


NOTECARDS
INAUGURAL PRINT RUN

The Crafts Council of New Zealand has selected eight exquisite works from the
INDEX OF NEW ZEALAND CRAFT WORKERS

for the first set of coloured notecards and envelopes now available
in packs of eight. Size 150mm X 105mm folded.

1: Malcolm Harrison. Winged Mermaids.
Height 42cm. Photograph: Anne Nicholas.
2: Suzy Pennington. Fragments of Time.
Ripped, stitched and dyed canvas and
applied fabric. 156x] 16cm. Photograph:
Julia Brooke—White.
3: Mark Piercey. Bowl. Spalted European
Beech. llScm. Photograph: Simon White.
4: Ann Robinson. lce bowl. Glass. 25x38cm.
Photograph: Ray Foster.
5 Merilyn Wiseman. Wood—fired box. Clay.
l7xl7cm. Photograph: Howard Williams.
6: John Edgar. Tablet. Arglliite, copper and
silver. Height 20cm. Photograph: M. Savidan.
7: Royce McGlashen. Poppy e/ds, Porcelain.
sulphates and low temperature colours.
24x21cm. Photograph: Geoffrey C. Wood.
8: Paul Annear. Earrings in jade, sodalite and
carnellian. 40m across. Photograph: Haru
Sameshima.

Pack of eight notecards and envelopes $12.50
Write now, indicating numbers of packs required, and include payment to:
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Praises from afar

Accolades to Alan Brown! Hisarticle
Light- our common medium says it
all. It should be waved under the
noses of all who teach art, craft,
anywhere. And it should be hung
in our classrooms to remind us
of our place and purpose.

Thank you Alan - and thanks
to NZ Crafts for printing it.

Louisa Simons
United Kingdom

LETTERS

CRAFT PHOTOGRAPHY

Julia BrookeWhite
PO Box 27-190 Wellington
Ph (04) 854-606

Bone Neck Piece L. 140mm Carving by Ham/sh Campbell

Body Adornment Series

Twenty exhibitions of contemporary
New Zealand work

Mezzanine galleries

June 1990 - January 1992

DOWSE
ART MUSEUM

Laings Road

Lower Hutt

Coffee Shop/Museum

Open Mon-Fri IOam-4pm

Sat, Sun and

Public Holidays I lam-5pm

Phone (04) 695-743

or (04) 660-502
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I N WB. R l E F

El Rick Rudd and Bryce Smith and the general efforts of the
NZ Society of Potters have been successful in getting the
recent high ACC levy of $2.95 per $100 of earnings down
to $1.30. Dr Michael Cullen, Associate Minister of Labour,
said in his letter to the Society, that the "case had merit and
accordingly I recommended to the Government that the
levy rate for Pottery (hand-crafted) be amended". The levy
class and rate for the industrial description "Pottery (hand-
crafted) manufacture, selling” is now class 36, and, as men-
tioned above, $ 1.30 per $ 100 of earnings. This is the second
time the Society of Potters has been obliged to undertake
this exercise, and the successful outcome is a tribute to the
Society’s energy and competence. Potters everywhere will
welcome this news.

D Compendium Gallery is planning its inaugural
NATIONAL BOOKBINDING AND CALLIGRAPHY
EXHIBITION from 29 July to 11 August, which aims to
focus and redefine public and media attention on new
work in these areas. Increased awareness and appreciation
is being shown to some extent, but it is important, says
Compendium’s director Pamela Elliott, that this interest be
sustained and developed. She says she is keen to encourage
work with design values appropriate to New Zealand in the
19905, while also insisting on craft of the highest standard.
The Gallery will select from work submitted, and all work
is to be for sale. Enquiries should be made to: Compendium
Gallery, 49 Victoria Road, Devonport, Auckland 9,
(09) 451-577.

CI We are sad to report that Theo Moorman, who came to
New Zealand and exhibited here in 1981, has died, aged 82.
Born in Leeds in 1907, she studied at the Central School of
Arts and Crafts in London with Walter Taylor who had
been an apprentice of William Morris. As a weaver her work
was abstract, but its motifs were taken as much from
natural forms as from art and architecture. Many of her
most important commissions were for religious buildings,
in particular for Manchester, Gloucester and Wakefield
cathedrals. She was well known as an inspiring teacher,
mainly in the United States, andin 1975 published Weaving
as an Art Form, which blended technical exposition with
autobiograhy. She was awarded the MBE in 1977.

El Two Wellington women, spinner and weaver Robyn
Parker and designer Helen Barber, have been announced
winners of the 1990 CRAFT IN WOOL AWARD FOR DE—
SIGN IN FASHION sponsored by the New Zealand Wool
Board.

Robyn Parker has been weaving for twelve years. She is a
past runner up in the Award, while Helen Barber is a
graduate of Wellington Polytechnic and a frequent finalist
in the Benson and Hedges’ Fashion Awards. They have

worked together over the last two years, and their mutual
love of bright colours is often a feature of their work.

The Craft in Wool Award for Design in Fashion, which
carries a $5000 prize, is run by the New Zealand Wool Board
to encourage and promote excellence in fashion garments
designed and made in handwoven wool fabric.

The 1990 judging panel comprised designer, Rosaria Hall
from Christchurch; Beverley Erikson, a Wellington based
designer and weaver who has been working with wool for
the last 15 years; and Shona Jennings, the Auckland based
editor of MORE Fashion and one of this year’s Benson and
Hedges’ Fashion Award judges.

An entry from Dianne Baker and Joyce Tam, also from
Wellington, won the judges’ praise and was highly com-
mended. Their entry, a three piece man's suit (jacket,
trousers and vest) with a co-ordinated shirt, was 100
percent wool.

The Craft in Wool Award is jointly administered by the
Crafts Council of New Zealand and the New Zealand
Spinning, Weaving and Woolcrafts Society. A selection of
the Award entries was exhibited at the Crafts Council
Gallery in Wellington from May 3rd - 26th.
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EDITORIAL

”In 1990, it will be 25 years since the founda-
tion of the NZ Chapter of the Worlds Crafts
Council... In 1990 New Zealanders will com-
memorate 150 years of the partnership of Maori
and Pakeha people marked by the Treaty of
Waitangi... The CCNZ wishes to celebrate in
this year the unique development of 150 years
of New Zealand crafts.”

recent weeks when I’ve regretted writing
those words to the 1990 Commission 14

months ago. Moments trying to find the best
path through the undergrowth of process - con-
sultation, negotiation, evaluation, implemen-
tation - when the wide swing of a machete blade
has had its appeal. It’s time to remind myself -
and perhaps you too - of what Mau Mahara,
which will be the largest exhibition ever
mounted by the Crafts Council, is about.

Firstly, we want to take to the widest possible
audience of New Zealanders an exhibition that
shows craft as a Vital source of our cultural
identity. The way we are doing this is by fo-
cussing on the stories that craft objects can tell
about how objects are used to hold meanings
and memories.

Now that the exhibition selection is com—
plete, and the stories are being gathered up, we
are finding that our approach is yielding a rich
and wide-ranging insight on life in New Zea-
land over the past 150 years.

Equally as exciting has been the process of
compiling a chronology of “significant events”
for crafts that will be part of the Mau Mahara
publication. The allied craft guilds, the cultural,
educational and social organisations and indi-
viduals we have consulted for our “timeline”
have produced their major facts and figures
which, when massed together, present a unique

T o be honest, there have been times in

and fascinating “quick” history. In the process
of collecting such information, of course, both
they and we have found much more than can
be used in the limited pages of our exhibition
book. Ten more publishing projects beckon!
But this is exactly what we would wish to be
happening, as it describes another, but equally
important goal for our 1990 project. That is,
that our 1990 project supports the craft
community’s efforts to build an understand-
ing of its history and role in the development
of New Zealand.

One of my favourite stories so far is that of
Silvio Reardon who describes the way in which
he learnt to make his supplejack crayfish pots.
With moving simplicity, Silvio envokes both a
sense of loss for a passing age, but also the
pragmatic “I’ll use what comes to hand and
take things as they come” values that he shares
with many other New Zealanders.

I think of my last visit to my family in
Palmerston North. My brother shows me what
he has been making. Cages of wire twisted and
bent and fashioned that he’ll take with him on
his next trip up the coast fishing. Hinaki. He
waves a dismissive hand at his first try, now
rusting in the ruins of a late autumn vegetable
patch. The latest effort, his third, we agree is a
finer work, more durable. I try and tell him
what we’ve been up to, about Cliff Whiting’s
hinaki in Mau Mahara. He gets interested in the
story of regained skills, in the use of native
material. He agrees, in older bro fashion, that
the hinaki might be worth a trip down to
Wellington, even to an art gallery.

And I look forward to showing him around.

Margaret Belich
Executive Director
Crafts Council ofNew Zealand
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ANN PORTER

Sidestepping in
the mine eld

Importing and exporting craft in
and out ofNew Zealand has

provided many people with many
surprises in recent times. Ann

Porter, who was Co-ordinator of
the 2nd NZ Crafts Biennale,

re ects on the lessons learnt in
that exercise...

lations, the exceptions, the anoma-
lies, all conspire to create a bureau-

cratic nightmare. It will seem at times
that Customs Department Officials
are poised every inch along the way
ready to frustrate any attempts at clari-
fication or simplicity by thrusting
mountainous quantities of paperwork
into aching arms, demanding cheques
of horrific proportions, and talking in
foreign tongues of weird-sounding
codes and clauses you can never hope
to have heard of.

Perhaps exporting butter, milk, beef,
or importing oil, rubber or steel is a
comparatively simple process with the
rules and regulations readily under-
stood by all involved, but craft is an-
other matter. It has no categories, no
identification of its own, and my ex-
perience during the 2nd New Zealand
Craft Biennale convinces me that the
single best piece of advice I can give
anyone contemplating importing and
exporting craft must be GET YOUR-
SELF A CUSTOMS AGENT.

Everyone involved with that exhi-
bition will be aware that we were ill-
prepared for the unexpected high level
of interest shown by overseas artists.
Following the judges‘ selection we were
faced with importing a large number
of individual works from different
countries, and in a multitude of disci-
plines and materials. Compounding
the problem was the time factor. Art-
ists had to be advised, work packed
and despatched to New Zealand,
cleared through customs, priced, cata-
logued, photographed and displayed
for exhibition in little over a month.
A few preparatory phone calls, a brief
foray into the codes and I was con-
vinced, this was no place for the neo-
phyte. To my everlasting gratitude
the Crafts Council agreed to engage a
firm of brokers. What it cost in fees
was undoubtedly saved in efficiency,
time and a certain degree of retained
sanity on the part of the co—ordinator.

While well aware that the experi-
ence of the Biennale is not going to be

I t is a minefield. The rules and regu- a common one, the rules stay the
same, and the lessons learnt may well
be of assistance in the individual situ-
ation. Bear in mind the average busy
customs department official is not
going to spend hours finding your
way around the system for you; even
if you employ an agent, he/she may
never have exported or imported craft
before, and it is as well, whether you
go it alone or engage assistance, to be
as armed with as much information as
possible.

One of the major pitfalls of export-
ing and importing is the cost. It is an
expensive business with many unex-
pected ’bombshells’ dropped. If you
employ an agent, the agent’s fee,
quotable in advance, will cover clear-
ance documentation fees and han-
dling charges; but will not cover li-
cences, duty, insurance, storage,
freight or local taxes. An agent should,
however, be able to provide a fairly
accurate idea of the costs involved.

Licences and Duty
Most goods arriving in New Zealand
will require an import licence and
duty will be payable.

There are however, three areas of
exception that apply to craft.
1. If a work is recognised as an ’Origi-

nal Work of Art’ it may arrive duty
free and does not require an import
licence. However, it is entirely up
to the Customs Department as to
what constitutes a 'Work of Art‘.
While historians, critics, artists and
craftpersons alike struggle with the
endless Art/Craft debate, the Cus-
toms Officer seems to suffer no
such dilemma. In my experience, if
it is a painting (even better in a
frame) it is art; anything else is not!
However, there have been isolated
victories and it is worth giving it a
try.

2. Under new CER agreements gener-
ally most goods of Australian ori-
gin are licence and duty exempt.
The exception in the craft area is
jewellery.
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Buckle Street

Wellington

Phone 859 609

MUSEUM SHOP,
National Art Gallery and Museum

Fax 857 175

LENOM CWLTD.
THE WEHVIHG 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

3. Ceramic ornaments exceeding the
value of NZ$ 100 from anywhere in
the world enjoy a similar privilege.
This category does not include ta-
bleware.

Duty is payable as a percent of the
stated value of the work, and the per-
centage changes from category to cate-
gory. The same materials may well be
used in two items but one will attract
duty, the other not, e.g. spoons made
of precious metals came duty free into
New Zealand for the Biennale because
they came under the codes relating to
’cutlery’, while jewellery of the same
material did not.

Goods being exported under the
value of NZ$ 1000 do not require an
export entry, but it is most advisable
to complete one. It is a vital record to
prove the goods have left New Zea-
land in case of loss, breakage, or proof
required by the Inland Revenue De-
partment.

Local Taxes
All goods arriving in New Zealand are
subject to GST charges. This tax is
payable to the Customs Department
before they will release the goods. You
will also be charged GST on freight
charges incurred during transit, even
though all freight may well have been
prepaid by the sender. One of the
major difficulties is New Zealand work
returning to New Zealand, often after
an overseas exhibition. It is also liable
to GST charges even if it is your work
returning to you and not a buyer in
sight. The outraged artist who is regis-
tered for GST, and paying good money
to get their own piece back, at least has
the satisfaction of knowing they can
claim on their next return. The unreg-
istered artist is in a more difficult po-
sition, and the options are fairly lim-
ited: either ensure the exhibition is a
registered one, or fall upon the cus-
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toms officer’s shoulder crying poverty
and mortgage - it has worked.

Work for export is of course exempt
GST, but will be liable for the local
taxes when it reaches its destination.
Most countries have equally perni-
cious revenue collecting methods and
you need to be aware of them. Your
customs agent can advise you of the
charges you will be liable for but there
seems little in practical terms you can
do to avoid them. After the Biennale,
unsold work was sent back freight
forward to the exhibitors, and in two
cases the accumulated charges in-
curred in taxes, storage and internal
freight within their own country were
astronomical and far in excess of the
stated value of the work.

he importance of packaging, ac—
I companying information and

valuation cannot be over-em-
phasized. Time put into this area is
well worth the effort.

Packaging
Obviously, all work should be pack-
aged with due consideration to its fra-
gility, the distance it has to travel, and
the amount of handling it will receive.
The assumption must be made,
whether exporting 0r importing, that
the work will be subject to inspection
by Customs. In New Zealand 20% of
work is opened, and Customs Depart-
ments are not liable for any damage
incurred. Provide detailed handling
instructions, and emphasise the break-
able nature of the contents. If you
don’t want fingermarks all over your
work, include a pair of cotton gloves
and state what they are for. One ster-
ling silver exhibit arrived for the Bien-
nale complete with gloves and a small
jar of polish.

Description of Work
Accurate and full descriptions are vi-
tal for a number of reasons. They
lessen the possibility of the package
being opened, and, along with valu-
ation, play a large part in ascertaining
the necessity of import licences and
the amount of duty payable. We pro—
vided photographs for all the work
imported for the Biennale and this,
along with our agent being fully in-
formed on the contents of each pack-
age, meant very little work was opened.
The Customs Department consulted
with the agent.

Consider Agricultural requirements.
Nothing will attract the Department's
eye faster than descriptions such as
’basket made from seed pod and
branches’ or ’cloak made from
feathers’. Specify in detail the materi-
als used and the treatments they have
undergone. If the feathers have been
boiled for six hours in dye say so.

Get your agent to help you with the
labelling of goods; some attract hor-
rendous duty and there is always the
possibility of a quite legal way around
it. For example the clothing industry
is protected in New Zealand. A raffia
cloak exhibited in the Biennale was
unfortunately exported from the
United States by the artist as a ’cape’.
As such we were required to pay 59%
duty which came to over NZ$1000.
The piece was not intended to be
worn, and if imported as a “raffia wall
hanging’ it may well have not had any
import duty payable on it. The anoma-
lies in this area are almost beyond
comprehension, and it is well to be
aware of them before embarking on a
very costly exercise.

Valuation
Again, the value you place on your
work will determine the amount of
duty payable. Be realistic and honest.
The materials used have a quantifi-

EUJ ZEHLHOD

BACK ISSUES
50% DISCOUNT

Back issues of NZ Crafts still available are?

26 Summer 1988 0 27 Autumn 1989

(liftLTS
New Zealand's only colour Quilting

Magazine.

Available on subscription
$30 for 4 issues

24 Winter 1988 0 25 Spring 1988 or from selected stationers and

23 Autumn 1988 education issue quilt supply shops
22 Spring 1987 0 21 Winter 1987

20 Autumn 1987 0 19 Summer 1986

18 Spring 1986 0 14 Winter 1985

One price for each of
these issues $3.30 incl

GST price.

(04) 727—018

There are still recent
issues available at retail

Crafts Council of NZ (Inc)
PO Box 498, Wellington

For a sample copy send $7.50

Pacific QUILTS
35 Target Road

Glenfield, Auckland. 10

t0:-

New Zealand

able value which the customs Depart-
ment can readily assess and adjust if
deemed inappropriate (always up-
wards). The value placed on artistic
input is more difficult for them to as-
certain. However, the higher the price
you put on it, the higher the duty you
will pay.

he specifics over, there remain
I two general pieces of advice.

Allow plenty of time for Cus-
toms clearances (minimum two weeks),
and where possible engage a freight
company and send your work by air.
The obvious advantage of speed is in
less handling, in addition the freight

company has the ability to almost in-
stantly track the location of the work;
both these factors reduce the possibil-
ity of loss or damage. It is costly, but
often in relation to the value of the
work it is still acceptable. The alterna-
tives are sea freight, (which is exorbi-
tantly expensive unless there is a large
quantity of work being sent), and New
Zealand Post, surface mail. This latter
is the method we use most frequently
when exporting from Masterworks.
There is a limit on size, weight and
insurable value; but where time is not
a. factor, we have found it a perfectly
satisfactory system for sending small
work. It is Vital to ask for and retain
proof of postage. If breakage does oc-
cur it is important that the recipient of
the goods is aware that they must keep

all packaging and make the initial com-
plaint through their local Post Office.

It all sounds very complicated and
frustrating, and it is often more com-
plicated and frustrating than it sounds.
However, for the craft community in
New Zealand it is very desirable that
locally produced work has overseas
exposure, and conversely that over-
seas work of international quality can
be seen here. It is to be hoped that ex-
hibitions such as the Biennale will
give the crafts movement a credibility
at Ministerial level. This may lead to
the clarification of anomalies in regu-
lations which contribute to the pres-
ent situation, and hopefully, facilitate
a circumstance in which an inter-
change of work can more easily (and
less expensively) take place.
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The New zealand Pieces
of Gay Hawkes

THE NEW ZEALAND PIECES
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Gay Hawkes. General view of show at the
Bath-House, Rotorua. 1990.

This article was reproduced with the kind
permission of The NZ Listener
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ound objects provide the raw ma-
terials for Australian artist Gay
Hawkes' assemblage furniture and

small scale figurative sculptures. Dis-
integrating flotsams, driftwood,
weathered timber, broken baubles -
the discarded detritus of human en-
deavour - carved, assembled and
sometimes painted, assume a new
significance through her work.

Gay Hawkes’ sculptural furniture
emerges from an indigenous Austra—
lian tradition of colonial or ”bush”
craftsmanship, and, to a lesser degree,
contemporary assemblage practices.
Beginningwith a passion for the simple

and unpretentious ”bush” carpentry
of pioneer outback settlers who, in an
alien and harsh environment, were
forced to improvise from materials on
hand - packing cases, slabs, branches
- the artist pursues a belief that her fur-
niture can embody concepts and ex-
press an intense relationship with the
materials and their environment. In
creating objects she acknowledges dis-
satisfaction with other media, even
words, to express her view of the world.

The radical design of the work, de-
ceptive in its gaunt simplicity, chal-
lenges conventional expectations of
furniture. Gay Hawkes insists her
sculpture is intended for everyday use.
Deceptively fragile, meticulously
crafted and assembled with sturdy
joinery techniques, the furniture is
functional, both physically comfort-
able and mentally challenging.

An exhibition of Gay Hawkes’ work
was displayed at the Bath-House,
Rotorua’s Art and History Museum,
before touring to the Sergeant Art
Gallery Wanganui, the Govett-
Brewster Gallery New Plymouth, the
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1
Dowse Art Museum Lower Hutt, and
the Gow Langsford Gallery Auckland.

The ’New Zealand Pieces’ comprise
a dresser, four chairs, and 17 sculp-
tural figures created by the artist in
open access workshops at Waiariki
Polytechnic, Rotorua, in December
1989, and at the Wanganui Wood
Symposium, January 1990. The artist
was brought to New Zealand by the
Queen Elizabeth 11 Arts Council
Waewae Tapu: Distinguished Visitors

Programme in conjunction with the
Bath-House, Rotorua. Gay Hawkes
beachcombed remote North Island
beaches during her visit. The gather-
ing of the materials is an important
part of her creative process.

As sculpture Gay Hawkes’ work is
confronting and particularly articu-
late. As an artist her aesthetic is re-
sponsive to historical and contempo-
rary events in Australian social, cul-
tural and political history, with con-
cerns that are consistently addressed
in her work. The furniture has the raw
presence of the harsh and splendid
Australian landscape and underscores

1. Gay Hawkes. Rangitoto. 1989.
2. Gay Hawkes. Angel on the Birdsville Track.

1990.
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1 Gay Hawkes. Whakarewarewa. 1989.
2 Gay Hawkes. Crucifix. 1990.

10 Winter 1990

DA
VI

D
CO

OK

the paradox of colonization and a
people’s tenuous yet enduring hold
on the land.

Working in New Zealand as a Visit-
ing artist, Gay Hawkes has created
furniture that lacks the more complex
connotations and historic dimensions
of her Australian work, although the
elements used carry reminiscences of
our antipodean past. The work can be
seen more as a ’momento mori’ of a
place or an event in much the same
way as Aboriginal art. The chair
Rangitoto assembled from otsam gath-
ered by the artist on a visit to Rangitoto
Island is an embodiment of her expe-
rience of that place and is compara-
tive to pure landscape art.

Another throne-like assemblage
chair Gonville, Fitzroy Crossing is deco-
rated with narrative images from
media coverage of the recent Papado—
poulos affair in Wellington. The left
armrest of the chair is a menacing
arm, outsized fingers in a strangle-
hold in the throat of Mr Papadopou—
los, and on the opposite armrest two
carved spectator figures observe the
drama.

The narrative identity and charac-
terisation of the miniature sculptured
figures may be interpreted as Gay
Hawkes’ reactions, both positive and
negative, to her experience of New
Zealand. These figures have the to—
temic quality of tribal art. A series of
politically oriented figures titled Eu-
rope, December, 1989 which have ref-
erence to the Romanian revolution -
lack the spontaneity and visual ex-
citement of the more autobiographi-
cal works.

Gay Hawkes intuitively assembles
wood fragments in a highly individ-
ual and personal way to create sculp-
tural furniture and figurative sculp-
tures that have an intellectual con-
tent, a layering of meaning and sig-
nificance that is a synthesis of her
own philosophical and spiritual per—
ceptions of the world.

In Australia Gay Hawkes has
achieved a high measure of critical
acclaim. In The New Zealand Pieces the
artist explores images and ideas to
create works that have an evocative
power and poignancy outside the
boundries of furniture making tradi-
tions in New Zealand.
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The QEII Arts Council’s Waewae
Tapu (Distinguished Visitors)
Programme was introduced in

1988 through the support of the
Minister for the Arts and the New

Zealand Lottery Board. It
recognises the need to bring

visiting experts to New Zealand to
conduct classes, workshops and

seminars which will enhance the
professional development ofpeople

working in the arts. The
Programme complements the

Arts Council’s support for
national training schools and its

professional Development
Programmes, which are intended
to give New Zealand artists the

opportunity to extend their
otential and benefit their work

t rough programmes of individual
study, both in New Zealand and

overseas. En uiries about the
scheme shou d be sent to: The

Manager, Waewae Tapu Scheme,
QEII Arts Council, P O Box 3806,

Wellington.
1 Gay Hawkes. Sons of Gwalia i. (Gwalia is a

ghost town in Western Australia on
goldfields, where the artist‘s parents lived
when they married.)

2 Gay Hawkes. Fingal Chair. April 1989.
3 Gay Hawkes. Sons of Gwalia II. 1988.
4 Gay Hawkes. Kjaerlighet i Arvet. March

1989. From rainforest in south-west
Tasmania.
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ALAN LON EY

The Book: ”Arts Society

The Book Arts Society
P O Box 958
Wellington
Founded 1989
President: Alan Loney
Secretary: Ted White
Membership: 70 Ordinary

3 Institutional
Anyone can be a member
Fees: Individuals $25

Institutions $50
Publishes a quarterly newsletter

he Book Arts Society was, in an
I informal way, first discussed

among a number of people dur-
ing May and June of 1989, and the first
meeting, of four people, was held on
13 July. From the beginning, the pur-
pose of the proposed Society was clearly
formulated : To ensure that the tradi-
tional book arts, their practice and
their appreciation, became important
in the creative life of New Zealand. We
knew that with the decline in commer-
cial handcraft skills in the book arts
went a rise in the non-commercial
interest in those arts. More and more
people have in recent years wanted to
make handmade paper, to learn callig-
raphy, to practice bookbinding and so
on. The pattern has been the same in
this country as it has been in Britain
and, more particularly, in the United
States.

In New Zealand, many people appre-
ciate the work produced by means of
the arts and crafts of the book, but that
appreciation has long been a matter of
a few individuals with a private inter-
est, or of a few library departments
with special collections where staff have
always shown an interest. The trouble
with this interest, however ready it is
to provide book workers with warm
fuzzies and a few orders for books, is
that the field has never had a brief to
stimulate activity in the book arts, or to
make the values that attach to them
widely and vigorously discussed. Out-
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side of a few showings of New Zealand
printing and the occasional article in
journals like The Tumbull Library Rec-
ord, the traditional arts and crafts of
the book in New Zealand are generally
unremarked and unrecorded.

It is the determination of the Book
Arts Society that that situation shall
change. In January 1990, the Society
announced its existence publicly by
mounting the exhibition, Art of the
Book, at the New Zealand Academy of
Fine Arts Gallery from 8 to ZZJanuary,
and Mr] E Traue, Chief Librarian of the
Alexander Turnbull Library, gave the
opening speech. We were very fortu-
nate in this exercise to have received
financial assistance from several com-
panies in the book and book produc-
tion field, as well as from the QEII Arts
Council. Over the two weeks of the
show, almost 1900 people visited the
Gallery, and, aside from looking at the
books on display, saw demonstrations
of the book arts given by Adrienne
Rewi (papermaking), Paula Newton
(marbling), Dennis Stoneham and
Michael Lund (bookbinding), Ma-
ryRose Leversedge and John Wilkins
(calligraphy), and Alan Loney (hand-
printing). These five activities formed
the basis of the exhibition, and, to
round things off, equipment and ma-
terials associated with these activities
were also on display.

To clarify the scope of the Society's
activities and interest, our definition
of "book arts" is: The traditional arts
and crafts of the book. The term in-
cludes the following: typography, fine
letterpress printing, hand bookbind-
ing, hand papermaking, marbling, cal-
ligraphy, paste paper decorating, box
making, book illustration, book col-
lecting, bibliography, and the histo-
ries of these in and beyond New Zea—
land. Central to all these is the devel-
opment and appreciation of design.

At the first meeting of the Society on
13July 1989, present were Bill Wieben,
John Quilter, Tony Arthur, and my-
self. By the time of the next meeting,
Fay McAlpine, Roderick Cave and

Penny Griffith had joined the team,
and Ted White was successfully ap-
proached to complete the eight-per-
son Board we felt we needed soon
after. In March this year, Penny Grif-
fith had sadly to resign from the Board,
her job having taken her to Nelson,
and Moira Long has become the new
Board member.

What we do as a Society for the rest
of the year in large measure depends
on how many members we get, or to
put it another way, on how much
money we can raise. With our first
Newsletter we have begun our quar-
terly review of the book arts, which is
free to members. There, we report on
providing the Department of Internal
Affairs with a press and a printer to
help celebrate its 150th birthday. In
June the Society will put on printing,
bookbinding and calligraphy displays
and demonstrations at the Booksellers
Conference in Auckland’s Aotea
Centre. The production of Art of the
Book exhibition catalogue is under way
and can be ordered from the Society.
Further plans are afoot to design and
produce a BAS bookplate which
members can buy from the Society;
book arts workshops will be organised
for later in the year; and details are
being worked out for an annual Book
Arts Awards exhibition.

We feel that the interest shown in
the Society to date is very heartening.
We have a strong base on which to
build for the future, and we look for-
ward to a very busy year ahead.

GARRY NASH

A hot time with
hot glass

Lino Tagliapietra.

At the end ofhis last visit to New Zealand, eighteen or so
months ago, American master glassblower Richard Marquis

commented that the standard ofglassblowing in New Zealand
was reaching the point where he felt we would bene t from a

workshop with Lino Tagliapietra. Sure, we all thought, perhaps
we could hold it on the moon!
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Dante Marioni (left)
and Lino Tagliapietra.

aestro Lino Tagliapietra is ar-
M guably the greatest glass-

blower alive today. At 56 years
of age he is taking life a little slower
and has virtually given up taking work-
shops. Even worse, Lino was born on
the glassblowing island of Murano,
Venice, in 1934, and until 1982 rarely
ever left the area. With of course no
cars in Venice, both Lino and his wife
Lina suffer anxiety attacks at the mere
thought of being driven across town.
How do you convince such a person
to travel on an aircraft to the opposite
end of the world?

This was not the worst of it. To be
able to make anything other than
very basic work the maestro would
need two other master glassblowers
and several skilled assistants, over one
hundred kgs of baggage and equip-
ment, and the full resources of the

Richard Marquis (left)
with Dante Marioni
doing a lot of
concentrating.

14 Winter 1990

Sunbeam Glassworks in Ponsonby,
Auckland. A special kiln - half-scale
replica of a seventeenth century oven
- would have to be built also. The
whole thing was starting to look like
one of those 'what-if' fantasies that
grow out of all proportion very late at
night around a table, over a bottle or
tWO.

Endless phone calls and letters be-
tween Dick Marquis in Seattle Wash-
ington USA, and our small group fol-
lowed. A plan was hatched: the Uni-
versity in Canberra Australia would
take part in the venture; there would
be two venues and the travel costs
would be split between the two groups.
Some scouting around turned up two
sources of possible funding to assist
with the venture. Things were starting
to look promising. The QEII Arts
Council and the 1990 Commission

«Inilllill. \u 7. l with}. -'‘“ «mm
mm “P?
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agreed to help with the financing. The
decision was made to go-for-it.

Of course something had to go
wrong. No sooner had we finished
with the self—congratulations and mar-
velling-at-our-own-cleverness than we
received word from Canberra that they
were pulling out of the whole thing.
The cost and general logistics of the
venture were beyond their means. In
an effort to save things an urgent
message was sent to Dick Marquis.

A large-scale recruiting drive was
launched. Glass workers were urged to
go through address books, filing cabi-
nets, old letters etc to come up with
addresses of anyone who may be inter-
ested in coming to the workshop. If we
could attract enough participants we
hoped to be able to carry on with the
workshop on our own. Altogether
nearly two hundred invitations were
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sent out both in New Zealand and
overseas.

By now it had been decided that the
line-up of guests would be: Lino Ta-
gliapietra, Richard Marquis, and Dante
Marioni — all world class glass work-
ers, any one of whom would have
drawn a large audience.

Such a lure proved too much for
around forty glass workers. Sixteen of
the participants made the journey from
Australia, some from as far away as
Perth. One student from Tokyo Uni-
versity even made the trip. The work-
shop finally got under way on the 19
February 1990, after almost one and a
half years of planning.

Richard Marquis and Dante Marioni
arrived two days before the start of the
workshop to set things up. This in the
glassblowing world means moving any
piece of equipment that weighs less
than two tonnes and is not bolted to
the floor. After this manoeuvre was
complete things started to happen very
quickly.

The usual day or so spent feeling out
the glass and general layout of an
unfamiliar workshop was bypassed
completely. By the end of the first
hour even the most ardent cynic was
spellbound. The first two days of dem-
onstrations covered early‘glass from
various centres dating from the four-
teenth century AD. Beautiful, intri-
cate, exact.

The co-ordination and timing be-
tween three such masters of the me—
dium was a joy to behold. Even the
visitors and media representatives were
taken by this mysterious dance we call
glassblowing. The precise amounts of
glass were delivered to the exact places
needed with almost no communica-
tion between workers at all. A slight
nod, an indecipherable muttering in
Italian, and off the pipe would fall
another masterpiece. The whole thing
was very humbling.

After several days everyone was well
into the spirit of the thing. For many
their first words learnt in Italian were
names of glassblowing techniques like;
Zanfrico, Retticello, Vetre De Trina,
Filligrana, Lattichino.

Richard Marquis and Dante Marioni
made some of their own work later in
the week. These demonstrations were
greeted with as much enthusiasm as
the earlier demonstrations. Richard
Marquis is a very highly respected
master in America. He spent two years

Richard Marquis, Dante
Marioni and Lino
Tagliapietra out of the
heat and into the open
air with finished works.
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working in Italy on a Fullbright
Scholarship twenty years ago, and was
professor of glass at the University of
California for several years. He has
work in scores of museums around the
world.

Dante Marioni is considered by many
to be the most promising young
glassblower to emerge in recent times.
His father, the well-known glass artist
Paul Marioni, made it possible for Dante
to get an early start, and at twenty-five
Dante has been blowing for just on ten
years. All this is of no use of course
without the talent he so obviously has.
Dante has proved he will be a force to
be reckoned with in the coming years.

And so passed the week. New friends
were made, old acquaintances renewed,
and dare I say it, a few old rivals recon-
ciled.

This workshop will always remain
one of the highlights of my glassblow-
ing career and I am pleased and proud
to have been involved as a host, and
participant.
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H ELEN SCHAM ROTH

The Commonwealth Quilt

The Commonwealth Quilt. 1990.
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monwealth Games in Edinburgh in 1986 - a quilt
representing friendship, and made by women, was

created to present to the host city of the next Games. With
the precedent set it was the turn of the Auckland 1990
Festival Committee to respond accordingly; to facilitate
the making of a quilt that would be sent to Victoria,
Canada, in honour of the 1994 Commonwealth Games.

Commonwealth Quilt, designed and made in Auckland, is
the vision of artist Carole Shepheard, who was first ap-
proached in 1987 to submit ideas for the project.

Originally there were suggestions that the work be Maori,
or perhaps that there be two different quilts. Joan Caul-
field, a member of the Northern Regional Arts Council, was
invited to co-ordinate the project, and she played a major
role in determining that there be one quilt representing the
whole country. It was decided that the work was to re ect
where Auckland, and in fact New Zealand, was at that stage
of its history, and to identify its place in the Pacific.

A wonderful tradition was initiated during the Com-
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Another decision taken well into the project, a decision
which was to create a lot of work, was to make a duplicate
quilt. The purpose of this second quilt, which is still in
progress, is to show the effort and collaborative aspects of
the process to the women here in New Zealand, and it will
be displayed in a public space.

Carole Shepheard’s credentials were good. As a highly
respected mixed-media artist and teacher she had worked
with fabric and fibre, and was even a dab hand with needle
and sewing machine as well as paint brushes and Chisels.
She had worked collaboratively with women before, and
she understood well the consultation process and its politi-
cal implications, and she identified with the theme.

Of utmost importance for Carole was to consult first with
the tangata whenua, and to work with a Maori artist, which
is where Toi Maihi came in. Toi was invited to design the
Maori element of the quilt.

The Pacific Island Woman’s Association was also invited
to be part of the project and Luseane Koloi became the co-
ordinator of the Pacific Island contribution to the quilt. She
in turn enlisted the help of other women, and Tai‘i Turepu
Carpentier, the Convenor for the Visual Arts Committee
for the South Pacific Arts Council, took responsibility for
another portion of the quilt.

Carole met with Toi and Luseane early in 1989 to discuss
the format of the work. They would be working with
several different women’s groups towards an immovable
deadline. Monthly meetings where information and food
were shared became an integral part of the process even
though some of the women had difficulty in attending.

The Auckland Patchwork and Quilters Guild and the
Embroiderers Guild were also invited to participate, and
both groups agreed to be part of the project. For them, as
for other people involved, it was a major learning experi-
ence, and they expressed pleasure at having the opportu-
nity to work on a major project designed by an artist.
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The Commonwealth
Quilt. Detail showing
borders, patterns, flying
geese and interior.

NZ Crafts 1 7



The accompanying works on show at the Fisher Gallery,
where the quilt was first displayed, re ected not just the
calibre of the artists involved in the project, but also their
diversity. Harnessing this talent, and focussing on it, takes
skill beyond artistic ability alone. Documentation of Judy
Chicago’s massive collaborative projects in the United
States suggests that the collaborative journey is not to be
undertaken lightly.

Carole pays tribute to the hard work and dedication of
the women involved, not only to meet the deadline, but to
take responsibility, to rework some areas, to set high
standards, and to produce exceptional work. From the
start, although the design was distinctively Carole’s, she
let go a good deal of the control. There were no compro-
mises to be made in the structure of the work, but she left
the decisions like design, colour and materials to Toi,
Luseane and Tai'i regarding their respective components.

The design features a central panel representing the
land, sea, sky and conservation of our natural heritage. The
realism of the carefully chosen elements (not a sheep or
kiwi in sight!) is visually balanced by the abstract back-
ground representing water as the life force and the rich
borders representing the cultural mix of the country.

The bush and shore elements are graphically illustrated.
The native clematis ower is a healing plant and grows on
the ‘roof of the world’, while the ax ower represents
strength of the people and the land. The Great Barrier
Island lizard is almost extinct, and in contrast to the fern
leaf which is universal, basic rather than spectacular, and
is able to grow in a variety of environments. Paua is a food
source, and the rock which Maori inscribed in pre-Euro-
pean times represents civilisation before colonisation.
Each of these elements is meticulously embroidered and
quilted, and the selected fabrics give strength to the im-
ages. Delegation of tasks by no means diminished the
standards. The work is exquisite in its detailing, as in the
minute red French knots on the muted green fern leaf, and
the delicate fine stitching of the clematis ower.

But it is the sparkling minutiae of the red ax ower, the
shimmering paua shell, the solid rock, and the scattering
of tiny shells stitched to the intersection of quilting lines
that gave Carole credibility regarding her knowledge and
ability to sew, for these were a direct contribution by her.

Above and below the centre panel are borders of pieced
triangles that represent the migration of peoples. This
ying geese pattern, a repetitive triangular motif, is a

strong design element in itself and one that Carole has
used in previous works. The idea was to give a finish and
lushness to the piece without intruding on the central
image, and at the same time, making design connections
with the rest of the work. The fabrics chosen for this
component are from England, Ireland, Scotland, Wales,
China, India and many countries of Europe and Asia, and
symbolise migration to New Zealand over the past 150
years.
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5&5...

Pat Britton from the Auckland Patchworks and
Quilters Guild doing final finishing on the
Quilt. She possibly did more than anyone on
this project and, says Carole Shepheard, was a
joy to work with — committed and supportive.

n either side of the central panel are the contribu-
tions by the Maori and Pacific Island groups. Origi-
nally the brief was for single strips on both sides.

When Toi was presented with the brief however, two
themes immediately sprang to mind. “The first was ARA-
MOANA, Paths of the Sea, an abstraction of the movement
of the sea that both unites and divides of the nations of the
Pacific. The second was PURAPURA WHETU, the stylized
pattern indicating stars scattered like seed across the uni—
verse, for the stars were a major navigational aid of all
seafarers."

Toi’s dilemma was in having to chOOse only one of these
options, and she was delighted when Carole decided that
single strips looked meagre and needed to be doubled up.
As a result Toi’s designs gave strength to the outer edges of
the quilt. While Toi developed the themes she decided to
add a slow, secondary wave pattern to the aramoana
design, to indicate the undercurrents below the surface
level. Those currents are not just physical ones, but are
social ones as well.

Taking further liberties to emphasise the contemporary
nature of the work ‘sun and moon path“ were added to the
purapura whetu pattern, more commonly used in tukutuku
panels, with the stars becoming irregular in colour, size,
spacing “to suggest their distribution throughout the uni-

CA
RO

LE
SH

EP
HE

AR
D

The ”team” - left to right: Carole Shepheard,
Luseane Koloi, Toi Maihi, Tai’i Carpentier.

verse”. This was because she wanted the visual impression
of them stretching "from here to infinity”.

Work on these panels was done by a group that included
members of Toi’s family, Christine Coley, a Craft Design
student who was working with Toi during this time, and
people at the Papakura Marae, where the work was being
done. But she consulted further afield, especially as piecing
was new to her, and as she originally thought that her job
was just to design the panels. Toi admits to a moment of
shock when Joan Caulfield asked her to produce the
prototype strip for people to copy and rang quilter Mal—
colm Harrison for technical assistance. Toi then learnt the
techniques of patchwork on the job, and the panels pro-
gressed well, and to schedule.

The placing of these chintz panels, the fabric chosen to
be in keeping with the entire panel, was to symbolise the
tangata whenua embracing all the peoples represented
within the work.

he traditions of Fiji, Niue, Cook Islands, Samoa, and
Tonga are represented in the double panels along-
side the centre panel, and the patterns reflect the en-

vironment. The processes involved in tapa, weaving and ti-
vaevae are complex and great care was taken to use only the
finest of materials, many of which were brought especially
to New Zealand.

The Cook Island women represented the people who
weave with rito, the very young coconut leaves, and they
brought the finest of pearl shells, coconut shell and rito
from Rarotonga. Many worked at night yet they conscien-
tiously met the deadline. This same group, led by Tai‘i
Turepu Carpentier, also worked on the tivaevae, the quilt-
ing tradition introduced by the missionaries and taken on
and developed as a characteristically Cook Island craft.
Examples of tivaevae manu - plain appliquéd work — and
tivaevae tataura - embroidered panels are included in the
quilt. Only the tivaevae taorei, panels made up of little
squares of cotton fabric, are missing from this quilt but will
be included in the second quilt.

The tapa traditions, stripping the mulberry bark, soaking
the bark, beating it, stencil-making with coconut ribs, and
dyeing, have been created by the Tongan women and
represent the traditions of all the Pacific cultures, as does
the weaving. For the weaving, which was undertaken. lo-
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