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MAU MAHARA

A fascinating look at the lives and memories ofour

people through 150 years of their crafts.
A unique and extraordinary craft event that will capture

the hearts and imagination ofevery New Zealander

"He mokopuna na "When they work they're "You couldn't get boy dolls.
Taharakau", you might hear lovely. I probably had about So Grandma turned Stephen
said to someone of that place hall a dozen things work last into a boy for me by making
kitted out for bad weather on year - but then I also had all him boy clothes. Those
a fine day, "Ah, you must those lovely failures." clothes mean Grandma."
descend from Taharakau."

Ann Robinson bowl Doll Stephen's clothes
Flax pakee (rain cape}
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LETTERS

The Craft Shows

In his reply (Letters, New Zealand
Crafts, Summer 1989) to Beverly
Greig‘s letter (issue of Spring
1989), Toby Dunkley asks for
comments from other exhibitors.
I have participated in 10 craft
shows organised by New Zealand
Craft Shows Ltd and have enjoyed
the experience. I have found the
organisers to be exible and co-
operative where this is possible.
If they cannot comply with a
request, they give good reason;
where help can be given, it is
forthcoming. I have found them
sensitive to the problems faced
by exhibitors and feel that they
try to do the best for us. Two
recent examples will demonstrate
their sympathetic attitude.

Several exhibitors were in—
convenienced (to be polite) by
the ferry strike last October and
missed the Christchurch Craft
Show. The Dunkleys ew up a
representative to give moral
support and also to refund rents
to these exhibitors. The ferry
dispute was completely beyond
the control of New Zealand Craft
Shows and there was no legal
obligation to return rents paid,
so the gesture was much appre-
ciated by the exhibitors con—
cerned.

New Zealand Craft Shows was
unfortunately a creditor of the
Sesqui Carnival bankruptcy.
Since some exhibitors had (cor—
rectly) paid in advance and oth-
ers had not done so and could
not be expected to once the
Carnival had collapsed, New
Zealand Craft Shows were in an
untenable situation. They have
solved the problem by offering
free shows to every paid exhibi—
tor. Although they again had no
legal obligation to compensate
exhibitors, they obviously felt a
moral obligation which is most
appreciated. They also made great
efforts to keep affected exhibi-
tors abreast of the situation - I
received three letters in one week,
for example.

So I can support Toby in his
defence of his organisation. I
should point out that I endeav-
our to be a considerate exhibitor,
abiding by the rules and not
asking for preferential treatment
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without good reason. Good rela—
tions are reciprocal.

May I also take this opportu-
nity to compliment the editors
of New Zealand Crafts magazine
and thank them for their efforts
to keep us in touch with New
Zealand crafts and associated
activities.

Valerie Lewis
Blue Pooh Crafts
Wellington

The Business of Craft

For the craftsperson who makes a
living from his or her craft, de—
signing and producing an article
is only half of the business. The
other half is marketing and
business management. Many
good craftspeople are reduced to
working only three or four hours
a week on their craft while they
spend most of their time in some
otherjob because theyare unable
to sell their wares or keep their
books. This is a pity and a great
loss to the industry.

The articles in NZ. Crafts re-
ect this same tendency to focus

mainlyon design and production
while tending to neglect the other
half of the industry, that is,
marketing and business man-
agement.

Could we have more articles
on how to organise an exhibition,
pricing, wholesaling and retail-
ing, exporting, keeping simple
accounts, tax, and advertising, as
applied to the craft industry. The
article in NZ. Crafts by Ann
Porter, 'Sidestepping the Mine eld '
on importing and exporting craft
is a step in the right direction.
This contained a lot of informa—
tion and has answered many of
my questions on the subject and
has cleared my thinking on the
direction our little business
should go in relation to export-
ing. Thank you Ann and thank
you N.Z. Crafts.

Arthur Johnson
Woodturner
Puma Bay

I8thCentury (Decorative jinishes

Jennifer Bennel's Japan paints.
Scrumble (Glazecoat) Crackle Medium,
Gilding size and leaf, Bronzing Powder,
Brushes, and other specialist tools.

Distributor MacLeister Painted Finishes,
Box 1669 Christchurch Telephone (03) 656-167

CGREGOR
SUMMER

AND WINTER
SCHOOLS

TOOWOOMBA, Q.

'A learning experience, . ,in a holiday atmosphere

McGregor SUMMER SCHOOL
7 , 18 January, 1991

Offering two weeks tuition in all orchestral instruments, voice,
visual and creative arts and many other subjects.

McGregor WINTER SCHOOL
23 — 29 June, 1991

Offering classes in chamber music for strings and piano, voice,
and visual arts.

FOR FURTHER INFORMATION
The Manager
Cultural Activities, DDAAE
P O Box 100

TOOWOOMBA Q 4350, AUSTRALIA
Ph(076)321422 Fax (076) 32 5055



IN BRIEF

E] Otago Potters Group Annual Exhibition will be held at
the Otago Museum, Exhibition Gallery, Great King Street,
Dunedin from 5th October to 22 October. Six Guest Potters
will be exhibiting.

El From the Dowse Art Museum come the following details:
Sunday, September 23, 2pm: Ceramic demonstration by
potter Neil Gardiner. Sunday, October 7, 2pm: Flat glass
demonstration by Caryl McKirdy. (She recently completed
the at glass commission for the Premier‘s House in
Thorndon), Sunday, October 14, 2pm: Sunbeam Hot Glass
Studio Slide Show. Illustrates the late 805 work of John
Croucher, Gary Nash, and Ann Robinson. For further infor—
mation contact the Dowse Education Service; Sally Hunter
or Neil Anderson, ph: 660-502 or 695-743. Dowse Museum,
Laings Road, Lower Hutt.

El New Techniques and Designs for Artistic Glass in Archi-
tecture. Over the last few years, both in Germany and in
other countries, there has been a marked trend towards
using glass as a major medium for creative design. This is
spreading throughout the spheres of contemporary archi-
tecture and interior design. Course Sequence: 1. Course
from 7. until 18.09.1990]ochem Poensgen (FRG) and Holly
Sanford (New Zealand). 2. Course in Spring 1991 Prof.
Ludwig Schaffrath (FRG). 3. Course in Autumn 1992 Ann
Wolff-Wart (Sweden). The courses will be held in English,
and in individual cases, also in German and French.

For further information and an application form:
Art in the glass house, Gallery DERIX, 96 Platter Strasse, D-
6204 Taunusstein-Wehen, tel. 0 61 28-8 42 01, Fax 0 61 28-
67 39. The closing date for the lst course application is 18th
June 1990.

Notes on Contributors
PHILIP CLARKE is an arts administrator with the Northern Regional
Arts Council. From 1981 to 1984 he worked for the Crafts Council of NZ,
and his interest in the New Zealand craft scene is still keen. He has
contributed articles to NZ Crafts on a number of occasions.
NICK CHANNON teaches craft design at Nelson Polytechnic, and this
is his first appearance in the pages of NZ Crafts.
SUE CURNOW is a quiltmaker and tutor who lives in Auckland, She has
written on quilts and textiles in Paci c Quilts, NZ Herald, and NZ Crafts.
PETER GIBBS has his pottery in Brightwater, Nelson. he has
published many times in the Listener, New Zealand Potter, and in the
pages of this magazine.
LEO KING is a long time practicing ceramist, who is now doing
post—graduate study in art history at University of Auckland. This is
his first writing for NZ Crafts.
ANN PACKER is a community arts advisor in Wellington. She is a
quiltmaker, and has written articles for Contact (Wellington), Quilters
Newsletter (United States), and NZ Crafts. An English graduate and a
quali ed teacher, Ann is also on the NZ Book Council’s Management
Committee.
COLIN SLADE is a chair and furniture maker in Akaroa. A former

president of the Crafts Council, he is a regular contributor to these
pages.
BRENDA TENNENT teaches art and art history at Western Heights
High School in Rotorua. She graduated BFA at University of Georgia,
USA, and exhibits as a painter regularly in this country. Brenda is a
regular contributor to the pages of NZ Crafts.
DAVID TRUBRIDGE is one of the country’s finest craftspeople, and
appears here as a writer for the first time,

Correction
We apologise to Blair Smith, goldsmith/ieweller, for

providing an incorrect caption to his work shown on page 29 of
the last issue of NZ Crafts. The caption should have read:

Fine silver and 18ct gold. Presentation set for family.

The set is an interesting one, as although it appears as a
single piece in the photograph, it comes apart in four pieces, one
for each ofthree children, with the centre piece for the children's
mother. All the pieces can be returned to the parent box as shown
in the photo, and each piece also has its own, indentical, box. The
work was commissioned by Blair Smith's mother.

r e e ~~~\
FOR ALL YOUR HANDCRAFT SUPPLIES

Braids 0 Fringes - Sequins - Beads -
Leatherwork 0 Jewellery Findings 0
Lampshade frames 0 Canework 0 Toy
Making 0 Embroidery Fabric and
DMC Threads. Ashford Spinning and
Weaving Products 0 All Craft Books-

Patchwork Fabricsz- Concord 0 Liberty .
VIP - Jinny Beyer plus all accessories.

Fabric catalogue available from our complete mail
order service

(Nelson) Ltd

93 Collingwood Ave
Nelson
Phone (054) 87288

w (054) 68056 j]
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EDITORIAL

ThecraftofCraftWriting

opmental stage, where most of it is being done by
non-professional writers who are well-informed about

the craft activities about which they write. Most craft
writers are craft practitioners, some are administrators, and
some work in support areas such as craft galleries, whether
public or private. Very few are graduates in art history. Very
few are in any way ‘expert‘ about craft history. Indeed, one
of the clearest differences between art writers and craft
writers in this country is that many art writers have fol-
lowed critically the careers of a number of artists, and can
write critically about that artist's history and about the
artist's ‘place' in art history; I know of no craft writer in New
Zealand who has followed that path in their published
work.

C raft writing in New Zealand is still in a sort of devel—

One of the major and as yet undiscussed issues in the art/
craft debate, and one that was signalled in the last issue of
this magazine by American writer Matthew Kangas, is the
almost total absence here of writers who, as a matter of
course, write equally about both art and craft. We do not
have for example a critic who this month has a piece on
Gordon Walters or Rita Angus in Art New Zealand and next
month writes on Christine Boswij k or Malcolm Harrison in
New Zealand Crafts. It seems to me to be perfectly fair to ask
of craftspeople who wish to deny the 'barrier' between craft
and art, Why not? If this seems a belligerent question,
perhaps it should be. It is also however one of the first and
necessary 'next steps‘ to take in the opportunity that the
current situation presents to craftspeople and craft writers.
If art critics are not to enlarge their horizons to include
crafts in their thinking, and will not extend their discourses
to include the community as a primary context for any art/
craft making whatsoever, then the response of the craft
writer should be simple: "Okay, that's fine, we ’11 do it".

If craft writers agree, and decide to do it, then there is a
cluster of fairly difficult issues to deal with squarely. For
instance, Arts Council funding for craft programmes is
separate from the ‘Visual Arts Programme' and is funded at
a comparatively low level in relation to total Arts Council
spending. In addition, the very titles of 'Arts Council' and
'Crafts Council' embed further (though they do not have
parallel functions) the art/craft distinction in our institu-
tions. For instance, we have art schools that teach art and art
history, and polytechnics and community colleges that
teach craft and craft design - again, the difference is insti-
tutionally manifest. For instance, in our non-public art
galleries there is little or no overlap in what they show as art
or craft. A major dealer art gallery, where paintings priced
at $25,000 each can be hung and sold, is unlikely to be
interested in showing bone carvings of whatever quality at
$ 700 each. For instance, the highest prices paid for craftworks
anywhere are generally for old craftworks, not in a crafts
market but in an antiques market, or in a market sufficiently
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distant from contemporary craft to claim art status for its
wares - e.g. a decorated 18th century snuff box will be touted
and sold as 'a work of art', and will fetch prices accordingly.

For craft writers these factors can be articulated as issues
for discussion in the following way: 1) getting art historical
and art critical procedures into writing about crafts; 2)
analysing and integrating the prevailing institutional art/
craft distinctions; 3) analysing the prevailing market-place
craft/art distinctions; 4) clarifying issues surrounding the
differences in current funding levels and funding procedures
for craft and art; and 5) coming to terms with how craft/art
education takes place at tertiary level. What I have outlined
here is not a fixed programme, nor is it put forward as the
only way of approach to the overall issues. But they are
concrete starting points among others.

It should be clear that I'm not suggesting anything new,
nor something that isn't already happening. Writers like
Brenda Tennent and Leo King have graduated in Art History,
and their writing re ects that. Polytechnics, community
colleges, university continuing-education courses, WEA
and other adult education programmes are making art
history more available and accessible to more people all the
time. It has to be noted also that public art galleries
throughout the country have increased the amount of
craftwork they exhibit dramatically in recent years, particu-
larly those galleries which see themselves as having a clear
community-based and education—orientated set of objec-
tives. And one dealer art gallery I know has begun to show,
as part of a shop-like activity, craftworks, even if it is in part
to maintain a cash- ow while the paintings remain hang—
ing on the walls. All these developments are ongoing, and
they are effective; and craft writers have barely noticed
them as issues for laying the ground for their own activity,
in a thoughtful and strenuous way.

If what I have said so far sounds like a negative criticism,
then so be it. But my intention is really to show that a
brilliant opportunity has presented itself to those who wish
to write about crafts, one which has not I think presented
itself previously. What‘s more, it is precisely craftspeople
who have identified the gaps I elude to, as being problem-
atic. All writing about the craft/art divide in this magazine
in the last two years has pointed vigorously at those gaps,
but without ever coming to grips with the social, intellec-
tual and historical structures in which the gaps are appear-
ing. So long as the discussion remains, as it has been for the
most part, a set of attempts to provide ‘definitions' for the
terms 'art‘ and 'craft', and to conceptualise a set of formal
relations between those terms, then so long will those
attempts fail to excite craftspeople whose work is actually
affected by the absence of art/craft history in discussion of
their work; whose work is actually affected by the persist-
ence of institutional and market-place art/craft and crafts/



antiques distinctions; and whose development is actually
affected by the post primary-school split in educational
responsibility for art works and craft activities.

For myself, this is the last issue of NZ Crafts that I will edit.
A QEII Arts Council Literature Programme major project
grant has now enabled me to research and write some long-
neglected material, and I want to increase the number of
hours per day to practice my own craft, known in its
literature as ‘the art of printing'. But I hope to continue to
publish in the magazine on matters that interest me, and,
no longer being editor will hopefully permit that in a more
radical way than before. The challenge I have outlined
above, is mine also.

I have enjoyed immensely my two years with the maga-
zine, and I here wish all craftsworkers the very best for the
future. To the Crafts Council, to my colleagues Margaret
Belich and Pamela Braddell, and to all those I have worked
with during this time, I here thank you for your support,
your stimulus, your wisdom, and your friendship. To the
new editor of New Zealand Crafts, I can only remind you of
a well-known ancient Chinese curse, and tell you that we
are actually living in ‘an interesting time'. Good luck.

Alan Loney
editor, New Zealand Crafts

M6 - 11 January
1991

ammo/w
Banners / Creative Fabric Dyeing / Lead Lighting
/ Painting and Drawing / Paper-marbling and
Bookbinding / Photography

PLUS: Desk Top Publishing, Oral History, Log
Building, Fly-fishing, Gardening, Small Holdings

For more information write to:
Summer School
Wairarapa Community Polytechnic
P O Box 698
Masterton
Tel (059) 85029 or (0553) 49160

CONTACT WALES & MACKINLAY LTD. FOR YOUR

*lm t a’ ‘
EHINA SILK IIIIIIPIIRATIIIN ZIIEIIAIIB BIIAIIIIH

REQUIREMENTS OF

ILK
NEW ARRIVAL FROM CHINA

THE HOTTEST THING SINCE GENGHIS KHAN!!
PURE SILK SCARVES
BOILED OFF SPECIALLY PREPARED, READY FOR DYEING/HAND—
PAINTING/WEDYE/SCREEN PRINTING, THESE SCARVES ARE ALL WITH
HAND ROLLED EDGES (4 SIDES) HAND SEWN WITH PURE SILK THREAD.
YOU MUST SEE THE SUPERB FINISH TO BELIEVE IT!
QUALITY AVAILABLE: SILK PAJ
SIZES 36” x 36“ OT $9.20/eoch + GST, Ex Stock Immediate
HABOTAI
SIZES 36" x 36" at $13.30/eoch + GST. Ex Stock Immediate

ALSO AVAILABLE EARLY OCTOBER
SILK PAJ
SIZES 9" x 54" otSA.10/eoch + G.S.T.

12" x 60"c1t55.70/eoch + G.S.T.
Note: Minimum quantify I doz per size
100% NATURAL COTTONS: AVAILABLE EX STOCK
CHINA—MUL110/112CM WHITE
INDIAN MUL—MUL112/114CM WHITE (80's COUNT)
CHINA LAWN 112/114CM WHITE (JUMPING FISH) SOFT FINISH
MALAYAN HOMESPUN 112/114CM WHITE
INDIAN VOILE 112/114CM WHITE & BLACK
ALL THE ABOVE QUALITYS HAVE BEEN TESTED FOR GARMENT DYEING.

WALES & MACKINLAY LTD
TEXTILE AGENTS & DISTRIBUTORS
199-209 Great North Road, Auckland 2, New Zealand
P.O. Box 5140, Telephone: 763—047, Telex: N22595
Facsimle No.2 (09) 780—650

Christchurch Agents:
H.S. Crookbain & Sons Ltd, Phone (03) 663-551.
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DAVID TRUBRIDGE

The reofcreativity

the art/craft world of design. I find
myself recognising signs of these

changes around me, and in others,
perhaps because of a similar driving
force within myself. It is rather like
those times when you are travelling in
a harsh, alien environment: if you
notice something that you recognise it
almost leaps out at you with warm
familiarity. I was struck in such a way
by Alan Brown‘s article Light - our
common medium, and Amy Brown‘s
search for magic at the Rotorua Index
Exhibition.

I experience a similar feeling when I
listen to the 'World Vision‘ ethnic
music that is currently popular in Eu-
rope, or see the Vibrant ‘native' pat-
terns and colours used in clothing
fashions, or see the powerful architec-
ture of Hungarian lmre Makovesc. To
me these don't appear as isolated inci-
dents, but as part ofa deep groundswell
- the spirit of the times - part of a
cyclical ebb and flow ofart and design.
What exactly is happening? In an ef-
fort to understand these pulls, and in
order to direct this energy, I have been
trying tolook more closely at the forces
involved.

I feel that a change is occurring in

How did art and design reach the
point where the new spirit started
to arise?
In the early days of the crafts resur—
gence the primary concern of the
craftspeople was the learning of tech-
nique, not least because they were
mostly self—taught. The craft works‘
appeal to the buyer lay in their indi-
vidual, hand-made quality - a reaction
to industrial mass-production.

As these craftspeople began to mas-
ter their techniques, they began to
think more about design. Through the
19805 this design element became
gradually more accomplished, sophis—
ticated, and ultimately, in some cases,
slick. Works that were considered con-
temporary , or the ‘leading edge', ap-
peared to some people to be tending
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towards clever intellectual exercises,
particularly in commercial design. The
realisation dawned in some quarters
that a dead end was being approached.

For example, architecture could be
said to have reached it a while ago in
the impersonal, international, high-
rise, modular style — art in minimalism
and conceptualism.

One can recognise similar patterns
in the history of art
As ever, all this is nothing new. These
cycles have been repeated throughout
the history of western art. Time and
again an art form has found itself
heading through various exciting
stages, only to suddenly emerge with
that dead—end in view. The response of
subsequent artists has often been to
turn back for inspiration to the vast
pool of 'traditional‘, 'indigenous', or
'ethnic' sources available around the
world. In response to an overbalance
of intellectualism and/0r specialisa-
tion in art, they looked for a more
earthly, human and timeless form of
vitality.

Examples are numerous, and I am
constantly encountering new ones.
Not long after music reached an intel-
lectual apotheosis in Bach's art of the
fugue, Haydn became the first ofmany
composers to incorporate folk tunes
and dances into classical music. Many
have followed, such as Dvorak,
Rachmaninov, Vaughn Williams and
Percy Grainger.

In the 1980‘s rock music became
largely empty and made to a formula.
Now the music scene has been
reinvigorated by a resurgence of Afri-
can rhythms. The exciting presence of
Johnny Clegg and Savuka has far more
spirit and life to my ear than the tired
old posturings of, say, Simple Minds.

As Cubism was becoming more and
more rational, artists like Picasso be—
came more interested in ’primitive’
art. In sculpture, the bleak
constructivism of the 1930's was fol-
lowed by Henry Moore using the form

ofToltec statues from Central America.
Architects looked at adobe villages,
Greek whitewashed terraces or African
mud huts...and so on.

Sir Gilbert Archey thought that per-
haps Maori art had also reached this
stasis. In Whaowhia: Maori Art and its
Artists he wrote of "art for art's sake,
sometimes becoming art for the art—
ist's sake, the artist whose now ex-
treme complexity or barest simplicity,
may become so abstruse an abstrac—
tion as to be remote from general un-
derstanding, and one bringing the art-
ist himself to an extreme beyond which
further progress is impeded". (A rather
cumbersome sentence, but one that is
worth thinking about.)

I see a vivid parallel to this process in
the world of genetics. Any organism
that is too highly refined and hybrid-
ised becomes weak and vulnerable to
disease and pests. It may grow fast, but
it is also sterile. Geneticists have to
continually introduce new strains of
wild genes for vitality and ruggedness.
They find these genes in the world-
wide gene pool of wild plants and
animals upon which our survival de-
pends. Similarly, the ethnic or indig-
enous peoples of the world, with their
cultural continuity, provide us with a
source pool of inspiration and vitality.

What exactly is happening in these
processes?
A deeper look into the above examples
reveals, I believe, a process common to
them all. The history of art and design
seems to me to be like a series of
overlapping pyramids. This is obvi-
ously an oversimplification as there
are other trends and patterns, but I
believe that it is an illustrative one.
Each particular art form starts from a
fairly broad base that is rooted in so-
cial culture. It is essentially a feeling
growing out of the pooled common
experience of a society, and hence
generally accessible. But over the time
the intellects of the artists narrow the
art form down, drawing it into a more



conceptual form. Both the concept
and the language of expression be—
come more uncompromisingly indi-
vidual and, as a result, more remote
from general understanding.

Ultimately, the point of the pyra—
mid is reached - the point of pure
intellectual abstraction and no feeling
- and there is nowhere further to go.
Nearby another pyramid base starts.

There are two things happening: 1)
The intellect (you could say the left
side of the brain; Len Lye referred to
his ‘old brain', his right side) becomes
more and more dominant, to the ex-
clusion of feeling and vitality. 2) In
expressing itself, the intellect uses an
increasingly individual language that
cannot be read. If an art work contains
deep feeling it requires no explana-
tion; that feeling will usually be com-
municated through the senses. But if it
is more of an idea then we have to be
able to intellectually understand it.
This is impossible if it is expressed in a
language that we cannot read.

Therefore, in order to communicate,
an art work needs both an innate feel-
ing and a common language. I believe
that these two components are inex-
tricably linked.

Cubism is an excellent example
Cubism was a vital stage in the devel-
opment of art because it liberated art
from all sorts of constrictions, paving
the way for much that was to follow.
But it came at the tip of the pyramid.
The Cubists' paintings of fractured im—
ages used a language that virtually no-
one understood; so they experienced
an almost violent rejection from most
quarters. They challenged the conven—
tional language of painting - that of
direct visual representation - and con-
siderably broadened our perception of
art. Their paintings contained an ele—
ment of time, and hence there was no
single perspective. It was as if the viewer
was moving around the object, catch-
ing little glimpses of it from here and
there. In this sense it could be said to
be a truer representation of the object
than the conventional ‘frozen‘ image.

As the intellects of the artists devel-
oped this concept, the art form started
becoming lifeless and sterile. Picasso,
in particular, was quick to see this, and
picked up the thread of ‘primitive art'
from Africa and Oceania, that had
been an in uence for some years. Thus
he brought back the necessary ele-
ment of earthly humanity and vitality
to a painting which had become too
intellectualised.

In the above analysis I am not trying
to make any claims or generalisations

about art. I am merely looking for
patterns that I think help to illustrate
the point at which I see art/craft de-
sign to be today.

The same processes can be seen in
the world of design and craft
The April 1990 edition of House and
Garden contained pictures of furniture
that won the Australian Furniture
Awards. The pieces were very profes-
sionally made and most of the designs
were original. But, more than any-
thing, I was left with a feeling of awe,
and exclusion from the processes of
design and construction. It was rather
like watching a dart player hitting the
bull everytime: Wow! I could never do
that!

The qualities of this furniture lie in
its separateness, even aloofness, which
arises from the individualaccomplish-
ment of the designer. There are some
interesting and clever ideas here. No
doubt the craftsmanship is immacu-
late. But that is as far as it goes: deeper
down there is nothing — no warm
flooding surge of emotion that accom-
panies the appreciation of real beauty.
There is no magic - nothing to uplift
the spirit - no feeling of freedom or the
joy of life - nothing instinctive or
intuitive is stirred within.

I believe that this spiritual empti-
ness happens because each design is
exclusively the product of one intel—
lect, one ego, and his or her drawing
board. This form of design is expressed
in a language that only a limited circle
of designers are privy to. In order to
evaluate itself, it creates a mystique; it
excludes everybody else from the de-
sign and construction process.

What is hidden under those mottled
spray coats of lacquer? What is the
point of those concertina-effect legs,
and how were they made? Only those
in the limited design world can really
understand it because they have cre-
ated their own language. They have
intellectually built an aesthetic which
they hand out with the furniture. But
to anyone looking for an inner life, a
‘gut reaction‘, these pieces are dead.

Such ‘soul-lessness' is not evident in
indigenous artifacts

Drawing of canoe prow figure of
Frigate bird from Vao Island, Vanuatu
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As a comparison, look at this canoe
prow from Vanuatu. No one person
designed the figurehead. The stylised
bird form evolved through generations,
built up from the tiny contributions of
many different carvers. You can find
the bird form in many different varia—
tions. Any canoe builder can make
them. Every Islander understands, and
feels empathy for, the creative process.
At some time, no doubt, they have all
hewn wood, or lashed with coconut
sennit. The language is part of their
daily lives. Most Vanuatuans would be
able to spot the aesthetic merits of one
particular canoe over another. It is also
an interestingthought that the builder
is also the associated priest/magician.
He will utter the appropriate charms at
such times as launching or com-
mencement of a voyage. He built it,
and he controls its magic.

A fusion of the language and es—
sence of such a source, with Western
artistic expression, can produce an
ongoing development and vitality
The above example teaches us a lot
about the way in which a design
relates to society, and vice versa. In
citing it though, I am not trying to
make an ideal out of the virtue of
tradition. The real value of the tradi—
tion to our present day design lies in it
being a part of the ‘source pool'. Taken
in this way, it can be used in the
process of moving forward: it can reju-
venate our design when it becomes
lifeless, in the same way that folktunes
did with Haydn, or Toltec statues with
Henry Moore. The vernacular of the
Pacific Islanders - or any other particu-
lar culture that the designer responds
to - when blended into our designs,
bring vitality and a broad depth of
human feeling.

This makes it possible to present
something that is even radically new,
in an accessible way. However chal-
lenging the work may be, people will
respond to it because it uses a familiar
language, and because it has a glowing
inner life. For some reason that I find
hard to grasp, it seems that the lan—
guage and the inner life go hand in
hand.

It seems to me that this process is
appealing to an innate sense which
knows what is right and beautiful, and
which lies in everybody. Unfortunately
we are no longer confident to rely on
this sense, because the dogma of de—
signers has convinced us that we need
to be educated in design in order to
appreciate design. Ifdesign is expressed
in a language that can be read and
deeply felt, then you do not need to be
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so educated. It is opening up the senses,
not intellectual education, that I see as
necessary.

Also, in using the time-worn (or time
formed) patterns of vernacular, we ex-
tend our work beyond the limits of
ourselves and our egos - and beyond
our own individual ideas. We draw on
that great depth of human endeavour,
creativity and vitality that is expressed
in the simple artefacts that have
evolved, through countless small hu-
man inputs, out of a society. These are
the wild genes invigorating our varie-
ties when they become over-refined.

Some critics might see this process as
appropriation or even plagiarism
To me, that response comes as a result
ofthe over-prevalent cult of originality
in Western art and design — the cult of
the NEW where one has to assert one's
individuality at all costs, even at the
expense of more enduring qualities.

Such an attitude misses the point
about the development of art. Andre
Malraux wrote, "It is art, not nature,
that creates art". In other words, art
begets art: art grows out of itself. A well-
known English designer described it to
me as the ‘baton principle'. The leading
edge of an art form or craft is the relay
baton which is continually being han—
dled on from one runner to the next.

Were Henry Moore or Haydn, or the
many others, guilty of plagiarism? I
believe not, because they didn't just
copy an idea or form. They added to
the original source, and developed it in
their own particular way. Henry Moore‘s
resulting sculptures grew out of a
blending of his vision, and the earthy
vitality of the Toltecs. We are richer as
a result.

I have tried to put some of these
ideas into practice in my work
As a sailor, I have travelled a lot amongst
the Pacific Islands and have been deeply
influenced by their culture and artifacts.
This is my instinctive source pool.
Having sailed, I respond intuitively to
their wonderful sailing canoes. For me,
these craft are a perfect example of a
‘machine‘ that is completely in har-
mony with its surroundings, and with
people's needs. Their designs have
evolved over centuries to a degree of
sophistication that can only be im-
proved on with the use of expensive,
earth-depleting materials. I have
watched them gracefully sliding across
the sea, looking like a great white alba-
tross, its wing tip feathers dipping over
the contours of the waves, the piercing
blue of the waters re ecting off the
brilliant white plumage.
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Canoe seat. Matai and Rosewood I990

The occasional chair shown here grew
out of my feelings for these canoes. The
form of the seat is not a direct copy of
any particular canoe shape, but in it I
have tried to capture some of the es-
sence of a canoe. The frame members
are joined with lashings made from
jute string pulled through beeswax. As
in the canoe outriggers which are de-
signed to withstand the stresses of the
ocean, the joint is strong (neither
member is weakened by the removal of
more than a tiny bit of wood) and yet
flexible. The surface exposes the tool
marks, rather than hiding them under
a gloss of sanding.

In an earlier chair I used the more
traditional joinery of birdsmouth joints.
Here I could be accused of avoiding the
issue ofthe 'junction' altogether. I have
tried to pretend that they almost don't
exist. Also, the regularly turned sec-
tions and highly sanded surfaces have
more of a feel of totalitarian technol-
ogy. Their featureless gloss is more
coldly exclusive.

In practical terms, the lashings are
stronger and more durable than the
birdsmouth joints, giving that chair
greater integrity of function. They won't
be strained by excessive use. But for
me, their real value lies in their com-
munication as a language which is in-
herent in its images and patterns that
we instinctively respond to.

This communication was demon-
strated when an innocent observer re-
marked that the later chair must have
taken much longer. "Look at all that
work!" He felt this because he was ex-
cluded from the construction process of
the earliest chair. He couldn't see that
in fact it took many more hours of very
demanding hand and machine work to
make those birdsmouth joints. But he
could read the language of the lashings
- everybody has tied bits of string. He
could see the tool marks of the work
process, and hence could feel more a
part of this work. It was accessible to
him and he was perhaps more at one
with it. A vernacular language at work.

Thus the chair becomes not just a
result of my intellectual ideas - a design
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from my drawing board - but a product
of both me and Polynesian society. It
contains something of the continuity
and vitality of a seafaring culture, my
response to that culture, and a small
part of me. Hopefully, such alchemy
produces a little magic.

This is the quality which I believe
art/craft is looking for in the 1990s. It
cannot be found just with pencil in
hand at the drawing board. The clever
ideas of the Australian furniture inHouse
and Garden were such a product. To me
they are largely sterile and out of touch,
and the awards were given by judges
with a similar approach.

The elusive quality that we seek (and
one that will be in great demand in the
harshly commercial world of the 19903)
is one of life, vitality, even 'magic‘,
expressed in a language that can be
read and related to. It cannot come
from one person‘s mind, but needs to
grow from the far greater mass of hu-
man creativity.

I remember the powerful impact that
the exhibition 'Te Maori' had on me.
The works shown there were not cho-
sen for their design but for their spir-
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ANN PACKER

Creativity forfun
and pro t

"Creativity for fun and money: a
practically-based course designed to

produce concrete (preferably unstressed)
results: discover your potential, expand

your horizons in whatever your field(s) of
interest as well as in new areas. The aim
will be for variety, surprises, participation,

inspiration and Fun ". - Burton Silver.

1990 Summer School says it all. That's what it's
about, for most participants, tutors and students alike;

variety, surprises, participation, inspiration and Fun. But in
the wake of last year's sometimes disastrous registrations,
can it go on? Are summer schools booming or bailing out?

Wairarapa ran 9 of 16 advertised classes last January.
Wanganui cancelled 6 of their 21. Wellington ended up
with a solo life drawing class which just covered the cost of
their advertising. Economic climate? 1990 overkill? Or were
there other factors at work?

This year has seen a drop in overall enrolments in adult
non-formal classes, such as ASTU papers (teaching studies)
and Massey extra—mural enrolments. Increased fees and the
fact ofredundancies now reaching middle-class homes - the
majority of summer school attendees are women in that
category - both contribute to the decline in such enrolments.

January 1990 began in a blaze of celebratory fervour, with
the Commonwealth Games and Waitangi preparations
consuming both excess art dollars and peoples' holidays.
Any real trends were difficult to identify behind the sesqui-
centennial razzamatazz.

Now that the dust has settled (bar a few lawsuits) it's time
to look at the scene again and ask whether summer schools
are here to stay - or on their way out. Who provides them
— and why? Who goes? (and why...) What are the significant
ingredients for financial viability?

B urton Silver's brochure blurb for his class at Wairarapa‘s

he idea of going to school during your annual holiday
is not a new one, even for New Zealand. Based on the
American model of utilising otherwise vacant cam-

puses over the long academic summer break, Otago Univer-
sity started its first summer courses 34 years ago. The
Workers Educational Association (WEA) has over the years
held many residential schools combining a variety of re-
lated arts topics in the Christmas/New Year period when
most of New Zealand (even now) shuts down. And Wel-
lington Community Arts Council first offered its (mostly
visual) arts school, along with lectures and local gallery
tours, 12 years ago.

Then in 1987, Wanganui Summer School of the Arts was
launched with a great splash. Offering a wide range of
classes and workshops with name tutors at a well-equipped
provincial venue with a range of accommodation options,
and with a great social programme to boot, it had all the
ingredients of a successful British holiday camp - and it
worked. "In lots of ways the holiday camp mentality is not
too far off the mark", says director John Scott.

The fun part is really important in drawing people but
there's a serious purpose too: "Our Summer School is based
on an absolute commitment to development of the arts".
It's not about "how many courses" but about "making sure
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that people who
come have the
very best artists
and crafts teach-
ers". Scott cites
North American

9. schools which
have developed a
reputation based
on this commit-
ment, along with
a special geo-
graphic identity,
they include
Pilchuck in
Washington and
Haystack Moun-
tain in Maine.

John Scott set up
the Southland
Polytechnic‘s
Southern Art

School, a May holiday programme, 13 years ago. On
becoming director of Wanganui's Community College he
settled on the early January slot as one which, as he
perceived it, was empty of such activity (an attitude some-
what patronising of those who had been working away on
a small scale for years). The first year saw battles with the
then Department of Education, with officials claiming
regulations were being breached. Wanganui quickly be-
came a model for the large, 'away from it all' total experi-
ence summer school. It has continued to break new
ground, developing specialist areas and advising and en-
couraging other providers to address their own communi-
ty's special character.

t the same time, emerging polytechnics (previously
community colleges) were having to address issues
of community accountability, particularly for facili-

ties empty over the long holidays. Squeezing funds from
budgets not used to accommodating a 12-month pro-
gramme and activating staff reluctant to give up their quiet
time, other polytechnics took over the administration of
existing summer workshops. To Song and Opera in Hawkes
Bay were added field trips of local interest such as geology.
Waikato took overthe Art Society's summer school, injecting
the administrative support so vital to the smooth running
of summer programmes.

Wairarapa Summer School is into its third year. Co-
ordinated by the Community Polytechnic'sJuliet Whetter,
it makes good use of Rathkeale College‘s rural setting, its
proximity to bush and river, and excursions are an impor-
tant part ofseveral courses. In an area hard-hit by recession,
there's a commitment to local tutors first, and people like
writers Sue McCauley and Rhonda Greig, theatre director
George Webby and artist Heather Bush are offered first
option. About half the students come from the Wellington
region. Last year's cancelled classes seemed to be randomly
affected, with no particular area hit more than any other.
The successes were the practical skills courses — garden
design, y fishing and log-building among them, and these
brought a new element to the social side of the school. "We
had a really successful bar", says Whetter. "The log-builders,
mostly male, really joined in and enjoyed the whole thing".
Such extensions should help to redress the usual summer
school gender imbalance, which is consistently 2:1 in fa-
vour of women, mostly older women. But Whetter has
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noticed a significant number of older couples coming -
"summer school as retirement enhancement". Basically,
"people come (to Wairarapa) to make something or do
something, to meet like-minded people and learn in a
holiday atmosphere".

Auckland University‘s Summer Art School at Elam is seen
by organiser Claudia Bell as a logical extension of its
continuing education programme. Auckland is also devel-
oping a special national science school targeted at senior
secondary students. There's certainly a large enough local
population to experiment with.

Bell sees next year's planned 18 classes as a stepping stone
to a full multi-disciplinary range, including women's stud-
ies and environmental issues. The arts programme covers
the basics which are always in demand — life drawing,
painting, printmaking — and some which start to reflect the
Polynesian nature of the city. Fata Feu‘u‘s print course, and
Maureen Lander's Muka Flax, for example. "We want to
offer things which there's no opportunity to do anywhere
else. This is a logical growth area in response to what our
(14,000 continuing education) students want", says Bell.

ithout the financial backing of an institution, but
W with a guarantee against loss fromthe Northern

Regional Arts Council, Northland Craft Trust
runs its annual experience at The Quarry just out of
W h a n g a r e i .
Starting from a
pottery work-
shop, this sum-
mer school has
become a very
special annual
event "like being
part of a family
who all shared an
interest in art or
craft" wrote
S t e p h a n i e
Sheehan, one of
the 1990 tutors,
in last January's
Northern Advo-
cate. There's a
crossover be-
tween different
classes at The
Quarry; paper- ‘ '
makers working Kate Coolahan

on masks for the performance group, posters produced by
the lithographers; props from the potters and sculptors,
“and always, (from access trainees) the food performance!"
says Kate Coolahan, who teaches papermaking skills there.

For Coolahan, a long time participant in summer schools,
the special character of the small school lies in this interac-
tion between classes and an intimate involvement with the
individual students. In general, she sees two important
threads running parallel in the summer experience. There‘s
the serious student who‘s attracted to a particular tutor, and
there's the recreational/hobby artist - "the personal develop-
ment of the ordinary person in the street". Some of those
people are encouraged to go further because of their experi-
ence, and good tutors make no distinction between the two
types. "There‘s always something for everyone who wants to
learn".

Some summer school courses are now seen as supple-
ments to the craft design courses run by Polytechnics. Te



Kowhai Print Trust's is "the best hand
bookbinding course in the Southern
hemisphere", says Coolahan, "and the
summer school is a required block of
their course". She sees the holiday
course also as "encouraging the young
to go into the crafts as a source of
income".

Whangarei has a particular com-
mitment to older craftpeople too,
offering them "a place to die" — living
space and studios created by the earth
building class.

A small town venue lacks distrac-
tions, says quiltmaker Malcolm Har-
rison, a veteran of many schools
throughout the country. He comes
back to Wanganui each year, as ei-
ther tutor or student, for its special
flavour. The tutor's job is "very, very
demanding. You're trying to instil
enthusiasm as well as teach methods
and techniques". And the results for students? "Long—term
effects can be quite dramatic for some, changing their views
on arts and crafts, offering insight. The effect often can‘t be
gauged", feels Harrison. The continuity offered by Libby Gray
in her role as co—ordinator at Wanganui also plays a large
part in ensuring its success, as does the balance between
work and play.

Malcolm Harrison

summer school providers to a meeting to set up
a network so that summer arts programmes might

become more closely co-ordinated. A generous gesture, it
followed from John Scott's conviction that "there are too
many (summer schools) for our population. We need to co-
operate instead of struggling - if there's undue competition
none of us can operate as successfully as we
might“.Duplication has become a real problem - at least four
schools now offer arts courses, for example, and some tutors
have accepted more than one school in a summer. This
often results in courses being cancelled at the last moment
so everyone misses out. Scott would like to see a national
collective of providers, like the Elder Hostels in the United
States, which avoids duplication and offers combined pub-
licity benefits and other spin—offs like group travel dis-
counts. The Wanganui meeting was well attended and
included several potential providers checking out options.
Valuable contacts were made, and a joint advertising sup-
plement appeared in the Dominion for the central region‘s
schools, as a consequence.

But the task of keeping such a network in touch and c0-
ordinating programmes was beyond current structures and
funding. Individual schools are still struggling with their
own identities and funding positions, and are apparently
not ready for the next step of recognising their own strengths
and weaknesses and 'trading' these on an international
basis.

Specialisation seems to be a key factor in the success of a
school. Given our population size, only a small number will
ever want to try bronze casting or hot glass, two tool-
orientated areas in which Wanganui excels. Scott is con-
vinced there is still room for other providers to specialise to
ensure enrolments. The trendiness of certain crafts will
continue to come and go of course, and the big name tutors
with them. Those courses which lead to employment or self
sufficiency will draw people in times of financial hardship:

T he Wanganui co-ordinators last year invited all

conversely the self-development
workshops which are seen as a per-
sonal indulgence lose out when family
income is reduced.

There's a definite preference from
consumers for out—of—town, get—away-
from-it-all experiences, though Auck-
land's line-up may find enough locals
who can't afford to travel this year.

Targeting potential consumers is an
expensive business and one which
novice administrators need to be aware
of. Wanganui budgets $20 per head for
advertising. In Wellington a tantaliz-
ing number of enrolments were
through word of mouth - but how do
you utilise that method to advantage?
Several Polytechnics have already in-
dicated that they cannot afford to take
out advertisements for their summer
schools in this issue of New Zealand
Crafts, yet its readers are a perfect tar-

get audience, and it would seem that such economies may
ultimately be counter—productive.

In the end, I suspect that the critical success factor is a
personal one, in administration as well as publicity, and
that the summer schools which succeed do so because ofthe
energy, enthusiasm and charisma of their co—ordinators.
The creative energy which these people engender flows
through and vitalises the whole organisation.

Wanganui Community College currently intends to bring
the Summer School organisers together again to see if a co-
ordinated approach to nation-wide summer school pro-
gramming is possible for 1992.
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COLIN SLADE

Bobbins, spangles, lace, and
Anne Cutler’s pillow

and the birdcage lying next to it with the other, and
with a barely perceptible twist of her hands the two

incongruous-sounding objects are back, transposed, on the
cushion in front of her. In the twinkling of an eye, Anne is
reminded if she cares to be of the chequered life of Kitty
Fisher, the famous 18th century actress and courtesan.

Lucy Lockett lost her pocket, Kitty Fisher found it;
Not a penny was there in it, but a ribbon round it.

goes the nursery rhyme. According to one source1 both Lucy
and Kitty were 'ladies of easy Virtue' and it was much to
Lucy's annoyance that when she lost the protection of Mr
Pocket, he transferred his favours to Kitty Fisher. The boldly
coloured glass bead which takes Kitty‘s name, is attached to
an equally attractive and intriguing carved bone bobbin,
which itself was made for Anne Cutler by Chris Smythe of
Palmerston North in gratitude for hospitality given by
Anne and her husband during the exhibition Lace Old and
New held in Christchurch during 1984. The birdcage, an
exquisite structure of brass strung with tiny glass beads,
forms the spangle which adorns a bobbin acquired by Anne
during a visit to the International Lace Congress in England,
1986.

The bobbins and spangles lie among a large semi-circle of
150 others, each attached to its own thread of silk, all
radiating inwards to a small but crowded forest of brass pins
on the centre of the cushion. Each pin pierces part of a
pattern (or 'pricking‘) which describes a portion of the lace
handkerchief border that Anne is working on. With that
one swift movement, she has completed another in the
thousands upon thousands of tiny stitches necessary to
finish the intricate but owing design. Such eetness of
hand is obviously required to complete the work in
reasonable time, but even so it will still take hundreds of
hours. Anne admits that when lacemaking was at its height
at the turn of the 18th century, a lacemaker would have
worked much faster than the revivalists of today. "Most of
them would master just two or three patterns and then work
incredibly fast in order to survive", she says with some
admiration. The introduction of the Heathcote Net-making
Machine in 1814 put still further pressure on the livelihood
of the hard-pressed craftswomen. Making lace then was not
quite the fascinating and leisurely pastime it is for today's
enthusiast.

Perhaps therefore one reason that the tools of the 18th
and 19th century craftswoman became so beautiful was to
help brighten her endless toil. Certainly the craft of
bobbinmaking became far more of an art form in England
than anywhere else, the decoration and adornment of these
little tools expressing infinite variety. Distinct styles of
bobbin developed for the three main forms of English lace;
Bucks Point, Bedfordshire and Honiton. In particular the

Anne Cutler picks up Kitty Fisher's eye with one hand
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Devon bobbins made for Honiton lacemakers were finer
and not fitted with decorative spangles, for part of the
technique involved in this exquisitely fine and delicate
pattern of lace requires the bobbin to be passed through
loops of the gossamer-thin thread. Corser than the Honiton
but finer than the neighbouring Bedfordshire pattern, the
lace of North Buckinghamshire is beautifully open and
flowing in its style. It seems to me to offer generous scope
for expression in its design and perhaps this flowed through
to the craftswomen‘s taste in bobbins. In any case if the
kaleidoscope of bobbins on Anne Cutler's cushion is typical,
then the lacemaker of last century certainly entertained
while she toiled.

Ironically, though Anne was born in Exeter, only twenty
miles from Honiton, her interest in lace was not kindled
until many years later, long after she came to New Zealand.
She was already interested in weaving and in 1976 was
introduced to lace by Maureen Fraser, herself a highly
accomplished weaver whose considerable skills extended to
making lace. Anne became fascinated and set about gleaning
information wherever she could. "There were no books
available here then", she says but later Pamela Nottingham's
The Technique ofBobbin Lace became her bible. Anne learnt
the basics of Honiton lace by correspondence with an
English exponent, and gradually she made contact with
other scattered enthusiasts in New Zealand. One of these
was Pauline Pease, also in Christchurch, who in 1982 with
the support of Anne and Doreen fraser, formed the New
Zealand Lace Societyz. Lace Old and New at the Canterbury
Museum was the society's first major event. It was an
enormous success, attracting enthusiasts from all over New
Zealand as well as several from overseas. Like many such
firsts it was a catalyst for the growth of interest in the craft.
Anne's own interest and skill grew apace and in 1986 she
applied successfully for an Arts Council grant to attend the
International Lace Congress in Brighton, England, as New
Zealand delegate.

As the first such delegate, she was very keen to take
something of her work to suitably represent the nation and
she collaborated with the Christchurch craftsman Riki
Manuel to produce a carved Wakahuia with Lace inset into
the lid. The result stands as a unique and attractive
integration of two very different art forms, the Tape Lace
technique beautifully adapting to the owing Maori motif.
It was well received and resulted later in an invitation to
exhibit her work at New Zealand House in London. The
Congress and Anne's associated tour of English lacemakers
provided an enormous stimulus and not only for Anne. Her
aim had been to photograph as much lace as she could, and
on her return home she set to and carefully catalogued the
results. The resulting albums have been all over the country,
with or without their owner, providing fascination and



The tedious task of winding bobbins is made easy with this machine
beautifully crafted by Anne's husband Edmund

enlightenment for whoever sees them, including this viewer.
The variety of work that was exhibited in Brighton was
amazing, some of the innovative, coloured work from the
continent being especially exciting. If you thought lace was
merely white stuff that went
around collars and cuffs,
better take another look.

Since her return Anne has
continued to exhibit and
experiment. The
handkerchief border she is
working on is a pricking from
one in Luton Museum,
although Anne has
redesigned the corner so that
it doesn't have to be gathered.
This demonstrates her liking
for old work but there are
plentyof examples of her own
designs about the house. She
sells a few pieces - the
Auckland Museum bought a
rather special dress yoke — but
not for the monetary reward.
"What the market will pay
would never recompense one
for the hours," she laments.
That much at least has not
changed greatly since the last
century. What has changed is
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that lace is now a labour of love rather than of livelihood.
A long term project Anne is working on is a wedding veil
intended as a family heirloom. The silk tulle it is based on
was a remnant from that specially woven for the Princess of
Wale‘s wedding veil. _

But as Anne talks about her lace, it is the bobbins and
spangles which continually divert me. The purpose of the
bobbin is literally to keep tags on the threads in the work.
The reason for the spangle is less obvious. It seems to be two-
fold: to add weight to the bobbin and thus maintain
tension; and to inhibit the bobbin from being rolled side-
ways by the tightly twisted thread. Thus the spangle is often
made of a cluster of glass beads; one of them, the centre or
'bottom bead', being larger and more decorative than the
rest. Many of Anne‘s bobbins have been beautifully made by
her husband, Edmund. A
favourite is one made
from a piece of the
Coromandel Pohutukawa
tree that James Cook is
reputed to have picnicked
under. Its spangle is a
cluster of tiny shells
brought by Ed from
Pitcairn Island many years
ago. There is another
made from a piece of
Snowberry that the Cut-
lers brought from home
from a memorable holi-
day at the Bealey. Still
another is made from a
sliver of Olive saved from
a visit to Cyprus. Its span-
gle is a miniature ceramic
Egyptian cat, retrieved
from the tombs of the Pharaohs and bought by the Cutlers
from a local pedlar. There are many traditional forms of
spangle bead, some of which are still being made. To Kitty
Fisher's Eye can be added the Serpent's Eye, the Horned Eye
and the Evil Eye. During the 17th and 18th centuries,

Anne Cutler‘s lace pillow, with bobbins
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Venetian glass beads became a major currency in European
trade with Central and Southern Africa, and many of these
beautifully patterned trade beads also found their way onto
the pillows of lacemakers. Brass buttons also were used; an
old custom was for a newly engaged lacemaker to use a
button from her fiance‘s waistcoat to spangle a bobbin
inscribed with their names. She might also have used a
beautiful blue, cut-glass 'sweetheart‘ bead for the same
purpose. A spangle ofbuttons was said to keep away the evil
eye which was supposed to be responsible for mistakes
being made. Anne says a bobbin of yew-wood brings the
same protection and sure enough there is one on her pillow!

There is a sparkle of gold as Anne picks up another bobbin.
Its spangle is a locket given to her by her mother when she
was 5 years old. "I never wear it, so it seemed a nice way to
use it". A tradition is being carried on here , for there were
always a few pieces of sentimental value on a lacemaker's
pillow. Often the bobbins were inscribed with the names of
the lacemaker‘s children. An antique one belonging to
Anne reads, "Ann Rainbow born 25 July 1838“. Another
bears the saucy legend, “William Bailey Kiss Me Quick! ". The
practice of inscribing political or patriotic slogans was also
common last century and is still carried on. Anne brought
one or two contemporary examples back from England
among her antique finds. "Make Lace Not War" was a
popular one at the time of Britain‘s Falklands fiasco. Another
commemorates the marriage of Charles and Diana. Yet
another commemorates the election of Margaret Thatcher
as Britain's first woman Prime Minister in 1979. "Do you
think they‘ll make one to commemorate her departure?"
asks Anne.

She picks ups an intriguing gold bobbin : "This is a
keepsake from my grandfather. It was his propelling pencil".
Next is a 'bitted‘ or inlaid bobbin, a superb modern version
in Purple Heart with a paler wood inlay. Here is a 'Leopard'
of dark wood inlaid with pewter spots. Close by a ‘Tiger'
with pewter rings. Another modern one, obviously from
Australia, is decorated with an Aboriginal pattern. Here is an
antique 'Mother and Babe‘, a carved out latticed bobbin
inside which rattles an identical miniature version:
"Sometimes they can be three generations", says Anne.
There is ‘Dolly Mixture‘ a tiny glass tube full of goodies; here
a miniature painting of Catherine ofAragon "the Mother of
Lacemaking"; there a rare hinged Domino with red spots.
The variety is endless.

On every one of these bobbins hangs not only a thread,
but a story. Perhaps several stories. I cannot help being
reminded of the exhibition Mau Mahara - OurSton'es in Craft,
that will explore this theme. On Anne Cutler's lace pillow
there are 150 and more such stories. It is her own memory-
bank; it is a history of lace, of bobbin-making and of society.
And it is a visual feast.

Every craft has its share of stories and superstition attached
to its tools and processes, but surely no other presents such
a wealth of lore as that set before the lacemaker each time
she goes to work.

Notes

1. Spangles and Superstitions written and published by
Christine and David Springett, Rugby, England.

2. The New Zealand Lace Society. Secretary, Pauline
Pease, 10 Lingard Street. Christchurch 5.
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PAINTING/PRINTMAKING
Brian Carmody
Denise Copeland
Margaret Elliot
Robert Franken
Kura Rewiri Thorsen

CERAMICS
John Parker
John Teschendorrf (Australia)

WOOD
Alan Brown

FIBRE/FABRIC
Chad Alice Hagen (USA)
Maxine Lovegrove

MIXED MEDIA
Carole Shepheard

GLASS
Lindsey Handy
Tony Kuepfer

BONE CARVING
Owen Mapp

JEWELLERY DESIGN
Kobi Bosshard

BOOKBINDING
Jocelyn Cuming

BRONZE
Steve Woodward / Ross Wilson

WRITING
Lauris Edmond

MUSIC
Helen Collier: Piano
Jonathon Harper: Guitar

MIME/CLOWN
Mark Parisian

CALLIGRAPHY
Colleen O'Connor

The place to be next summer!
Brochures and enrolment forms available from:
Summer School Coordinator. Wanganui Regional
Community Polytechnic, Private Bag, Wanganui.
Phone (064) 50997: Fax (064) 52263.
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