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I have recently come from England to settle in
New Zealand, and am building “art/craft”
Jurniture in the Russell area. My experiences in
trying to market my work have forced upon me
certain opinfons, which I feel are important
enouigh to share.

An outsider here sees in the crafis both quantity
and quality, particularly in ceramics, jewellery,
glassware and fibve arts. Wood turning is popular;
but whatever happened to furniture? My
experience so far in the North Island has shown
that contemporary furniture is very
“thin-on-the-ground” compared to other crafis.
Why is this? It could be argued that there simply
aren’t enough woodworkers producing enough
work. But [ think that it is more a case of the
difficulties woodworkers are up against.

First, theve is the eternal problem of cash flow.
Of all the crafis this one must require the highest
initial capital outlay. On top of this, it is usually
necessary to invest weeks or even months of time
into one “spec” piece. This can be impossible with
the high workshop overheads, and as a result you
are forced to make “safe” items which sell.

Then there is the problem of timber. Many
New Zealanders venerate kauri to the point
where they see nothing else. Of course, it's a
lovely wood, but it seems to me that kauri,
colonial-style furniture has gone past its relevance
and importance, to the point where it can hinder
further growth: Obtaining timber supplies is also
difficult. There are other species besides kauri, but
compared to Europe and North America, good

uality, cabinet-grade hardwoods are relatively
?;ard to find. Those available are cut by sawmills
for the joinery trade into narrow jumbled-up
planks, instead of the full width “through and
through” boards preferred by cabinet makers,
which are then stacked as they came out of the log.

Having made the work, the woodworker has to
find a buyer. New and original work doesn’t sell
easily, and it’s even move difficult to get a price
that rveflects the time and effort pur into it. I
foot-slogged around miles of Auckland and found
only one shop or gallery that would take
individual pieces of furniture. ONE — and that
sold almost entirely to tourists! From what I have
seen of prosperity in Auckland, you certainly can't
say there isn’t money there to invest in quality
Sfurniture. So if somebody wants an individual
piece of original furniture, where on earth does he
or she go for it? But then, I wondered, would they
even consider it? There are so few precedents.
People seem to accept spending thousands of
dollars on cars, stereos, videos and yachts, yet they
[l their houses with the cheapest particle board
furniture, There seems to be so little awareness of
what quality furniture is, and no understanding of
why one should spend a lot of extra moncy on it.
It is not enough for the seller to extol the merits of

Soapbox

solid wood over 0.5mm veneer — that's just him

- talking you into birying his very expensive work.

Out of all this I believe two areas emerge in
which action can and should take place: public
awareness, and the infrastructure to bring the
public and wood worker together. There have
been one or two interesting woodwork exhibitions
recently, but that's only a start. Because this goes
heyonj what crafispeople can do themselves, T
would like to throw down the gauntlet to the
Crafis Council to take up the issue. After all, isn't
that one of its main briefs? It is not enough to just
help set up craftspeople, train them, and send
them abroad (where there is a danger of being
homogenised into an international craff style).
They have to be able to make a living fram their
work here in New Zealand.

May I suggest an impressive national touring
exhibition promoting new approaches to wood?
This could contain selected work by artists and
craftspeople who have an innovative or
imaginative style of work. Its aim would be to
extend public awareness as much as possible,
showing:

1) that furniture is not only functional, but that it
can also be a beautiful piece of art;

2) why this work is such good value, considering
its durability and possii!eﬁ:rme antique status;

3) what talented people are available here
(Given such an opportunity, one’s work often
surpasses anything done previously);

4) how to commission work (This is particularly
important as many people don't seem to be
awate of this option or its benefits);

5) a general background on wood and construction
techniques, and on the artists themselves (this
is important since we have to sell ourselves as
well as our work).

All work would be for sale. The exhibition
conld travel to five or six centres throughout New
Zealand, and would be administered by the Crafis
Council and, hopefully, funded by industry. The
Council and exhibitors would have to ensure that
it is seen as something more than just another craft
exhibition, thus attracting more than the usual few
lines of media coverage. The backing of the
Council might bring the media out from behind
their usual fear of giving free publicity into
contributing towards cultural awareness.

Such exhibitions have been held in Britain, and
I have exhibited in them. Everyone henefits — the
buyer can see what he wants and where to find it,
and the wood workers gain in commissions and
reputations. Furniture and woodwork might then
begin to take their place alongside the other crafis
of New Zealand.

Please help to make it happen! (And please

Jorgive the generalisations — they are made in full

awareness of their exceptions.)

o
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LETTERS

Personal Opinion

In reply to Adrienne Matthews’
letter (Autumn 1987), and
leaving aside the fact that |
happen to agree with Campbell
Hegan's comments on
exhibitionism, | would defend
to the death the right of any
reviewer to state a personal
opinion. There would be little
point to any review if such were
not the case.

Would she really prefer a
review which “pussyfoots”
around and avoids
commitments by taking refuge
in so-called “description of
techniques”™? This latter aspect 1s
important, but it is surely not
the raison d’etre of a review.
When I read a review, whether
it be of a book, a film, or an
exhibition, | want to know
whether the reviewer liked it or
not. That doesn’t mean I will
like 1t, but at least it gives me a
sounding board. Only after that
do I want some details. One
needs details to back one’s
opinions, and an overview of
style, directions, techniques,
cte. to give the Aavour, but to
give only that would be a
review without a soul.

Surely New Zealand Crafts
wants articles with enquiry,
even dogmatism, not bland
treading that avoids subjective
opinion. Anyway, didn’t the
second half of the article give
Adrienne Matthews the
information she required?

Mike Spencer

Taranaki

Craft Index

I have lived a rather full life and
have heard. witnessed and
occasionally become involved in
things which are not uplifting to
the human spirit. Such are the
conditions of being human. But
to read in your magazine the
over-coloured and impassioned
thoughts of Alan Preston, a
fellow craftsperson, who would
use for shallow political gain the
suffering of other humans, is
totally and utterly disgusting to
me.

Within New Zealand society
we have members of races who
have suffered because of their
birthright, inclinations, or
political beliefs. Once, to be a

ypsy, mentally retarded, a
Eomoscxual‘ a Jew, or hold
other political views, meant
death n a gas chamber. Does
Mr Preston believe that
‘culturally’ to be a craftsperson
we also run the risk of
extermination in our country?
Such things are not only
repugnant, they turn the pit of
my stomach. This is bad taste of
the highest order.

The Craft Index was set up to
raise the standards of work
being done in New Zealand. By
writing letters of this quality,
many standards have been
dro}[:pcd for what amounts to
nothing more than a storm in a

teacup.

1, for one, do not wish to be
associated with people who
express themselves through the
tribulations and grief of others.

Malcolm Harrison,
Auckland

This bowing and scraping
after perfection which is now
poisoning the aims of the Crafts
Council 15 not only utterly
misdirected but also
humourless. In fact, it is ripe
material for rich humour.

As a craftsperson, I want
nothing to do with perfecting
my work, so perhaps I should
now be struck off membership
of the Crafts Council, let alone
attempt to be a candidate for
entry mto its Craft Index. Do |
wart to belong to an institution
which promotes sterile, perfect,
uninspired, intellectually and
materialistically-motivated,
spiritually boring craftworks?

he righteousness of being
industrious. By one’s own
bootstraps, ascending the social
ladder. Success for self while
trampling the poor. Someone
said that industry without art is
brutality. What 1s craft without
art?

Colin McCahon said, “l may
often be more worried about
you than you are about me and
1f I wasn't concerned, 1I'd not be
doing my work properly”. For
God’s sake, how much more
human tragedy and unkindness
towards each other are we still
promoting in this once glorious,
culturally strong, temperate
land?

Barry Brickell

Coromandel

Artform

When a material is exposed and
used solely as a field for artistic
endeavour, it becomes an art
form. It may have originally
been used for the purpose of
handcrafting a functional article
which I would consider to be
the true use of the word ‘craft’.

It is with this in mind that |
am referring to the article
‘Index of New Zealand
Craftworkers’ which appeared
in the Autumn 1987 issue.

To my mind, a craftsperson
has traditionally produced
articles for use (often
repetitively) and indeed has had
to in order to make a living
from their work. The ‘artistic’
factor should be built into the
article in the form of good
design.

If an article is badly designed,
it will fail to be accepted by the
public. Therefore, craftwork
should be well-designed. It is in
this area that craftspeople
should be encouraged and
educated, not the very
subjective artistic area the
Council appears to be directing
it's members.

Howard Macmillan

Monaco

Artist Directory

In this letter [ propose a contact
directory for artists featured in
every issue of the New Zealand
Crafts.

While the work of New
Zealand's craft artists is
adequately presented through
articles | write to address a
concern that the magazine on
numerous occasions has not
provided important practical
nformation to readers which
would specify the artists’
representatives, and from
wﬁcrc their work may be
purchased or commissioned.

In New Zealand there are
crafts people of international
standing. As professionals they
must sell their work to buyers
of New Zealand craft. Through
this they receive their income
which is essential for survival
and their continuing artistic
development.

At the Villas Gallery, we
represent many craftspeople.
WE work for our artists to
promote and market their
work, but it is disappointing to
see articles featuring these
people which are impotent of
real commercial value as they
do not inform the reader whom
to contact.

We draw your attention to
articles (Winter 1987) featuring
Richard Parker and Louise
Simon, who we represent. The
works photographed were from
the Villas Ganery collection, yet
neither article acknowledged
that the work was
photographed at our Gallery,
nor di% it inform readers whom
to contact regarding their work.
Contact addresses such as
. . somewhere near Kaeo in
Northland™ will not motivate
prospective clients to locate
work by an artist even if the
client lives in New Zealand, let
alone Australia or Japan.

Music, both classical and
popular, provides an
appropriate analogy. Critics
review records and always tell
the reader which company
released the record. This
information helps the reader
find the recording and other
work by the artist.

It is recommended that the
magazine layout be amended to
provide a directory section.

Tracey Crampton Smith
Wellington

“

We apologise to Villas Gallery for
not acknowledging use of the
gallery to photograph craftworks.

On the move

Your readers may be interested
to know that since the article
about the Handweaving Gallery
appeared in the Winter issue,
some of our ills have been
cured. We have now shifted
two doors up the street and
have a street—front window

which is helping business. The

exhibition space, although
better, is smaller than before.
Hence, we have a more
rigorous selection of articles for
display and less room for
storage.

Lindsay Matterson
Auckland

Art in Wool

Would those responsible for this
exhibition tell me why, with a
fee of $30 for each entry, the
selectors could not indicate
what was wrong with each
exhibit that was rejected. For a
fee of this amount, this is the
least one should expect. How
else can one learn what is
required.

If it was too much of a burden
to write a critique on each

iece, then at least they could
Eavc been labelled with
numbers, e.g. 1) hanging
arrangement not good enough;
2) not well-finished; 3) design
faults, etc.

I know that an announcement
was made explaining the fiasco
of the year (poor hanging
arrangements, items not
well-finished, design faults),
however, these were
generalisations. If a fee is to be
charged, then entrants are
tntir%ed to be told individually
what were the reasons for not
accepting their entries.

Karin Wakely
Auckland

Political Activities

After reading Amy Brown's
critique, Wil’%l which I heartly
agree, in the Auckland “Herald”
of the Winstone's Biennale, |
would also like to fire a
broadside at the Crafts Council
and find fault with the handling
of the exhibits chosen to be
shown.

I know of two artists (apart
from myself) who are top in
their field and were excluded by
Judges (of whom two I consider
to be political artistic activists
promoting their own brand of
expression) and submit that in
the future all pieces submitted
be accepted. The Crafts Council
can casily handle this as proved
in the B.N.Z. Competitions —
over 300 pieces shown.

There is as Amy Brown says
no quarrel with final judgement
whatsoever but how can
younger or older artists judge
their own work against their
peers when three-quarters of it
15 culled out and by whom?
Again, Amy Brown has nailed it
down. The Judge had to select
from what was right and proper
for him to select? Come on
Crafts Council you can do
better than this!

Terry Keenan
Auckland

2

Selection process

I am writing to express my
dissatisfaction with the way the
selection for the “Bone, Stone
& Shell” exhibition has been
handled.

While not considering myself
primarily a bone, stone and
shell jeweller, 1 was lured into
applying by promises that the
objective was “to expose our
Pacific and Eastern neighbours
to the talent, materials, style,
non-style, diversity, range,
skill, uniqueness, statement,
non-statement of NZ jewellery
and its makers”. Sounded good!

Now I learn that my work
has apparently been rejected
because it does not fit into the
“confines of the proposed
exhibition and the judges
selection process” because “of
prime importance in the
selection process was the panel’s
concern to develop an
exhibition which was cohesive

in terms of the type of work
exhibited, the materials used,
and the standards of design and
execution. . . While many
artists could not be eliminated
in terms of their craftsmanship,
it was because of materials or
design that the work did not fall
within the cohesion sought for
the exhibition.”

How can diversity,
uniqueness, etc. be reconciled
with cohesiveness and
“thematic integrity” (also
mentioned)? And why is
cohesion so necessary in an
exhibition, anyway? | feel had!

Ruth Baird
Auckland

Craft promotions

With the growing interest and
development in the crafts
together with the growing need
for crafts-people to market their
wark C T PROMOTIONS

N.Z. is presenting a Craft Show
at the Wellington Overseas
Terminal in March 1988 in
conjunction with the
International Festival of the
Arts.

Preparations towards the
show are well under way with
applications coming from all
over the country from
crafts-people wanting to take
advantage of the high public
exposure to promote
themselves and their work and
gain those necessary sales which
provide them with the means to
continue. In presenting this craft
show Craft Promotions aim is
to bring the crafts-people and
their work to the people.
Success to a crafts-person is an
encouragement to continue and
expand his or her horizons of
creativity.

The pursuit of a craft may be
a “way of life’ and can mean
people living and working in
1solation but the realities of life
require some consideration

being given to marketing. The
potential is greater by going out
to the public than relying on the
public coming to you.

Participation is by selection
and individual presentation of
work is expected to be in accord
with the up-market, high
profile promotion given to the
show.

Any crafts-person interested
in participating in this or future
shows should write to:

CRAFT PROMOTIONS
N.Z. PO BOX 30-359
LOWER HUTT. or PHONE
(04) 664-107.

Udo Sellbach, recently in New Zealand to judge the Winstone Biennale,

was interviewed by Rosemary Shannon.

SELLBAC

UDO I

UDO SELLBACH was born in Cologne in 1927. He received

training in painting and printmaking at a leading German school
of applied arts, the Kolner Werkshulen. Udo Sellbach’s work
has been largely based on the craft of printing and in particular

on lithography.

After emigrating to Australia in 1955 he continued his work
in printmaking and in 1960, under the directorship of Paul
Beadle of the South Australian School of Art, he established the
first comprehensive and integrated printmaking department in
"Australia. As head of the Tasmanian School of Art (1971-77)
and then Director of the Canberra School of Art (1977-85), he
took the opportunity to establish facilities and courses for fully
professional craft training and education at these schools. Udo
Sellbach is at present aﬁee!ame artist and also lectures at the

Queensland College of Arts.

Rosemary Shannon: You have
been in New Zealand judging
the Winstone Biennale. What
was your general impression of
the standard of the show?
Udo Sellbach: I think the
general standard was high. The
ndividual works that [ saw
expressed a vitality. What |
found most interesting though,
was that the craftspeople came
together, as a large, competent
whole rather than as a range of
individual craft forms and, to
me, apart from recognizing the
ovcraE quality the exciting
observation is that this process
1s taking place. In other words,
the crafts are truly starting to
see parallels and common
aesthetic ground rather than just
being seen as traditional objects.
It is very exciting because a
number ofythings ow from this
observation. Firstly, one would
expect some kind of cross
fertilisation, some creative
influence going across one ficld
to another. Exhibitions like this
one which bring the various
crafts together are a very good
way in which such cross
fertilisation of ideas develop.
Secondly, as the Biennale is to
continue it should help to
establish the crafts as a whole,
as a movement, and as a
professional reality within the
whole fabric of the cultural life
of the country.

Shannon: This was a

multi-media exhibition, how
does this impact on your
judging?

Sellbach: Yes, there is an
impact from thar and its a
healthy one. One does tend to
become very inward lookin

and inbred if one stays strictly
within one medium. The whole
range of traditions within a
medium, whether it be in wood
or clay, is of course important.
But what happens in creative
thinking is that it often happens
in unexpected ways and draws
on experiences, processes and
materials which enrich the
tradition of whatever media it
may be.

So 1 believe that the benefits
of the multi-media show are
that it generalises craft to some
degree, makes it perhaps more
powerful and more identifiable
as a total movement rather than
a small group of people. At the
same time it olpens up the
possibilities of influence which
didn’t or wouldn’t exist.
Shannon: In the process of
judging, what are the major
criteria you are assessing, and
what are the qualities you arc
looking for?

Sellbach: The criteria that I use
are based primarily on the way
in which the material is handled
in the first instance. I look for
the way that material is
understood, the way it is
handled to express its own
potential qualities, its own




charm or its own strength, its
own seduction as well as its
own imitation. The craftsperson
understands the material, an
underseanding which is not just
intellectual but right down to
the fingertips. In other words it
shows the sensitivity through
constant handling. The ability to
make that material free and
speak and loosen-up from
constraints is what | look for.

Next | look for the quality of
form that has been put into the
object. This is the tensions that
are raised in the form and
shape, a kind of resolution thar
happens within i, the simplicity
that has come through the piece
itself, the warmth OFhandling,
the touch. Thirdly, I'll look for
derail and detailing. In other
words, at the finer points of
construction, of joining; the
way things are smoothed over if
they are to be smoothed, or if
they are rough, the way they
are rough, and why they are
rough and how these fine points
functionally impinge and/or
contribute to the piece as a
whole: So the third point is the
one that joins up with the
functional use of the object and
the quality of construction.
There’s a fourth point which |
believe is important, and that is
the overall innovation; a
sensitivity and an awareness
within the craftsperson of other
art forms, craft forms, and
media.

There has been a tradition to
look at craft as something that
stands in the shadow of the fine
arts and has less creative

ossibility. This is quite untrue
Eccausc great creativity can
survive in the crafts. The
tradition of craft is much mare
than simply repeating the
processes, techniques and

atterns of the past. It is going
Ecyond this that adds to the
images. It is this past point that
will help to lift the craft beyond
what is perceived to be some
kind of well-meaning,
therapeutic or part-time hobby
for pcople who do a good day's
waork e]l?scwhcrc and then
indulge in some kind of creative
pastime. | believe that the crafts
are a very important part of our
cultural life and that is
becoming better understood.
Shannon: In your opening
speech at the Winstone Biennale
you mentioned excellence as an
aspiration which craftspeople
should attempt to achieve,
Could you perhaps expand on
this and indicate how the
craftsworker can achieve this
objective?
Sellbach: What I mean by
excellence and open-endedness
(open towards excellence) 1s a
view which regards the creative
process as one that has no final
resolution, no final answer. In
other words a quest, an ongoing
concern for improvement. Now
if we use this concept and apply
it to the craft then we are
talking about a process or a
vision of excellence which
carries with it this very beautiful
important background of
tradition — tradition that goes
back centuries in terms of style,
perfection, performance, quality
and so on. What those people

did and what we will have to do
IO prepare our next generation,
is to remain linked to this
rradition.

To find excellence is to
develop ones own thinking and
work through to the next work:
Not everyone is capable of
doing this. There are people
within the crafts movement
throughout the world, who
combine this search and
constant quest for achievement
and quality in their work, and
who establish standards which
they themselves are responsible
for. These people actua?ly show
the way and that many others
who may not be necessarily
gifted enough to do it in this
way are then the followers and
the backup to give these few
people a kind of support. It is
essential that we look at craft as
we do at other arts.

Shannon: You are probably
aware that Craft Design courses
have recently been established
throughout New Zealand.
Coul(?you perhaps outline your
philosophy regarding craft
education?

Sellbach: ['ve given some
considerable thought to this and
other matters since being in
New Zealand. Firstly what |
feel ought to happen is that
perhaps through the initiative of
the Crafts Council and with
co-operation from other private
Or government agencies, some
kind of national craft policy
might be developed. There
needs to be a cohesion building
on from the Winstone Biennale.
Something that puts a
conccpm:ﬁ framework behind
the crafts as a whole movement
rather than as individual media.
MNow 1s the time, since this
exhibition demonstrates that
people and the crafts movement
m New Zealand have reached
the point of a larger
consciousness. Such a policy has
to be developed by starting off
with an agenda which deals
with the whole question of the
status of the craas‘ and the
relationship of the crafts to
other creative or economic
activities and forces within the
country. Crafts have to be put
quite firmly next to the arts,
architecture, design and other
productive creative forms and
forces in the community,

The second issue is education,
which is the greatest and the
most practical issue. So far a
great deal has happened, but it’s
based mainly on the efforts of
very few im}/ividua]s and one or
two organisations. What is
required to give craft full
relevance within the
community is to see it as part of
the education system as a
whole. And that means at all
levels of education from the
earliest level on through to
tertiary stages and into the
university system. Craft has to
be mrtegrated and seen as a
realistic option. This is a major
undertaking and I know that
you have made a start in this

direction. I am very concerned
that what’s been started ought
to be followed through in a
consistent way.

I believe that a policy should
first be developed. Part of that

policy should be a complete
analysis of community needs,
educational needs, possibilities
and provisions, and the facilities
r::cimred which will provide for
full professional development in
all the erafts, It is important that
what 1s happening in craft
education is not stopped short.
It should provide for the open
endedness, the striving for
excellence. These factors should
be provided within the
education system. Inclusive in
the education curriculum should
be the industrial side of the craft
and that might include such
things as the legal situation with
regard to copyright and with
regard to taxation and a host of
other things such as safety, and
health. These matters should
also be part of a national policy.

Finally I would suggest that
the promotion of the craft is an
ongoing concern and should be
looked at very carefully. We
should start to emphasise and
promote the crafts for what
they potentially are, namely as
substantial elements within the
economy of a country.

Now 1f one looks at these
four main points as providing
platforms for the development
of the craft, then one starts to
build on what the Winstone
Biennale is doing. Namely, the
vision of the crafts being more
than a hobby, the vision that the
crafts can be competitive in the
same way as other arts.
Education is essential to all of
that. I believe that the greatest
task ahead is to look very
seriously at education to ensure
that the professional
requirements of the craftsperson
as an economic and cultural
reality of the country can be
realised.

Shannon: What do you
consider are the major factors
which determine a successful
craft education programme?
Sellbach: It is important that
when we talk about the
education of craftspeople we
take our ideas from the craft and
the craftspeople themselves.
Behind the philosophy and the
curriculum of craft education,
has to stand productive, creative
craftspeople. I think this is the
very first and most fundamental
condition of all. It is very easy
to hand these things over to
educators and people who are
very professional in that kind of
field, they have a role to play,
bur the idea and vision has to be
extracted from the knowledge
and experience of the
craftspeople themselves. They
are the core of any realistic craft
development. The second point
is that we have to look at
commerce and the educational
expectations which the
community has. It is important
that the curriculum as a
structure answers the needs of
the community.

Shannon: There is much
controversy on the question of
craft and whether it pushes the
boundaries of art. Indeed you
have mentioned, and [ quote:
“leather, glass, textile, wood,
silver and ceramics are equal
partners with painting,
sculpture, and printmaking in
the European tradition of

artisanry and crafrsm:msljif "
Could you expand on this:

Sellbach: I think there are two
views. One is rather old
fashioned and no longer quite
realistic. That is the view that
the crafts are an inferior form of
the arts. Inferior because they
deal with repetitious patterns,
that they lack the innovation
and surprise of the new form
and the challenges which the
fine arts are expected to
provide. What we've observed
in the last 25 years is that the
old fashioned notion is no
longer true. In fact, artists have
started to look again at
craftspeople and work
hand-in-hand with them and
they have learned from them.
Craftspeople have themselves
needed to move into the
domain of the fine arts, so that
the division which was always
an artificial one, which had been
the gap between the superior
arts and the inferior crafts, is no
longer true. Just as much
creativity, new ideas and new
solutions are today exercised
and produced in the crafts as
they are in the fine arts. It has
meant that the creative impulses
which are the basis of all artistic
expression can be found in the
crafts nowadays as readily as
they can be found in the fine
arts.

Shannon: In New Zealand
there has been resistance from
fine arts schools to

incorporating crafts media
studies into fine arts degree
courses. You have had
considerable success in Australia
in breaking down these barriers.
Have you any suggestions as to
how we might do the same in
New Zealand?

Sellbach: How you break them
dow is difficult to say without
being there. I have a deep belief
in the intrinsic equality and
relationship between art and
craft and their interdependence
and have always stressed that
point. | have found that the best
artists have never quarrelled
with me on this point. The next
thing is to prompt the people
into seeing where the openings
are, where an institution is
ready for change, for taking on
something new, or where new
policies allow for new
mitiatives, That is why I believe
a national craft policy is so
important because it can
become the voice which will
emphasise these priorities. O

EXHIBITION

Designed for living. Bob Bassant reviews a recent exhibition at the Crafts

Council Gallery

B DESIGN
FOR LIVING

Vic Matthews
Side/Hall Table

N.Z. Grown English
Walnut & Ash Handles:

Forged Gilding metal b);
Peter Woods.

Tlana Becroft — Filing
Cabinet.
Filing Cabinet — Detail

Photographs Ian Hutchison.

The Design for Living exhibition held at 22 The
Terrace furin the month of August provided
considerable f%od for thought. From Vic
Matthews’ classically refined hall table to Roland
Siebertz’ trendy corner installation, the range of
handmade and individually-crafted furniture and
companion works was rich and varied.

There was an air of professionalism about the
exhibition as an exhibition. Expertly installed and
documented, cach individual display was
accompanied by a portrait photograph of the
maker and a printed stacement whicE together
considerably enhanced communication.

It’s thercf)orc rather surprising that not more of
the works were sold — perhaps ‘yuppydom’ hasn't
woken up to the fact that fine handcrafted
‘one-off’ furniture and companion pieces are as
sound an investment as paintings and prints. But
then [ can’t say [ am particularly impressed with
the amount of publicity and media exposure
granted to exhibitions of that kind, so who’s to
blame? Also, how does one discriminate between
a $6,000 wall-hung desk and chain (John Shaw)
and a lovely rocking chair based on traditional
lines for only $800 (Graham Sutcliffe). For the
casual observer or the interested potential buyer,
it must be rather confusing. The possible solution
could be opening up a hornet’s nest — should
there be some sort of pricing policy established
for mixed exhibitions of this kind?

On the matter of discrimination, I found
Humphrey Ikin’s statement about his “interest in
furniture with an industrially-designed tone”
rather curious in relation to his last sentence, “my
primary motivation is the search for a New
Zealand vocabulary in the Crafts™. Is he
suggesting the two are mutually exclusive?
Certainly all works, whether they have an
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Jonathan Hearn

Blanket Chest with Drawers.
Walnut, Sycamore, Native Red
Beech.

Below: Detail
T

1. Peter & Karen Hight
Taranaki Side Tabhle
Hinan, Walnut, Elm.

2. Roland Siebertz
Corner installation
Free standing Obelisk.

3. Peter & Karen Hight
Display Cabiner. New Grinea
Rosewood, Indian Rosewood Mangrove.

industrially-designed tone or whether they are
inspired by or find their starting point in ecarlier
art forms of the Pacific Region, should be subject
to a modern interpretation of visual logic. You
cannot turn the clock back or deliberately
discriminate for the sake of Art/Craft versus
Industrial Design.

This brings me to that age-old hoary again, [
know, but let’s get our thinking straight. Away
with the myth makers! Remi Couriard from
L’Etacq Studios also adds to the confusion by
talking about limited editions — limited to
numbers or artisan involvement? Certainly
machine finish is apparent and I don’t object to it
or any mechanical aid to production for that
matter — but $4,000 is too high a price to pay for a
limited production number, even though it is
superbly constructed, finished, and made of elm.
When Courtard talks about “traditional styles
brought to simplicity”, is he talking about the
same thing Humphrey lkin is when he talks about
furniture with an industrially-designed tone?
Take your pick and put your price on it! I really
wish some craftspeople woulj get their thinking
sorted out. What about this quote? “The part of
my emotional self that this (work) L’mboéics
defines my work as an art form.” No name
mentioned.

Certainly history will decide for us the place of
a particular piece in the Art/Craft/Design
hicrarchy. You can’t decide that for yourself, not
with all the will and emotional involvement in
the world.

In spite of some of the statements, the majority
of works showed an honesty of intent, a respect

for materials, a high standard of workmanship
and conveyed a sense of three-dimensional
stability and space in a truly sculptural sense. [
mention these factors as plus points, possibly
already too much taken for granted (if not
neglected) in favour of a desire to be original
and/or ‘creative’ at all cost.

Despite all the pervading seriousness, some
delightfully whimsical works stood out,
especially James Grimmett's Toothpaste Tube
Mirror. Grimmett says, “I am particularly
interested in natural and organised shapes used in
a sculptural way and perhaps a humorous yet
practical way. Something able to create a smile or
a pleasant fecling that gives spiritual and
emotional warmth in this technically advancing
throw-away society. If I can pass on some of the
warmth of wood, and in some small way make
the world a more individual personal place,

1. Marc Zuckerman
Entrance Table
Heart Rimu. African
Mahogony Inlay.
Coffee Table.

Heart Rimu.

2. Charles Bagnall
Pair Ladder Backed
Chairs.

Black Walnut.

2. Humphrey Ikin.
Pair of Chairs — Tawa

4. James Grimmett
Toothpaste Tube Mirror.
Tasmanian Huon Pine.

where people can live together in harmony, then

I'll be happy.”

[lana Becroft's curvacious filing cabinet is not
to be overlooked in this respect either. She
“seeks to combine the practical need of filing
with a curving, acsthetically pleasing design”; add
to that her craftmanship and whimsy.

These two picces were quite in contrast to the
pretentiousness of the Taranaki Side Table by
Peter and Karen Hight and the
McIntosh-Memphis-Athfield inspired corner
installation by Roland Sicbertz. Design for Living
by its very definition included furniture for
living, and furniture should be subject to
sl:anc%;ards imposed upon it by ergonomic
demands. Siebertz pieces in his corner mstallation
were ergonomic disasters — and @sthetically?
Gestaltwise.

Some furniture, Rietveld's chair for example,
can be seen and appreciated as the embodiment
of a tradition-breaking philosophy and, as such,
can be excused for not measuring up to the
ergonomic standards expected in Design for
Living. Siebertz is no Rietveld, and the only
evidence of some kind of philosophy on his part
is derived from what could be heard and scen
some ten years ago all over Europe. His corner
installation lacked the kind of honesty and
integrity evidenced elsewhere in the exhibition.
Vic Matthew’s hall table in New Zcaland-grown
walnut and ash, by contrast, epitomises craft and
classical clegance. This work has a timeless
quality, defined by immaculately stated

roportions and the subtle tension of the curved
Encar has to be scen to be believed. The entire
piece carries an incontrovertable authority.
Matthews hall table is a benchmark of
craftmanship and aesthetic excellence against
which most of the works on display could be
measured.

Peter & Karen Hight's display cabmet, in
contrast to their aforementioned side table, stands
out for its light and graceful neo-classical
proportions. Made of exotic New Guinea and
Indian rosewoods and mangacno, the work also
delights through its exquisite detailing and open
sculpture feel.

I found Colin Slades low-slatted back dining
chairs infinitely more successful than his table
which had a curiously dated look, remimiscent of
a 1950s TV screen table top. A arcular top might
have been more successful.

Jonathan Hearn’s blanket chest with drawers is
a strong, alive-looking piece with finc detailing in
hinges and closures all made in wood.




Photographs: Ian
Hutchison

Jeremy Bicknell
Dresser

et

Photographs: Ans Westra

Charles Bagnall’s aim is “to create something
that comes from inside and not fabricate some
designer’s drawing”. Unfortunately, intentions
alone are not enough. In his ladder-backed chairs
in black walnut the heavy, almost clumsy front
legs contrast oddly with the refinement of the
actual ladder back, which in itself barely sustains
the tension of the upward curve. A designer’s
awareness in terms of weight/scale and
proportion would certainly have been an
advantage.

Marc Zuckerman'’s entrance table and coffee
table, for instance, display these qualities
convincingly. Here is superbly balanced form
with the subtle curvature on top edge and
supports retaining the linear tension all the way.
Witness also the g
the edges of the supports, and the brass inserts
between top and supports which seem to lift the
top and give the whole structure an open quality.

Contrast all this with the bold strong form so
beloved by the two Wairarapa craftsmen Derek
Melser and Jeremy Bicknell; the latter with a
greatly underpriced two-tone dresser. Here’s one
example where someone could benefit from a
pricing policy or structure.

The bottom line of it all is that this exhibition
1s yet another step forward toward the realisation
of some of the more precisely expressed
sentiments in the craftworld. O

etailing; the dark inlaid strip on

Eleven pieces of furniture were sold from this

exhibition totalling §15,320. Ed.

GAVIN HITCHINGS: PROFILE

Beginnings:

It begins in England really. My
knowledge of jewellery and jewellery
making was non-existant at that time
but I was interested in decorative art
forms. I remember going to buy a
piece of jewellery for somebody and
discovering that even in London it
wasn't possible to get anything
satisfactory or satisfying to me (pre
1964). All the jewellery I seemed to
come across was based on the totally
traditional modes such as diamond and
gold rings, pearls and necklaces. That
thought always stayed with me and it
is important because the things I like
to give to people need to have some
quality, some value which is other
than the traditional and mass
produced.

It wasn't until I got to Nelson and
met Jens Hansen that the possibility of
actually making it myself occurred to
me.

Development:

So I started with Jens on a part-time
basis and seemed to be spending all
my waking hours — when [ wasn’t
carning my money at the DSIR —
learning how to make jewellery. I
have to thank Jens for the opportunity
of being able to do that and for the
kind Oftrainizlg he gave me. It wasn’t
a very strict or structured form of

training but one open to
experimentation. It was very much a
case of ‘lets see if we can do it’, rather
than ‘no, you can only do it this way’
and thats really when the bite took
hold. The possibilities from that point
on were endless.

Obviously it takes quite a while
before one becomes expert in
handling the particular materials and
using one's tools. One needs to move
them about, to play and experiment. 1
really didn’t start to develop any
Fcrsonal modes of expression until [
eft Jens and started working on my
own. That gave me time to explore
without any outside influences.
Forms, structures and materials
started taking on a new meaning. |
continued to work in this way for five
or six years but in that time I
discovered that it was possible to be
lonely working on one’s own and it
was also stultitying not having
someone leaning over your shoulder
telling you it could be done some
other way, which is always useful.

Eventually Jens and [ amalgamated
our workshop and equipment and
became a joint venture. That
arrangement lasted until the
beginning of 1986 when I began
teaching at the Nelson Polytechnic.

1. Disc Earrning
Forged, reticulated patinated
silver, gold

2. First Banana Brooch

Patinated copper, silver solder,
brass

3. Brooch/ Object
Ebony, Bone, Poly Resin,
Copper, Silver

4. 3 Brooches
Silver with copper inlay
,‘la?lrh'r and polyester resin inlay
Etched, patinated copper with
silver inlay
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While I was working on my own [
was successful in a national
competition organised by the
Jewellers” Association of New
Zealand. That experience gave me an
insight into what other people were
doing and more than that; it gave me
confidence to know that I could hack
it with other jewellers out there and I
felt pleased as it gave me a base from
which to develop in other directions.

Following that [ applied for a QEII
Arts Council grant to give me time to
develop some expertise in ways of
using plastic compounds in jewellery
making, in particular acrylic and
polyester resins. [ had used polyester
resins in my scientific work in
England many years ago.

The Eublic response to work in
plastic has not been very great
although there has been some
interest. There is still a stigma to
things plastic, that’s one explanation.

Another is that the work wasn't good
enough or relevant enough to be
attractive.

I used polyester resin and acrylic in
forms that were related to landforms
in New Zealand; rock formations,
pools, headlands, and so on. [ became
dissatisfied with that approach. It was
a bit too obvious for one thing and [
wasn't sure it was a good avenue to
pursue in terms of being decorative
jewellery. It starts to become a cold
intellectual concept rather than
something | think jewellery should
be, that is decorative, wearable and
imply other qualities as well.

I was still doing that when Herman
Junger from Germany gave a
workshop in Nelson. This was a
turning point for me. I came to realise
that there was something clse to be
said with decorative forms and
elements which go beyond the simply
visual aspects; that of the amuletic and

talismanic qualities. So following his
workshop I have attempted to be
conscious of the need to include
something of that nature in my work
or rather to be aware that its possible.
Its not always possible to impose it.
Sometimes I feel these qualities will
only come with time, with the
growth of traditions. But it very
much influences me at the moment. [
feel I can’t go back to those old forms.
I felt the need to reduce elements
from my work and concentrate on a
minimal form. This isn’t always easy
to do as it’s always tempting to
overdecorate. I'm secking single
simple objects, simple repeated
objects whatever but uncl:l)uttercd.
Any markings I include in my work [
hope will take on a greater
significance by being isolated within a
plain form. The materials I prefer to
use are silver and gold. They're what
I started with. I perhaps understand
their use better than other materials.
But I also like to use other materials
such as wood and plastic and [ try to
approach them in the same way as |
approach silver.

My use of a particular material is
purcP; intuitive but my basic love
would be silver because of its
immense possibilities in terms of
textures, forms, surface treatments —
they are endless. There i1s never a
stopping point with silver only new
starting points.

I'm now back working on my own
but I'm not really alone because of my
contact with people at the
Polytechnic. I'm involved in
developmental processes in the
teaching role and this involvement
feeds me spiritually and intellectually.
The ideas flow thick and fast. I find it
a questioning process at the same
time. [ also take enormous enjoyment
out of watching other people’s ideas
taking shape. Working with
colleagues who tutor m other
materials is utterly stimulating, the
common thread between us being the
concepts, the ideas.

The Future:

I'm privileged in my position now
because | have a little time to develop
quictly without having to worry too
much about the dollars coming in. I
don’t have the market place pressure
dictating. I feel over the next two
years or so | hope to develop
distinctive features that will identify
my work. I'm not aiming for that but
I would expect it to happen and |
would expect fairly radical
developments in myself as a result of
the teaching experience.

Richard Nunns

Gavin Hitchings was a recipient of the 1987 Nat
West Art Award ‘Beyond Craft' recently held at
the Academy of Fine Arts, Wellington.




The Winstone Biennale cements a relationship
between Winstone and the Crafts Council of New
Zealand which began some years ago with The Bowl
exhibition and continued with the Great New Zealand
Box Show, and the exhibition ‘Winstone Ties That
Bind’ held in 1985.

The Winstone Biennale represents a milestone both
in terms of the long history between Winstone and the
Crafts Council and because the exhibition which was
mounted in Auckland in August represents a turning
point in the development of craft in New -Zealand.
Indeed, Udo Sellbach, judge for the exhibition,
indicated that this multi media exhibition should form
the spring board for craft being accepted as a fully
pr:)ﬁﬁsfana:’ movenent.

In his review of the exhibition Campbell Hegan
clearly demonstrates that the Winstone Biennale was as
richly rewarding as the relationship which allowed it to
happen.

WINSTONE

B CRAFT

BIENNAL

Held at the Auckland Museum 28 August-13 September
1987

Catherine Anselmi
Smoked Clay Vessel with Kiekie Stitching.

The last open multi media crafts show on this
scale was organised by the Crafts Council art the
same venue about 12 years ago. The quantum
leap in the standards of the best work since then
1s quite extraordinary.

There were nearly 300 pieces in all media
submitted for selection and of these 62 were
accepted for exhibition. Once again, less proved
to be best although the impact of the show would
have been lifted even further by the elimination
of another 10 or 12 works. The variation in the
standard between the best and the least was too
great.

Warwick Freeman received one of the merit
awards for his superb paua bead necklace.
Freeman has been one of the central protagonists
in the recent redefining of this beautiful materal
for use by craft jewellers in New Zealand. He is
constantly exploring new ways of using paua and
has a unique sensitivity to the possibilities of the
material. This piece is exquisite in it’s conceptual
simplicity. The material has been handled with
confidence and restraint. One of the difficulties
with paua is it’s inherent seductiveness. Freeman
knows when to stop and how eloquent this shell
can be when allowed to simply speak for itsclf.

Alan Preston’s “Breastplate” utilises a
ceremonial object that has it’s roots in the Pacific
Islands’ iconography. It is a form that he has
worked with %or somc years and has achieved a
high degree of acsthetic refinement. He utilised a
readily available material, (mother of pearl) and
imbued it with a quality of great preciousness and
ceremonial weight. The form is very direct and
strong and contrasts superbly with the coarseness
of the deftly woven magi magi from which the
plate is suspended. Another neckpiece by Doug
Marsden has an intensely intimate quality. The

carving is superb and the tiny pieces of black
coral contrast effectively with the whale ivory.
The work appears to glow internally.

Alan Brown's “Exploring The Edge” is among
other things a dazzling dis Erl’ay of virtuosity. The
work speaks eloquently of two cultures, the
Maori and European in the language of objects of
great importance to both cultures —
cutting/digging/shaping implements. There is
conjunction of the cultures suggested in the
neckpiece. The five objects are contained in a
superbly crafted box (Whaka Huia). All of the
materials, wood, stone, metal, and fibre have
been handled with consummate skill. This is
multi media work at it’s best.

The premiere award was given to Ann
Robinson for her cast glass bowl. This work has
something of the crusty relic quality of the early
Roman cast glass. It's rife with contrasts of
texture and tension. The rim, highly polished and
giving a glimpse into the heart of the material
contrasts effectively with the heavily pitted and
rugged internal surface. The vertical flutes on the
exterior lift the form powerfully. The colour of
the glass is an icy blue and yet the work has great
warmth. The scale is slightly larger than life
which emphasises the considerable presence. It is an
impressive technical achievement and
demonstrates a strong commitment to the
development of an idea and technique. The base
point at which the bowl meets the surface on
which it sits needed further resolution. The
controlled tension of the piece was lost at that
point. However, it was a most deserving award
winner from a glass artist with a remarkable
record of achievements.

Robert Middlestead’s fused and slumped glass
bowl has presence beyond it’s modest scale. The

surface, a series of beautifully articulated red lines
on a black ground was most alluring with a
texture (the result of the slumping froccss) not
often associated with glass. The polished rim
where the red stripes softened and moved during
fusing made an inviting counterpoint to the tight
graphic organisation of the main body of the
work. The heavy grinding at the base detracted
from the piece. Sadly, there are a number of glass
artists who fail to give sufficient consideration to
the feet of work. Perhaps there is something to
be learned from a few of their colleagues in the
clay media.

The wall mounted glass panel by Linley Adams
had a casual quality that beEed it’s tightly
organised design. Lead sheet has been used in a
most innovative way and the surface colour has
been applied in a spontaneous gestural manner.
This effectively complements the highly
organised structure that is inevitable in leadlight
construction. The wooden element from which
the main body of the panel is suspended works
very well. However, the cord connecting the
two parts has been poorly arranged. In multi
media work all of the elements and materials are
completely interdependent and therefore equally
worthy of consideration.

There were only five fibre works in the show.
Yet another indication of the dearth of
oppeortunities for advanced tertiary studies in the
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David Trubridge
Writing Desk and Chair
in Kauri and Black
Walnut.

Willa Rogers
Basket. Torreg Pine Needles and Waxed Linen Thread.

fibre area. This, in a country so rich in raw
materials for fibre arts! Malcolm Harrison
received a merit award for his quilted fabric
applique work, “Ballad of a Negro Sailor”. The
background colours are quite subdued, even
sombre and yet the work has extraordinary
vitality and energy. The graphic elements are
vibrant and scem to thrust into the space beyond
the edges of the work. It is a strongly narrative
piece. Each of the six panels with it’s own tale to
tell. The whole work has strong graphic
coherence, consideration drifts easily between
the whole and the parts. It’s immaculately
crafted, the large scale adding to it’s joyful
exuberance.

The rag rug by Beatrice Cross was a delight
with a tautness and organisation more often
associated with tapestry than rag construction.
Like Harrison’s work, this is a fairly busy piece
and yet quite harmonious. The use of colour is
adventurous and lends a playful quality to the
work.

Pat Wilkinson’s tapestry, “Desert Lightning”
has a deceptive casualness. Graphically very
simple, it utilises primary colours that resonate
with shimmering intensity and considerable
warmth. In contrast to the relaxed informality of
this work, Kate Wells’ tapestry, “Formula for
Mozzarella” 1s highly organised and has a very
formal sophistication. A contemplative piece with
strong graphic unity, the subject comprises a
series of scemingly random images rather like the
unfolding of vaguely connected dream segments.
Yet there is a restful clarity in the work and
colour 1s used with subtlety and elegance.

Basketmaking of the type that goes beyond the
functional with some degree of abstraction is in
it’s infancy in New Zealand. Willa Rogers from
Nelson was the sole contributor in this medium
in the exhibition and what a fine contribution it
was. Owing something of it's origins to the
forms of a birdnest or perhaps the kina it is a
work of great appeal. Sensitively constructed
from Torrey pine needles and a waxed linen
thread one is irresistably drawn to the centre.
The arrangement of the materials in a spiral
creates the fecling of constant movement and yet
it has a quiet repose.

Considering the structural complexities
inherent in the designing of complicated pieces of
furniture, the lightness of touch achieved by
David Trubridge in his desk and chair was a
delight. There 1s refined angularity in the forms.
The drawers and working surface give the
appearance of floating delicately within the
frame. This effect is enhanced by the effective
use of contrasting kauri and black walnut timbers.
The extremely comfortable chair achieves the
same effect and incorporates angles
complementary to those in the desk design. The
curves in the drawer fronts, frame and chair
nicely reiterate cach other. This is a work of
poise and elegance and whilst referring to
traditional design elements it is satisfyigly
contemporary.

J. MacPherson'’s hall table with it’s tight feisty
design is a sort of over the top indulgence in
materials. It’s a work with a great sense of
humour. All THAT for one tiny drawer! This
sort of humour is too rare amongst New
Zealand’s contemporary furniture makers who
l:aerhaps have a tendency to take themselves a
ittle too seriously.

Another work with strong reference to
Maori/Polynesian crafts is Humphrey Ikin’s
metre long wooden dish. It 1s a work of great
subtlety. It’s upper surface beautifully worked by
the very delicate (only just) carving. The golden
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3. Kate Wells
“Formula for Mozzarella”
Waven Tapestry

4. Robert Middlestead
Fused Glass Bowl.
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1. Malcolm Harrison
“Ballad of the Negro
Sailor”

Quilted Fabrics.

2. John Crawford
“Red Hand Riding
School”

Two Pieces Terracotta
and Enamels.

oiled colour contrasts vividly with the unoiled
dry greyish underside. The treatment of this
surface provides elegant contrasts, being lightly
scratched and marked. The articulation of the
edge with a fine bevel brings the whole work
satisfyingly together.

Hugh Parsons’ “Firewood No. 17 kanuka bowl
was another witty piece. With something of the
going, going, gone fossil quality, it provides a
beautiful and quite seductive surface quality as
well as a glimpse into the internal tensions and
distortions of the live tree that it once was.

John Crawford submitted another witty clay

icce entitled “Red Hand Riding School”. A
Eighly sophisticated work owing more to the
Mediterranean than the outer reaches of the West
Coast from whence it came. One of the appealing
qualities of this work is that it demands that you
move around it. Being a highly complex
arrangement of two dimensional surfaces on
three dimensional planes, the relationship
between the elements constantly changes. The
painting has been done with lots of vitality which
1s emphasised by the spontancous scratching
through the enamel surface. Another work with
considerable vitality is Merilyn Wiseman's
exquisite box. The wood fired pale clay gives the
pot the appearance of glowing from the inside.
The decoration flows easily from one surface to
the next. The red enamel which shimmers on the
glazed surface articulates the design beautifully. It
1s 2 work of generosity.

How unfortunate that Chester Nealie’s
marvellous anagama bottle was so poorly
displayed at below waist level. A work where the
surface considerations so obviously predominate

needs to be able to be moved around. This is a
quiet pot that deserves time s%cnt with it and a

little more breathing space. The sassy lug gives a
lift to what is essentially a fairly sober form and it
makes an interesting connection between the rim
and the main body of the vessel.

One of the few potters to successfully integrate
elements of Maori decorative arts into their work
is Catherine Anselmi. The handling of the clay in
this piece is quite outstanding. The pot is
elegantly poised and has extraordinary generosity
in the swelling black form. The gently rolled
over rim terminates the shape perfectly with the
tuku tuku addition integrating with the form
an unselfconscious way. The real problem with
the incorporation of Maori imagery and design in
European work is that the treatment is so often

superficial. This work, though achieves a
synthesis more successful than any I've
previously seen. The work has heart.

The ceramics constituted the largest number of
exhibits and whilst there were some very fine
works amongst them, the lesser pieces, although
competent, just too insignificant for a show OF
this stature. The tail was too long. In a lesser way
the same could be said of some of the turned
wood.

On the whole, the show looked very
impressive with a richness of scale, texture and
colour that is one of the advantages of multi
media shows. With only six months lead time it
was a tribute to the country’s craftspeople that
they were able to mount a show of this standard
and diversity in such a short time.

There are two years to prepare for the next
one and this will probably encourage a major
contribution from the craftspeople of other
countries. Winstone Ltd should be congratulated
tor their vision in offering this generous
sponsorship and helping to create what will
d%ubtlcss become a major event on the

international exhibitions calendar. O

1. Alan Brown
“Exploring the Edge”
Blades and Pendant.

2. Alan Preston
Breast Plate — Mother of pearl,
MagiMagi, Vau.

3. Ann Robinson
Casa Glass Bowl,
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Recently in Auckland the bare top floor of a dilapidated old Queen St
building, rented at low cost, was transformed into a calico draped
cavern to display a collection- of innovative furniture designed by a
group of alternative designers. It was the launching of the First Annual
Artiture Show.

Carin Wilson Royal Pain in the Arse Chair
The opening night was packed; a collection of - o ==
cxotic young people, exotic older people, artists, ot 8
architects, professional men and women and
business people. It was the place to be that Friday
evening! An([l) the audience were elated with the
display which was still being completed as the
guests arrived — that in itself added to the sense of
intensity and excitement.

The designers of the furniture were mostly
designers whose previous work had been in
another design medium. The exhibition proved
the univcrsaﬁty of design, how if one has the
ability to think creatively and laterally and is
prepared to research, then any field of design is
open. Training and ability in one design discipline |\
can be transferred to another. They were united
however by one goal. They all wanted to design
furniture that was art, not constricted by the
necessity of the picces having to be a commercial
proposition. They wanted to create furniture
imbued with a more human quality - not a new
desire. Ettore Sotsass, the guru of Memphis has
talked about bringing art and furniture together.
Memphis also set out to make us question our
assumptions about what furniture should be,
about making new connections in design.
Artiture is in no aspect an imitation of Memphis
but it does have a similar motivation behind it.

Peter Rogers is a dealer in Art Deco and Fifties
furniture, Marilyn Sainty and Diana Firth are
clothing designers. Jan Hewitt is an architectural
student, while Mike Tree is a furniture designer.
Biz Dempster is a watercolour artist whereas Paul
van Omnen has been involved in photography
and industrial design. Carin Wilson is a craftsman
in wood and a furniture designer and Michael
Glock is an interior designer who has also
designed furniture, but always with an alternative
approach.

Peter Rogers displayed Verdigris table lamps
with shapely milk glass bulbs. He had also
designed a delicate round occasional table with a
metal tripod base, finished with a “New York
acid rain patina” supporting a ground glass top.

Marilyn Sainty had a lattice backed couch with
scat cushions in a natural linen. This had the
lightness achieved by Charles Rennie
Mackintosh. A tall elegantly curved chest of
drawers was made in pale tawa, while steel and
kauri had been combined to make a strong light
highstool. Marilyn had also designed two
armchairs fimished in grey metallic lacquer. One
the "Lily” chair had the delicate curving lines of
the Art Nouveau period whereas the other

armchair related to the later Art Deco style with
finely grooved high arms.

“Bird Folly” was the name Diana Firth gave to
her colourful bird houses. These inspired both by
her love of bird life and her deep concern for
conservation, also owe inspiration from the
colourful shrines she saw on the roadsides in Bali.
Made of plywood and tanalised pine they are
finished in acrylic exterior paint with wonderful
geometric patterns in brilliant colours. Some have
hanging dishes to collect water from the sloping
roof and feeding bowls. They can be used in a
garden or as a decorative feature in a
conservatory, or bathroom or entrance hall or
any room in a house. A pew handpainted in
brilliantly coloured patterns completed her
display.

A transition from watercolour painting, to
hand painting a simple two drawer chest in a
strong zebra mspired pattern was made by Biz
Dempster. She also painted a folding screen in a
strong rich jungle design. Hand painted screens
are a very old form of art and are very versatile as
well as decorative in a home or business
situation.

1. Marilyn Sainty
Lattice Couch,

2. Biz Dempster

Zebra Drawers.

3. Jan Hewitt

Wooden Box with Walnut Veneer.














































