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—
FOREWORD

The State‘Of the Crafts in
New Zealand

On the twenty-fifth anniversary of the World Crafts Council, it is appro-
priate to consider the important role that the crafts play in the lives of New
Zealanders. As a people, we have excelled in this area of arts. This may
be due to our renowned skills in ’do it yourself’, an innate practicality, or
a special feel for our land which finds expression through the various
forms of crafts. Whatever the reason, crafts in New Zealand have reached
an admirable standard in the last few years, which few other countries in
the world could equal.

Congratulations must go to the Crafts Council of New Zealand for
the work they have done to encourage, nurture and publicise the work of
our craftspeople. The importance of their work is limited not only to those
many New Zealanders who are directly involved in crafts as practitioners,
either amateur or professional. The development and continuing
improvement in crafts is relevant also to our international image, tourism,
and what makes us special as New Zealanders — in other words, to our
culture in the widest sense.

The Government recognises the importance of crafts by supporting
the Crafts Council of New Zealand through the Queen Elizabeth II Arts
Council, and I, as Minister, will continue to follow the work of our
craftspeople with close interest. Congratulations to all involved in pro—
ducing this special issue on ’The State of the Crafts’, and may you all
continue to produce even better things in the future.

MM

Michael Bassett
Minister of Arts and Culture
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JENNY PAITRICK

f
lenny Pattrick

Jenny Pottrick wds president of The
Crofts Council from i979 To 1981, and
is one of New Zeoldnd’s most
respected jewellers. She is Deputy
Choir of the Queen Elizabeth ll Arts
Council, and tedches dt Pdrumoond
Polytechnic ot Poriruo. This article is
one of mony she has written for this
magazine among others, including
The Listener.
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Non Berkeley—
outrogeous visionary

As an ambassador for New Zealand
crafts Nan Berkeley has been untiring,
tenacious, sometimes cheeky, often
outrageous and never dull. She is one
of the unsung heroes of the craft move—
ment in New Zealand.

It is fitting that this year — 25 years
since the founding of the World Crafts
Council — we should salute Nan’s
contribution. Her energy and vision
were behind the formation of the New
Zealand Chapter of the World Crafts
Council, which later became the Crafts
Council of New Zealand.

It was only to be expected, I sup—
pose, that just when I wanted to inter—
view Nan, she was off overseas. Nan
has always been a prodigious traveller.
A series of telephone calls finally lo-
cated her in New Jersey, USA, at the
home of a friend she met at the inaugu—
ral meeting of the World Crafts Coun—
cil. Nan was immediately on for a chat.
’Oh Jenny, I wish you could see this
house...wonderful artworks every—
where — you’d be fascinated. I can’t
stop looking. I’ll be happy here for
days.’

An enquiry about her itinerary
brought forth a string of stops right
round the world. ’I don’t think I’ll be
travelling again,’ said Nan, ’so this is a
major trip to say goodbye to all the
friends I’ve made through the World
Crafts Council.’

In lieu of an expensive telephone
interview, I suggested Nan write me
her recollections of the early days of the
Crafts Council in New Zealand. My
final question asked why she had taken
on that arduous task of organisation,
back in 1964. ’Well, Mrs Vanderbilt
Webb told me to — and you daren’t say
no to Mrs Vanderbilt Webb.’ A few
days later, 17 handwritten pages ar—
rived by courier from the United States.
Nan’s detailed and entertaining recol-
lections are now an important archive
for the Crafts Council.

Nan Berkeley is warm, outgoing and
gregarious. She has friends everywhere.
Her interest in the crafts is deep and
omnivorous. She started as a potter,
took in enamelling, and now special-

Nan Berkeley 1989

ises in hand-painting on silk. Her pas—
sion has been to share her knowledge
and skills, to spread her conviction in
the importance of crafts — and to have
fun while she’s at it.

The World

Crafts Council
Forms

Mrs Vanderbilt Webb, a wealthy New
Yorker, had spent years building an
organisation in the United States, dedi—
cated to preserving endangered crafts,
particularly those of the American In-
dian. In 1964 she widened her scope
and invited key craftspeople from
around the world to come to a Con~
gress at Colombia University, New
York. Her friend, Mrs Patch, was sent
round the world to deliver the invita-
tions in person. But to smaller coun-
tries like New Zealand, the invitation

I

Nan Berkeley discusses the possibility of a direct air link with New Zealand with the President of Peru, Fernando Belaunde Terry.
World Crafts Council Conference, Lima, Peru, 1968. (He was abducted at gunpoint and exiled shortly after this.)

came in the mail to whatever might
seem a relevant organisation. National
Crafts Council organisations were
almost unheard of in those days.

Nan Berkeley was at that time presi-
dent of the Wellington Potters’ Society,
and the invitation arrived in her mail. ’I
did not think for a minute that I would
go,’ she writes. ’But in the end I bor-
rowed the money and set out.... It
changed my life, and I have never re-
gretted it.’

Mrs Vanderbilt Webb’s aim was to
set up a World Crafts Council which
would help communication among
professional craftworkers, teachers and
administrators throughout the world.
She wrote: ’The World Crafts Council
will offer... a means through which
there can be a owing of ideas from one
country to another. Standards of excel—
lence can be maintained without stan-
dardization; comradeship, not enmity,
can be developed. It is the things of the
spirit, the arts of a country, which have
always led mankind forward, and it is
to this spirit which the craftsmen... of
the world must lend themselves.’1

Nan Berkeley and Auckland potter
Mary Hardwick Smith were the two
representatives from New Zealand.
These two had the honour of having

travelled the longest distance to attend
the Congress — 8,834 miles. Nan was
obviously determined to promote New
Zealand at all costs. ’I arrived there
with three suitcases, one for clothes,
one with bags of iron-sand, merino wool
samples, two New Zealand kaiapoi
rugs, New Zealand cheeses and bis—
cuits... I obtained orders for New Zea-
land wool from the weavers, sold the
sand for $1 a pound to the potters, and
took orders for about half a hundred-
weight more... After the conference,
when I had lunch with the head of the
NZ. legation, he said he had heard of
many money—making ideas, but never
of selling off small parts of one’s coun-
try! The other case (a very heavy one)
had as much ’grog’ as I could buy at the
Duty Free. . .. This case was invaluable,
as I had a little cocktail party in my
bedroom almost every night. I invited
people who looked interesting — all
sorts of nationalities; it was great fun.
Once there were eight different lan—
guages being spoken and yet we man-
aged to communicate... At the end of
the Congress I had met a great many of
the conferees!’2

Delegates from 47countries attended
— an astonishing tribute to Mrs Van-
derbilt Webb’s organisation. The open-

ing function of the Congress was hosted
by Governor Rockefeller on floor 66 of
the Rockefeller Centre: ’Mr Rockefeller
sought me out and said he wanted to
talk to me about a very important
matter. New Zealand culture? No. —
the TAB. in New Zealand, as they
were about to introduce the system
into New York.’

For three weeks speakers and panel-
lists presented views and arguments
that created for Nan and other dele-
gates an atmosphere of ’spontaneous
combustion’. The keynote speech was
titled ’The Craftsman in a Changing
World’ and throughout the Congress
the transition from traditional handcraft
to work by individual artist
craftspeople was a recurring theme.

The difference in craft organisation
among members of the World Crafts
Council has always been marked. Some
countries were (and still are) repre-
sented by quasi-governmental craft
marketing boards: Mexico, India, Ma—
laysia, Philippines etc. Others, like New
Zealand, have democratically elected
organisations of individual artists.
However in 1964 the differences were
submerged in the euphoria of the World
Congress and the common need to
promote craftwork at all levels.
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The New Zealand
Chapter
Emerges

When Nan Berkeley returned to New
Zealand she was faced with the chal-
lenge of organising what was to be
known as The New Zealand Chapter of
the World Crafts Council — a cumber-
some title, but descriptive of the inter-
national, and strongly American, ori-
entation of the movement at that time.

Nan started the organisation by
writing to all the craftspeople she knew.
This brought in a membership of 36.
Meetings were in her home in McFar-
lane St, Wellington. The original com—
mittee were: President: Nan Berkeley,
Secretary: Miss E. Archdall; Commit—
tee: Lady Dorothea Turner, Mrs Jenny
Pain, Mrs Mae Hodge, Mr G.W. Tar-
rant, and Mr Peter Ianssen. This was in
1965.

Nan then decided, with her usual
reckless enthusiasm, to hold an inter-
national craft exhibition in the Welling-
ton Town Hall, open to members of the
World Crafts Council. ’This turned out
to be a good idea, as we obtained many
new members. I wrote to the 47 coun-
tries who attended the New York
Congress. Twenty-seven of the coun-
tries sent us craft work — the largest
consignments coming from U.S.A. and
Canada. The Canadian exhibit was late
arriving and I had to clear it through
Customs myself. This took a whole day.
That night we began setting up in part
of the Town Hall. There were many
problems... no nails could be driven
into the walls, and spotlights were dif-
ficult to handle. However we had great
success and marvellous publicity.’3

In fact Nan's recruiting techniques
were so successful that at the next world
gathering, in Switzerland in 1966, she
was asked to address Congress on how
she managed to build such a big mem-
bership (252) in such a tiny country. ’It
was quite an experience,’ she remem-
bers. ’My ordinary chatty speech being
translated into five languages!’

In the next five years, Nan organised
exhibitions in New Zealand and over-
seas, wrote newsletters to members,
attended world conferences at her own
expense (one of the few chief delegates
not to be government funded) and
generally ran a pretty effective one-
woman band. Often she was secretary,
treasurer, editor, and president. All
those early subscriptions disappeared
into the World Crafts Council coffers in
New York, until Nan obtained permis-
sion to subtract enough for stationery
and postage.
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Nan Berkeley’s hard work and Vi-
sion kept many isolated craftspeople
(and I was one of them) in touch with
craft events in New Zealand and over-
seas. Ida Lough, a founder member
and senior New Zealand weaver wrote,
in a personal account of those early
days: ’Immediately we were launched
into the international scene. We had
scarcely joined up when we found
ourselves involved in an exhibition in
Germany. Nan collected work of 18
handcrafters and sent it off to the Inter—
nationales Kunsthandwerk 1966 exhibi-
tion in Stuttgart. There we were in the
catalogue, among 30 other countries —
18 New Zealanders with 22 entries —
pottery (stoneware and ceramics);
weaving (including taniko) in wool,
raw silk, cotton, linen and ax; also
jewellery; iron work; enamels and
embroidery. Each of us received, direct
from Stuttgart, an acknowledgement,
an illustrated catalogue, and at close of
exhibition, one of two things — a letter
stating how one’s work was being re-
turned and by which company insured,
or a cheque for work sold.

’In 1969 we figured again in Stuttgart,
with 31 other nations. Again 18 of us,
though not the same 18 as in 1966. This
time 3 of us featured in the illustrated
part of the catalogue — Doreen
Blumhardt, Kay Twiss and Dot Staub.

’In both of these Stuttgart exhibi—
tions New Zealand had more artists
exhibiting than any country other than
Germany, the host country.

’All this stimulus and satisfaction
was due to one person alone — Nan
Berkeley. It was she who found the
openings for us overseas, wrote to us,
chivvied and persuaded us, reminded
us of datelines, packed the stuff, in-
sured it, and got it (properly docu-
mented) to Stuttgart on time. We all
paid something towards freight and

insurance but none ofus will ever know
how much Nan paid from her own
pocket for cartages, petrol, packaging,
correspondence, and all the extras that
post offices, airlines, shipping compa-
nies and customs officers think up to
deter artists and craftsmen from send—
ing anything anywhere.’4

What Nan accomplished in those
years is astonishing. Comparisons are
perhaps unwise, but it is clear that it
would take teams of professionals and
thousands of dollars to achieve similar
results today. From 1966-68 Nan was a
Director on the World Crafts Council
and always kept New Zealand’s profile
high. In the years up to 1970, she was
the ideal person to carry on this work.
The Chapters in the various countries
were held together by friendship and a
loyalty to Mrs Vanderbilt Webb’s vi-
sion. In this company, Nan’s talent for
socialising, her ebullient style, and her
belief in New Zealand craft, made her a
wonderful ambassador.

|\ Growth towards

r a professional

I\ Crafts Council of

9.: New Zealand

In 1970 ill health (and surely exhaus-
tion) caused Nan to hand over the presi-
dency to Wellington businessman and
potter, David Carson-Parker. David
organised a much acclaimed New
Zealand /Asian exhibition in the Acad—
emy of Fine Arts Gallery in Wellington.
This exhibition received Arts Council
funding and marked the beginning of a
recognition by government funding
sources, of the World Crafts Council. In
this same year, 1970, The World Crafts
Council formally recognised, as a sub—
group, the Asian Region, ofwhich New
Zealand was a member. The gradual
weaning from the New York centre
and Mrs Vanderbilt Webb’s largesse to
autonomous, nationally funded Crafts
Councils was underway.

Nan Berkeley came back into the
presidency of the New Zealand Chap-
ter in 1973, when David Carson-Parker
was transferred to Australia. She or-
ganised yet another exhibit ofNew Zea-
land craftwork, this time in Italy where
it received a gold medal. By this time
world conferences had been held in
America, Switzerland, Peru, Ireland
and Turkey. Nan had been to all but the
Dublin one. The next was in Toronto,
Canada. Chapters were asked to bring

traditional craftspeople from their coun-
tries. Nan tried hard to get funding for
a Maori carver, failed, and so paid his
fare herself to make sure that Maori art
was represented. The action was typi—
cal of Nan. Maybe she did not consult
the right people in her choice of carver,
but she made sure a carver was there,
and she got excellent publicity for him
at the conference.

Back in New Zealand, the then
Minister for the Arts, Alan Highet, set
up an office in Courtenay Place,
Wellington, called Recreational Services
Ltd. Its aim was to provide secretarial
and printing facilities for national
recreational bodies. Marguerite Scott,
then on the Arts Council, and with an
interest in crafts, recognised an
opportunity for the New Zealand
Chapter and suggested it should apply
for funding along with all the sporting
bodies. After an historic meeting at the
Dowse Art Gallery, the umbilical cord
to the World Crafts Council was cut.
The Chapter became an incorporated
Society and was renamed the Crafts
Council of New Zealand. At this time,
1977, Dorothy Pascoe was president.
Margaret Foster, working from 11am
to 3pm each week day in a tiny office in
RecreationalServices,became the Crafts
Council’s first employee. For the first
time there was an official centre for the
files, lists and records which had grown
too bulky for Nan’s home.

Nan’s work for the crafts did not
cease with her withdrawal from active
service in the Crafts Council. Her home
in Waikanae has become a centre for
crafts in the district. Her many friends
here and from overseas are welcome to
work in her studios.
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As a latecomer to the Crafts Council
scene, my first real introduction to Nan
was a typically ambuoyant one. This
was in 1980. Nan was no longer on the
executive and I knew her onlyby name.
I was a young president, attending my
first World Crafts Council Conference
in Vienna. In student accommodation,
miles away from the conference venue,
I was having difficulty contacting my
opposite numbers from around the
world. I received an invitation to a
cocktail party at one of the central ho-
tels on the conference site. Intrigued, I
and my officers turned up. There was
no doubt where the party was. Laugh-
ter and colourful national costumes
spilled out into the corridor. And there
was Nan, resplendent in her own hand-
painted silks, silk scarves laid out and
priced on the bed, gin and tonic lined
up ready. ’Come in, come in,’ she cried,
in her element. ’I’ll introduce you to
everyone!’ And she did.

Thankyou, Nan.

References
1 Craft Horizons, International Issue,
Sept/Oct 1964.
2 The World Crafts Council— its
beginnings, Nan Berkeley, 1989, Crafts
Council of New Zealand Archives.
3 Ibid.
4 The World Crafts Council Years,
1965-1977, Ida Lough. 1984, Crafts
Council of New Zealand Archives.
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RICK RUDD

President, Rick Rudd

The New Zealand Society
of Potters Inc

P O Box 185
Wanganui
Founded 1963
President: Rick Rudd
Secretary: Bryce Smith
Membership: 600
Anyone can be a member
Fees: Full 835. Student 825.

Associate 825. Joint $52.50.
Corporate 8200. (all plus GST)

Publishes bi-monthly newsletter and
Membership Directory
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The NZ Society of
Potters Inc.

The New Zealand Society of Potters is
the national body for professional and
amateur potters throughout the coun-
try. An executive council with dele-
gates representing ten regions conducts
the business of the society.

The objectives of the Society are to
encourage and foster the creation and
excellence of handcrafted pottery,
educate potters and the public, repre-
sent potters on a national basis and
lobby for, and negotiate on behalf of,
potters on issues affecting them.

NZSP publishes a newsletter every
two months, containing information
about the activities of the Society, gen-
eral news of interest to potters, and acts
as a forum for members’ ideas.

The Society’s national exhibition is a
showcase ofNew Zealand ceramics and
is held in conjunction with a conven-
tion. This is an annual opportunity for
potters to meet, and provides a variety
of workshops and discussion opportu-
nities. An overseas potter is normally
brought in as guest demonstrator to
give a different insight into ceramics
from that which is available in New
Zealand.

As a service to groups and institu-
tions throughout the country, the Soci—
ety organises the tours of highly re-
garded overseas potters when they are
visiting New Zealand. The co-ordina-
tion of this service is financially as-
sisted by the Queen Elizabeth II Arts
Council. Because of the success of the
overseas potters’ tours the Society was
asked for a list of New Zealand potters
willing to tutor workshops. NZSP is
organising this and has recently com-
piled a comprehensive list of pottery
groups and societies throughout New
Zealand.

The NZSP also organises shows of
work from New Zealand potters in
other countries. In recent years, work
has travelled to Australia and Canada,
and in 1991 New Zealand will be the

featured country at Faenza in Italy, the
world’s most prestigious exhibition of
ceramic work. The Society is working
with the Crafts Council and QB 11 Arts
Council on this major project. It is en-
visaged that this Exhibition may travel
to other overseas venues before return-
ing to New Zealand. From time to time
the Society is also involved in the or—
ganisation of theme exhibitions to show
a certain aspect ofNew Zealand ceram-
ics, e.g. ’Domesticware’ and ’Spheres’.

The NZSP offers members the ad-
vantages of a tailor-made insurance
package for potters, including goods in
transit, studio and equipment cover, as
well as standard policies at competi-
tive rates, with a small commission on
policies being returned to the Society’s
funds. Members are also able, through
our mail-order service, to obtain newly
released books at discounted prices.

In 1988 the Society was instrumen-
tal in lobbying for the ACC levy for
studio potters to be lower than that for
workers in industrial potteries (5.5%).
This resulted in a new classification for
handcraft potters with a rate of 1.8%.

Apart from representing the inter-
ests of the members, the New Zealand
Society of Potters attempts to improve
the quality and perception of pottery
and assist potters in the creation and
enjoyment of their craft.

David Brokenshire, Christchurch. Wind
Bowl. Thin slabs comb—set into lighly
bisqued moulds, stained with metallic
sulphates, sparingly glazed. Porcelain.
200x200xl80mm high.
Darryl Robertson. Nelson. Vase. Porce—
lain. black slip. 300x300mm approx.
1988.
Merilyn Wiseman, Auckland. Ceramic
platter, wood—fired.
Christine Bell-Pearson, Nelson. Elliptical
Series. Polished porcelain, manganese,
wood, and aluminium. 200x200mm
approx. including rods. 1987.
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CRAFT INDEX CERAMICS W
i Patti Meads, Wellington. Mountain

Slabs. Hand—built clay, bisque fired.
180X55mm and 180x52mm. l988.

2 Andrea Barrett, Auckland. Cone. Slab
and draped moulded, colour clay
additions.

3 Royce McGlashan, Nelson. Teaser.
Sculptural teapot. Porcelain, wax,
sulphate. 200x150mm. 1987.

4 Rick Rudd, Wanganui. Bowl. 110 high x
590 long x 260mm wide.

1 Jon Benge 8: Gill Gone, Nelson. Coffee
mugs and pot. White earthenware and
underglaze stains. 210mm high.

2 Jean Hastedt, Paraparaumu. Teapot.
Porcelain, celadon glaze. 1988.

3 Raewyn Atkinson, Ngaruawahia.
Pomegranate teapot. White stoner-
ware, overglaze brush decoration,
oxides and stains. Gas—fired. 140mm
high. 1988.

4 Campbell Hegan, Auckland. Teapots,
stoneware. 90mm, i30mm, 180mm plus
handles.
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A frequent past contributor to NZ Crafts,
Amy Brown has taken time off from
dyeing and journalism to write a book
on Maori/Pakeha relationships at the
present time to be published in l990.
She is also preparing o programmes on
Maori cooking for WNZ to be shown
later this year.

l0 Winter 7989

The crafts in Maori
society

It seems to me that in today’s world we try and divide art and craft into the creative
or inspired (art) and the mechanistic or applied (craft). Art comes from the heart and
mind, and craft from the application of learned techniques and skill, which with
inspired treatment, may be viewed as art.

In the Maoriworld ofpre-European times itwould havebeen difficult to separate
the two. The primary concern ofMaori craftspeople in selecting materials and using
techniques was to produce necessary and useful articles. When coloured elements
were introduced into plaiting and weaving, and carved patterns were added to
Wood and stone, it did not improve the article’s utility, but did enhance the objects
and therefore gave pleasure to the people who used them.

Maori art was applied art and was always decorative, but the people who applied
thatartwereskilled tradespeople. In thecaseofweavingand plaiting, thecraftspeople
were women. The carvers of stone, bone and wood were men, but these divisions
were part of the religious life of the society, and had to do with the tapu (sacred) and
noa (common or ordinary) position of men and women in that society.

The development of weaving and carving in Maori society had to do with
adaptation. Inweaving, the availability of ax which could be treated until itbecame
soft and pliable lent itself to different usages, and gave rise in particular to types of
dress cloaks which were further enhanced with feathers and colour.

The development in carving and the growth of curvilinear motifs happened
because the colder climate stimulated a need for different shelter, and the seemingly
endless supply of fine long-grained timber encouraged different types of carving
and, indeed, the growth of different schools of carving.

Today we have come full circle. Once the Europeans came to Aotearoa, change
followed, and not always for the good of the craft. Different materials, like the wick
material used for making candles, combined with the time involved in preparing
ax fibre, meant that the weavers began to use wick material as a ready-made warp.

Cotton thread was used for the wefts and other articles were substituted for
decoration. The number of expert weavers dwindled, and it would have been said
that Maori craft had been overwhelmed by the European culture. Still, a few
remained who carried the skills within them.

For the last 20 years we have seen a resurgence of the traditional Maori crafts of
weaving and plaiting. The skills are on the rise again, and many people have come
to learn from the knowledgeable. That it is on the rise again owes more to Maori
tenacity than to Pakeha goodwill.

Surprisingly unemployment and the growth of Access has meant that many
young people who would previously have scorned learning ’that old stuff’ have
been able to take pride in their abilities to make kete, weave taaniko, learn tukutuku,
carvebone and jade, and learn howto handle Chisels, adzes and axes forcarving. The
methods and materials may be slightly different, but that’s adaptation for you,
something that all New Zealanders are having to learn these days.

Still, the men do their thing, and the women theirs. Does itmatter? Indeed not, so
long as it is done at all! ‘

CONTEMPORARY NEW ZEALAND CRAFT
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AN EXHIBITION ORGANISED BY

THE BATH-HOUSE
ROTORUA’S ART & HISTORY MUSEUM
NOVEMBER 3rd 1989 - JANUARY 29th 1990
This exhibition is based on the index of New Zealand Craft Workers
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CRAFT INDEX CERAMICS
l Pamella Annsouth, Te Horo. Vase,

platter. square dish. Slab, coil, and
thrown ware. Stoneware clay, ash
feldspothic glazes. Vase 255x200mm
wide. 1988.

2 Anne Powell, Hunterville. Kowhaiwhai
carved pots. Porcelain.

3 Jan White, Coromandel. Duality VIII.
1220mm high ceramic.

4 Mirek Smisek, Te Horo. Bowl. Carved
stoneware, salt glaze. 530xl 70mm.
1989.
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New Zealand Maori
Artists and Writers

Society Inc.

President, Para Matchitt

Nga Puna Waihanga
P O Box l512
Rotorua
Founded 1973
President: Para Matchitt
Secretary: Averil Herbert
Membership: 700
Membership is determined at

annual conference
Fee: 85

Nga Puna
Waihanga

Nga Puna Waihanga is a national fel-
lowship of people, including artists in
all fields, and others interested in'be-
longing to and supporting a contempo-
rary Maori arts organisation. Contem-
porary Maori art covers all aspects of
the visual, language, and performing
arts in traditional and modern forms.
The Kaupapa ofNga Puna Waihanga is
Unity in the Arts.

Nga Puna Waihanga was founded
at an inaugural conference held at Te
Kaha on Queen’s Birthday weekend in
1973. The objectives of that conference
were to form a fellowship of Maori
artists; to evaluate contemporary Maori
artists movements and taonga against
the solid background of cultural tradi-
tion; and to create and develop guide—
lines, initiatives and methods to en-
courage and assist the development of
Maori arts and artists. The Society now
holds a national hui every Queen’s
Birthday weekend at different marae
throughout the country, and these hui
provide venues for exhibitions, per-
formances, and forums in which tech-
niques and ideas can be shared.

As well as the arts, the Society has
particular interests in conservation,
research, education, employment, de-
sign, promotion and marketing, to raise
national awareness of Maori art, and to
encourage contributions to interna-
tional exhibitions.

By being a member of Nga Puna
Waihanga, you have direct access to
other people having similar interests to
your own; you can attend forums for
discussions on the arts and related
matters; you can attend workshops and
training courses to learn or develop
skills; you have the opportunity to
participate in performances and/or
exhibitions; and you can benefit from
the Society’s activity in developing
marketing and promotion strategies for
contract and commission work.

To assist in the effectiveness of our

aims, we are currently involved in set-
ting up newsletters, New Zealand-wide
networks and a Maori arts directory;
we play an active role in developing
Maori art from Kohanga Reo to tertiary
institutions; we have an art consultant
on the New Zealand Maori Council;
and we have a member on the Stamp
Design Council.

The latest hui held by Nga Puna
Waihanga took place at Ratana Pa on
June 3-5. So, who belongs to Nga Puna
Waihanga? The reply is, anyone with a
genuine interest in contemporary Maori
arts who supports our Kaupapa. Such
people include: kaumatua, weavers,
carvers, painters, sculptors, poets, au-
thors, craftspeople, performing artists,
musicians, singers, actors, students,
groups such as marae, schools and
colleges, and arts administrators.

The Kaupapa ofNga Puna Waihanga
is Unity in the Arts.

New Zealand Crafts 13



CRAFT INDEX CERAMICS

Melanie Cooper, Wellingion. Bowl, High
fired, heavily grogged manganese
lus’rre, porcelain. 280mm wide. 1989.
Anneke Borren, Paraparaumu. Stone-
ware boxes wi’rh bamboo. 1986.
Leo King, Auckland. Bowl form, Slip
casT, assembled ceramic, incised/filled
slip, enamel and oxides. 400mm wide.
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CRAFT INDEX CERAMICS

John Crawford, Ngakawau, Wesfporl.
Face study. Slips, ceramics, crayons,
enamels, Terracoiia, 600mm high. 1989.
Brian Garlside, Ramarama. Plaie, mulli—
fired polychromo’ric ceramic. 550mm
high. 1986.
Moyra Elliol'l, Auckland. Helmet form.
Muliiple fired clay, oxidaiion fired. 230
high x300x160mm,
Paul Johnson, Wanganui, Waimafe II.
Sioneware wi’rh wafer falling over
surface. 3800x6400mm. i984.

New Zea/and Crafts 15
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CASSANDRA FUSCO

Cassandra Magdaline Francessca Niurra
Fusco is a part—time history tutor on two
design courses at the Christchurch
Polytechnic. Her major interests hinge
around education, from historical studies
to studio work, and the process of
learning. As an educator she
encourages enjoyment, receptiveness,
and appreciation of all cultures.

lo Winter 7989

The crafts and
women

Thedocumentationofcraftspeople,wherever recorded,celebrateshumanendeavour,
widespread and enthusiastic. Crafts, as a national resource, has been well served by
several unsung heroes. The quiet, individual spirit of many craftspeople fosters
obscurity and isolation, and the consequent loneliness is only rarely compensated by
public recognition. In particular, women have suffered this obscurity, because histori-
cally, women's craft hasbeen perceived from a purely functional, rather than aesthetic,
viewpoint. Incraft, technique, materialand process combine in the service ofmeaning,
function and beauty.

Contemporary culture needs the meaningfulness and humanising effect of craft.
Socialmeaning hasbeenuniversallypassed downthrough the generations incommu—
nity art. In all cultures, for instance, women have traditionally been associated with
textile art, whether for shelter, clothing or other life enhancing purposes.

A korowai by Rangimarie Hetet, like a Navajo blanket (by an anonymous hand),
possessessocialmeaningaswellasfunctionandbeauty.Traditionalsocietieseducated
theirmembers in therightuseofresources,which were intelligently harvested for their
needs. Theknowledgeable gathering, and the multipleuses of ax, is a prime example.

Any re ection upon women's contribution to New Zealand arts and crafts neces—
sitates a return to roots. New Zealand women have a strong history of individual and
cultural involvement in resources such as education, welfare, and government, and
their achievements are noteworthy. Craftspeople make able social critics. They
perceive, for instance, the dangers in a world dependent upon purely technological
means of production, and they respond accordingly.

As long as thecrafts arepractisedbymutually respectfulpeople ofdifferentcultural
backgrounds and ages and by mutually respectful people of both sexes, they may
thrive—especially if all possible motives are recognised as valid: for usefulness, for
decoration, forsale, forpersonalexpression, fordelight in themedium. Thiscould only
be ensured by an equitable share of available political power.

However, the more that crafts and craft design education becomes organised, and
themore thatorganisationbecomescentralised, themore likely itis that a few ”experts”
will control and continue the long history of sexism in our culture. It is crucial that
women's contribution ceases to be minimalised, particularly at a time in our culture
when their expertise could be most meaningfully gleaned and employed.

The achievement and contribution of women speaks independently. It challenges
the notion that the fraternal world of craft is somehow inherently separate from that
of art. Craft can excite, upset, challenge, enrage, provoke, stimulate and unify. It
requires the nurturing investment of patronage and of informed commentators,
critics, and historians. Attention must now be focussed on, not only the products of
women‘scraft,butalso thegenuinephilosophicaland practicalcontributionofwomen
artists and craftspeople to our society as a whole.
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6 years of annual shows throughout the North

and South Islands, over 500,000 customers and $7
million in sales.

Applications are now open to skilled artists
and craftspeople only.

If you would like more information on how to
market your work direct to the public
at a New Zealand Craft Show é \
please mail this coupon today. 9% Q
Phone or fax (03) 480-572 mama»
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PETER RAOS

President, Peter Raos

The New Zealand Society of
Artists in Glass

20 Bulwer Street
Devonpo
Auckland 9
Founded l980
President: Peter Raos
Secretary: Teresa Riddell
Membership: 80
Anyone can be a member
Fee: $15
Publishes a quarterly newsletter

l8 Winter 7989

The NZ Society of
Artists in Glass

The Society was formed in 1980 at the
conclusion of a week-long workshop/
seminar held in Hastings at the Tara—
dale Community College. It was ap-
parent from the energy at this first
meeting that our mutual efforts could
produce results that would advance all
of the group in their individual expres-
sion with glass. In fact a pattern was
established that saw each new event
propel our whole movement through a
quantum leap each time we came to-
gether as a group of Artists/
Craftspeople.

Glass discipline falls into three main
areas: Cold: Flat window glass, archi-
tectural glass. Warm: Kiln fired, kiln
painted, fused and slumped glass. Hot:
Molten glass blown or formed from the
liquid state. The interesting thing is
that even if a person only wants to
pursue one part of the discipline you
can be sure they can also be attracted to
the whole spectrum of possibilities
because the underlying material is
fundamentally the same.

The aims of our organisation are
firstly to provide a core group of exper—
tise on any of the glass processes; sec-
ondly to promote glass as a form of ex-
pression; and thirdly to maintain an
on—going dialogue, both internallywith
our own people and also with mem-
bers of the international community in
glass.

Although a relatively small group,
the glass artists have shown themselves
to be innovative and energetic. Goals
have been set and surpassed. With the
support of the Queen Elizabeth 11 Arts
Council, and following the trend of im-
porting overseas experts, we have or-
ganised many successful workshops
and exhibitions. The past ten years has
seen quite a few among us raised to an
international level of recognition for
individual talent.

We are still a young organisation
and as the polytechnics take on the task

of educating new people in the field,
we are setting new goals to take us into
the next decade. The areas we are inter-
ested in include : documenting and
presenting our own studio practices
and efficiencies for the benefit of stu-
dents; and developing processes and
technology to make the material less
technically demanding and more ex—
pressive.

Glass however is demanding, ex-
pensive to produce, and fraught with
difficult technical problems; and that is
perhaps why results when they come
are so dramatic as they are the result of
much striving and effort.

We welcome your interest or en-
quiry on any matter relating to New
Zealand Glass.

‘ CRAFTINDEX GLASS 1

Rena Jarosewitsch, Christchurch.
Stained glass partitions, MacDonalds
Restaurant, Christchurch. Hand—blown
antique glass, flashed glass, bevels.
lead. 4 of lSOOXBOOmm, 2 of
350xi200mm, l of 350x600mm, i of
350x900mm. 1987.
James Walker, Auckland. Auditorium
window, First Church of Christ Scientist,
Wellington. Glass, lead, tin, copper, with
cutting, grinding, drilling, etching,
laminating, planing, glazing. 1983.
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CRAFTINDEXGLASS‘ I
I Peter Viesnik, Auckland. Looped stem

goblet set. Multi-colour stained glass
bowls, looped stems. 250x70mm. l989.
John Croucher. Auckland. Glass form.
Peter Raos, Auckland. Lily bowl. Multi—
layered glass. l50xléOmm. 1989.
Ann Robinson, Auckland. Cane deco—
rated blossom jar.
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COLLEEN O’CONNOR

President, Colleen O’Connor

The Calligraphy Society of
New Zealand

PO. Box 3799
Christchurch
Founded 1988
President: Colleen O’Connor
Secretary: Lynley Henderson
Membership: 90
Anyone can be a member
Fee: $15
Publishes a bi—monthly newsletter

The Calligraphy
Society of

Our recently formed Society began in
March 1988 with the title of The New
Zealand Society of Calligraphers. This
was in response to the recent worldwide
upsurge of interest in calligraphy; but
it was also a dream of mine and the few
— MaryRose Leversedge, David Smith
and Ian Munroe — who came together
to create a focus for calligraphy in our
country.

We believe that there are many
people throughout New Zealand who
would benefit from an association with
the Society. Already in one year the
response has given us over 90 mem—
bers. Membership is invited from those
who are involved in calligraphy (the
word has a Greek origin meaning beau-
tiful writing),in the graphic arts field
on a professional basis, as well as those
who have a general interest in fine let—
tering, handwriting, illuminating and
colour work. Craftspeople could be
assisted with labelling and writing in
this manner, which certainly would
enhance the presentation of their work.

The newly fledged Society intends
to produce a magazine. At present,
though, we offer a newsletter, with
helpful information regarding pens,
inks, quality and suitability of paper
etc, and news of forthcoming meetings,
workshops, and the availability of
materials. We have already organised
two workshops, both held in Christ—
church. The second one, based on the
Foundational Hand tutored by Lorraine
Stanton and MaryRose Leversedge, had
such a large response that we had to
move to another venue at the Polytech-
nic. We also look forward to visits by
overseas and local professionals — we
have master classes in mind.

On 15 April this year we held our
first Annual General Meeting, where
the Society was formalised and its name
changed. Later that day, after suitable
refreshment, we attended our first
Exhibition at the Cave Rock Gallery in

NZ

the Arts Centre in Christchurch. The
response was very encouraging. We
have appointed Mr William Sutton
Dip.F.A., retired reader in painting,
University of Canterbury, well known
also in the calligraphy field, as our
Patron. When you view his memorial
books at Christ’s College and St. An-
drews College, you can understand our
choice.

Our first year then, has been a suc—
cess. Now we go forward to another
year in which we trust our place within
the Arts and Crafts in New Zealand
will be properly established.
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Owen Mopp is on artist/carver, and
currently Tedches carving and design
at Porumoond Polytechnic dT Poriruo.
He has been Cl set designer for The
NdTionol Film Unit and for Television New
Zealand; and has worked also in
museums in The UniTed Kingdom and
Sweden.
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The crafts and The
collector

Why do I collect? Why do others collect? For the accumulation of objects, creatures,
and even people, there are many and varied reasons. Whether it’s for money, status,
curiosity, scientific research, to boost an ego, to show off or even hide one’s wealth,
to protect a national or family heritage—the list is endless.

Since as early as I can remember, I have gathered objects about my person. I grew
up on an established farm, where there were rubbish dumps, the middens of one’s
ancestors, to explore, and later on, to excavate. Much to my parents’ annoyance I’d
turn up with household artifacts that they had thrown away twenty years earlier.
But I also rescued articles that had come to New Zealand in the 18005 with my first
New Zealand ancestors—a rocking chair (found in the hen house); a baby’s brass
porridge pot off the sailing ship that brought my forebears here (found in the
shearing shed); and many other things from various corners of the farmyard.

It was an early dream of mine, that I become an archeologist, with a museum. As
a teenager, this wish was realised! I was invited to help with an excavation on the
Wairau Bar moahunter site, under Dr Roger Duff, then director of the Canterbury
Museum. Maori Advisor Selwyn Hovell started my education in things Maori, and
in the artifacts of the pre-European Maori. This was the starting point of my involve-
ment with and commitment to carving. By researching carvings, one is automati—
cally put in contact with collections, curators, and collectors.

To return to personal reasons for collecting, mine have changed over the years.
Initially it was curiosity and a sense ofage—’My great grandfather used these sheep
shears’. Then it became plain hoarding, with large numbers of similar objects of no
interest or worth—’I have the biggest collection of horseshoes’. Early on, however,
I discovered that collecting put me in contact with others. It gave me a reason to visit
neighbouring farms, and formaking contact with local people wherever I was in any
part of the country. It was the continuation of a very broad education, and there was
always the thrill of finding an unexpected treasure.

So, for me, the cornerstone of collecting is communication, and to have a research
collection that I can share with other interested people within my own house. This
enables handling and easy examination of artifacts that would otherwise be, and
properly, behind glass in public collections.

My main collecting interests are in stone artifacts from all over the world; ancient
to modern weapons; so-called ’primitive’ blades of iron; carved objects, especially
bone, ivoryand jade; skullsofvarious creatures;andb00ks.The collection over ows
into the garden also, where I have a minor interest in early plant species.

Living with a ceramicist, Anneke Borren, has directed my attention to pots and
clay objects. I found that few New Zealand museums actively collect contemporary
work in any serious manner, so I started. N0w with over 500 pots in the house,
Anneke and I, not to mention my daughters Tahi and Tamara, have some sort of
problem regarding the next acquisition.

It is always, however, the people interaction that gives me the most satisfaction.
I find there is not much enjoyment in a collection without discussion, and the
expanding of one’s knowledge about these objects. As I have become involved in
teaching art, I find also that an available collection is of utmost value for students.

At about this stage I begin to question myself about my collecting. Is it really
artifacts I’m interested in? Or am I collecting people? And, how often have I in turn
been collected by others, and as what, and for what reasons?

Wainono Homestead
irt a graft ga ery

PAINTINGS
WEAVING
PORCELAIN DOLLS
WOODWORK
FABRIC ART
ALPINE KNITWEAR
EXHIBITIONS

State Highway 1,
Studholme Junction
RD. 10, Waimate
Sth. Canterbury
Tel. (0519) 28—883
(or 883 Studholme Junctn.)

We invite you to visit our co—
operative gallery where you will
find the finest in New Zealand

crafts, including Ceramics,
Weaving, Woodwork, Silver, Silk
and Glass from the many talented

craftworkers in this area.

We are open 10am — 5 pm
each weekday, and Saturday

mornings.The
Craftsman
343 MAIN STREET, PALMERSTON NORTH

Quality
New Zealand

Crafts
CRAFT GALLERY

Under new management, run by craftspeople
Over 200 suppliers
Huge range of diverse crafts
Suitable NZ’ers & Overseas Tourists
New Exhibitors Welcome.

Down the alley behind ANZ Bank
237 Parnell Rd, Parnell, ph Auckland 398—740

When in Lower Hutt
visit Penny-Farthing Gallery

We stock only
New Zealand-made Arts and Crafts

PENNY-FARTHING ell/g
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DUDLEYSIREETLOWERHUI'I’HICNE699-8%

ABSOLUTELY FREE OF ANY CHARGES

WE DO NOT INFLATE OUR PRICES FOR
TOURISTS. WE WILL PACK AND POST
YOUR PURCHASES FOR THE EXISTING

POSTAL RATES ONLY. WE WILL
TREAT YOU CIVILLY AND

RESPECTFULLY BECAUSE WE NEED
YOU MORE THAN YOU NEED US. WE

CAN HELP YOU AT

PARK HIDES of HYDE PARK

MAIN HIGHWAY, TE HORO.
WELLINGTON

We specialise in home knitwear, all in pure
New Zealand wool; in really beautiful

pictures hand carved on leather and painted
in acrylic colours of NZ. birds on N.Z.

plants, locally made. Wood cuts in natural
NZ. veneers. Greenstone jewellery,

Sheepskin rugs and footwear. Locally made
bone carvings. Toys in local woods, plus
gifts and gift cards and souvenirs of all

kinds.

While here enjoy a visit to the museum and
craft shops and garden centre all to be

found at the

HYDE PARK VILLAGE at TE HORO.

M

Q.” The Cottage Garden Centre
Hyde Park Village

Te Horo
* Old Fashioned Roses *Cottage

Perennials * Rockery Plants
* Fuchsias * Orchids and

Shrubs for Coastal Conditions

PROPRIETOR KEVIN HASTE
Open 7 Days — 9.30am to 5 pm

PHONE (069) 43207
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