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LETTERS

NZ Craft Shows replies

Allow me to comment on the
letter by Beverly Greig that you
printed in your Spring issue. It is
sad that this magazine does not
even show the basic courtesy of
seeking comments on allegations
enclosed in letters to the editor.

1. Absolutely hundreds of
craftspeople throughout New
Zealand have exhibited in the
New Zealand Craft Shows. As
organisers we cannot be expected
to keep every one of them happy
all of the time, especially as we
are constantly raising the stan-
dard of craftsmanship for accept-
ance into our shows. We are
proud of this and make no
apologies for it, even though it
may upset some readers.

2. There are hundreds of craft
shows throughout New Zealand.
We actively support our
exhibitors into entering most of
them, and have in the past
donated our exhibition stands
towards some of them. For your
information, a number of craft-
speople have exhibited with us
and then with thls other com-
pany that Mrs Greig mentions.
Those whose work still meets our
improving standards of crafts-
manship and display, continue
to exhibit with us, regularly.

3. Mrs Greig was neither
banned from any shows that we
had accepted her into, nor
reinstated by the Commerce
Commission as she claims.

4. This other craft show com-
pany was ordered by the court to
permit me to view and phot-
ograph their show prior to
opening.

5. At about 7 or 8 shows per
year we have woodturning
demonstrations. Only one person
has ever complained about being
next to a wood turning stand,
and that was for health reasons.
Mrs Greig did not complain.

6. To suggest that I tried to
punish Mrs Greig is both
ludicrous and without foun-
dation. In all, she has exhibited
in 16 of our shows, and during
part of this time she exhibited in
this other show. Over the past
five years she has had eight
applications not accepted. If she
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is so against the way we run our
business, I find it difficult to un-
derstand why she continues to
apply. Her vitriolic attack is not
consistent with her numerous
applications.

Whether Mrs Greig and the
Crafts Council like it or not, since
1983, when we formulated our
very successful format which
enables craftspeople to earn a
living from their craft, our shows
have gone from strength to
strength. Even Mrs Greig should
be able to see the collosal contri-
bution our craft shows have made
to New Zealand's craft scene, and
to the lives of hundreds of
craftspeople throughout the
country. Most of them find us
very amicable to deal with.
Perhaps my letter, if printed, may
spur some of them (who still read
this magazine) into confirming
this:

Toby Dunkley
for New Zealand Craft Shows Ltd

Fortune AND fame

I, and probably many other
simple craft folk out there would
like some advice on how to
become rich AND famous. Could
you run a series of articles on
how to achieve this?

I am particularly interested in
therelationship between the time
involved in the creative process
of making an art object, and that
required to market the image of
the maker. Could I apply for a
grant to do an in depth study,
preferably in an exotic foreign
location? Would I have to take a
course in ART SPEAK first?

Presently [ refer to myself as a
potter and am delighted when
the public enjoys buying my
simple colourful stoneware. Will
I have a better chance of be-
coming famous if I am called a
ceramist and concentrate more
onmy abstract textured porcelain
forms? Will this dichotomy and
tension between the functional
and sculptural divisions of my

work cause an interesting
ambiguity of style? Should I apply
foragrant toseeifitdoes? Should
lapply foragranttobuild another
workshop?

Incidentally I was rather miffed
not to be asked to participate in
the Celebratory Offerings
exhibition as our latest line in
coffee mugs would have been
great little Christmas stocking
fillers and helped the CCNZ's
gallery coffers no end.

To continue. How important
is location in becoming famous?
Does the fact that we live on the
northern tip of the South Island
in remote but ever so beautiful
Golden Bay have a bearing? We
have yet to be discovered by TV,
radio, newspapers or famous
glossy magazines, much less be

visited by a representative from
the Crafts Council. Should we
communicate directly with any
or all of the above suggesting
they come and do a feature on
us? If so, should my husband
reveal the secrets of his special
firing process for burnished
blackware?

There’s heaps more we'd like
toknow but I'll have to gonow as
another car has just pulled up at
our gallery door.

Yours in haste,

Diane Woods
Golden Bay

P.S. How about a grant for a type-
writer?

P.P.5. Whatis the correct pronun-
ciation of ceramist?

Hepi Maxwell

MUSEUM SHOP

National Art Gallery and Museum
Buckle Street Wellington
Phone 859-609 Fax 857-175

Carving Kete Craft
from

Ross Arkle Neil Brown John Edgar
Brian Flintoff Dave Hegglun Doug Marsden
Pacific Carvers Te Aronui
Te Hapua Te Moanaroa

Te Whanau Akonga

Open Seven Days 10 a.m. — 4.30 p.m.

The Human Touch

As 1 have been considering
applying for the New Zealand
Index of Craftworkers, | thought
avisit to The Human Touch at The
Bath House, Rotorua, would be
highly beneficial. I noted with
interest the statement by Fran
Wilde in the Foreword to the
catalogue that the work was ‘new
or recent’. I understand that the
participants were asked for ‘up to
3 pieces of work’.

As an exhibiting fibre artist |
see as many exhibitions as
possible for stimulus and to see
progress in other artists’ work.
Many artists have unsold works
left over from exhibitions, and
re-exhibit such by sending them
to another city. Under certain

LETTERS

circumstances this is an
acceptable thing to do. However
my joy at seeing new develop-
ments in some fibre work at the
Bath House was tainted with an
overwhelming disappointment
at being exposed to a fair number
(about one-third) previously
viewed in other major exhibitions
over the last 3 years. | would
suggest that thisisstretching Fran
Wilde's use of ‘recent’.

At what point, may I ask, does
re-exhibiting work become
inappropriate? Should the
organizers of thisexhibition have
been more clearin their directives
to the participants? Were the
participants who, in their
integrity created new work, also
disappointed at the number of
re-runs? Did the gallery have the

ART OF THE BOOK

an exhibition by
The Book Arts Society

Printing, Bookbinding, Papermaking,
Calligraphy, Marbling
from the 15th Century to the present,
with Equipment displays & demonstrations.

January 8-20, 1990

NZ Academy of Fine Arts Gallery
Buckle Street, Wellington

This exhibition has been mounted
with the assistance of::

Wright & Carmen Ltd, Modern Bookbinding Ltd,
Aldus Graphics (NZ) Ltd, B ] Ball (NZ) Ltd,

G Webster & Co. Ltd, J. H. Bethune & Co. Ltd,
Graphic Art Technologies (NZ) Ltd, NBA & Associates
Lithographic Services Ltd, Graphic Productions Ltd
and
QEII Arts Council of New Zealand

word ‘retrospective’ in mind?

I strongly question the
inclusion of any previously
shown work in an exhibition of
this stature, unless it is quite
clearly stated that the exhibition
is retrospective and viewers may
see the development of an artist’s
work over the years. | don't
believe thisis what this exhibition
was about. It seems to me that
the objectives were unclear, and
that some participants did not
consider it necessary to present
work not previously exhibited.

Ifthis Craft Index is torepresent
an aspired-to level of artistry,
application and achievement,
then the selection has to be
stringent. It also seems that the
demands placed on these people
in terms of exhibition require-

ments need to be equally
stringent. There are many highly
professional artists who have not
applied for the Index. There needs
to be good reasons for them to
apply. Unless high standards are
demanded of such exhibitions,
the status of the Index will be
diminished.

Finally let me congratulate all
those artists who saw this as an
opportunity, a personal challenge
to stretch themselves, to move
forward in some way in their
work, and who approached this
exhibition with the kind of
personal integrity deserving of
theirinclusion in the Craft Index.

Anita Berman
Auckiand

PH (04) 854-606

CRAFT PHOTOGRAPHY
Julia Brooke-White

PO BOX 3047 WELLINGTON

Bone Neck Piece L.140mm Carving by Hamish Campbell
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IN BRIEF

1 NZ Customs have provided the following useful
information, after an enquiry by a Wellington jeweller,
about sending whalebone (though it applies to all bone)
carvings to Australia: it's okay if — the bone is clean; it is a
finished piece of jewellery; it is a personal gift; and its value
is under $1000 NZ. Any variation from this formula needs
a special visit to Customs.

1 On 25 November the new Ngaio Library in Wellington
was opened. At the entrance to the library are 800 floor
tiles, rolled out by Paul Winspear and Paul Wotherspoon,
and decorated by students from Ngaio and Chartwell
primary schools. The idea for the project came from research
officer, town planning department, Lyn Chadwick, who
had seen photographs of the Fitzroy Garden tiles in
Melbourne and thought the idea, like any other, was
transportable. The terracotta tiles, many of which went
through a reduced firing and came out lighter in colour
than the others, retained all the sometimes minute detail
of the school students’ decorations. The project took three
and a half days altogether, and is a fine example of how the
work of craftspeople, schoolchildren and architectural and
city planners can combine for the benefit of the wider
community.

1 Gill Gane and Jon Benge of the Neudorf Pottery near
Nelson have been awarded a Judges Prize Award by Nino
Caruso of Italy at The 2nd International Ceramics
Competition Mino '89 Japan. The prize was for a porcelain
coffee pot and demi-tasse cups and saucers. The three main
exhibitions that run concurrently are of Ceramic Design,
Ceramic Art, and Industrial Ceramics. The Ceramic Design
and Ceramic Art competitions each have a quota of seven
international judges and identical prizes. Gill and Jon are
presently looking forward to making a trip to the Mino
region in Japan, and the QEIl Arts Council has already
granted assistance towards their air fares.

[J Sherie Crosby has sent a note on a basket weaving
competition, in which, inter alia, she writes: “In a surprise
move by the Australian judge, Charlotte Drake-Brockman,
the prize for this year’s Annual Contemporary Craft
Competition in Basket Weaving, held at the Compendium
Gallery in Devonport, was awarded to Marie Potter of
Takapuna, who submitted two baskets made of leather
ratherthan the traditional plant fibre entries. Potter showed
a new approach to shape and form. The judge commented
that the winner was ‘not controlled by technique’, to
which Potter added that she used ‘basket form incorporated
in sculpture rather than technique controlling the basket’.
Pam Elliot of Compendium organised the event, now into
its sixth year, in a bid to promote a craft that has not had
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much exposure in New Zealand. The cash prize is given
with no conditions, as an encouragement to craftspeople,
and as a sign of appreciation from Elliot to those people for
their support of the Compendium Gallery.”

[ The National Provident Art Award: NZ Craft ‘89 saw two
recipients of $3000 awards at the NZ Academy of Fine Arts
last October. The awards, presented by Mr John Perham,
Chief Executive of National Provident, went to Lily Ng and
Michael Ting, both of Wellington. Lily Ng's entries were
three wool hangings, while Michael Ting’s entries were
three pairs of papier maché shoes(!). Both award-winners
are graduates of Wellington Polytechnic School of Design.

IJ Nelson potter Darryl Robertson has had two works
accepted for the world ceramics exhibition at Faenza, Italy,
for 1990. 180 works from 3000 that were submitted were
chosen by the nine judges from Italy, France, Greece and
Trinidad. The exhibition begins in September next year,
and Robertson’s works are two large, colourful platters,
similar to those that have appeared in the pages of this
magazine. As of this moment we know of no other New
Zealanders whose work has been selected.

1 Ceramicist Moira Elliott of Auckland has been awarded
a Fulbright Scholarship for next year. The Fulbrights are for
a period of 45 days of self-chosen study in the United States.
Not many craftspeople have received Fulbrights, and it's
good to know that they are in fact eligible to apply for
them.

[ The additional benefits of having a craftsperson heading
the QEII Arts Council became obvious at the Marketing
Institute’s annual Awards Presentation dinner recently.

LOG BUILDING

Learn the skills to build your own
log house at our 1990 courses.

— basic log work 4-18th Feb
4) — heavy timber roof framing
17-31st March

’9 For more information write to:
=~ A.& J. Dixon

e Onekaka
72\ R.D.2 Takaka
We are also available for log house
building and design.

IN BRIEF

QEII was there to present its two awards for the ‘most
effective marketing of an arts project’ and the ‘most effective
arts/business partnership’ (to Mercury Theatre and Telecom-
Midland/Waikato Museum of Art and History respectively).
Then Jenny Pattrick, newly appointed QEII Chair, decided
to present a third unscheduled prize to Mike Moore for
launching the NZ Trade Development report New Horizons
for the Arts Business. The award? A Jenny Pattrick brooch
combining the Arts Council and Marketing Institute logo,
crafted in paua, or ‘opal of sea’ as the delighted Moore
insisted on calling it.

0 New Horizons for the Arts Business: The Foreign Exchange
Earning Potential of the Arts in New Zealand (to give it its full
title), was commissioned by the NZ Trade Development
Board to examine the foreign exchange earning potential
of the arts; identifying where and how foreign exchange is
currently earned, the further potential in the marketplace,
and how this potential can be exploited. The report identifies
the Crafts Council’s Marketing Plan as an appropriate base
for developing a sector-wide strategy for the visual arts and
crafts business as a whole. The report recommends a joint
action marketing group to promote the visual arts and
crafts to the overseas visitor market, a recommendation
which the Crafts Council will actively pursue.

JIn the last issue of this magazine brief mention was made
of a new book Arts Society which was being formed in
Wellington. The Society will be launched at its first major
event, an exhibition, Art of the Book, to be held at the NZ
Academy of Fine Arts Galleries, January 8-20, 1990. Society
officers are: president Alan Loney, vice-president Tony
Arthur, secretary Ted White, treasurer John Quilter, with
Board members Penny Griffith, Roderick Cave, Fay
McAlpine and Bill Wieben. Enquiries are welcomed c/o
The Secretary, Book Arts Society, Box 958, Wellington.

ILENORA CRAFT Lo,
THE WEAVING SUPPLIERS

Glenora stocks a large range of top quality
yarns, wools, cottons, linens, cottolins, silks.
Also looms, accessories, reeds and books.
Have fun with Earth Palette Dyes.
A range of Weaving Videos now available for hire.
Write to us for our price list.
ELIZABETH STREET, TAURANGA, NEW ZEALAND
P.0. BOX 2472, TAURANGA SOUTH, N.Z.
Ph. 075 89713

Index of New Zealand

Craftworkers

Submissions are invited for
the 4th INDEX
SELECTION — May 1990

[ the purpose of the Index is to
provide quality assurance in
New Zealand craft

[ the Index, maintained by
CCNZ, provides a major
crafts marketing resource
both nationally and
internationally

[ Entries close : Monday,
7 May, 1990

Application forms:

The Information Officer
P.O. Box 498
Wellington

Crafts
Council

OFNEW ZEALAND
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EDITORIAL

End of the 1980s

appear in the 1980s. Why we tend to look

at our affairs in chunks of 10 years, I'm not
too sure, but it is certain that most of us believe for
instance that the 1960s were somehow different
from the 1950s, and that the 1970s were something
different again. Over the last few years we have
been told, almost endlessly, that we all ‘have to
gear up for the 1990¢’, as if, indeed, we were in
some position to know perfectly well how they
are going to go.

In 1984, the Labour government decided, to
thesurprise of almost everyone, that the direction
and character of New Zealand life shall be different,
and that different values shall energise our socio-
economic life than previously. There is no part or
aspect of our society that has been untouched by
the social changes that followed that decision.
The lives and works of New Zealand artists in all
fields: literature, dance, film, theatre, music,
painting, sculpture, and the crafts, have all felt
the impact of the ‘new wave’. No one, it seems to
me, in 1979, or even in 1983, could have told us
how we should have ‘geared up’ for the rest of the
1980s. The present government has now lost the
major players in the social and economic restruc-
turing process, and there is no guarantee that the
next election will see Labour return to power.
There are therefore, only the flimsiest of grounds
for predicting how the 1990s will ‘go’, what the
issues will be, or what solutions we will need for
whatever we meet in that time.

Throughout the 1980s, as if to compensate for
hardship to individuals in the process of change,
three significant shifts have occurred in the
conduct of the arts and crafts. The first is an
enlargement in art and craft education
opportunities. The second is a vast increase in the
amount of government and corporate money
available to the arts and crafts. The third is the
introduction of the language of marketing into
everyday arts practice. Together they make up, in
my view, a new puritanism in the arts and crafts
in New Zealand.

Education and sponsorship have been with us
for some time, and are not new. What is newis the
language of marketing underpinning arts and
crafts discourses. The terms ‘marketing’,
‘innovation’, and ‘excellence’ are, for many people,

T his issue of NZ Crafts is the last issue to

partof alanguage game that parallels the language
games of big business, in which only a few are
going to benefit greatly. For others, it seems that
accepting the new language and a new range of
skills that goes with it, is the only hope of survival
in a tough economic environment. For others
still, itis almost totally irrelevant to their particular
business of making something. The marketplace
is, we are told, ‘consumer driven’. The received
wisdom about creativity is that it is maker driven.
Itis arguable whether the distinction between the
two, as given, has been addressed in any depth at
all.

So, what do we (whoever ‘we’ might be) want in
the 1990s? And is it at all a sensible question? It
seems to me that whatever else might or might
not become the case, there is another more
important question to deal with, namely, In the
1980s, what happened? What we need [ submit is
a large, full-bodied, researched, analysed, evalu-
ated and argued-about chunk of hindsight.

Just where have been the benefits of enlarged
funding and sponsorship? What have been the
effects of stepped-up craft education procedures
and their effects on sales to a population that isn’t
growing at the same rate? What are the current
levels of job-satisfaction among craftspeople,
independently of their levels of sales? Have
increased sales levels brought with them increased
job-satisfaction? How many craftspeople have
ceased to be full-timers during this time, and
why? What are craft and craft design students
doing after they graduate? Are we training people
for roles they cannot practice? How well have the
marketeers served us? How often have they told
us to make something different, instead of telling
us how to sell what we already make? Of what use
are terms like ‘innovation’ and ‘excellence’? Do
they provoke expectations that get in the way of
reading what is actually there? Are our publishers
servingus well? Have we achieved a sophistication
in craft writing that matches the sophistication of
the crafts themselves?

The questions posed here - and there are plenty
more of them — are going to need cool heads if
useful answers are to be found. The next question
is: Are we going to get them?

Alan Loney

6 Summer 1989

ALAN BROWN

Light — our common

away in the studio doing what one

knows and loves - and another to
challenge oneself to express spiritual
and emotional dynamics in the
personal and social context of the
work. In view of feedback received of
late 1 am moved to ask, ‘What's
happening?’. I have the distinct
impression that there was very little
real intention communicated in works
at the Challenge Crafts Biennale.

Ten thousand dollars (and guaran-
teed sale of work) graciously offered
by Challenge warranted a little more
than just the best of the current line of
work. This was an opportunity, in a
depressed market, which not only
merited our finest effort, but much
more.

Perhaps the obvious lack of inspir-
ation to break new ground, to reinterpret
old symbols of the land and its
inhabitants into today’s expression
for tomorrow’s appreciation, is an indi-
cation of the need to re-evaluate our
whole system of art and craft edu-
cation, and to broaden our vision. At
the moment, the craft/art movement
in New Zealand feels to me like a
pyramid that neither focuses on nor
has its base line with the Earth.

Thebreakdown in common spiritual
and religious terms within our society
means that there are very few ritual
objects being made that are em-
powered by a deep understanding of
tradition and meaning. We are left
with the expression of bland thoughts
rarely connected to this deepest reality.
So I'll put myself on the line, and tell
you how it is for me.

For my entry piece in the Biennale |
chose an ancient theme, the Treasure
Box, and reinterpreted it to convey
the fact that there no longer needs to
be cultural and communication boun-
daries. This is the age of synthesis,
where knowledge is available which, I
believe exists here in New Zealand.

Using the archetypal power of
temple forms as the base, sinuous
curves were added to give it the quality

I t is one thing to be nicely tucked

medium

of motion and life. Materials taken
from the Earth were formed into a
composite whole expressing certain
aspects that are important in Human
Society. On either side of the jade disc,
which was rimmed with gold
(indicating the power of the life-giving
Sun) I placed feminine and masculine
objects; the polarising force that makes
manifestation possible.

The hair piece draws attention to
the feminine power of sacred intuition

Biennale Award Winner Alan Brown and
child, and Grace Cochrane, judge of the
Awards.
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1. Alan Brown. Wild Plumes Falling. Totara
bowl vase with granadillo and jade inlays.

2. Alan Brown. Metaphorical Ark. Flame kauri
manuscript box.
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and wisdom with its silver bands repre-
senting the moon’s energy. 1 believe
women to be the keepers of this wis-
dom, therefore I represented the idea
through a woman’s ornament. The
Venusian qualities of attraction, beauty
and freedom were symbolised by the
jade feather.

Representing the masculine through
Mars, the steel ebony and silver knife
has both a predatory and utilitarian
feel. This was juxtaposed with the
Neptunian silence of the black jade
bird form resting on a flax cord,
representing knowledge and under-
standing.

The title of the piece gives ample
indication of these things and
hopefully draws the observer into a
consideration of the nature of our
destiny — Freedom and Expressed Joy:
the capacity to go beyond the
constraints of the body and the limits
of time while remaining conscious of
that process. If we fail to meet the
process of death with an unerring
maturity, it will gobble us up, only to
resurface at another time to try again.

There is another discussion floating
around which I would like to address.
A lot of words have been written about
the nature of art and craft and which is
which, lately. Here is my offering —

When the medium chosen is exalted
by the user’s vision and creative
capabilities, that is Art.

Where some part of the psyche of the
artistis held and expressed in the work,
that is Art.

Good craft is present in the capacity
to deliver the vision with impeccable
dexterity or control; and, that in itself
is an art.

Obijective art is always recognisable

in terms of consciousness. Its ability to
convey the Primary message of Unity,
Equilibrium, Health and Harmony is
the test of its authenticity.

Art in its highest expression repre-
sents unified knowledge and conveys
ashared impression to those of a similar
attunement.

This is the ‘Sacredness’ of art.

Inspiration which can spring from
all aspects of our lives is most highly
expressed as evolutionary ideals, care
for and of the Planet in the spirit of
love. Any material will actively reflect
the Spirit of Love if that is the spirit in
which it was used: any material.

Light is the active agent that is the
interface between the mind, feeling
and the object. All of our work is
reducible to this, our common
medium, and it is in the field of light
that spirit plays.

Now is the time to take ourselves,
our students and children to this place
and, through our examples give one
another the confidence to step into
the light of self understanding and
growth. Our work is then, to chronicle
this journey, making it a communi-
cable, experiential event.

We, as artists and craftspeople, can
add the gift of inspiration to the present
skills of technology and design; we can
transport our work to its universal
conclusions: in praise and commu-
nication of the One Unsung Song -
The Mystery in which we all whirl and
meet ... to part ... and to meet again.

GRACE COCHRANE

2nd Crafts Biennale, Auckland
Opening Address

should thank both organisations, the Crafts Council of
New Zealand, and the sponsor Challenge Properties
Ltd, for making this important event possible.

Most artists and craftspeople work in relative isolation,
usually making closest contact with people working in
their own area of interest. Exhibitions like this bring these
separate areas together. They also give a stimulus for
working towards a major piece, and this exhibition in
particular is providing an international dimension as a
point of comparison.

Ithink itis highly appropriate for Challenge Properties to
associate itself with crafts practice. This area has come to
represent quality and integrity, where objects are made
with intelligence and imagination combined with a concern
for materials and the processes necessary to work with
them. I believe crafts practice to be an attitude towards
making in any medium, incorporating all these things.

As the catalogue notes, Crafts Council exhibitions have
enjoyed support from various forms of this company for a
number of years. Despite whatever agenda a company
might have however, it is usually the continuing personal
interest of people like Vanessa Gibbs and Graham Dawson
who really make sure that these events continue to occur.

I would like to thank these people in particular, for
making possible my own presence here. I would also like to
thank the Crafts Council of New Zealand for choosing me
from their list of people (provided by the Crafts Council of
Australia), and especially thank Annie Porter, the co-
ordinator of the exhibition, for looking after me so well.

Most of you will realise that the selection process was a
little different this time. Because of the desire to include
works from other countries, it was decided to ask people to
submit slides, rather than the works themselves. So 1
received, in Sydney, a couple of months ago, from 1-3 slides
from 249 people. These were accompanied by a title if there
was one, dimensions, and a list of materials from which the
work was made. There were no names.

There are a few observations that I would like to make
about this exercise. Firstly, it is certainly the most democratic
way of presenting work to a judge who might have all sorts
of preferences and prejudices. It also had the desired effect
of attracting work from elsewhere, because we ended up
with nearly ninety of the 249 coming from overseas. This
number would have been fewer if people had been asked to
submit the objects for selection.

As well, in choosing as far as I could ‘the best’, I also felt
able to develop, not necessarily deliberately, a cohesion to
the show. This is of course, best able to occur in a totally
curated show, where work is selected to develop some
thematic concept. It is less likely to work well in this sort of
exhibition, but at least this selection process does allow for

Continued on page 13

I think, on behalf of the craftspeople involved, that I

1. Mary Reid. Te Namu Inspired. Ti tree and hemp twine.
2. Mary Bartos. Ash bowl.
3. Virginia Kaiser. Pod form. Palm and monsterio sheaths.
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Merit awards, in alphabetical order

Paul Annear, New Zealand: necklace ‘Days and Nights’,
carnelian, argillite, jade, greywacke, 18ct gold

One of a number of works using New Zealand natiiral
materials, this necklace combined colours and materials
well, in an understated and pleasing way. The arrangement
of dark and light in each bead combination, gives the
appearance of the lunar cycle.

Beatrice Cross, New Zealand: Rag rug, ‘Suburbia 1935’

A familiar domestic form, remembered in front of
woodstoves, rag rugs were often under-valued, with the
maker rarely identified. Cross has deliberately made refer-
ence to the 1930s in her title, and has used 30s motifs, yet
Ifeelit is a very contemporary piece. She collects old jerseys
and other clothing for her works, just as our grandmothers
did, and takes 10-12 months to make these enormous rugs.

Malcolm Ford, New Zealand: ‘Yellow Submarine’

This wonderful work, made in manuka, defies
categorisation. Carefully and quirkily made, with a great
attention to detail, the wit and skill of this piece masks a
serious statement about the relationship of human beings
toindustrialisation and progress. A harpsicord, for example
replaces the nuclear missile within the submarine.

Royce McGlashan, New Zealand: Porcelain form, ‘Nightcap’
This perky little pot is expressive, telling and competently
made. Completely non-functional, the ‘nightcap’ leans
back in a sleepy sort of way, almost yawning, its stripes
reminiscent of night-shirts. The signature is like that of a
printmaker and I discover now that McGlashan paints.

Kazu Nakagawa, New Zealand: Entrance Table

This beautifully-made strong, supple table has a feeling of
both lightness and tension, through its use of light and
dark wood (black walnut and white ash), and curved and
straight lines. The uptilted ends were pleasing but puzzling,
and it was interesting to discover Nakagawa's identity, and
realise that he was probably drawing on his specific cultural
background for this form.

Peter Raos, New Zealand: Lily Glass Bowl!

One of the things that glass does well is to provide an
opportunity to work with light, colour and reflection, and
in this case to use the transparent quality to imbed another
image in the material. I find the shape pleasing, the colours
rich while the swirling lines of the foliage complement the
form. A successful and beautiful piece.

Anne Robinson, New Zealand: Nikau Vase

This vase exploits the quality of glass in a different way,
where the opacity of the material responds differently to
light and the relief decoration. The rising cast form is
appealing, and the geometric Nikau frond decoration is
appropriate to the form. It is a subtle and strong piece.

Christa and David Selkirk, Australia: Silver necklace, ‘Property
of the princess’

A very competent piece, with an intriguing combination of
curved and rectangular forms. The clustering of these
forms works well on the many strands making up the
necklace. It is an ambitious piece, and very well made. The
title is provocative in that it could refer to palace steps and
cushions, to some earlier necklace tradition or simply to
the lavishness of the piece.

10 Summer 1989

- Award Winner

Alan Brown, New Zealand: Papa Huia ‘Leaping Temple Cat
Dreams of Flight’, totara burl box, ebony, silver, flax, jade, gold,
damascus steel

Alan Brown has taken a traditional form, the Maori treasure
box waka huia, and has interpreted it in a very personal and
contemporary way. This box not only has a feeling of
containing treasures, but also of offering them. The title
gives a clue to how he was feeling about the piece, that takes
it beyond its tradition. In both the box and the small
objects contained in it (an amulet, a haircomb, a pen-knife,
a disc, and an ear-ring), Brown demonstrates an extra-
ordinary affinity with a range of materials. These objects
are designed with restraint and elegance, made beautifully,
and the overall feeling I have is of admiration for a major
work which appears to offer layers of complex meanings in
everyday forms.

This page.

1 Alan Brown. Papa Huia Leaping Temple Cat Dreams of Flight. Totara burl
box, ebony, silver, flax, jade, gold, damascus steel.

2 Ann Robinson. Nikau Vase. Lost wax casting.

Opposite page.

1 Vicki Torr. Sea Green. Kiln cast glass.

2 Christa and David Selkirk. Property of the princess. 925 silver.
3 Royce McGlashan. Nightcap. Porcelain.
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1 Robert ) Farrell, USA. Family Flatware: Earth, Home, Tranquility. Stg
silver, 18ct gold, Shakudo, Shibuichi copper, nickel, brass, Mokume-
gzne.

2 Malcolm Ford. Yellow Submarine. Manuka.

3 Kazu Nakagawa. Entrance table. black walnut and white ash.

4 Peter Gibbs. Salt glazed vase.

5 Barry Ball. Bio-rhythm 1. Earthenware,

6 Peter Raos. Lily bowl. Glass.

12 Summer 1989

such a possibility, and I was glad for this reason that there
had been no pre-selection. Despite the diversity of this
exhibition, there is a cohesion, which has become apparent
through the various groupings and juxtapositions that
Fran Hughes has developed so well in the design of the
exhibition.

So it was a good way to do it. Nevertheless, there are a few
other things that [ would like to say — probably particularly
to craftspeople.

The first is about the word ‘judgement’ or ‘judging’.
These words have tended to imply (in the same way that we
have used the word ‘criticism’), that there are such things
as ‘truths’ or ‘right ways’.

To a certain extent I agree with this, because aesthetic
preferences are generally, in any society, a matter of
consensus. Certain forms feel right because they are
reinforced by social institutions, such as art schools, galleries
and museums, critics, writers, historians — and awards for
that matter. And they change, from society to society, age
to age.

However | have to tell you that in choosing me, the Crafts
Council chose someone whose preference in looking at
work is somewhat different. The best way I can describe it
is to say I prefer to draw on as many sources as possible to
find out what the artist is on about — what they are trying
to say or do, where their ideas come from, and what has
influenced them. I also like to know what they have been
making up to that point, and what they are still working
towards, so I can then think in a more informed way about
the work I am looking at.

At that point, you can match that information and
understanding up with your own experiences and influences
and understandings, your ‘expertness’, and try to form an
opinion about whether the idea works or not, in the object.
I do not believe, as we have so often heard, that objects
‘speak for themselves’. Aesthetics alone, in the form of an
image of the object with a list of materials, is in my opinion,
only half the issue, in looking at a work.

In this exercise, it was unfair to try to research information
about those I didn’t recognise and already understand, so
1didn’t do that, and it was not the intent of the committee
that I should. However 1 did of course, recognise some. That
after all is my job, and you could perhaps ask whether in
trying to be democratic, such an awareness works to the
advantage or disadvantage of those one knows.

1 Janis Kerman, Canada. Brooch pendant. Stg silver, bronze, slate,
stainless steel.

2 Paul Annear. Days and Nights Necklace. Carnelian, argilite, jade,
greywacke and 18ct gold.

3 Jim Hopfensperger, USA. No 17. Nickel, silver, stg silver.

4 Beatrice Cross. Suburbia 1935. Floor rug.
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With only one object from an unknown person, a judge
doesn’t know whether this object is a giant leap forward
with something that has been worked on for a long time,
a run-of-the-mill of the same old form and that better work
has been done or should be possible, the very best of a well-

known series, or the beginning of a new series. What might-

be familiar to you, may well be fresh and new to me. One
hazard was that I didn’t really know, with some work, whe-
ther I was looking at the real thing or some clone of it —
someone who may have done a workshop with the people
I knew, or had been influenced through publication of
their work.

There were lots of clues of course, which I couldn’t
ignore. Manuka, Huon pine, greenstone, paua and waratahs
are fairly geographically specific, and British and American
slide-mounts give some of the game away. Maori and
Aboriginal imagery are also easily identified, although
once again, one cannot be sure that the work is coming
from within those cultural frameworks, or is borrowing
from them, or sometimes even exploiting them. On the
other hand, much work these days is international, and it
is impossible to detect a regional characteristic.

These were my problems, or maybe challenges. There was
another major problem for craftspeople though, I believe.
Many of the objects I rejected, I did so of course because I

didn’t think the idea, as far as | could understand it, was
working for one reason or another. That’s a result of my
experience and my preferences or even prejudices, and
another judge may have felt quite differently.

However, if there is only a slide to provide the clues that
are needed, the image on that slide has to be good. I have
nodoubt thata few very important works were not included,
because I couldn’t see what was going on in the work. The
object was either too far away or too dark or too light to
adequately see the form, the texture, the finish or the sur-
face, or the way in which it was actually made. With some
I could see the front but not the back, or the top but not the
side, and with many objects it is important to have more
than one point of view. It was best where there were three
slides, with at least one showing detail.

These days when so much selection is done by slides for
exhibitions like these, for other funding applications, for
publication, or for public art commissions, professional
presentation is a fact of life.

All the works in this exhibition have been chosen because
they appeared to express an idea, usually through drawing
one way or another on tradition associated with the material,
and using the appropriate processes towards an imaginative
end. Theaward winners in my view resolved such expression
particularly well.

14 Summer 1989

SOAPBOX

Hanging for the Aotea Centre

ended up being designed by a painter, Robert Ellis, and woven by

the Victorian Tapestry Workshop in Melbourne. We had heard that
the artist/tapestry weaver Kate Wells from Wellington had been offered
the commission but at the last minute the newly appointed adviser,
Hamish Keith, scrapped the previous contract.

Kate Derum, Publicity Programmes Officer of the Victorian Tapestry
Workshop recently travelled throughout New Zealand, meeting with
tapestry weavers and showing slides of some of the art work in the new
Parliament Building in Canberra. With obvious pride she showed pieces
and the building, and told how from the very beginning the artists were
selected and worked on a broad theme so all tied in together.

How different from our own Aotea Centre, where committees changed
ideas, advisers and artists midstream. Elizabeth Currie who showed us
through the Centre stated that quite by chance some of the ideas or
themes were similar between a couple of artists.

Here was a golden opportunity for the Aotea Centre committee to show
some foresight and faith in supporting our own talent. We have artists
with tapestry weaving experience, competent weavers, and a great sense
of commitment. It only needed the support of the committee and faith
in their own judgement to see the work completed within New Zealand.

You might question our ability to handle the job. Somehow we always
feel that anyone or anything from overseas is better. We do have artists
with tapestry experience, tapestry weavers, wool dyers and people capable
of overseeing the whole project. As it is, the Victorian Tapestry Workshop
is having to borrow a loom from another country. We could have done
the same.

The very large cost of such a tapestry could have been spent within New
Zealand - on the loom, on the premises, and in supporting our own
weavers.

The development, experience and confidence that this hanging could
have brought to the New Zealand tapestry scene would have been
phenomenal. The Aotea Centre should have been a cultural show place
where we could take our visitors to say: Look what we have achieved.

Sooncee: Moo

T he large tapestry hanging for the Aotea Centre in Auckland has
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BELINDA McLEOD

MAURIZIO SARSINI

Robert Baines: artificer
of the metaphysical

Robert Baines at Waikato Polytechnic.
Opposite page.
1 brooch (top).
brooch (centre) " "
brooch (bottom) " " L

2 brooch (top). bone, fine gold, silver alloy 23.98 gms.
brooch (centre). bone, oxidised silver, fine gold 18.95 gms.

fine gold, silver alloy 25.45 gms
" " 21.95gms
21.67 gms

brooch (bottom). "

3 brooch (top). gold, silver, alloy 12.98 gms.
brooch (centre). platinum, gold, silver alloy & bone 14.45 gms
brooch (bottom). gold, silver alloy & bone 19.87 gms.

4 coffee & tea pots. sterling silver, titanium
5 pendant. bone, gold, silver alloy 10.95 gms

T 23.37 gms.

Maurizio Sarsini has a Doctorate in Architecture from the
University of Rome and a Diploma in Fine Arts from the
Academy of Fine Arts, Rome. He has travelled and studied
extensively in the Middle East and North Africa and has a
special interest in ancient Rome and classical History. He
has held teaching positions at the Academy of Fine Arts in
Rome and at Melbourne University. He is currently teaching
Art History and Design at The Waikato Polytechnic.

16 Summer 1989

obert Baines’ exhibition ‘The Waikato Pieces’ at the

Waikato Museum of Art & History is a quest into the

metaphysical and magical world created by precious
sculpture. Baines, an Australian master goldsmith with an
international reputation, prefers to be known by the ancient
term, artificer, the one who creates mystical and religious
objects by serving the community.

Ancient civilisations have always considered metalwork,
and goldsmithing in particular, as a craft dealing with
magical powers and eschatological properties. The shaman
or priest who mastered the destructive powers of fire in
melting and forging metals was the mediator between the
deity and the community.

At the time of the ancient Egyptians and Etruscans, who
believed in life after death, it was the goldsmith who
established a link with the metaphysical world by making
ceremonial pieces reflecting the deity they believed in, and
conveying a high spirituality even in functional jewellery.
Gold, being immune to rust and resistant to decay, carried
the symbolism of eternal life. Patrons, kings and queens
wore gold during their lifetimes, and after death in their
tombs, as the vehicle for extending their existence beyond
life and in unity with the divine.

Baines has travelled widely to study forgotten and ancient
metalworking techniques, and in particular the work of the
ancient Greeks and Etruscans who joined metals without
soldering. Granulation is an ancient technique that allows
objects to be made through successive firings rather than
using solder to adhere one layer of metal to another. By
using this method Baines retains the ancient significance
of this process in which the surface of an object is not
regarded as a superficial decoration, but an integral part
and a direct expression of the whole structure.

Some of Baines’ pieces are votive, ritualistic objects
reaching beyond the realm of traditional jewellery. Others
are intended for personal adornment, or for practical
purposes, but are still imbued with conceptual meaning.

The philosophical approach Baines brings to his work
draws heavily on the concepts of Theophilus, the 11th
century monk who declared that the processes of designing
and working in gold are an expression and function of the
divine. These assumptions are reflected in the themes of
plenitude and abundance used by Baines in his work, and
find support in the complexity of the technical processes
involved.

The Waikato exhibition contains a number of pieces
made during Baines’ residency at The Waikato Polytechnic
from July to October this year. The miniature sculptural
pieces presented are built from a complex of small icons
made from geometrical forms, sophisticated ‘objets trouvee’,
spheres, wires, triangles and plates, mounted on platforms
or on stems, and achieving great unity by the use of

DAVID COOK

DAVID COOK

DAVID COOK

rhythmical juxtaposition of forms and materials. Using
gold, silver, bronze, copper, stainless steel and titanium
Baines emphasises the subtle colour variations between the
components of his work. The gold is used either in its pure
state or alloyed with silver and copper, and by using
differentratios, arange of complementary coloursis achieved
between surfaces.

Unique to the Waikato pieces, and inspired by local
tradition, is the introduction of bone, used with alloyed
gold and silver, enhancing the quality of the metals and
acting as a catalyst for form and content.

The vessel is represented by a teapot and coffee pot, both
made in hollow-ware silver with titanium handles. The
virtuosity of these refined cubist forms is underlined by the
harmonious combination of metals, technique and colour.

In the art of Robert Baines there is not a particular
message to be read, but there is a devotion to establishing
a continuity between past, present and becoming. His work
is the expression of a metaphysical dream that I believe
belongs to all of us. His works are ritual instruments for
measuring the ‘impermanent’.

DAVID COOK

DAVID COCK

Note

Robert Baines’ residency was sponsored by the Queen
Elizabeth II Arts Council of New Zealand and The Waikato
Polytechnic.
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