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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
Taharakau", you might hear
said to someone of that place
kitted out for bad weather on
a fine day, "Ah. you must
descend from Taharakau."

"When they work they‘re
lovely. I probably had about
half a dozen things work last
year - but then I also had all
those lovely failures."

"You couldn't get boy dolls.
So Grandma turned Stephen
into a boy for me by making
him boy clothes. Those
clothes mean Grandma."

Ann Robinson bowl Doll Stephen 's clothes
Flax pakee (rain cape)
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MAU MAHARA
Our Stories in Craft

im Barr; “We are going to focus
on the stories craft can tell,
rather than on the story of craf ”.

Mary Barr; "...we were just going to
have to take slices. The question then
was: How were we going to decide on
what the slices would be?”
Jim and Mary Barr were the co-
ordinators for Mau Mahara. From
their concept, the three
commissioners, Justine Olsen, John
Parker and Cliff Whiting chose the
objects to make up the exhibition,
objects re ecting the past and the
present, from all parts of our culture.

In the introduction to the book MAU
MAHARA- OUR STORIES IN CRAFT
published by Random Century, John
Scott had this to say:
”This exhibition is about stories — the
stories our crafts contain and of the
people who created those stories. Look
around you. What are the objects in
our lives that you really value and
would hate to lose? The family
heirlooms, the special gifts, the vases
or stools your children made,
grandfather’s walking stick and great—
grandmother’s quilt and the photo
albums with the family history
recorded.
“Those are the images which maintain
our emotional and visual links with
the past. People have many
mechanisms for triggering
associations, remembering good times
and for protecting values they wish to
maintain. Among the strongest of
these is our craft. Craft, through its
uniqueness, its ’made by hand’
quality, its aesthetic sensibilities, its
clearly stated functional intentions
and its social or community meaning
provides us with a multi-level
reference to both historical and
current values.
”Mau Mahara — Our Stories in Craft is
a celebration of these values, of the
human condition and of our society as
portrayed and illustrated by the
crafted objects in this exhibition.

”The Crafts Council of New Zealand
this year celebrates 25 years since its
inception and as part of the 1990
commemoration, this exhibition was
conceived to pay tribute to the
energies that have shaped New
Zealand crafts.”

Hinaki (Eel catching pot) made by Cliff Whiting
in the early 19705

In the following extracts from the
book, the three commissioners tell
their stories of pieces from the
exhibition that particularly moved
them.
CLIFF WHITING
”If the indigenous culture doesn’t
have access to its natural resources it is
doomed to die because so much of it is
based on its philosophy of its
environment. That environment
means its land base, the sea, the air -
all those things. It means that to
survive here they used all these
various resources to either catch or eat
or whatever. If there wasn’t that
relationship with their environment
there was no way they could survive.
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“To control that environment so that
they could survive and be able to keep
living with it and appreciating it at the
same time, it was necessary for them
to develop certain ideas around these
things. Consequently you get this
whole development of the gods. They
really weren’t gods for that is
something that comes from a
Christian idea, a Christian
interpretation. They were more like
forces that were recognised. Some
were known to a certain degree, others
were not that well known.
”So you get, say, a person like Tane,
part of Rangi and Papatuanuka, the
sky father and the earth mother. He
would be the youngest of a family of
about seventy brothers having to live
in the confined space between their
parents. From this you get the idea of
the need for light and growth, the
need for people to acquire knowledge
and then to pass it on so that the
learning is carried through and
retained as well as being added to. In
so doing you find that Tane in his first
position is recognised as being the
power of light and growth and energy.
And as the social structures and the
Maori people themselves developed,
his role became greater and greater
until for the ordinary person it was
enough to say, well he’s the God of
the forest.
”If you go into that place, into the
forest, there are other stories like the
Rata story where things are taken
without permission, without the right
kinds of regulatory experience being
brought to mind. Then you find that
all of these things are also regulatory
in terms of how the people then
regarded their resources - and that’s
only talking of one - and their uses.
So, in terms of making, a hinaki
requires some permissions or some
entry into the world of Tane.”

NZ Crafts 1



1:...4.‘ .

Number Eight Fencing Wire Candlestick, made
around 1900
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JOHN PARKER
”Any colonial country by its very

isolation has to become an efficient
and creative recycler. The process of
laterally thinking beyond intended
use into the‘unthought-of possible has
been cliched as ”kiwi ingenuity”.
“Necessity and an intuitive hand have
given us icons like the concrete beer
bottle wall, the tyre swan and the
front fence made of planted washing
machine bowls. But the fundamental
raw material which literally has held
New Zealand together is number eight
fencing wire.
“This insignificant wire candlestick,
made just for use, has that naive
humble purity of purpose that the
enlightened try to find in the Japanese
craft culture of the Unknown
Craftsman and wrongly apply self-
consciously to their own twentieth
century work.
“Made on a high country sheep
station, by a musterer whose name has

now been long lost, this unpretentious
holder is a superb example of
appropriate design, form and
function. It is deceptively simple. It
was never intended for viewing by
those outside the musterer’s living
quarters. It is quiet and gentle, but
contains a weight of history and ideas,
defining what we and this exhibition
are all about.
”I wonder about the feelings and
emotions of those who read or wrote
papers or books or love letters by the
light its candle gave out.”
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John Parker.
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Presentation casket made for Bishop Selwyn in
1868

JUSTINE OLSEN
”The growth of a New Zealand
consciousness in craft has been an
important development for this
country. The response to the land, its
ora, fauna and materials has

facilitated this process, and our unique
blend of cultures has provided a large
design vocabulary from which the
craftsperson has been able to work.
Amongst these cultures is the Maori,
the tangata whenua.

2 Spring 1990

“Our crafts also provide us with
material evidence of our history in
this land. The stories associated with
these crafts tell us about where we are
from and our growth as individuals,
communities and as a nation.
“The presentation casket is
consciously a New Zealand work.
When Bishop Selwyn departed for
England in 1868 after twenty—six
years, a gift was made to mark this
occasion. It was this casket, made to
contain lists of signatures to an
illuminated address. Made by Anton
Seuffert and carved by Anton
Teutenberg, the inlay technique and
choice of some images re ect their
European cultural traditions. But the
representation of New Zealand ora
and Maori art is from our own land.
Those craftsmen in 1868 were
establishing new
roots, defining new

COVER STORY
BOWL MADE BY ANN ROBINSON IN
1988.
“At the moment, with things going so
badly, I’m beginning to think it is a bit
masochistic really. You can’t devote
your whole life to making broken
things. It seems too wasteful on the
world’s resources not to have a higher
success rate. When they work they’re
lovely. I probably had about half a
dozen things work last year but then I
also had all those lovely failures!”
Ann Robinson, Auckland.

boundaries from V
which to work.

“In style and
meaning the casket
is significant to us
as New Zealanders,
for it is inspired by
the Maori waka
huia, a box made to
hold precious
things. For Bishop
Selwyn this
meaning would
have been very
clear."

Sunbeam Glassworks Limited
7 O Mackelvie St. Ponsonby

Telephone (09) 762 744

Handblown glass workshop
and gallery OPEN

Monday to Friday 10am - 5pm
Saturday 10am - 4pm

Crafts Council Magazine 34 Summer 1990
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Tapestry Workshop.

Yvonne Sloan’s article regarding the
weaving in Australia of Robert Ellis’s
design for the Aotea Tapestry (N.Z.
Crafts, Summer 1989) raises once
again the possiblity of establishing a
tapestry workshop in New Zealand.
Given your country’s significant
artistic resources, the proven
technical skills and the ready
availability of quality woollen yarn,
it is not surprising that this question
is regularly considered.
Ever since 1976 when the Victorian
Government decided to provide
establishment costs and to maintain
a significant annual subsidy for the
Victorian Tapestry Workshop we
have received numerous requests for
information and advice from New
Zealand groups eager to set up their
own workshops. We have been
happy to help as best we can and
have done the same for the Scheuer
Tapestry Studios in New York (no
longer operating as a production
workshop), for colleagues in
Canada, and more recently for an
lnnuit Workshop in Alaska.
The generous help that we received
from Archie Brennan of the Dovecot
Studios in our early days was
invaluable in our establishment of a
philosophy and a direction that
proved to be extremely successful.
His warmth and encouragement set
an example of truly international
co-operation which has been a
powerful influence in contemporary
tapestry circles.
Following Archie’s advice we found
that the establishment of a new
workshop requires extensive
research, sound artistic
philosophies, technical expertise
and experience, considerable
financial support, and astute
management and business skills.
When these elements all come
together with quality materials and
efficient equipment a workshop can
be an exciting venture, especially if
there is a healthy demand for its
work.
Certainly it would have been most
rewarding it New Zealand had had
an experienced and soundly based
workshop that could have
undertaken the weaving of the
Aotea Tapestry. But workshops with
experience of monumental scale
works are as rare in the world today

4 Spring 1990

as they were in the 19505 when the
commission for Graham
Sutherland’s gigantic tapestry for
the new Coventry Cathedral was
awarded to a French workshop
rather than to Britain’s own
Dovecot Studios.
The experience that we have gained
in Victoria over five years in
planning and weaving our largest
commission for Australia’s new
Parliament House, as well as the
experience of some 120 other
tapestries woven over 15 years, gives
us confidence that our weaving of
the Aotea Tapestry will do justice
both to the New Zealand artist who
designed it and to the high profile
architectural location in which it
will hang.
We hope that New Zealand’s artists
and weavers will share our
excitement when the tapestry is
finally hanging in Auckland. For us
the project has syrnbolised a
growing cultural relationship
between our two countries that
should in time enrich all our lives.
We have appreciated the trust
placed in the workshop by Elizabeth
Currey and her committee, and by
the tapestry‘s sponsors, Fletcher
Development and Construction Ltd.
We would like to think that other
New Zealanders will find this trust
to be well founded when they see
the tapestry at first hand.
As a final point I would like to
clarify the situation regarding our
magnificent new loom which was
described by Yvonne Sloan as being
borrowed. In fact this masterpiece
of engineering skill and sensitivity
was specially constructed for us in
America. Experience had shown
that our existing and continually
modified looms were not adequate
for continuous use on large scale
projects. With the possibility of
further large commissions,
including the Aotea Tapestry, we
searched the world for someone
who both understood the unique
problems of tapestry weavers and
had the capacity to build successful
looms. By good fortune and
persistence we finally found John
Shannock, brought him to Australia
to discuss our requirements, and
then offered him the biggest
challenge of his career. The
Victorian Government provided a
generous grant, the loom was

LETTERS

constructed in America, and air
freighted to Melbourne. It has
performed magnificently.
We are grateful to John Shannock
for his sensitive understanding of
our needs, for his commitment to
what was truly a labour of love, and
for skill in building a “Rolls Royce”
loom for our use. More new ground
has been broken and tapestry has
once again shown itself to be
capable of forging warm personal
links around the world.

Karen Overton died in
Nelson on Sunday,
November 18. Crafts
Council Gallery Director
from May 1987 to January
1990, she was loved and
respected by craftspeople
throughout NZ.
At the Crafts Council AGM,
President John Scott paid
tribute to Karen's work
during the most successful
period in the gallery's
history.
Sympathies are extended to
her parents, Bill and Dorrie
Overton, children Sarah
and Joanna Patterson and
husband Adrian Faulkner.

Sue Walker,
Director,
Victorian Tapestry Workshop.

NANCY’S
EMBROIDER Y
an... SHOP

326 Tinakori Road
PO Box 245
Wellington
PH (04) 734-047

HOURS
Mon-Thur 9.30-5.30
Fri 9.30-6pm
Sat 10-4pm

Wellington's only specialist
needlecraft and patchwork shop.
Stockists of - Liberty Kitsets.
— Royal School of Needlework
- Designers Forum (William Morris)
- Ivo Canvases (Trammed and Printed)
- Ehrman (With Kaffe Fassett)
- Beech Floor and Tambour frames
- Specialist Linens (Cambric and Irish)

Craft Promotions

There have been rumblings in
recent months from some Hawke’s
Bay potters of my acquaintance
about the place of the “Great
Commercial Craft Promotion” that
happens around the provinces
annually. How, they have begun to
ask, does it fit into the scheme of
things in promoting and benefiting
potters and their craft in an overall
way?
An interesting (and probably
inevitable) element in this activity
has surfaced this year with the
appearance of a competitor for the
original organisers who have been
in operation since 1985. This new
organisation, called Craft
Promotions NZ. Ltd, held a show in
Napier in September and it was
interesting to find in our local paper
a public disclaimer from the original
prornotors of The Great Craft Show
of New Zealand. In it they
announced that they were not in
any way associated with any other
copied craft shows. They stated that
they are genuinely proud of the
high quality exhibits they have
brought to Hawke’s Bay and that
their hope was that any confusion
caused by similarity of names would
not harm their excellent reputation.
Various comments and opinions
have been passed on to me
regarding these shows. Some of the
questions asked are:
- Do they really benefit craftspeople
in our area?
- Are they sucking money out of the
district that would otherwise go to
local businesses and craftspeople?
- Are these shows becoming too
frequent and creating resistance
from the buying public? (A good
question considering the cost of just
getting through the gate.)
- Who decides on the standard of
goods on display and what
qualification do they have to do
this?
- What is the overall quality of
pottery for sale? (Opinions passed
on to me recently would suggest
that the standard is declining.)

The promoters, of course, suggest
that they provide stallholders with
high public exposure, large public
attendances, financial benefits, an
opportunity to build your
reputation as a craftsperson, direct
contact with the buying public, and
so on.
Whether one agrees or disagrees
with the thoughts expressed above,
perhaps we need to think
objectively about who we are really
benefiting by our participation in
these shows. With the competitive
aspect I have mentioned creeping
in, there must be a lot of money in
it for someone. Are these events in
danger of becoming not so much
craftshows as sideshows?

Bill Hague, Hastings

Crafts Council information.

Earlier this week the Christchurch
CCNZ group gathered to hear James
Bowman speak about the Gallery.
We enjoyed this talk and felt that it
would be helpful to many
craftspeople, who have no other
way of hearing these comments, if
he could produce an article for the
magazine. He spoke about the
policy for the Gallery, how it is
staffed and works, what sorts of
things have to be done, the physical
conditions and constraints they
impose and how difficult things can
be if craftspeople arrive without
notice or send work without prior
advice. And so on Such an article
is more difficult to write than
speaking to our group but the policy
needs to be stated and not just in
the appropriate jargon of the day!
Perhaps each staff member could
perform this exercise and we could
then see them as real people with
problems, brickbats and a few
bouquets. And i do understand that
this sort of article may not fall
within the policy of the magazine.
A request: could the deadline for
copy be included within the
column listing executive members,
staff, magazine staff etc. 1 know that
deadline dates are published
somewhere but flick through
looking for it with little success
sometimes.

Helen Halliwell
Education Coordinator
Association ofNZ. Ernbroiderers’
Guilds Inc.

Editor’s Note.
Anything which helps craftspeople
understand and relate to the body
which is there to serve them must be a
good idea. How best to do that?
Articles such as you suggest are
certainly worth investigating, if not
through the magazine then through the
newsletter. Your suggestion about
deadline dates being placed more
prominently has been taken.

CONTEMPORARY ART
8.

JEWELLERY55
Hours:GALLERY

or by appointment (04] 846-346 A/H 736—522

9—H Martin Sq. (off Toronoki St.) Wellington

Bennetts
WHERE CRAFT BOOKS ALWAYS COME FIRST

- Wool & Needlerafts
0 Woodcrafts
0 Ceramics
0 Jewellery/Metalworking
0 Special orders accepted
0 Mailorders and Credit Cards welcome

Bennetts Bookshop Wellington
P. O. Box 1799, 134-138 Featherston Street, Wellington
Phone (04) 499-1388 Fax (04) 499-2290

'é Quilt Connection Ltd 5
Specialising in Patchwork and Embroidery

xv; Patchwork fabrics

\./ Patchwork and Embroidery books
\ I Linens and DMC Threads
x.) Classes

\./ Mail Order

i

send $5 for samples

214 Knights Road Hours
Lower Hutt Moari 9am—5pm
Ph 693 427 Saturday 9.30—4pm

For New Zealand and Scandinavian

JEWELLERY
with a... difference

fir/dune
Anger/sen

FOR SILVER AND GOLD

lst Floor, Gresham Plaza
226 Lambton Quay, Wellington 712-814
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EDITORIAL

when I read the editorial in a magazine or newspaper, I’m
impressed by the authority it carries. The writers of editorials,

it seems, carry the world before them, they know what they think
and how to say it. How can I do that?
I’ve always tried to push doubt aside in writing, to start with a basic
premise, then build on it until a logical structure emerges. Listener
columnist Denis Welch was speaking on the radio recently. He said,
”How do I know what I think until I see what I say?” I feel the same.
At exhibitions people ask me what I will say in my review. I never
know. They all have such strong opinions while I have so many. But
I don’t know which ones are important until I see them written
down.
Perhaps I need to explain what I plan to do as editor of this
magazine. (How will I know until I do it?). We need thoughtful and
serious writers to sum up the issues that affect us. We need to
honour those amongst us who have achieved great things, who
have inspired us. Important events need to be discussed, opinions
need to be aired, achievements, people, nice things, information,
news, facts, pictures, concepts. As editor, I don’t want to leave
anything out. This magazine has to reach craftspeople - all
craftspeople. It also has to reach other people who like crafts, who
buy, or touch, or teach or talk about craft, those who would give it
or receive it or just look at it.
In becoming accessible to the public, there’s the danger that the
magazine’s role as a service to craftspeople will become diluted. The
previous editor, Alan Loney clearly saw a need for a critical and
scholarly journal charting the progress of serious craft debate in this

S 0 this is my first editorial as editor of NZ Crafts. Always,
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SOUTH STREET GALLERY
10 NILE STREET, NELSON

Fine pots from Nelson.

Recent work; Christine Bell—Pearson
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country. In his last editorial he threw down a challenge for craft
writers to define the place of craft in our culture. Can we do that
successfully and capture a wider public at the same time? For there
is no question but that we must. Crafts need a wider, more
appreciative, better educated public. The magazine must strive to
meet this need, for we need those readers too. NZ Crafts is not cheap
to produce and as far as I know has never made a profit. Can the
Crafts Council continue to justifythis expenditure just so craftspeople
can gaze at each others navels? I don’t think so. Sales must increase.
The debate must continue. Serious craft writers need a forum and
craftspeople must continue to discuss and question their role and
their history. At the same time, the magazine must become more
accessible, provide news and information to a wider public, interest
them in crafts as a Viable art form which will enliven and add beauty
to their lives.
Thank you Alan Loney. You have given a strength, a solidity to NZ
Crafts. I regard that as a platform on which to build for the future.
Peter Gibbs,
Editor, NZ Crafts, Nelson.

The new editor ofNZ Crafts, Peter Gibbs is a Nelson potter and writer. Introduced
to clay at Teachers College in 1970, he became a illtime potter in 1975. First
published in NZ Potter magazine in 1978, he has since written for many
magazines both in NZ and overseas. Most recent writing has been with the
Listenerand as editor of the newsletter of the NZ Society ofPotters. With his wife
[ulie Warren he operates Omalo Pottery, near Nelson.

They have four children.

FURNITURE FOR THE DISCERNING

CABINETMAKERS TO 1 HOSE WHO
APPRECIATE THE BEST IN

HIGH QUALITY
TRADITIONAL AND CONTEMPORARY

FURNITURE
\\ It

Woodu’oas FLTrRiture Gallery
1-3 RIDDIFORD STREET NEWTOWN. TEL 899077 WELLINGTON
MONDAY-FRIDAY 11AM - 6PM SATURDAY 10AM—1PM
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IN BRIEF

FLETCHER CHALLENGE CERAMICS AWARD
The Fletcher Challenge Ceramics
Award will continue. The
announcement was made at the
opening of the Auckland Studio
Potters’ annual exhibition in
October. In a statement to NZ
Crafts, Graham Dawson of Fletcher
Challenge said that the company
was committed to the exhibition
and had pledged $100,000 annually

for the next three years. Their hope
was that it would continue the
growing international trend which
was especially noticeable in 1990. At
the same time, Mr Dawson hoped
that New Zealand potters would not
feel overawed by the increasingly
high standard of work in the show
and would continue to see selection
to the exhibition as a personal goal.

NZ LEATHERWORKER VISITS AUSTRALIA

Marie Potter, national director and
editor of the Association of New
Zealand Leatherworkers visited
Australia recently with the
assistance of the Queen Elizabeth
the Second Arts Council.
“Material I hoped to gain included
up to date slides of Australian
leathercraft, videos, written matter
and general information. This
included contacting suppliers of bag
and attache case fittings unable to
be purchased in New Zealand. It is a
continual disadvantage to our
members not to have access to
sophisticated imported fittings. In
addition I wanted to take the
opportunity to study the state of
leathercraft in Melbourne and
Adelaide and make contact with the
South Australia Leather Guild.
“My first place of study was the Jam
Factory in Adelaide. I spent time
with Steve Bates - Head of Leather
Department Currently four trainees
lease space and produce mainly
bags, wallets, attache cases and
duffle bags. These are either
marketed independently by the
trainees or sold at the Jam Factory
gallery or interstate galleries.
“The trainees have the use of all
equipment, which is
comprehensive, and they are
supervised, guided and taught new
skills by Steve Bates. They are also
encouraged to learn marketing

a ‘ ‘ ,

Coat by Marie Potter winner
"Aotearoa 1990" award. Purchased
by Auckland Museum

skills. I was most impressed with
what I saw and very grateful to
Steve Bates and also Jam Factory
Director Frank McBride for their
time, knowledge and interest.
"During my stay I met with
members of the South Australian
Leather Guild. They felt that
Australian leather in general was
going through a definite quiet time.
It was very evident that the
economy was going through a
recession with financial cuts
affecting the arts and crafts
including the craft of leather. Many
leather departments at tertiary level
had closed down including T.A.F.E.
North Adelaide, T.A.F.E. Bendigo
and the Meat Market course,
Melbourne. Naturally this had a
depressing effect on leatherworkers
in general.
"The availability of imported mass
produced leatlIerware has also
caused a time of reassessment and
created a challenge to craftspeople
to create unique, saleable work.
"My study in Melbourne was done
at the Crafts Council of Melbourne
and the Meat Market. I was
surprised to learn that the Meat
Market had recently gone into
bankruptcy. However with
refinancing and restructuring
(including reducing staff), it is
carrying on. More major exhibitions
are to be held to encourage
patriotism. Commented new
General Manager Amanda Lawson,
“We want to secure a sound base for
ourselves without relying on
tourism". (1 was naturally very
disappointed to learn the leather
training department had just closed
due to the financial difficulties.)
“Time spent with leatherworkers
leasing space in the Meat Market
was very productive but once again
the effects of the economy were
obvious. It was reassuring to see
that, as at the jam Factory, good
work was being recognised by the
public."
More information about Marie Potter’s
visit, a list ofslide sets acquired, and
information about the Association of
NZ Leathenvorkers is available ‘om
44 Cli ord Rd, Takapuna, Auckland 9.

NEW ZEALAND CRAFTS IN
THE U.K.
A major breakthrough in the U.K.
market has been achieved by Art
N.Z., set up by ex-Aucklanders
Steven and Lynette Murray and
based in Northamptonshire.
Established in March of this year
they have recently entered into a
three year contract with a leading
contemporary London Gallery who
will display a minimum of 50 pieces
from the Art N.Z. collection at any
one time. The Opus 1 gallery is
situated off Regent Street in the
heart of London’s West End.
The aim of Art N.Z. is to raise the
profile of New Zealand’s artists and
craftspeople in Britain. This has
been achieved to date through
exhibitions, one in the Midlands
and two in Scotland, and by placing
individual artists’ work in suitable
gallery outlets.
The collection held in Opus 1
represents work from approximately
40 artists working in many different
media. Sales to date have been
encouraging, with 40 pieces selling
in the first 6 weeks to the end of
September. Particularly popular
have been the tea sets of Bob Steiner
and Sharon Maude, working
collectively under the name Eido,
and the raku work of Penny Evans
and Margaret Sumich.

A spectacular window display below
the New Zealand ag contained the
work of Bie Baker, Brian Gartside,
Mirek Smisek, Darryl Robertson,
Christine Bell—Pearson, Tom Elliot,
Wailin Elliot, and Gill Gane and Jon
Benge of Neudorf.
Another feature of the agreement is
that the gallery will actively
promote the collection throughout
the South of England, leaving Steve
and Lynette free to concentrate on
the rest of the country. Planning
has already begun for a major New
Zealand exhibition entitled ”From
Under the Long White Cloud” in
April ’91 and sponsorship is
currently being sought.
Planning is also under way to attend
the "Art ’91" exhibition at The
Design Centre in Islington planned
for the end ofjanuary 1991 and for
the first time New Zealand works
will be included, as part of the Opus
1 display. This is a major trade and
public event with attendance over
100,000 last year.
Lynette and Steve are delighted with
the results to date. It seems obvious
that the British market is ready to
consider New Zealand works as a
marketable entity.
Anyone interested in learning more
about Art N.Z. should write to 2nd
Floor, 1 Cristi/inn Terrace,
Northampton, NN1 ILD, England.

Darryl Robertson: Work in London
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USA TEXTILE ARTIST IN NZ
By Helen Halliwell
B.J. Adams is an American textile
artist. She will be teaching at the
Waikato Polytech 1991 Summer
School. In addition she will give
workshops during January and
February in Christchurch, Dunedin,
Wellington, Palmerston North and
Auckland.
Commenting on embroidery as a
medium for expression in art and
craft today she says “trained in art
and design, I consider 'embroidery’
another medium to use the same
way I use paint on canvas ~ but
better; threads, fabrics, flexible

materials give a texture that paint
cannot give, a warm/cool, soft/hard,
casual/refined, bright/subdued,
sheer/opaque and many more
contrasts. Thread can do it all and
more - art produced using
embroidery as the medium lives a
fuller life for the viewer.”
She says her workshops "are for
participants to develop their own
new ideas, their own style, not
mine. These workshops are 'idea
gathering' times to be expanded
upon later. They are for all artists,
stitchers, quilters, weavers, wearable
art artists etc."

The visit ofBJ. Harris is organised by
the Association 0fN.Z. Embroidercr’s
Guilds with the support of the (21511

Detail from Illegible Scroll, B] Adams

NEW ZEALAND CRAFT IN NEW
YORK
By Margaret Maloney
Opening in New York during
October was an exhibition of work
by New Zealand artists/craftspeople
Christine Bell Pearson, Kobi
Bosshard, Margaret Maloney and
Peter McKay. The artists were
chosen by the R.J. Fryer Gallery,
Soho, from a file of photographs
collated earlier this year during the
New Zealand visit of M. Moir, an
agent in New York.
Christine Bell Pearson, ceramist and
Margaret Maloney, painter, have
been exhibiting regularly together,
both here and overseas for the past
four years.
October is the beginning of the
exhibition season in New York and
they were advised that it was a good
time to exhibit. Judging by the
response so far, the work has been
well received.
Initially Christine and Margaret
declined the invitation due to
gallery costs and the exchange rates,
which would have made the
exhibition very expensive.
Problems with a grant application

to QEII also caused delays, so the
application was withdrawn and the
project abandoned. In the
meantime, the gallery terms
changed and these were accepted.
Because of the loss of time during
the application procedure the
already tight schedule became
almost impossible. However,
having made the decision
everything else was put on hold so
that the next six to eight weeks
could be spent working for the
exhibition.
Christine/s work in the exhibition
consists of 40 boxed pieces In
stoneware, porcelain and
earthenware. Christine has been
experimenting and developing
various types of packaging and
boxing for her works for the past
two years.
Initially this invitation appeared
impractical in terms of
transportation. However, it became
an opportunity to explore and
develop the idea of small boxed
pieces. Each box had a dual
purpose, being specifically made to
echo the feeling of the work it
contained and also protecting the

work in transit.
Earlier this year Christine received a
request from the Castelli Museum
and Art Institute in Italy for three
pieces to be included in their
museum collection of international
ceramics. This continues the
increasing international recognition
of her work.
Margaret presented 12 acrylic
paintings including large canvases
and smaller, more intimate works.
Some canvases were folded and
stitched taking them into a third
dimension. The paintings were a
continuation of the Pacific Journeys
Series with reference to her own
journeys and I’acifc migration.
Some works were assemblages of
smaller paintings stitched in
sequence on a long horizontal
format. For these, fine linen canvas
was used, echoing the intimate
nature of the work. All canvas
works were unframed, this enabling
easier packing and transportation.
Some of this series was recently
exhibited in London and Scotland.
Where there are opportunities to
exhibit overseas, it would be helpful
if those invited artists received all

the encouragement and support
that such an undertaking requires.
It does benefit New Zealand and
this is what we are being
encouraged to do, present good
work at an international level.

UpperzMargaret Maloney
"Navigation Shield“ Acrylic and
Canvas
Lower: Christine Bell—Pearson
Multi—fired porcelain

BODY ADORNMENT SERIES
The Dowse Art Museum in Lower
Hutt is currently showing
exhibitions in the ”Body
Adornment Series”. Series curator
Neil Anderson says: “...'I‘he series
features the work of early-career,
mid-career and mature New Zealand
artists working in a variety of media.
Its primary intent is to educate on
the development of contemporary
New Zealand adornment for the
19905. The work on display will
range from that which is strongly
visual and ornamental through to
the heavily conceptual.
Accordingly, exhibitions will feature
both work to adorn the body and
work that discusses the role
adornment plays in society. The
Series exhibitions will be located in
the Dowse mezzanine galleries and
will run on seven to eight week
cycles. In total, twenty—nine artists
are involved in either single person
or group shows.”
The series aims to aid the
understanding of body adornment
through discussion of its widest
functional qualities, for example,
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decoration of the body
protection of the body
marking social identity and
status
creation of portable wealth
and investment
-mediation with the spiritual
-stimulation of sexual and
sensual desire

-transmission of political
views

The series began in June with “Iron
in the Soul” - Tania Patterson
jewellery and “Bitter and Twisted” -
Ron 'I‘e Kawa clothing and
continues until March 1992.
Further exhibitions include:
Lauren Lethal - Genuine Synthetics
— Deconstructing the myths of
clothing, December l-January 27.
Womyn and the Church — Andrea
Daly jewellery, December 1-January
27.
Kim Brice and Barbara Blewman -
Contemporary jewellery, January
l9~March 24.
Sally Campbell - Contemporary

clothing, February 2-March 24.
Share of Sky - Warwick Freeman
jewellery, February 2-March 24.
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Tania Patterson, Brooch, 1989, Possum Bones, Silver
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TV ARTS PROGRAMME
10AM has the potential to destroy
Sunday morning. Thank goodness
for the VCR. This programme is
producing a wonderful mix of
features and crafts are doing as well
as anyone. Many of the craft
related stories are channelled to
10AM by Crafts Council Resource
Director Pamela Braddell.
Frontperson Kathryn Asare manages
to avoid the problems with
presentation style which have
troubled many previous presenters
of NZ arts programmes. It would be
difficult to be too serious with
funnyman Peter Hawes’ tongue—in-
cheek script, so loaded with pathetic
puns that the viewer can only wait
weakly for the next. In her
introduction to the jewellery
symposium held earlier this year at
Larnach’s Castle in Dunedin, Asare
said; "Otto the odd, the rolled gold
goldsmith. At an exhibition in
communist Europe he put his own
image on the medal of Lenin and
called it art. Others may call It mad.
In a poor country he put a gold
brick on the shoulder of a tuxedoed
gent and called it jewellery. He is
his own work of art, his statements
outrage and question. He is Otto
Kunzli of Germany and if you want
a cluster of NZ jewellers to question
the very basis of jewellery, who
better to throw into their midst.”
The challenges set by Otto Kunzli
were three-fold.

Paul Annear cavorting with his third eye at Larnach's Castle

—To produce a gift or gifts for
someone attending the symposium.
-Make a symbolic diary of events.
—Consider in some form the concept
of a third eye, the eye of the soul.
Many of our leading jewellers were
at the symposium. The experience
was summed up by Paul Annear,
who said; “If you’re making
jewellery, or doing anything, you’ve
got to be constantly examining
what you’re doing. But in a
situation like this we have Otto,
who is par excellence a re-examiner
of the obvious almost, of looking at
everything again, asking questions
and coming up with remarkable
answers...lt’s a marvellous
experience.”
In another programme, 10AM
covered the opening of the touring
exhibition ”Art in the Subantarctic”
at the Southland Museum and Art
Gallery in September.
Eight artists were dropped on the
Auckland Islands, 320km south of
Stewart Island. They spent a month
there, then recorded their
experiences for this exhibition.
Among them was Kaipara potter
Chester Nealie. As a result of the
experience Nealie says he now feels
free from the label of ”potter”. For
the works in this exhibition he also
worked in wood and bone. He says,
“I can now create what my feelings
dictate, work through emotions.”
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WAIKATO ARTISTS-IN-
RESIDENCE
By Sonia Veelenturf
Lynne Curran is a tapestry weaver of
international repute whose work
has been commissioned and
exhibited by such distinguished
organisations as the Victoria and
Albert Museum, Sotheby’s, the
British Craft Centre and the
International Biennale of Applied
Art. She is currently artist-in—
residence at Waikato Polytech. Her
visit is supported by the QEII Arts
Council and the British Council.
An extension of one month was

made possible by the Waewae Tapu
Distinguished Visitors Scheme so
that she could give lectures and
workshops in Wellington,
Christchurch, Auckland and
Hamilton.
Also from the UK is designer-artist
David Swift. He works in a variety
of media, drawing inspiration from
a year at mime school in Paris, the
ideas stored in his sketchbook and a
passion for Italian art. His three
dimensional wooden pieces have
been commissioned by noted
galleries and art centres.

IOHN PARKER SURVEY
Back in the days when stoneware
was king and potters mixed their
own glazes, preferably from
personally quarried raw materials,
John Parker was the odd man out.
He identified with the work of Lucie
Rie and looked to European studio
ceramics for his inspiration.
“My work really changed at the
Royal College of Art, London. I
began turning feet on everything,
refined my technique and
discovered commercial stains,
industrial techniques, started
working with porcelain, using an
electric wheel and firing with
electricity. I’d always been
interested in starkness and the
purity of form and control and in
black and white but I was struggling
to achieve these in an oil fired kiln
which was perfect for the Brown
and Green school. Firing with
electricity at college now gave me
the control that I’d been battling
against in the cone 10 reduction
syndrome. Now I could eliminate

john Parker survey- works from 1980

random flash effects. I even started
to spray glazes.”
John designed the Auckland Studio
Potters exhibition in 1972. Since
then he has designed the Fletcher
Brownbuilt/Fletcher Challenge
exhibitions many times. Since 1984
he has worked regularly as set and
costume designer for many
productions at Theatre Corporate
and the Mercury Theatre. Since
1981 he has been film critic for
Metro magazine and he was one of
the three commissioners for Mau
Mahara.
His Survey Exhibition at the
Waitakere Arts and Cultural Centre
took place during October—
November.
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NELSON 1990 FIBRE EVENT
By Naomi O’Connor
It’s a scene as old as fireplaces.
A dozen or so women clustered
around the hearth in the middle of
winter » their hands busy, as the talk
and ideas y between them.
Yet this is 1990, and the fire is a pot
belly stove in the middle of
Margaret Maloney’s Nelson studio.
Wool, seaweed and feathers seem to
be creeping together to join up with
silk pieces and basket weaving. A
1990 Fibre Event is taking shape.
When Margaret Maloney decided to
pick up the idea promoted by the
Southern Regional Arts Council, she
threw out a general invitation. The
resulting group was a mixture of
younger and older women, some
fibre professionals and some
dabblers. A few had worked with
Margaret in workshops before.
They were Maori, immigrant
Europeans and Pakeha.
They first met in the studio just
outside Richmond in late March.
Over the next three months in four
frenetic weekends they managed to
design by committee, and then
produce, a mixed media fibre work -
”The Three Baskets of Knowledge”.
The theme was based on Maori
legend suggested by Mere Wallace
during the first weekend. Baskets
became the basis of the piece, using
the expertise of Willa Rogers and
Mere. The theme was one of
offering, a display of the joys of
fibre craft and Nelson’s natural
environment.

It was necessary the first weekend to
establish parameters - the
underlying philosophy, a design
brief, expertise and skills of
participants, materials and
techniques - a complete
understanding of the whole project
and of each other. "H
Mere and Betty McCallum shared
Maoritanga, fibre techniques and a
karakia giving a spiritual dimension
to the practical work.
Unfortunately, due to other
commitments, they were not able to
attend later sessions.
Time was spent discussing and
sharing ideas. Each of the 11
participants gave a resume of their
creative interests and an insight into
their personalities. Notes were
taken. Tangible evidence of
individual ideas of content and
overall concept were sketched and
collectively discussed. Decisions
were made and Willa and Mere
started work on the baskets.
From there everything took off.
Strict vigilance by Margaret and lots
of work by her, thinking and
preparing in between weekend
bursts, kept all the enthusiasm from
running amok.
It’s a large work - a two metre,
multilayered wall hanging, which
focuses on three baskets containing
offerings - fibres and shells which lie
beneath it. The back panel, which
ows forward underneath the

baskets, is heavy canvas, acrylic
painted and ax bordered. The
middle panel is floating dyed silk,

the work of Kristin Hollis. The
front; canvas, cloak shaped and ax
bordered, is a mosaic of
interpretations of the Nelson ethos.
Everyone in the group has at least
one individual creation on the piece
and many of the components are
combined efforts. The co-operation
required for tasks like painting the
large canvas backdrop on the studio
oor amidst the general chaos of

artistic production was demanding
and hilarious.
Margaret saw the event as a great
chance to commemorate 1990
within Nelson’s strong tradition of
craft. Despite exhaustion, all the
eventers professed deep satisfaction
with the end result.
The piece was pleasing and most of
all the friendships, the chortles, the
talk about anything and everything
and the chance to be with people
outside everybody’s usual daily run
were a delight.
The group were Thelma Addison,
Jenny Cooper, Kristin Hollis, Betty
McCallum, Barbara Morrison,
Naomi O’Connor, Aroha Pasley,
Willa Rogers, Wanda Tait, and Mere
Wallace. Also included in the
offerings was a ceramic container
donated by Christine Bell Pearson.
The event was funded principally by
Southern Regional Arts Council and
Nelson Provincial Arts Council, also
by the participants.

POTTERS FEATURE 0N
CORPORATE CALENDAR
NZ Steel/s 1990 corporate calendar
featured Maori cloaks from the
Auckland Museum exhibition “Te
Aho Tapu - The Sacred Thread”,
photographed by Brian Brake. The
1991 calendar once again features
NZ crafts, this time it’s pottery.
Six potters feature in the body of
the large format (400mm x 600mm)
calendar, with another four in the
introductory page which provides
an overview of New Zealand pottery
from the 19305.
The ten potters whose work
features are; Barry Brickell, Brian
Gartside, Jean Hastedt, Royce
McGlashen, Chester Nealie, Charles
Newton Broad, James Robb, Rick
Rudd, Robyn Stewart and Carrol
Swan.

10 Spring 1990

Barry Brickell; Thinso" Jug— November's pin—up
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Quilt details

National
Library
Bookshop

Books
Print
Antique engravings
Old maps
Specialists in the
Tur‘rtbull Library
reproduction prints
The Foyer
National Library Building
Molesworth St
Wellington
New Zealand
Telephone: (04) 743-124
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The Bishop’s New Clothes

Bishop Penny Jamieson at her ordination

B ishop Jamieson; first woman in
the world to become an Anglican
Bishop. She was ordained here in

Dunedin, New Zealand, June this year.
Quite an event; the ordination was
both a traditional ceremony, and a
celebration of tremendous change. An
occasion that merged the traditional
with the very new, and also an
occasion that involved crafts.
Numerous craftspeople were
commissioned to make the ceremonial
clothing and jewellery presented to
the new Bishop. But were these
commissioned craft items part of the
old, or part of the new?
The involvement of craftspeople is not
actually unusual or new, nor is the
commissioning of gifts. The
presentation of special gifts is normal
at a Bishop’s ordination, and more
generally, crafts have had a long
association with the churches. The
anonymous works of past craftspeople
- the ornate gold, stained glass,
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sumptuous vestments and elaborate
embroideries are a conspicuous aspect
of church history. What was unusual
was the considerable publicity
surrounding this particular ordination,
publicity that included coverage of
these craft items. Briefly the names
and works of the craftspeople involved
were visible in newspapers and on
television screens. This media
attention presented the
commissioning of craftspeople as
something newsworthy (which it is)
and something new (which it isn’t;
the making is traditional, the level of
publicity for the makers is unusual).
However, while making ceremonial
items for a Bishop’s ordination is not
new, obviously making these items for
a woman Bishop is. The cope, mitre
and morse, ring, cross and crozier,
made by Otago craftspeople, all have
historical meanings and form that
required re-interpretation to
acknowledge Bishop Jamieson’s
unique position. The cope (or cape)
was based on a theme particularly
relevant to women, and to the first
woman Bishop: the annunciation, the
moments when the angel appears to
Mary, announcing that she has been
chosen by God, and Mary’s
acceptance of that calling. Bishop
Jamieson specified that theme, and
asked embroiderer Elizabeth Auton to
design the cope around this idea of
offer and response.
Auton describes the resulting cope as
dancing all around blue, the colour of
Mary, Vibrant and gutsy, re ecting the
courage needed by the Bishop to break
through hundreds of years of protocol
and tradition.
The cope is also pieced silk -
patchwork was chosen as a traditional
women’s craft to represent the
historical presence of women in the
church. Similarly Jill Gibens sought to
acknowledge the significance of the
occasion in her design of the crozier.
Tall and elegant the crozier (or crook)

Crozier, Sycamore with solid silver ferrules and
end cap, by Jill Gibens

terminates with a simple open spiral -
Gibens thought of this as ”an
unfurling fern, growing a strong new
direction for women within the
church system”. The carved amythest
in the ring made by Tony Williams
also links up with these ideas.
Amythest is anciently associated with
women, with transition, with change.

Again, while craft's involvement in the
church is traditional, for some of the
craftspeople involved a Church
commission was something new to
them. Dunedin jeweller Blair Smith
was asked to design and make the
morse (the clasp that fastens the
cope). This was the first time he had
worked an item for the church. To
design the morse Smith examined the
historical meaning and the use of the
morse. The final design re ects not
only this research but also his own
interest in the idea of symbols, and in
working with garments. The owing
pattern of the morse is formed by two
interlocking fish shapes.
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involved in the gifts were from
Dunedin, this was fortuitous rather
than co—ordinated as the gifts were
commissioned separately by various
groups. Jill Gibens for example was
approached because her work had
been seen and appreciated in the

Otago where Dr Rachel Lang and
Cheryl Wilson were responsible for
designing the pattern and making up
the garment. In turn, Dr Lang
contacted Blair Smith and
commissioned him to create the
morse. The patchwork of silks was

The cross and ring have a much
shorter tale behind them - although
commissioned separately by the
Dioceses of Wellington and Dunedin
they were organised by one person,
and were both made by Tony
Williams.

Morse, stirling silver and mother-of—pearl, by
Blair Smith

Made from mother of pearl, the morse
combines both historical Christian
and contemporary Pacific imagery, as
well as relating back to the swirling
lines of the cope.
It was also the first church
commission for Gibens, and she also
researched her design thoroughly,
viewing existing croziers, contacting
church people for information and
scouring religious books for
photographs. Tony Williams had
made one other Bishop’s ring, and for
him this commission fitted into his
normal practice of working to client
specifications. For Elizabeth Auton,
however, the cope design is part of a
personal tradition of ecclesiastical
designing.
Although all of the craftspeople
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Wellington Crafts Council gallery.
The commissioning, designing and
the making of the cope was a complex
process, beginning in Wellington but
ending up in Dunedin and involving
large numbers of people. The initial
concept for the cope originated from a
brief conversation between Bishop
Jamieson, and Elizabeth Auton, then
living in Wellington. Fund raising for
the cope was then initiated by a
Wellington woman, Mrs Robinson,
and the cope was formally presented
from the women of New Zealand.
Before ordination however, Auton
shifted to Queenstown, bringing the
cope project with her to Otago. So it
was a group of Dunedin embroiderers
who pieced together the silk
patchwork: Gay Eaton, Jan Wilson,
Jenny Bain, Maureen Trevor, Fay
Brook and Kath Cain, co-ordinated by
Robin Aitken. The completed outer
patchwork layer was handed over to
the Department of Consumer and
Applied Sciences at the University of

repeated in the mitre (peaked hat)
made by by one of the embroidery
team, Jenny Bain, an experienced
milliner.

Seal ring, 18ct Otago gold and carved
amethyst, by Tony Williams
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4,. National Art Gallery

National Museum of New Zealand

The Museum Shop has work by Clem
I‘ Mellish, John Edgar, Brian Flintoff, Hepi

Maxwell, Paul Annear, Brian Adams,
,1; John Collins, Te Moanaroa and Alan and

. Heather Hobbs, to name a few. Books on
V, ‘ netsuke, African Art and folk art.
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Cross and chain, oxidised silver, chain pieces
linked with 18ct gold pieces, by Tony Williams

And now, three months after the
ordination, after the commissions, the
designings and making, the
presentation and publicity, are the
articles actually used, comfortable,
practical? Bishop Jamieson affirms
that yes, the gifts are used, and are
comfortable to wear and work in. The
cope and morse in particular travel
with her all the time and are worn at
each service she participates in. The
crozier too is designed with travelling
in mind - it is made in three sections
that screw together with solid silver
ferrules and a silver end cap.
However, Bishop Jamieson tells that
when she met with Maniototo farmers
these details of function did not
impress them - the spiraled crozier, in
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ishop Jamieson in the cope during "trying on" ceremony

their opinion, was no good. They
duly presented the Bishop with a new
crook - one with a vicious hook;
much better for catching sheep with.
It seems that the ancient traditional
associations between crafts and the
churches are definitely alive - and
laughing.
Robin Gardner-Gee is a second year craft
design student at Otago Polytechnic. She
plans to carry on her studies in Art
History. This is her rst published article.

Premier
Crafts

316—31 8 Jackson Street, Petone, Phone é84—98l MANAGER: WENDY BACHLEI?

SELECTION OF

0 HANDWOVEN JACKETS

0 HANDWOVEN RUGS

0 HANDWOVEN TAPESTRIES

WOOL SUPPLIES FOR

0 SPINNING
0 WEAVING

0 KNITTING

AGENT FOR
0 THORP LOOMS

0 ASHFORD SPINNING WHEELS

0 PEACOCK SPINNING WHEELS
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WENDY LAURENSON

CALLIICRAPHY
alligraphy is coming ofage. After

C belonging to a bygone era, the dust
is being brushed off ”beautiful

handwriting”, and it is nding a place in
the 19905.

7“” mL {I‘m ud emw ‘ '., , ~. - umammmm.1 - WI: . 7L.Lun.m“~amvw.»mI lihalyynophmylgdhu-éwl a-A-we. ..uu,.-...,,..-Mi~nr.
.mugmnqw

inn-1M

51,: «1l r, .(l

/ xi Junktn 4."AU . .‘

.lmlr‘ 'rrmt yruwrlmrd mm irfMA'nJrandsmtlal/r‘r W" , _ ,
MW? idmnm‘vlb ln! 'm'rr mhldnurmurl

wmhmllvmxwm glam).

A calligraphy/bookbir1ding exhibition held
at Compendium Gallery in Auckland
earlier this year, con rmed the interest
from both participants and the public. It
brought the work ofseven calligraphers
and seven bookbinders out in the open
and introduced the public to something
many didn’t know existed.

Calligraphy- Dave Wood

PETER GILDERDALE

Sometimes he uses a deodorant roller.
Sometimes he uses a cork. But usually
he uses a broad edge pen. Peter
Gilderdale likes to experiment with
different materials to bring letters to
life.
”I like to work with whatever
instrument is there and get the best
possible out of it. Before I used to
worry about getting the perfect
instrument, then I heard a woman
make a honky tonk piano sound like a
Steinway. The ideal is to find a way for
the material to link in with you. The
result is that the letter form is never
the same. Each ’pen’ writes in a
slightly different way."
And he lets accidents happen. Where
a runaway blob of gouache would
have previously meant a discarded
page, he now uses any momentary
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Calligraphy is a personal art form, so its
emphasis is di ‘erent for each
calligrapher. We spoke with three people
who love letters and placing them on
pages.
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The calligrapher‘s tools, Deidre Van Vossen’s office

mishaps as part of the energy of that
work, and links it into the lettering.
Peter’s work is distinctive in that he
often uses the alphabet instead of
texts. ”I don’t see the letter form as
something fixed. It remakes itself
every time it’s written down. That’s
why I do alphabets at the moment.”
But he doesn’t discard traditional
letter forms or try to invent new ones.
”I like to push letter forms rather than
predict where they are going to go. I
learn a letter base but then I let it
develop. We have a link to traditional
text work but we are twentieth
century people.”
Previously Peter has done commercial
calligraphy where he felt a need for an
exact correspondence between the
text and the letterform to get the
intent of the person who wrote the
words. ”But now I like to do my own
writing. There are not the same

qualms with my own words or the
alphabet. I do the work to find out
what I’m going to do next. One thing
leads to another."
Peter now teaches design history and
calligraphy at ATI and is aware of an
area of confusion as to where or in fact
whether calligraphy fits into the art
world. “There is a tendency to try and
lift the profile of calligraphy and call it
abstract art. I don’t like it. I think it’s
demeaning to the craft. I like people
to see it in terms of art plus as based
on traditional lettering. If it’s entirely
traditional I think it loses something
that our contemporary world has to
offer. And if it’s entirely new without
any base of tradition, it tends to fall
flat on its face.”
Peter didn’t mean to do calligraphy.
His father was an artist and he
intended to be an art historian. But on
the way he specialised in Egyptian. ”I
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found their art and lettering
beautifully simple and elegant.” He
later lived in Denmark where he
worked in calligraphy for four years.
In that time he wrote the first book on
calligraphy in Danish. The Danish
alphabet has three more letters than
ours, so he designed those. He is
entirely self taught by using his
father’s gear.
Now with a family, he says it’s
impossible to survive on calligraphy
doing what he wants to do so he
teaches, does some freelance
commercial calligraphy and tries to
find time to do something of his own
work everyday. “I know I could do
what would sell, but I believe in
honesty of expression and for me I
couldn’t do it with integrity. Others
can. This way I do what I want and if
it sells, great. In the future I would like
to work more closely with calligraphy
as a book art. Books have certain
challenges that you don't get
anywhere else. They provide a
sequential form where it’s possible to
subtly change a letter form through
the book.”
Peter has noticed an increased interest
in calligraphy in the last ten years a lot
of which he says is directly due to
Dave Wood who was the first person
to publicise calligraphy and to do a lot
of teaching. ”It’s also a reaction
against computers in a time of
reassertion of the individual. I teach
computer people calligraphy at night
class as a reaction to their work world.
Calligraphy is a mobile personal
means of expression.”
He sees calligraphy starting to become
part of our society. "The written word
is around us all the time. We still have
a way to go before developing a
distinctive New Zealand calligraphic
style, and I’d be wary of trying to do it
consciously but I think it will come
provided people are working out of
themselves."
And he warns of any short cuts to
being competent at calligraphy.
”Design students want to be able to do
this stuff straight off. I’ve been
working at it 14 years. You don’t get
the freedom to work freely without
investing the time. Having done the
time, to get the energy into my work I
now don’t pre-plan too much. I let it
happen.”

DEIRDRE VAN DER
VOSSEN
“Calligraphy marries what the eye
sees, what goes on in the mind, and
what the hand does." That’s the
fascination of calligraphy for Deirdre
van der Vossen, one of New Zealand’s
few full time calligraphers.
To survive she does anything from
wedding invitations and
commissioned works, to teaching and
exhibition pieces. She does embossing,
guilding, watercolour on vellum,
goauche on parchment. She uses pens,
quills, ends of chopsticks. ”By keeping
in daily tool contact, they become like
your own hand.”
But her ultimate aim is to put in some
study each day on her craft. “There is
such a richness in historical and
contemporary work that I want to
learn. One step just follows another
rather than my having a set goal, but
it’s like a natural progression. One
thing opens after another. I’d like to
learn more brush work which could
then lead to working with fabric, and
I’d like to do some lettering in stone
and glass.”
Deirdre finds it hard to identify what
typifies her work. "It is a combination
of my use of colour, the fluidity of
writing, the simplicity, and the overall
layout and presentation. What I do
changes. I keep growing.”
Recently she was working on creating
a handbound copy of "The Garden
Party” by Katherine Mansfield with
bookbinder Michael O’Brien. Deirdre
hand lettered the entire script for the
short story in a subtle progression of
rainbow colours on paper made from
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banana leaf, as well as doing small
illustrations throughout the story. The
finished book will be exhibited in St.
Paul’s Cathedral in London in a
combined calligraphy/bookbinding
exhibition in August 1991. She has
also been working on a commissioned
handbound book for the Aotea
Centre. These larger commissioned
works are fitted in around more
mundane orders for cards and memos.
Deirdre trained in calligraphy in
London at the Digby Stuart College
inspired first by going to classes by
Dave Wood. “He suggested I follow it
up more, and I am very grateful for his
input. There’s a tendency to come out
of Digby Stuart College a bit moulded,
but having had the in uence of Dave,
I managed to retain some freedom of
style.”
And she is watching what’s happening
to calligraphy around the world. She
has since returned to England where
she saw other calligraphy and went to
workshops and has also spent time in
Australia. “There are three main areas
in the world where calligraphy is alive
and well. The U.S.A. is vibrant and
exciting. England tends to concentrate
on traditional calligraphy. And Europe
is drawing on tradition but using it in
a new way. Australia too is now on the
map with a fellow of the Society of
Scribes and Illuminators (an
international organisation based in
England)."
The amount of available calligraphic
work amazes Deirdre. She began from
obscurity working at home, moved to
Ponsonby, and now has trouble
keeping up with requests for her
services that come into her office in
Newmarket. ”People have woken up
out of a sleepy phase of accepting
machines. They now want to see some
evidence of the human hand behind
the work.”
Deirdre was pleased to be involved in
the exhibition at Compendium
Gallery because it motivated her to do
more decorative works, and because it
raised public awareness. There was an
exhibition in 1989 of 3 calligraphers
(Deirdre, Dave Wood, and Theresa
O’Leary) at the French Art Shop in
Ponsonby, and Dave used to have one
man shows at “Gallery Pacific”, but
this was the first to draw calligraphers
from all over New Zealand and so
meant greater exposure for more
people.
”The public are interested because it is
not a singular thing. There is the text
selection as well as the way they are
portrayed. There is quite a trick in the
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