuosity alone can provide a
basis for critical evaluation but it is
insufficient if it does not occur in
context of design and intellectual
meaning.

The realisation that a usually mere
decorative piece had to be produced
within the forementioned context no
doubt provided a formidable challenge

share, together with Norman Barber, the
Winstone Award for Excellence, with a
smallish snug-fitting two-piece; very
smooth, very personal and introverted.
Helen Pollock describes her work as
starting with her own feelings and then
allowing those feelings to be turned into
an "'essence’’ — a tangible form finally.

Her piece in ""Winstone Ties That
Bind™* was already in progress before
she read about the show, so it started
out and remained an authentic
statement rather than a response (to a
theme),

During the 60’s Helen did a Home
Science course at Otago. Part of the
course was a design component which
mainly concentrated on design relative
to the home environment. The course,
which also included aspects of history
of art and architecture, has been
important to her and the work she’s
doing. After evening classes and
occasionally some workshop
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