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INTRODUCTION -

by Elizabeth Evans

Have you ever thought what it would be like if
there were earthquake shocks simultaneously
flowing through the whole of New Zealand?
That is what it feels like visiting the Craft Design
Courses (CDC) from Whangarei to Southland.
The energy and vitality of the students and tutors
is evident when considering the wide variety of
skills achieved and media with which they work.

The Polytechnics chosen to start CDC in
February 1986 were Carrington, Hawkes Bay,
Nelson, Northland, Otago, Southland, Waiariki,
Waikato and Wanganui followed in February 1987
with the addition of Christchurch and
Parumoana.

The character of the Institutes is as varied as the
students who attend them and the environments
in which they are placed. Some are very large,
like Waikato in the middle of the fast expanding
City of Hamilton to the very small in Wanganui.
Waiariki in Rotorua has named their course,
“Craft Design Maori” and Southland, although
situated in Invercargill, used over three hundred
part-time tutors in term 1 last year to cover
outposts over Southland and as far North as
Queenstown where they started their Southern
Art School ten years ago.

Many of the courses started without suitable
accommodation, but slowly buildings are being
developed, built or p]annev{speciﬁcal]y to
provide workshops and classrooms for the
students.

‘Waiariki, in addition to existing rooms, have
opened a large new complex which houses wood,
painting, fibre, gallery, student area and space for
multi-media projects. Waikato has movcdp into a
new multi-storey block and Institutes and tutors
view suitable factory and hospital space with
more than just a gleam in their eyes.

There are many things the courses have in
common. The selection criteria for entry to the
courses for The Certificate in Craft Design are
similar, asking students to present folios of work,
attend interviews and state reasons for
application. The unusual aspect is that applicants
need not have specific academic qualifications and
this has opened the courses to intending students
from all backgrounds and age groups, and levels
of skills — BUT — they must be highly motivated
and dedicated.

Students between fifteen and sixty years are
eligible for Tertiary Assistance Grants and those
who must live away from home may be eligible
for a further accommodation grant. Life is very
basic for those whose only income is the grant.

Some have family help but most have part-time
jobs to help with money for materials and travel.

Most courses have few full-ime tutors in
addition to the Course Supervisor. They usually
depend on part-time tutoring by local artists who
are highly skilled in their craft and often bring in
artists from other parts of New Zealand.
Sometimes it 1s possible to bring people from
overseas or usc those brought in by the Crafts
Council or the national guilds to take workshops.
This means that students have access to the best
possible media experience.

Important areas are drawing and design and
several courses spend most of the first year on
this discipline. Others give as wide an experience
as possible in media/craft skills and relate design
development to them. The final aim is the same —
to help students develop skills of research,
experiment and design consciousness to enable
them to create work to the highest possible
standard.

Evaluation of progress is ongoing and positively
integrated into the courses.

Students have time off campus every year for
workshop/studio experience and they spend it
with craftspeople and in businesses gainin
experience by working alongside artists who carn
their living from their craft. This is a very
popular part of the course and students are
mtroduced to the realities of survival.

In the process of their research students become
involved with the community and it is important
that they do not lose touch with people or other
students in the wider institute-they must become
self-motivated and their observation, experience
and education wide. Sometimes it is difficult for
people to realise that learning is not just
classroom orientated, but what appears to be
informal is usually part of intense research and
individual discovery important to the student and
artist.

Full-time tutors attend tutor training courses and
it was very quickly recognised that some of the
training was not applicable to the CDC tutors and
the tutor trainers are recognising that often the

art tutor/student relationship must be on a one to
one basis and they have agreed that it is necessary
to cater for this. As students grow to the point
where they need to pursue their own research

the tutor becomes a facilitator.

There is a wide diversity of media study
throughout the courses and information can be
found either in this magazine or by applying to
the institutes for a prospectus and further
information.

Two views: Ray Thorburn an educator and artist and Carin Wilson a craftsman

look back at the years leading up to the introduction of Craft Design Courses in

New Zealand tertiary education.

CRAFT DESIGN COURSES:
T T U e S

VOCATIONAL TRAINING IN
CRAFT DESIGN: A PATHWAY
TO NEW HORIZONS
ST S TR

The real journey began in the 1950s
under the inspired leadership of Dr
Clarence Bccﬂy. Director General of
Education. However, ever since then a
naive belief has lingered, ie that art and
craft education was all joyful discovery.
Fun to do but not a serious classroom
pursuit. Creative talent it would seem
was a mystical power source deep
inside us all, patiently waiting to bloom
into innocent imagery, untutored and
untarnished by adult intervention. Such
a view not only misrepresented the
holistic approach espoused in the 1950’s
but it cannot be substantiated.
Nevertheless the myth lingers on,

The “art is fun but not work” yndrome
is still widespread. Craft was also
tainted by the same brush. Moreover,
romanticised articles in glossy
publications haven’t helped demystify
this image. The fact that craftspeople
are making an important contribution
to New Zealand's economy has been
down played in favour of the more
colourful human interest stories about
lifestyle.

Craftspeople however know better.
Each day they are reminded of the
discipline required to give significant
form to their ideas while earning a
living. Yet they too may have
inadvertently contributed to the myth
by, according to Gardiner (1983),
maintaining a conspiratorial silence
about the arduous training, mental
effort and range of skills and abilities to
produce craft on a regular basis."
Maybe it is because most craftspeople
in New Zealand are self taught that few
have publicly acknowledged the

The Lead-up

cognitive dimensions and demands of
their chosen field. Whatever the reason
art and craft is much more than divine
inspiration. It is hard work albeit very
rewarding for those capable of
]deucing it and sustaining the energy
evel.

Encouraged by the leadership of
William Renwick, the recently retired
Director General of Education, the
“fun but not work” myth was swept
aside by a courageous and far reaching
Government policy decision,
announced by The Honourable Russell
Marshall, Minister of Education on 14
June 1985. He stated that “the potential
value of the craft industry for
employment and as a major earner of
local and overseas funds is recognised
in an important feature of the Budget
education package with the funding of
certificate courses in craft education

. . this whole programme is an
exciting concept which I believe should
have far reaching impacts on the guality
and quantities of crafts being produced
in New Zealand as well as a potential
employment creator”.

This was a landmark decision, a turning
point in the history of New Zealand art
education. It meant that art and craft
could no longer be dismissed as
innocent fun. It had grown up. New
horizons were ahead.

Be February 1986, a mere 7 months
after the budget announcement, 9
fulltime, two year craft design courses
had been designed, resourced and built
from scratch. Spanning the country,
they spread from Whangarei in the
north to Invercargill in the deep south.
A remarkable achievement and a great
credit to the Crafts Council of New
Zealand, polytechnic tutors and
administrators and craftspeople whose
cooperation and dedication made it
possible.

All successful journeys require
considerable planning. This one even
more so because it was traversing new
ground, opening up unexplored
territory. It required a new approach
and a multi disciplinary, participatory
arproach to planning was adopted. At
all times in the pre-implementation
planning period, a wide range of people
with different views, backgrounds and
cultural values provided a rich bank of
ideas to work from.

Following extensive discussions with
polytechnic tutors and craftspeople
throughout the country, a strategic
outline was prepared. It included a key
meeting in November 1984 between
the Crafts Council of New Zealand and
the Department of Education attended
by the Director General. There was
support to develop a proposal for a
fuﬁtime vocational craft education
course. From that point, planning for
the journey ahead gcga.n n earnest.

A seminal meeting was held in
December 1984, at the New Zealand




Police College, Porirua, as a follow up
to the Department of Education’s needs
analysis. All polytechnic tutors
involved in the survey attended as did
representatives of the Crafts Council.
The purpose was to discuss the next
steps. After detailed discussion about
craft industry and educational
requirements, course content and
structure, two key decisions were
made. Firstly that there should be a
broadbased two year vocational training
certificate course in craft design with
media specialisation in year two to be
followed up by a two-three year
diploma course for “those who have
shown outstanding promise or are
established professionals™. Secondly,
that a national advisory committee be
established that would include
representatives from the craft industry
and interested organisations. The Craft
Education Advisory Committee
includes two representatives cach from
the Crafts Council of New Zealand and
Department of Education, one each
from Nga Puna Wathanga (Maori
Artists and Writers Association),
Association of Tutors in Technical
Institutes (ATTI), Technical Institutes
Association (TIA), Queen Elizabeth 11
Arts Council, plus a co-opted
craftsperson and a designer.

The Porirua meeting was pivotal in
laying the foundation for the new
policy proposal to Government that
establisr‘l)m ten fulltime two year craft
design certificate courses and
acceptance in principle of a two year
diploma course for selected students.

From the outset the Crafts Council and
polytechnic tutors had an important
role in plotting direction. Carin Wilson
and Campbell Hegan, both past
presidents of the Crafts Council
deserve special mention. After the
Minister’s June 1985 announcement,
three further meetings were held in
quick succession. On 2 August 1985 the
National Craft Education Advisory
Committee held its first meeting. Its
purpose was to advise the Department
of Education on the implementation
and development of the craft design
courses.

The next week a conference for key
tutors was held at Wanganui Regional
Community College, at which national
objectives were formulated and later
ratified at a national course in
September 1985, at the Lopdell
Inservice Centre, Auckland. This
meeting included representatives from
cach national craft organisation.
Outcomes included an implementation
plan and agreement to work together,
pooling expertise to case the burden of
designing courses, preparing
architectural briefs, ordering materials,
advertising and promoting, selecting
students and a myriad of tasks cach
demanding instant attention. Against all
odds, due only to the amazing resolve
and cooperation of all participants the
doors opened on time in nine
polytccﬁnics with the one exception.
The tenth at Christchurch Polytechnic
was not due to begin until 1987.
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Courses began in 1986 with a flourish,
despite the fact that in some instances
the builders were still sweeping up.
Everybody was enthusiastic. At last it
was real. However the euphoric bubble
burst mid-year due to Government
budget cuts. This meant that the second
year of the course could not be
resourced as anti¢ipated. In the ensuing
months the department tutors and their
management went to extraordinary
lengths to accommodate the
unexpected situation. Everybody from
the Minister of Education down
searched for ways to save the situation
and they did so by re-adfusting
institutional priorities to ensure the
courses would succeed.

This setback overshadowed another
planning milestone. Whereas the
Government could not fully resource
the second year of the certificate
courses, it did approve a further
certificate course at the new Parumoana
Community Polytechnic, Porirua, that
would pay special attention to Maori
and Pacific Island cultures, making a
total of eleven certificate courses
nationwide. Furthermore the
Government also made a commitment
to establish the first two year fulltime
diploma in craft design beyond the
certificate. The original approval for
one centre was extended to four due to
further funding. All four diploma
courses began in February 1988 at
Carrington, Waikato, Nelson and
Waiariki polytechnics. The latter will
offer the first ever fulltime course in
contemporary Maori craft design. This
was a significant achievement

articularly when the journey only
Eegan two years ago. It exemplified the
Government’s commitment to
vocational craft training.

The intended outcome is a new
generation of craftspeople who can
produce forms of the highest aesthetic
quality with cultural integrity, equal to
anything beyond our shores. Idealistic?
Certainly, but why go for second best.

The craft industry is a multi-million
dollar business. The need for well
trained artists and craftspeople is
urgent. We look to the graduands of
the new polytechnic certificate and
diploma i craft design courses for
inspiration and example.

Ka pu te ruha, ka hao te rangatahi.
Dr Ray Thorburn

References

1. Gardiner, H. Artistic Intelligence. Art
Education. National Art Education
Association, Virginia. March 1983,

2. Notes from Art Craft & Design in Technical
Institutes Conference, 4-5 December 1984,
New Zealand Police College, Porirua.

Note: Drv Thorburn is the Education Officer and
National Spokesperson for art craft and design
education in tertiary education for the
Department of Education.

“THAT LYF SO SHORT, THE
CRAFT SO LONG TO LERNE”
Geoffrey Chaucer

What was he talking about? Is it that
this is a universal truth about the
learning process? It may be that since
long before yours and my time artists
were already born into a structure
where there existed a compulsion to
learn. Where the merest suggestion of
craftsmanship implied engagement in a
lifelong inquiry embracing skills
development and discovery. Michael
Cardew said it very concisely with:
“The training of a potter is a process
limited only by the span of his life.”
For potter read any dpiscip]ine you wish,
and mnterpret training as widely as 1
believe Michael intended; that 1s,
involving ANY activity to do with
growth in your work.

Or maybe Chaucer’s lines express a
sense of frustration at the rcaEsation
that at no time is the learning ever
done. That new and enlarged
educational opportunities will always
exist as part ofpthc vision for human
growth.

No wonder then that my own
memories of the beginnings of our
quest for craft education programmes
are blurred by a sense of Eaving walked
into something that already had
momentum; and of catching a pass or
taking up the loose ball and pressing on
for the goal.

You want history? OK, I'll tell all |
know. The Crafts Council in its present
form came into being at a meeting
gathered at the Dowse Gallery back in
1977. Three years later its first ever
conference was held at Hastings —
August 1980.

Guest speaker at the 1980 conference
was Norman Creighton. Australian,
Jeweller, Educationist, Dinkum. This
may or may not have been his first
contact with New Zealand and with the
Maori people, (many of the conference
delegates were magnificently hosted on
a local Marae) but I remember that he
threw himself into the activity of that
weekend with tremendous enthusiasm
and energy. His message had largely to
do with the value of a sound
educational foundation as a springboard
for the dissemination of skills and
acsthetic appreciations, and his
admonition to us was that we were
foolish to accept what we had (next to
nothing in the way of commirtted
supi‘ort from the education
establishment) as to status quo. He
showed how the emergence of the
crafts in Australia had been accelerated
by the importation of well-honed
making skills into that country’s
teaching community, and counselled us
to look for a hearing in some of this
country’s institutions so that similar
openings might be created here.

Norman's contribution to the
conference was crowned with the
Resolution that “The Crafts Council
makes education its main priority in the
year 1980-81". After it hacrcndc he
went on to talk to many of his own
collcagues in institutions around the
country, encouraging the inclusion of
craft training opportunitics in existing
local education programmes. His
efforts, though not always
sympathetically received, almost
certainly sowed seeds that would bear
fruit later.

Jenny Pattrick was the Crafts Council’s
President during this period. She
responded to the call of the conference
with some gusto, first visiting several
institutes with an existing track record
of involvement in either art or craft
programmes, then producinga
discussion paper suggesting an outline
for a Diploma programme.

A regular flurry of activity followed
during the next two years. Most
visiting artists or arts bureaucrats would
have something to say about the need
for educational opportunities and were
roped into interactions where they
would have a chance to express their
views: the new executive of the Crafts
Council reaffirmed education as a
priority goal; the keynote speaker at
the next biannual conference at
Hamilton was Carmon Slater, a
prominent American fibre artist and
educationist; an international
conference on Apprenticeship was held
at Sydney; and t]gc Vocational Training

Council/Crafts Council survey of
vocational opportunities in the crafts
was launched. All of this added weight
to the sense of purpose that had been
developed at the Hastings conference,
and the talk about programmes became
more aligned with expressions of
‘when’ rather than ‘if. A much clearer
articulation of what was wanted was
beginning to emerge from the internal
dialogue, and the spokespeople for the
movement were occasionally graced
with opportunities to put their views.

Interestingly enough, there was very
little dialogue with the Department of
Education around this time. It was
commonly seen as something of an
impenetrable monolith. T remember a
meeting with Curriculum Advisory
Officer Peter Bleakley (who was
himself very sympathetic) and his
perfectly frank and embarrassed
confession that in his time in the
Department he had seen it use up to 14
years to take an idea for something new
like this and turn it into an ongoing
programme.

You might say that the years through
1983-84 were spent keeping the
momentum rolling, looking for
openings that might help us to edge
closer to the goal. Locally, people were
talking to their Institutes about getting
the content of their ‘hobby’

rogrammes right. The Crafts Council
Ead its Education subcommittee, which
spent much of its time trying to help
turn the VTC report into a new plan of

Pi.rorqgmph: Ans Westra.

action. Some groups, like Details
representing the interests of the craft
jewellers, held their own meetings and
started to pull together their own
outlines for training. Visiting artist
programmes were always evident,
answering the thirst that had developed
for contact with personalities with fresh
input and new material. Norman
Creighton reappeared on a brief private
visit and added encouragement to the
efforts being made.

The event which actually scaled the
end of this period of speculation and
heralded a leap toward the introduction
of the present programmes may have
been an impromptu meeting at the
1984 Lincoln conference, or it may
have been the election of the Labour
government in July of that year. Maybe
it was the combined impact of both.
Regardless, this was the year in which
there was a real shift in the progress.

The change of Government brought
with it a g’csh optimism, and a hint that
a different kind of listening was now
available. Crafts Council Director John
Schiff was quick to arrange meetings
that would help inform the policy
makers, and reams of paper containing
submissions and recommendations and
arguments and outlines began to
accumulate. Looking back through the
papers is something of a revelation, for
it is clear that a huge amount of energy
was directed at the task of winning the
result, and the exceptional
contributions of the front-liners in the
action is plainly obvious. I have to take
the opportunity here to acknowledge
the enormous cfforts of those people
whom 1 was privileged to meet and
work with during this period.

The vision that had driven our effort
was formed around what we had seen
and heard of successful programmes in
England, Scotland, Ireland, the USA,
Scandinavia and Australia. All of these
countries had shown themselves to be
several steps ahead of us in the
development of their craft training
programmes. It's fair to say that the
benefits of such programmes were
evident in the work being produced at
student/graduate levels in those
countries. A uniformly high standard
had been established through their
influence on the community perception
of craft as vocation/creative activity in
the 20th century.

Our enquiries didn’t reveal any
universal formula for success, but
certain common clements kept
reappearing, and scemed to have
worked. We had collected these
together under the central objective of
an institute that would stand alone, and
become the focal point of craft
education in this country.

Among the guiding concepts, the

following appealed strongly:

— a figurehead director, with good
visﬁﬁle credentials in the quality of
his/her work as a practising artist and
as an educator.

— an advisory board made up of figures
selected from within the craft
community, appointed with the



approval of the Director-General of
Education (who would also have his
own representatives on the board).
staffing by practising professionals,
who would bring an explicit
masterfaﬂprenticc relationship to the
process, but not at the expense of
their own work as artists, which
would be expected to continue as a
source of inspiration for the students
around them.
a multidisciplinary/multimedia bias.
Of all of the developments seen in
the evolution of craft as expression in
recent times, the drift towards a
cross-fertilisation of ideas and mixing
of materials had been very evident.
All of the established institutions
seen had shown a preference for
exposing their stugcnts to as broad a
range of approaches to the making
process as possible, and encouraging
the experiment with combining
materials and developing skills in
several directions at once. This
?proach has led to a much more
iverse language of expression in
craft in this age than at any time in
history.
low teacher-student ratios; ideally
expressed at around 1:8 but not
exceeding 1:12 to ensure attentive
interest in the students’ growth.
emphasis on creativity and
self-expression, with quality
remaining foremost in the mix. The
idea was not simply to have students
develop manipulative skills or a
literacy with the materials, but to

Waikato — Rosemary Booth. “Mark Once”
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actually engage from the beginning
in the enquiry that would enable
them to achieve a strong and original
style of their own.

— fostering links with industry, so that
the centre would act as a catalyst for
the cross-fertilisation of ideas and
energies (a sort of mini-DSIR for the
crafts?) and achieve results that
would flow on into the community:
similar to what is being achieved in
Scandinavia with companies like
Arabia and Marimekko, and also in
line with the Irish project at Kilkenny
and the follow-on Scottish
counterpart to this at the Highlands
and Islands Development Board,
Inverness.

— also strongly articulated at this time
was an intention to have a two-tiered
structure established in the education
process. This would recognise that
craft is practised at a level that has
mainly to do with making as a
repetitive and mechanical process on
the one hand, and also at a highly
creative and innovative level on the
other. We envisaged that the
structure of any programme should
accommodate the quite distinct needs
of the latter, and elected that this
should be given greater emphasis in
the diploma course structure during
the second two-year training phase.

The certainty that a Certificate course
in craft education was assured for 1986
became public knowledge on 14 June
1985, and there followc§ probably the

fastest fast-tracking of any new course
implementation ever. Phase two, if we
can call it that, began when the first
Diploma course got under way in 1988,

So there’s the history. A year and two
terms later, its time'to examine what
we got, and whether it was worth it. Is
this cause for celebration? Is any

edu lLiation programme better than none
at all?

Clearly any programme so hastily
brought together will take time to
shake itself out, and there exists a great
deal of goodwill and a strong
committment to see the programmes
achieve brilliant results. It’s my bet that
the next five years will see only four or
five institutions promising their
students something more than general
competence, and it will take longer
than that for the community to see
tangible evidence of the value of these
courses. The programmes have still to
acquire an image that will make
students of exceptional talent compete
for places in the classes, rather than
electing first to have a shot at entry into
Ilam or Elam. We have yet to establish
the perception that the crafts are a
viable and rewarding alternative to any
of the regular career options available
today.

Carin Wilson

Note: Carint Wilson is a woodworker and a past
President of the Crafts Council of New
Zealand

Mixed Media abstract of car — sterling silver, copper, dyed silk,

amethyst and perspex.

WAIKATO

After two years, Craft Design Courses around the country are
developing their own hallmarks. Jenny Pattrick visited four — at
Hamilton (Waikato Polytechnic), Rotorua (Waiariki Polytechnic),
Wanganui (Wanganui Regional Community College) and
Invercargill (Southland Polytechnic). She found different identities
emerging.

JENNY PATTRICK

is a feweller and a member of Details Group.
Her work is widely exhibited both within
New Zealand and overseas.

She is currently Deputy Chairman of QEI
Arts Council of New Zealand and
Chairperson of its Craft Panel. From
1979-81 she was President of the Cralis
Council of New Zealand.

On the education side, Jenny is a trained
teacher with a degree in English. She has
lectured in jewellery at Wellington Teachers
college an prescm)y tutors part-tisne in the
Craft Design Course at Parumoana
Community Polytechnic.

She has also been a co-editor of N.Z. Crafts
wmagazine and has written many articles for
it

An emerging diversity

THE WAIKATO POLYTECHNIC
A BACKBONE OF DESIGN

Energy and drive are almost a phyiscal presence

at the Waikato Polytechnic Craft Design course.
Mind you, I arrived on deadline day for end of
year assignments so there was a certain amount of
barely controlled panic activity from the students.
That'’s healthy and lively. But the energy I'm
talking about here comes particularly from the

staff.

This is definitely not your run-of-the-mill,
best-of-New Zealand-craft-scene staff. Waikato’s
staff list sounds like an international symposium
for art educators.

Fientje Allis-Van Rossum tutors in design and
fibres. She is North American-trained-Dutch. Art
history and drawing is the responsibility of
Maurizio Sarsini, an Italian artist Ph.D in
architecture with additional qualifications in Fine
Arts and Archacology. A Mexican, Javier Meade,
tutors in graphics. He is going overseas this
coming year. “A great loss” says Head of
Department Desna Jury, “but he’ll be back.

Don Thornley has researched innovative ceramic
possibilities over a number of years. He has been
awarded a QE I senior artist craftsman’s award

to study at Sydney College of the Arts in 1988.

Daniel Clasby, an American with post graduate
training in Amsterdam, teaches the jewellery
classes.

Anne Gaston, has a New Zealand Certificate in
Weaving from Nelson and teaches in the fibre
area, while Sue Flight, also New Z.ealand trained,
teaches batik, shibori and printmaking.

An international exuberance and a strong
emphasis on design are features of the Waikato
Craft Design course. As a staff the tutors get
together weekly, though they are nearly all
part-time.

“With all our backgrounds, there is a kind of
explosion of ideas — theories bquncm_% in all
directions” says Fientje, gesturing wildly to
illustrate. “We've had some great arguments, but
we all agree that design should be the backbone
of the course.”

At Waikato the media-based tutors don’t teach
blocks of time. They tutor at least one day a
week through the whole year. Fientje wil
introduce one aspect of design — texture, colour,
positive/negative — and give the students an
assignment which they can carry outin
whichever medium they choose — or a mixture.
So the weaving tutor for example will align her
teaching that week or fortnight to that particular
design concept.



Fientje talks animatedly about her holistic
approach to design: “You need to develop both
your intuitive and your rational qualities” she
says. “In New anfand crafts people have tended
to rely on intuition to tell them when a piece
works. Many crafts people here have a finely
developed intuitive sense of design but I believe
the time has passed when that is enough. You

also need the rational, learned design skills. Then«

when you get stuck, or a design doesn’t work,
you can use your theory as a kind of checklist.to
get you out of the hole.”

This insistence on the importance of theory and
reason, claims Fientje, develops the left sid):; of
the brain — the ‘logical’ side — and improves other
skills too — especially verbal ones. “I make the
students “sell” their finished assignments to the
others in the class” she says. “It’s no good for a
crafts person to take their work to a shop or a
client and just dump it down, mumble something
apologetic and retreat fast. You've got to be

roud of your work. You've got to be able to say
‘Look, see this lovely line here? I put it there
because I felt this or that. . .”. You've got to be
able to put a value on your work both in money
and aesthetic terms.”

Desna Jury enters the discussion here. She is
Head of the Design Department which
encompasses graphics, media studies, display,
retail and photography courses as well as the craft
design amfnew craft diploma courses. Desna’s
particular teaching skills are in communication —
media studies. She is proud of the way the craft
design students have improved as communicators
as well as in design.

As we talk in her office tutors with varying
thicknesses of accent pop in and out with queries
and problems. Desna asks Don Thornley to check
that the students clear up the craft design rooms
as this is their last day. A few minutes later Javier
informs us that a couple of students have thrown
a tantrum because people are trying to clean up
while they are desperately finishing work. Desna
deals with this calmly. She is obviously a
respected administrator. The craft design course
is her particular baby, she says, since it’s a course
that she’s secen develop from departmental
discussion right through to Diploma.

This year Waikato was one of the four
Polytechnics given the go-ahead for the two-year
Diploma in Craft Design. Desna is openly
ambitious. “We want to develop as a centre of
excellence” she says. “There’s no reason why
good courses cannot develop in the regions.”

Desna firmly supports her staff’s design
orientation. “You can pick up skills quickly
anywhere” she says “at night classes and
weekend workshops if need be. The students are
here for something different; for the things they
can’t pick up outside. It's the ideas and design
skills they develop now that will make them
successful craft artists in the future.”

The Design Department has recently moved into
a new block. This is a big institutional building in
a big institution. The city-base influences the
work. Sent out to collect textures for a design,
the students came back with man-made, city
textures — “not a blade of grass or branch among
them!” These students are individuals focused on
their own work. They are not close knit as a
group or politically active in the college. They
have a great many trips out of Hamilton — mainly
to Auckland to visit exhibitions and galleries. Al
tutors and students started 1988 with a week
together at Raglan, getting stuck into problem
solving on a large outdoor scale.

Vicki Smith and Sally Rains on werk experience with
Mynke Piebenga at Mahoenui-
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Another interesting opportunity for the students
arose in their first year. For the Cambridge
centennial the Cambridge Spinners and Weavers
asked the students to design a large woven wall
hanging. The Socicty chose one Ecsign and wove
it as a joint project, consulting with the student
whose design it was. At the opening, the whole
course went to Cambridge and shared the
celebration. The Cambridge Spinners and
Weavers couldn’t afford a design fee but donated
wool and fleeces for the students’ use.

It was obviously a high point for everyone,
especially George, the designer. The woven ru
was strong and symbolic of Maori tradition ans
its blending with Pakeha ideas. George is a
Tuhoe Maori who plans to return to his marae
and teach crafts. He explained the two
multi-media wall panels that formed his final
design assignment. They symbolised, in
part-Maori part-Pakeha forms, important stages
of his two year course. The components — carved
wood, dyed fabric, perspex and copper wire —
were set out in the large multi-purpose workshop
awaiting their last minute amalgamation.

Another, student was finishing the ends of a very
competent tapestry weaving — strong colour,
confident design. She explained the evolution of
the design from drawings of maize stalks to the
abstraction in the weaving. There was a piece of
perspex and man-made fibre using tukutuku
techniques with a new 3D approach. A set of
small wall hangings explored texutres in ceramic,
loom and tapestry weaving.

Another Nukupera, developed a ceramic wall
‘commission’ fgr the main Administrative
Building using press mould ceramic modules
based on the Esﬁ in Maori mythology — all sorts
of practical and aesthetic problems needed to be
resolved.

Suspended above the students and pinned to the
walls were the weird and wonderful structures of
past design exercises.

Deadline time might also have been looming
unseen over their heads but I saw no panic
activity. The work was purposeful and focused.
These students know where they are going.

Jenny Parttrick

WAIARIKI

Waiariki — Paerau Corneal
The set assignment was to
produce two linked forms
related to the head.

Paerau thought of them as
being male and female and
carved the two pieces in
totara. The top form is male
and the linked combination
produces a completeness,

Photograph: Ans Westra.

WAIARIKI POLYTECHNIC DESIGN FROM THE HEART
e essrers

Maori art and craft emphasis is the centre pole of
the Waiariki Craft design course. This does not
mean that Pakeha students are not acceptable.
Any student may apply as long as they can accept
the Maori focus of the course. At present 80-90%
of the students are Maori.

“This is not a traditional course”, says senior

tutor Ross Hemera, “but we see the maintenance
L3 2. ”

of Maori culture as central in all our work.

[ ask him how the design course differs from that
of the New Zealand Maori Arts and Crafts
Institute down the road.

“We look at Maori art and craftt in a
contemporary way” says Ross. I see our design
philosophy as two pronged. One side is an
awareness of universal design principles; the

other is an awareness of Maori design values but
applied in a contemporary way. Where applicable
we teach traditional skills and if a senior student
wanted to train in traditional design we would
make it possible for him to go outside our course
to get these skills.”

Ross explains that you can look at contemporary
Maori art in two ways. One is to recognise forms
that have been adapted from traditional Maori
design; the other is to recognise Maori values
inherent in the work. The latter is the most
important to Ross, though both are valid. To
illustrate he shows me two picces of student
work, both sculptures in wood. One is based on
the koru — an unfurling fern frond shape. This is
recognisably Maori. The other is made up of two
chunky half circles, balanced snugly together
back to back. This, says Ross, speaks to him of
Maori values.

Ross Hemera tutors at Waiariki in design, wood
and ink. He is Southern Maori — Ngai Tahu — and
trained in Fine Arts at Otago Polytechnic. Tina
Wirihana teaches fibre and Maori design. Her
skills have come from her family and tribe. The
other tutors are Pakeha: Barry Dabb for painting,
art history and general design, George Andrews
for clay (with bronze casting as an extra skill) and
John Byrne for bone carving. In 1988 there will
be two extra tutors, at least one of them to teach
maori art and craft. These tutors are all full-time
at Waiariki, taking part-time courses to make up
their extra tutoring hours. This is rather different
from most other craft design courses which tend
to use practising craftspeople who come in
part-time. Ross Hemera says that with full-time
tutors you are more flexible with timetabling and
it allows working across different media.

The multi-media aspect is a feature of Waiariki.
In its Diploma course students at Waiariki may




choose to specialise in one or two media or they
may choose design as their major focus, using all
media to interpret that design.

“This multi-media way of working seems to suit
Maori artists”, says Ross. “We find that a barrier
between art and craft makes no sense. Many of
New Zealand’s senior contemporary artists —
Sandy Adsett, Para Matchitt, Cliff Whiting,
Arnold Wilson, Selwyn Muru — are skilled in
several media: paint, wood, bone, ink, and use
whatever medium is appropriate for the idea or
design. Here at Waiariki we would like to
encourage multi-mediarists as well as single
medium experts.”

Another strong feature of this design course is
the building it 1s housed in. Set behind the more
conventionally Education Department buildings
of other courses at Waiariki, the Craft Design
Building stands strong and warm. This has a
feeling of ‘house’ rather than ‘institution” and the
Maori influence though not blatant is a strong
presence.

The building is architect-designed but in
consultation with tutors and the Head of the Art
Department, Donn Hunt. It houses three media
rooms — raranga (fibre) kowhaiwhai (painting)
and whakairo (wood). It 1s a happy accadent that
these three media are those employed in the
decoration of a Maori house. (The other media
developed earlier at Waiariki and already had
workshops in nearby buildings.) The new
building also has offices, a seminar room,
individual workspaces for the students and a
central exhibition space that is available for the
public of Rotorua to use and visit. The mezzanine
floors (hardest to get through governmental red
tape) give a feeling of openness and of the space
being one whole. The open pole construction,
the rimu ceilings, the bcautiiPul tongue and
groove floors and the wide wooden verandahs
somehow capture the feeling of a Wharenui
without being obviously so. It all ties up with
Ross’s remarks about the less perceivable values
in Maori design.

This is a most beautiful and well-equipped home
for a design course. It must be the envy of many
other Polytechnics.

I came across a painting class working with tutor
Barry Dabb out on the verandah. Painting and
printmaking are a strong part of this design
school. Some of the stugcnrs' work 1s strongly
Maori in design, some not at all — or not to me.

From another area of the verandah come shouts
of laughter. These are the second year students
taking a Maori culture class. They are clearly a
close-knit group; some school leavers, others
more mature. Many of them will go on to the
two year Diploma course in 1988.

One of the group, Erin Tioke, tells me about a
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project that was a highlight for him personally
and for the whole group. His mother’s family is
from Kawhia, the place from which the Tanui
people spread through New Zealand. Erin
designcha three part wall mural for the new
eating hall at Kawhia. It symbolised moana, kai
and tangata, three elements Erin felt were central
to his Kawhia people. Some of the students came
to help with the painting and then the whole
course was invited to the hui at which the new
hall was blessed. Tainui from all over the country
came. It was a time of pride for all those at
Waiariki.

Ross Hemera sees working communally on a
project as a partitularly Maori way of creating
pieces. “When a meeting house is to be
decorated” he says, “sure, you have one master
craftsman for the overall design; but then all the
groups — weavers, carvers, painters, combine to
do the work. It is discussed by everyone. The
result is a unified whole with all the participants
understanding their part in the whole.” This is
rather different from the Pakeha tendency
towards an individual artist expressing his own
feehings. Both group and individual works are
scen as equally valid at Waiariki.

A little distance away is an open shed with a
series of shallow pits nearby. Students are
removing their pots from a raku firing. George
Andrews, ceramics tutor, explains that this is an
excercise in testing glazes. One student discusses
the possibility of using silk screen techniques to
get an effect on her platter — another example of
the cross-ferilization of different media.

Often the work done by students seems to be
sculptural and large scaKz. [ feel that this is the
resuﬁt of Maori influence. Two fine sculptural
works by students have been installed in the
college administration centre. Perry’s large wall
sculpture uses board, Hax and colour to create an
arresting piece. Paerau has carved a simple
wooden pole, the design minimal but strong and
spiritual. These two pieces, strongly Maori, sure
in their design by any standards, seem to
epitomise the strengths of the Waiariki craft
dgsign course.

Jenny Pattrick

1

Waiariki — Paerau Corneal
Three small bone and muka
(flax fibre) sculptures. They
represent the essence of: on
the left — something musical,
in the middle — female and on
the right — an implement or
tool. The textural finish on
all three is different and the
muika binding adds differently
to each form. Asa
development Paerau is now
working on much larger
forms.

2

Waiariki — Perry Scott —
Colour Construction

From initial exercises in pure
form — the circle, the square
and triangle — Perry designed
and constructed this tall form
in the paint area. He used
drawings of St Faith's
Church, Ohinemutu —
especially the belfry. The
symbolism is bieultural. The
colours cream and earth ved
are European/Maori and the
shapes combine to show the
relationship of the meeting
house to the Church. There is
a feeling of the bell, as with
the karanga, calling the
people together and the
numbers of lowvres are
symbolic of the Trinity and
the Maori steps to heaven.
There is still a top panel to be
added with sails and a woven
mat will be placed at the
doorway. Perry has worked
on the simplification of form
and has researched the
historical architecture of
various religions and cultures.

Photographs: Ans Westra.

2. Stone — Bone Jewellery
Workshop.
Southland Polytechnic.

1 Southland —
Bronwyn Gillies

A pendant in constructed
sterling silver using dyed,
woven and corded sille.

3 Sourhland —

Jamie McPherson
“Seasurge” Conglomerate
stone — grey wacke and
granite. Handworked rubbing
stones and cold chisels.

SOUTHLAND

Photograph: Ans Westra.

B e et
SOUTHLAND POLYTECHNIC

SOUTHERN RESOURCES
e e e e

The plane to Invercargill was (surprisingly)
packed. Everyone aboard, except me, was an
American tourist. Like most of their kind they
were thinking aloud at a reasonably high decibel
rate, so [ was able to discover their
organised-tour itinerary: several days in
Southland. Good news for craftspeople in this
area. And, if this is a growing trend, good news
for the craft design course at Southland
Polytechnic.

Head of the Art Department, Peter Methven,
meets me and we talk over lunch. He is heading
away in 1988 and his position 1s advertised. It
seems points north are a constant attraction to
tutors and administrators here. Isolation is one of
the factors to be overcome in Invercargill.

Despite this, or perhaps because ofit, the Art
Department at Southland Polytechnic is not doing
too badly. It runs a staggering 600 art and craft
courses yearly, with a complement of some 300
part and full-time tutors. Many of the craft
courses are administered by the Polytechnic but
operate in small towns in the arca. In this isolated
part of New Zealand craft courses perform both a
recreational and a social function. Peter says that
many people go year after year to the same
course, “to gain skills and use the cquipment,
sure, but also to mect other people”. Both arc
entirely valid functions.

Over the last twelve or thirteen years this
Polytechnic has built up its wide network and
now has a community base probably unparallcled
in the country. Until the advent of the full-time
craft design course the craft tutoring was largely
for recreational classes. Now, this wide base is a
bonus for the professionally based craft design

students. As full-time craft students, they are
entitled to enrol, at special rates, in any of the
many other courses at the Polytechnic. Their
course fee gains them entry to the Southern Art
School. This week-long school, run by the
Polytechnic in the May holidays, is a feature of
the New Zealand craft scene and attracts the best
tutors from all over the country. As “work
experience” (spending time in a craftsperson’s
workshop) is not always casy to find in
Southland, attendance at the May school 15
counted as a week's work experience.

It is fitting that the three major craft arcas offered
in the course are based on the region’s raw
materials. Leather under tutor David Russell and
weaving with Lena Metealf (course supervisor)
both have a high profile with the students. In
1988 jeweller Steve Mulqueen from Dunedin will
take bone/stone/metal. The combination of this
fine craftsman with Southland’s excellent stone
and metal workshop should soon have this
medium riding high too.
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Lena Metcalf explains that in the first two years
of the course they, like all the craft design
colleges, were feeling their way as to what was
the best course content. She felt that the second
year curriculum in 1987 was too wide, not
focused enough.

“Second-year students in 1988 have chosen one
major area (leather, stone/bone/metal, or
weaving) and one minor (additional choices of
ceramics, non-woven fibre, creative sewing and
wood). We have also increased the design
element (one and a half days a week on design
and drawing) and the time available for
self-directed work.” In addition to business
studies, photography, and art history, these
students will also do a course on tool-making.

I talked with some of the second-year students
about their achievements and their aspirations.
These vary widely.

Jo has specialised in wood turning. He came with
this specialisation in mind and has concentrated
on it for both years. He had hoped to study a
third year at the Polytechnic but Southland was
not onc of the four colleges chosen to offer the
Dil.it}oma course. The nearest Diploma college is
Nelson and Jo feels he can’t afford to do this yer.
He hopes to work at ‘anything’ in 1988 and try
for entry to Nelson or Waiariki in 1989, Jo is one
of the younger students. He shows me some
nicely turned bowls and platters — “I've still got

problems with warping” — and some lace-makers’

bobbins which he made as an exercise. He takes
special pleasure in a set of wooden goblets.
“These stopped the power at Clyde for ten
minutes” he said proudly. They are a lovely
strong-grained deep orange wood, and came
from an apricot tree. Evidently an orchardist
felling trees to make way for the new dam
brought down a branch on the power lines and
blew the main fuse! Seems like poetic justice.

For Jamie a highlight of the year was winning the
Young Contemporary Art Award. The Museum,
Art Society and Polytechnic combine to present
these yearly awards. Tutors of the craft design
course are also pleased that this year their
students won two of the five awards. Jamie's
other love 1s horticulture.

Next year he hopes to go to Christchurch, study
at Lincoln and finance himself by selling his bone
and stone carvings at a stall in the Christchurch
Art Centre.

Several students have specialised in weaving and
will now got back home to continue their skills
ona Tart—time basis. Others will take the
year-long home-based Proficiency Certificate in
weaving or creative sewing. Learning to sew
leather has been a highlight for Joan. For Jetty it
was the opportunity to build hér own loom.

“There’s gear here to do what you want” she
says. “One of the others on the course, Warren,
is a cabinet maker. He's got all the skills and he
helped me make the loom in the wood workshop
}whlch is huge. Now I'm all set up to work at
10me.

Warren, one of the more mature students,
enrolled after cut-backs at work left him without
a job. Access to equipment and the joint
loom-building project were eye-openers to him
too. “I don’t mind saying I was pretty doubtful
about enrolling, but I had nothing to do, and my
sister pushed me into it,” he says. “And I've
discovered all kinds of things I never knew I had
in me. I could never draw, but it seems I can
reproduce something three dimensionally from a
photo or picture pretty accurately.” He shows me
a very competent stoneware rhinocerous. Warren
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took the opportunity to enrol in extra courses and
learned the technique of air-brushing. He has set
himself up at home and is now wondering
whether to pursue the making and selling of air
brushed pictures or to try going back to the
joinery trade. Whichever, he has come out of the
course much more confident in his own abilities.

For Barbara, a weaving major, a highlight was
her week at the May Art School with Wellington
fibre artist Suzy Pennington. “This really opened
new horizons for me and has given me a different
way of working.” Barbara will weave at home,
not on a professional basis — an ambition which is
common to most of the mature students who are
not free to travel north for further training and
who do not feel ready or willing to supply tourist
markets in Queenstown and Te Anau.

A bonus for all the students is a subsidy - to the
tune of $350 each — of money they have spent on
materials during the year. Only an Art
Department the size of that at Southland could
organise such a boon to a struggling student.

Southland may have problems that arise from its
isolation, but the design course emphasis on raw
materials, the attraction to tourists of wool,
leather and bone/stone handcrafts, and the tourist
outlets nearby, should be a winning combination.
Southland Polytechnic’s spread of resources and
equipment should make the best of these
opportumnities.

Jenny Pattrick

huragmp;‘ts: Ans Westra.

Southland — Jetty Wijstra —

Taniko Bag

This taniko bag was designed
and worked in a Taniko
weaving workshop.

Southland — Nicola Price
Neckpiece — sheepskin and
russet leather (with resist dye)

2. Wanganui — Jan Hackett
The female torso is glass
slumped over a mould to give
a woven appearance i etched
or sand-blasted strips. Jan has
experimented with several
pieces in varying sizes before
completing this one.

3 Wood workshop

1 Wanganui —

Bis Thorstensen
“Taranaki from my window"
A large redwood piece was
carved wet with a chainsaw,
chiselled out and painted with
blue paint to simulate the blue
compovnd on the pruned trees

on the CaAMpus,

Photograph: Ans Westra.

WANGANUI

WANGANUI REGIONAL COMMUNITY
COLLEGE A HARMONIOUS WHOLE

“Qur environment is a fundamental influence”,
says George Kojis, ceramics tutor. The
environment he’s talking about is that of the
buildings and grounds of Wanganui Rc%iona]
Community College. It’s a statement [ hear again
and again, from Director John Scott, other tutors
and the students themselves.

The environment is certainly a knockout. The
administration building is a converted
turn-of-the-century gracious homestead.
Spreading out from this are single-story, natural
wood buildings, set among gardens, paved areas
and trees. Craft design students can walk out of
the ceramics or design rooms to work outside or
have lunch under the pohutukawa.

The newly completed hot glass workshop, jewel
in Wanganui’s not inconsiderable crown, puts a
light in tutor Tony Kuepfer’s eyes.

“We're the only craft design course with a hot
lass workshop™ he says. “There’s equipment

Eere that’s unique”. He shows me the four

roaring furnaces, a slumping oven and a casting

oven, huge grinding stones, a sandblasting booth.

All in a big airy room with space for students or
public to view and again looking out onto
pleasant grounds and low buildings.

The domestic scale of the workshops, the easy
access to outdoors, the trees and flowers, and the
philosophy of the tutors all seem in harmony.
This is a college and a Craft Desitgn Course that
puts the personal development of its students
first. All those involved in the Craft Design
Course consider the growth in independence,
confidence and self motivation of the students, to
be their proudest achievement.

ey

The first intake of the Wanganui Craft Design
Course lost only four students during the two
years. This group — about half of them “more
mature” students, organised a national conference
of all craft design students. Course supervisor
Chris Gibson takes special pride in this event.

“ It was the students’ idea”, he said — “They saw
a need for this first national intake to get together
and discuss problems and successes — particularly
with the question of year three and four Diploma
level courses still being hotly debated”.
Wanganui students sent out the invitations,
arranged catering, accommodation and agenda.
Seventy students from around the country
responded. By all accounts it was a very
successful meeting. “We sneaked into the back to
listen to them” laughed Lorraine Webb, design
tutor. “We wanted to know where they felt we'd
failed so we could adapt the course if necessary.
“But on the whole they were pretty positive.”

This first national conference of craft design
students was an indication to John Scott of
Wanganui’s central status — a position he wants to
foster.

“I have offered Wanganui Community College as
a national resource for Craft Design courses”, he
says. “We hold information on tutors and work
experience spaces, which is available to all the
colleges. And we're prepared to collate
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information from other courses so that we have
one central source of information.”

Wanganui’s craft courses are fortunate in their
College Director. John Scott is an artist himself
and has recently been elected President of the
Crafts Council of New Zealand. He is thoroughly
conversant with the history and evolution of the
new craft design course and is committed to its
success within his college. That this relatively
small college has been able to build a coveted hot
glass facility is evidence of this commitment.
John takes special pride also in the Summer
School. This is a week-long festival of art and
craft courses, held in January. The summer
school now has a national reputation and is, to
John Scott, further evidence of Wanganui’s
central position in New Zealand’s tertiary craft
education. The Summer School invites the best
tutors from around the country to conduct
courses in arts areas, as diverse as clowning, hot
glass and bronze casting. Many courses take place
out of doors, and the whole college takes on a
lively, festive air for the week.

I ask whether the craft design tutors are involved
in the Summer School.

“Oh of course”, says Rick Rudd, ceramic tutor.
“You can’t help it in a place like Wanganui —
we're all involved in everything. I'm on the
community arts council which runs the summer
school; the community arts officer, Libby Grey is
at present using a spare room at the college and
so on. The arts community here is inextricably
tied into the college.

In 1988, Bruce Osborne, Head of the Art
Department introduced a modular system into
the curriculum. This has enabled the new intake
of students to choose from a varicty of units and
helped to minimize duplication of subject
material by individual tutors.

The design course at Wanganui offers majors in
ceramics, wood and hot glass, but for students
wishing to major in other areas there is an
individual contract system. Lynn Kelly, a second
year student in 1987 wanted to major in jewellery
but at Eresent there is not a jewellery tutor or
workshop. So Lynn arranged a schedule where
she worked with a local jeweller three days a
wecek and took core subjects — business studies,
drawing, design, art history, photography and
professional studies — with the rest of the group
on the other two days. Lynn says she valued this
flexibility.

“It wasn’t easy doing a course on my own”, she
says, “you miss the excitement you get bouncing
off each others’ ideas. But organising my own
programme has given me a great sense of
achievement.” For her, other highlights in the
two year course were the many visiting artists
and the Lorraine Webb drawing and design
components.

Visitin% artists — either residences or just passing
through — are seen by the tutors as an important
addition to the course.

“We make sure we take care of our visitor”, says
George Kojis”. “Here, with our relaxed
atmosphere, we have time to entertain them,
show them around, talk about the things that
matter”. “The tutors obviously find Wanganui
Community College a good pYace to work.”

“It’s a good place for students too,” says Lynn
Kelly. She and her husband moved to Wanganui
at the bcgin.n.in% of the course and bought a house
for a fraction of a big city price. Lynn finds living
is cheap and fruit and vegetables are wonderfully

fresh.
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1. Wanganui — John Wells
John was experimenting with
bisque firing and he felt that
leaving it in this form brought
out the raw primitive quality
of the clay and shape.

2. Glass Workshop with tutor
Tony Kuepfer

“You can put all of yourself into your work
here,” she says. “There are not so many
distractions for a student as in a big city. You
don’t spend hours travelling to and from work.
]]Just about everywhere is only a few minutes by

ike, and rcntaraccommodation is plentiful and
reasonable. *

Lynn and I talked sprawled on the grass under a
spreading pohutukawa. The seductive
atmosphere of this college was certainly getting
to me.

The 1987 end of year exhibition was held in the
prestigious Sargeant Gallery. The planning of the
exhibition, publicising it and display were a
development exercise for the students. The
standard of the end product — the works of art —
was not considered of primary importance by the
tutors. “After two years they're only beginning”
said the ceramics tutor. “Other things like
commitment, self-esteem, respect for materials
are more important at this stage.”

This design course puts quality of life, and the
development of the whole person in the centre of
its philosophy.

Jenny Pattrick
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A variety of cultural influences are given a fresh expression through Fientje’s

sense of Eric Flegg profiles this fibre artist, design tutor at The Waikato

Polytechnic design

e
FIENTJE ALLIS

VAN ROSSUM,
EEEREsT e

Fibre Artist

Conversations with Fientje over a
period of several years reveal two
clearly-stated fascinations associated
with her work — design and cultural
resolution. They represent a fusion of
her earlier technical-academic study and
a sensitive assimilation of the form
characteristics of a ‘new’ indigenous
culture which she first discovered when
she arrived in New Zealand ten years
ago, and has since become the catalyst
of her own cultural renaissance. They
are also the energy source for an output
that increasingly requires adequate
dimensions in order to release the
expressions they generate. As she says,
“Designing on a large scale 1s what |
enjoy most.”

Fientje was born in the Netherlands
and studied in Canada and the U.S.A.,
obtaining a Bachelor of University
Studies degree at the University of
Utah. She feels, however, that the
greatest influence on her emergence as
a technical weaver were the
Polish-Canadian immigrant fibre artists
who transported their exploitations of
colour, texture and expression from
eastern Europe.

Fientje lives with her geologist
husband, Rick Allis, overlooking
Taupo’s Acacia Bay. Since completing a
Hamilton Teachers College
post-graduate Art Diploma in 1985, she
has commuted to the Waikato
Technical Institute where she is a
part-time tutor in Design and Fibre Art
1 association with the recently
established Craft Design Certificate.

Design, cultural identity, nature and
enjoyment of the personal contacts that
teaching supplies, are the necessary
ingredients of Fientje’s artistic
existence. From the personal
interaction between teacher and pupils,
she finds the means of removing the
wrappings from “one’s own mental
wor%), in which it is so easy for an
artist to lose touch with real life and
society which should nurture one.”

When not teaching, she is committed to
the development and consolidation of
her individual artistry — currently
interpreting her work more in terms of
expression than in providing
‘functional’ products alone. However,
this appmacfl in no way relegates her
responsibility and attitude towards
contextual design, or for satisfying a
specific client design brief. “I love

esigning for specific buildings and

urposes. Although most of my work
Eas been in fibre, I will use whatever
medium I need for a situation.” Thus,
she safeguards artistic integrity and
freedom from absolute imposition.
(She has recently completed a major
commission in chrome, stainless steel
and plastic for a new ‘Art Deco’ post
office in Taupo.)

Whatever the objective, what does
occur in her work is the elevation of
her expression beyond meritricious
execution in a selected medium because
of her attuned design consciousness.
The qualitative aspects are eminently
discernible, even without reference to
the work’s context, as the outward and
concrete forms of her vision.

In Fientje’s work, the well-controlled
distributions of ‘emblematic’ shapes (in
many respects, closely related to
heraldic crcvices}, textural modulations
and scaled complementary tonings,
represent an emphatic respect for the
ordered imposition of sound design
principles. All the usually appraised
‘elements’, such as balance, shape,
unity, proportion and articulation, are
visible in her work, but it is in the
manner of their presence that one’s
awareness becomes much more
heightened. Balance becomes more
than the satisfaction of visual
equilibrium — of one shape or passage
countering another, while the shapes
themselves (the ‘emblems’) mean more
than delineated symbols or abstractions.
Unity accommodates the entire
complex statement rather than
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