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Stories

in

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 line day. "Ah, you must
descend from Taharakau."

Flax pakee (rain cape)

Wellington
Organised by AucklandThe Crafts

Council of ,
New Zealand Chl‘lStChlll‘Ch

Dunedin

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

Ann Robinson bowl

Touring Nationally:

National Art Gallery's Shed 11

Auckland Institute & Museum 23 February 1991 - 7 April 1991

Robert McDougall Art Gallery

Otago Museum

@
Presented by The Ford Motor Company of New Zealand Limited

17 November 1990 - 27 January 1991

4 May 1991 - 231une 1991

20 July 1991 - 1 September 1991

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

Doll Stephen's clothes

e}:
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OWAL PENECT

; by lilotorua's Shari Cole on page I5.

IF'IROM THE EDITOR
CP
REDWOOD LIBRARY

Our cover teatures Toi Maihi, mother,
artist, teacher and administrator. I lirst
rnetToi twenty years ago, when I lived in
Auckland.‘ We haven't met since then. l
became a potter and went to Nelson, Toi
became an in uential artist and is now a
member ol the Arts Council's cralt panel.

In January, my wile Julie Warren and
I 'eltNeIson tor a week to be part at the
Wanganui Summer School ol the Arts at
‘i’v'anganui RegionaI'Community Poly-
hacl'i Julie enrolled in the Graphic De-
sign and Layout course and sat glued to
a computer screen. I had the privilege to
be an observer at the Pacilic Fibre
iiiyn‘rposium,

lot My 'ii at the Pacific Fibre Symposium.
1::a : ory, page A.

And that's where I met up with Toi
tv‘raihi once more. The symposium lea-
Iuresas ourcover story in this issue (page
ll). Associated with the symposium was
the brilliant exhibition Te Moemoea No
Iotelia (The Dream of Joseph), reviewed

Emornes by Kobi Bosshard.
Spry :>:Jge 20.

While I was atWanganui I met Kobi
Bosshard, who was teaching jewellery at
summer school. He has a powerlul rep-
utation as a teacher and designer. Gra-
ham Price proliles Kobi on page 20.
Graham says, "I had much joy in writing
this". The photos by Jane Dawber iIIus-
trate the development ol Kobi's work.

Controversial Christchurch sculpture.
Story page 8.

Bing Dawe and Noel Gregg created a
controversial sculpture tor the Christch-
urch Square. When it was nearly lin-
ished, there was doubt that itwould ever
be erected in the Square. Itwas, butthen
the criticism started. Colin Slade discuss-
es the project on page 8.
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In our other major story (page 28),
Adrienne Rewi discusses the book as art,
based on an interview with American
artist Lilian Bell. As well, we have the
usual briels on people, events, commis-
sions and news about cratt Irom all
around the country.

For our next issue, Helen Schamroth
has carried out an extensive surveyol the
state olglass in New Zealand. Whatare
the design in uences? How are glass
artists surviving in these tough times?
Heather Nicholson gives us a historical
look at knitting and Christine Thacker
profiles Waiheke Island woodworker
Kazu Nakagawa.

Polytech student worlr Feature and review next issue.
(Photo, Sandy Cannon)

Cralt/Design courses have had time
to Find their Ieet. In issue 36 we'll look at
how they're doing and we'll review the
exhibiti‘on ol I990 graduates work at
the Cralts Council Gallery.

A major architectural commission in Wellington.
Story page 24.

John Drawbridge has Featured be-
fore in the pages ol NZ Cral'ts. In this
issue (page 24), LesIeigh Salinger looks
at a major commission John under-
took, designing windows and panels
tor the Sisters ol Compassion Chapel
in Wellington.

Book art by Lilian Bell. Story page 28.

NZ Cralts is changing. We have a new
layout lormat, designed by Lexicon Design
Communications in Wellington. Production
of the magazine has shifted to Nelson.
Layout to Lexicon's basic design is done on
the Crafts Council's old Mac Plus compu-
ter, now installed in what used to be partol
our pottery showroom. Printing has been
done by Anchor Press in Nelson. Let us
know howyou Iikethe changes. NZCralts
welcomes news and photographs about
any significant cralt event. It you have a
good story, drop us a line.

On behalf of the editorial team and the
staFl at the Crafts Council office and gal-
lery, 22 The Terrace in Wellington, [hope
you enjoy this issue.

Peter Gibbs, Editor.
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PACIFIC FIBRE SYMPOSIUM
BY PETER GIBBS

H" n a scattered group of old buildings on the
\ campus of the Wanganui Regional Community
7 Polytech, the various threads of the Pacific
' Fibre Symposium were assembled early in

January. As the course unfolded over twelve days, the
threads intertwined, relationships formed, ideas crossed
over and merged. Strangely, the more the participants
gained and learned from each other, the more their
work spaces took on the individual characters of the
people working in them.

The spirit of the Pacific Islands filled the classroom
where Luseane Koloi and Pani Hemaloto worked. Tapa
cloth covered the walls and all day the beating of the
mulberry plant, source of Luseaneis tapa, filled the
building with its hypnotic rhythm. Pani worked on her
large tivaevae until it came time to spread it on the floor
to lay out and pin the various parts in place. She then
moved to a new room, which became a haven of quiet,
where visitors were always welcome to sit and talk.

The room shared by Rose Griffin and Jim Vivieaere
was also a haven, but a highly ordered one. Although
the casual visit was not unwelcomed, there was a sense
that here there was an intellectual flow, a search for
meaning on which to base the work which was the pur—
pose of the symposium. Quiet and serious too was the
old house used by Ruth Castle, Erenora Puketapu—Iletct
and Jacqueline Fraser.

Laughter was the sound most heard in the small
room shared by Toi Maihi, Eddie Maxwell and Tina
Wirihana, but their intentions were no less serious than
the others.

Outside, Mark Lander caught the passing foot traf c
as he prepared for his installation by making huge
pieces of paper from ax. Always ready to talk and to
share, many of the participants became caught up in his
process, wading in the pond, making paper for their own
projects.

Adjacent to the machinery of the paper making
plant, Anne Pluck, Malcolm Harrison and Judy Wilson
worked more independently, each intent on their own
projects, yet staying attuned to the work and ideas
unfolding all around them.

As stated in the funding application to the QEII Arts
Council, the aim the symposium was to “...involve par—
ticipants in an exchange of ideas and skills and to enable
them to develop and explore new directions in their
work." While the participants may have been seen from
the outside as a “who’s who” of New Zealand fibre art—
ists, this was not necessarily the ease. Many prominent
names were left out in an effort to give a balance to the
group. “The group includes Maori, Paci c Island and
Pakeha artists; key national figures working with fibre
and lesser known artists who have been commended by
their community; artists who are working cross—cultur-
ally and exploring ideas with the media.”

The symposium was hardly an isolated event. Its tim—
ing coincided with the Wanganui Summer School of the

Arts. Many of the participants were also involved in Te
Moemoea N0 Iotefa (The Dream of Joseph), an exhibi—
tion at the Sarjeant Gallery of Paci c Islands Art (see
review by Shari Cole — page 15). As well, an exhibition of
the work of those at the symposium will take place later
in the year to show the development of ideas since then.

The pre—symposium aims of the participants varied.
Best known as a quilt maker, Aucklander Malcolm Ilar—
rison aimed to make a statement about the definition of
fibre by working in wood, the most densely fibrous
material of all (by coincidence the I990 symposium at
Wanganui was based on wood).

Judy Wilson sees herself as a sculptor who just hap—
pens to have worked in wool for the past few years. She
brought just her tools from her rural Canterbury home
“...I thought it was the perfect opportunity to work in
different materials and with more depth into the culture
of New Zealand. I spent my first two (lays at the beach
and the bush, gathering up materials with no real idea of
what to do with them...l imagined I’d go on doing similar
things to what I was doing at home, but with the
different materials. It didn’t quite happen like that,
there was such a Maori and Polynesian atmosphere here
that that tended to in uence my work.

Toi Maihi expressed her aims in her final summa—
tion. “I just love rhythms, and birds write these patterns
in the sky, they sing visual songs and to me they symbol—
ise freedom...l have hungcred to get near to Mark
(Lander) ever since I first saw his paper. I always want—
ed to fly things, kites. I made some based on the old
Maori shapes but with pakcha materials, but I hated it
and I wanted to do the thing totally with harakeke
(flax)...0ver there is my very, very rst sheet of paper."

Mark Lan(lei"s paper eventually formed an installa~
tion filling a complete room. “is inspiration was to come
from the Wanganui environment of river and hills. rath—
er than from the other participants. “The first day we
came, the first thing I wanted to do was to get into my
van and disappear up the river to see what was happen-
ing. I drove to the top of the Gentle Annie. I was amazed
at the landscape, it was so steep. When I took some clay
from the bank I understood that the river has had an
easy job carving the land, the hills are very vertical and
the valleys are very sharp. I’m used to Canterbury
where the hills are quite rounded and rolling, but here
they”re very triangular. My first response was to use tri—
angles. When we went up on the river boat I expected to
see bush on the sides, but I saw none, just willows, so I
thought the land must have succumbed to settlement and
the hills must have been burnt, the bush cleared. So
I’ve put willow litter on the floor to symbolise that. For
the first time, I’ve actually cut into my paper and I’ve
painted it black with paint made from ground charcoal.”

Erenora Puketapu—Hetet intended from the start to
explore new directions. She has made a huge contribu—
tion to the Maori people and their art, but now feels that
the time has come to begin to express herself in whatever
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way is appropriate. She, chose to work with Ruth Castle.
“I want my grandchildren to grow up in a country where
they’re. not having to think. “well that's Maori art and
that’s Pakeha art." I want them to grow up in a country
where they’re looking at New Zealand art. a blend of the
two. lti’s going to develop if people take a little bit from
each other's culture. not just Maori to non—Maori but
both ways.M

Dealing with stumbling blocks in their work. learning
from the others how to get around them. was common to
many of the artists. Rose (iriffin of Nelson found that
even before the symposium she was forced to deal with
differciil problems. When commissioning her work for
'l‘e Moemoea No lotefa. the curator liangihiroa l’anoho
had suggested to her that she work outside of her normal
black and white. exploring colours which might give it
more of a l’acific coute\t. During the symposium. Jim
Vivieaere suggested furllicr ways to e\tend and expand
her work. She found these suggestions positive in steer—
ing her into areas which broadened the scope of her
work.

During the symposium. each participant was re—
quired to give a presentation to the group. as well as to
the general public. In the group “show and tells". the
eolistant themes were firstly a resolution of the art/craft
discussion and secondly a desire to work towards the

'l‘lie art/craft problem seemed to stem both from a
lack ofcoiifideiicc (“I’m just a craftsperson. I should
stick to what I know and leave the real innovation to the
“artists".") and. in the case of the more traditional craft—
speople. from the same feelings that stopped them using
other cultural material ("...tlicre is a traditional way to
do things. for me to alter that would be arrogant or a
breach ofctiquette...").

For those participants already established as artists.
these problems did not seem to exist to the same extent.
'l‘licy considered themselves as artists. took what they
needed from whatever source seemed most appropriate.
and got on with the work.

.\ud so it went. each one oftlic participants taking
and giv ing according to what the} needed or what the}
had to offer. >\s with last year's \Vanganui wood S}lllllt)i
siuni and the earlier ceramics symposium in Dunedin.
the benefits to those attending and to the wider craft
community may be slow to emerge. 'l‘he first indications
will come later this year. with the show of participants-
work at the Sarjeant. Most are imolvcd in passing on
their knowledge in l’olyteclis. on marae and in other foi=
iiial or informal teaching situations. so the benefits and
knowledge will spread.

type of New Zealand identity expressed by
l‘irenora l’ukctapu—lletel. K

For those working in more traditional .
areas. the restraints Were much greater. Both
l.useane Koloi and l’aiii llemaloto were ada—
mant that they worked as craftspeople. .\rt
and creativity did not enter into it; they were
working with ideas and techniques which were l
part of their culture, change was not an op— l
tion. Although l’ani came to Wanganui from
the Cook Islands in I‘M-8. when she was six—
teen, she still used the 'l‘iare Uravaru flower
(The 'l ight o’clock' flower. which blooms at
dusk) as a constant motif. I asked her ifshe
had considered using New Zealand flowers or
Maori motifs and designs instead and she re,—
pljed. “I’d like to. but I don’t really feel I have
a right to.”

The constraint about cross—cultural
borrowing was widely acknowledged by the,
participants. although all agreed that such
barriers needed to be broken down for a New
Zealand identity to be established. The hesi—
tancy about actually doing it seemed to stem
from a fear of making cultural errors7 of inad—
vertantly stepping on toes by using techniques
or influences in a way which upset those who
may be seen to have prior claim. in spite of
such misgivings, the symposium provided
just the supportive environment in which such

FOR ALL YOUR HANDCRAFT SUPPLIES

Fabric catalogue available from our complete mail
order service

93 Collingwood Ave
Nelson
Phone (054) 87288

\

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

Patchwork Fabrics:- Concord 0 Liberty 0
VIP 0 linny Beyer plus all accessories.

(Nelson) Ltd

exchanges could take place.
K Fax (054) 68056 )

EDITORIAL
BY JOHN SCOTT

t a time when the world is involved in an hor— was seen as diminishing the very essence of craft; the fine
rendous indulgence of technological violence. and highly refined skills of “craftsmanship”.

' “R. , .)-4',,v;) ~‘_ n . . . ,
commenting on the 51‘1““ ‘ "1h ““1“ "1 l hat same debate is alive and well in New Aealand.
congriioiis and almost "Tm/“NHL Recent reviews in this magazine have for example her—

.\t the world Crafts Council Conference in Sydney a alded the accumulated sublinit; skills of Japanese. human

couple of years ago. countries such as Iran and Iraq treasures in contrasting and questioning the relevance of
. . . . . ,. . . . ‘

were used as examples of where, technological develop» “expressive ceramics . Other reViewers have at times

nieiits were crippling the craft economy and how crafts dismissed finely crafted objects as lacking innovation.

ceased to be significant in themselves once alternatives i'clegating such craft to obscurity while encouraging the
were readily available. art content regardless of “craftsmanship" or technique.

ironically these perceptions reinforce the roles craft Such emphatic statements of position I would suggest
plays in our own culture. Without entering into the de— are trying to impose a perception that a correct and def—
bate which substantiates craft and art as being one and initive posture is possible. Craftsmanship and technique
the same. our Society is in danger of diminishing the sig must be preserved and must be demonstrated for it to be.
nificancc of craft by erroneously accepting this very real craft. ()r conversely content design. intention and
premise. innovation are more important than how it is made.

(”in as .m example of humanity’s control over “.7 Once you assume one of these positions the alternative is
A 3 i ‘ i ( I l y n ' . . . v . . . .

sources and through encouraging and reinforcing the dccidely unattractive pai ticiilai ly il thei e is little indic—

sensitive use of human skills. provides opportunities to ““0" ”l (”OIIIPI‘OHIISL.

li\ e a life style which rewards individuality. l‘inergy in preserving one extreme or the other of this
Recently, a rift occurred in Great Britain with Crafts debate is derisive and detrimental to one‘of the greatest

Council and Arts Council having to deal with those who attributes of craft — its capacity to recognise and embrace

felt the. Crafts Council had lost direction. Craft, it was
argued, was about making and about preserving and
valuing skills and workmanship. The tendency towards
\ aluing only craft which was “arty”, or which was at. the

all aspects of human creativity; craftsmanship. dexteiu
ity. design, concept and artistic expression.

Let’s hope our new craft panel avoids the traps of de—
fining craft indirectly by regarding and recognising only
art crafts as good craltsl“cutting edge" of newness and was innovative in design

0 o odistinctive
handmade urniture
l have been producing handmade, solid timber furniture in the Wellington region for many years now and
have gained a reputation for the high quality of design, timber selection and craftsmanship that goes into
each piece.

I will design and manufacture to my customers' particular requirements
using a wide variety of native or exotic timbers and also have an excellent
display of dining room, lounge and bedroom furniture in my Paraparaumu
showroom.

If you have been looking for quality furniture or would like something
specially made for you then write or call in and ask for me, Kerry Wales,
I‘ll be pleased to talk to you. M

W
FUR ITURE

2 RUAPEHU STREET, PARAPARAUMU.
PHONE (058) 70 471. FAX (058) 83 530.

OPEN SATURDAYS: 10 am-5pm. WEEKDAYS: 9am-5pm

\



REINTRODUCING THE FABULOUS RACES
BY COLIN SLADE

t's obscene!" cried one critic. "It's a unique world. These amazing creatures included men—beasts
and important contribution to contemporary (Cynocephalus). humans with their feet pointing back—33%. i m ;
art," came the response. ”Grotesque!" insist— wards (Antipod). humans with just one oversize leg andI- 131’ W
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Cynoceplmlus. .
Photo, Colin Slade. "
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ed others. "Imaginative and lively. A classy

piece of work!" said another. The debate raged through

the Christchurch City Council chambers. the newspa—
pers and the radio talk—back shows. They were all talk—
ing about "The Reintroduction ()f The Fabulous Races",

a sculpture for children by Christchurch artists Bing
Dane and Noel Gregg.

The work had been commissioned by the Christch—
urch City Council for Cathedral Square, the central city
plaza which is slowly and haphazardly being reclaimed
as an open space of importance to the city; one worth
visiting for reasons other than to worship or to catch a
bus. The council had originally called for submissions
from artists for a "children's play sculpture" to go in the
play area in one corner ofthe Square. Knowing that
such structures tended to be rather shapelcss plastic
masses which certainly get played on but hardly ever
looked at and thought about. Bing l)awe had other
ideas. He wanted to make something out of metal. and
ban ing worked with Noel Cregg before. first approached
Noel to gauge his interest. Then he set to work on his
concept and produced a series of drawings depicting
what he presented to the council's Inner City Working
Group as a "sculpture for children". a small lull signifi—
cant change of emphas to the brief. The working group
tool to the idea and gave Bing the commission.

The concept had developed from a strong beliefof
Bing's that today's society. in its obsession with analysis
and scientific explanation, has lost the. ability to believe
in magic or myth. Yet We are born with unlimited imagi~
nation. Bing cites the unquestioning beliefof young chil—
dren in the ability of Father Christmas to get down even
the smallest wood—burner chimney. They might be
momentarily puzzled by the logistics but'quickly return
to the preferable myth. which for them is actuality.
(Louis Johnson wrote a lovely poem on this subject,
called "Vision".)

As another example, Bing describes his own long
held wonder at the ability of the Fiji Fire—\Valkers to
conjure up amazing power over their bodies to endure
their ordeal. \Vhen he learned there. was a scienti c ex—
planation he felt cheated. "Of course there is the human
need to discover," he says, "but there is also the wish to
remain mystified."

It is these positive and negative tugs on the human
spirit which currently engage Bing Dawe's attention.
The opposing fields of spiritual and material, of fear and
attraction, and of the transition from child state to adult
state and back again — by finding passageways through
the sculpture — are the in uences that Bing wanted to
bring into play in the work. He delved into history for
his subject matter, becoming fascinated by the mythical
"fabulous races" that for centuries up to and even
beyond the Renaissance were believed by Europeans to
inhabit the Cast — the country beyond the edge of the

foot (Sciapod) and many other deformed, hideous but
enthralling beings. It is accepted that the believed exist—
ence of these. fabulous races was a strong motive for
early explorers to travel beyond known frontiers.

Bing's drawings described seven gates or barriers,
each reflecting or echoing one of the figures, and
arranged in a seven—sided enclosure. The gures adopt
attitudes appropriate to each barrier's theme. The Anti—
pod, whose flowing hair entwines her barrier, pulls aside
her steely strands to let children through. The Woman
with Large Cars stoops and lifts her fence so that chils
dren can get under. The Mail with Face, in ”is Chest
kneels to allow adventurous types to clamber over his
shoulder. The formidable. barrier of Cynocephalus is
exactly that. His message is out. The Sciapod sits on
his fence while the Woman with Six Arms allows children
to wrigglc around hers. Lastly, the Barrier with 'l‘rees,
Sun and Moon suggests an attractive. yet forbidden gar—
den within, reiterating the positive/negative message.
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The design was drawn around Bing's familiarity with
Noel Cregg's abilities and techniques. So when they
were given approval to produce a trial panel, there was
little further consultation necessary and in May 198‘)
work began on the Barrier with Antipod. After the piec—
es were cut out, it took twelve days and nights of almost
continual work to assemble it. "We did that first one in a
hurry," says Noel, "but I think it is the best of the lot." It
got the thumbs up too from the test panel of children and
others that the Inner City Working Group assembled,
and the much greater task then became a reality.

It required the purchase ofexpensive machinery as
well as materials. Noel hadn't worked with steel plate to
such a great extent before. and a plasma cutter was high
on the list. So too was a continuous feed wire welder.

Cartoon;
Barrier with Seiapod.
Photo, Colin Slade.



Annabel climbing
over Man with
Face in Chest.

Photo, Colin
Slade.

Far right:
Barrier with

Antipod.
Photo. Colin

Slade.

,.. i ' necessary to avoid holes
. i in the work at each weld.

A massive steel table was
' "—1 , - i required to lay out and

i i work on the 2 metre
,‘ ‘ 1 square panels. [I became

clear that the cost of the
> work would far exceed

1 ': _ the $410,000 budget.

Over the next year the
- pair worked steadily on
‘ the project. They trails—

lated in turn each of
..4 Bing's cartoons into chalk

outlines on the steel table
and Noel would begin the

,7 . long and demanding proc—
ess ofcutting. forging.

”‘ bending and welding the
many corrrponents into

place. The large figures were first cut out by an indus—
trial profile cutter. Noel would then cut or add material
to "get them right". At night Bing would arrive at the
huge and spend long hours grinding off all the rough
edges. He found it an enjoyable task after his day spent
supervising the Christchurch I’olyteeh Craft Design
(lourse. These times also provided for any alterations to
be decided on. There was always a close collaboration
between the two artists. Such a huge project can jeop—
ardise friendships but Noel described the process as
completely harmonious. "And we're still friends!" he
says with a grin.1tut if all was harmony in the Lowe
Street forge. the hammers ofdiscord rang in the (iouncil

(lhamber. In October 1989 a new ecomany—conscious
council had been elected and all sub—committees includr
ing the Inner (lity working Group. had been disbanded.
The seulpture's future appeared to be in jeopardy. ”We
didn't stop though." says Noel resolutely. "Once we start
something. we finish it!"

"in any case," adds Bing, "I had a buyer for it had
the council defaulted. But they had already paid over a
significant amount in progress payments. so they were
committed really."

llaving earlier taken part in an international collab—
oration on an imposing set of iron gates for the American
Ornamental Metal Museum in Memphis, (see NZ. Crafts
29), Noel was keen to initiate a little overseas involve—
ment in this equally prominent Christchurch sculpture.
The Christchurch rm of Stewart Steel agreed to spon—
sor the director of the museum at Memphis to come out
and assist on the last panel. Jim Wallace is a blacksmith
in his own right and a Fine Arts graduate from the ap—
propriately named University of Carbondale, the train—
ing ground of many internationally famous artists in
metal. He was highly enthusiastic and his participation
drew further public interest to the project.

By July 1990. construction was completed and the
panels were removed to Bing's studio for the surface
painting in surrealistic golds. greens and reds. With the
sculpture ready for installation. the council argument
began again. this time over where to put it. for the origi—
nal site was not now available. (lleefully the newspapers
reported the councillors' opinions of the work. and their
sometimes linked preferences for sites. one councillor
going so far as to suggest the sewage treatment plant as a
suitable place. This was too much for Noel (iregg. who
from the front page of the. following day's "l’ress" admon—
ished the councillors to "get down on their knees" before
the work. "They should see it before criticising it." he
said. "and preferably from a child's height." .>\nd so
they. and their children. did. (iarole l‘ivans of the sew—
age plant suggestion. was forced by her seven year old
grand—daughter to retract. "She climbed in and out and
said she loved it." the embarrassed (lr. l‘ivans admitted.

l‘lventually the sculpture was installed in the Square
, on the opposite corner to the children's area , and the
public was then admitted to the debate. This enlivening
debate continued through the newspaper correspond—
ence columns and the radio talk—back shows for weeks.
and though controversy was certainly not its purpose,

Dawe thinks the sculpture has already justified itself
with the contemplation and discussion it has provoked.
Noel Gregg expects the work to go on justifying itself for
a long time yet. "My job was to interpret the drawings
and turn them into metal according to my style,” he says7
"always remembering that my work is within a discipline.
I cannot work in the loose fashion that some artists do
today, just adding pieces of steel to pieces of steel with—
out any idea of workmanship. This piece will be judged
by future generations and by my international peers. It
had to look right and it‘s got to last."

Bing Dawe believes that a rich public presence of
such art signi es to tourists and citizens alike, a city's
maturity and con dence in itself. Those who share his
belief will be grateful that the craftsmanship that both
artists have put into its design and making will ensure
that "The Reintroduction Of The Fabulous Races" will
endure as a unique and important contribution to the
city's heritage.

LETTERS

ACADEMY REVIEW

I am writing regarding the observations
made by your reviewer, Jenny Pattrick, ofThe
New Zealand Academy of Fine Arts 1990
Craft Exhibition, Mahi-a-Ringa, and her
comments about the state of the Academy
generally.

Firstly, I agree with some other comments
regarding the standard ofthe craftexhibition.
Although there were some fine works on
show, a number of exhibits were below the

Academy's usual standard and these de-
tracted from the exhibition.

However, Jenny Pattrick’s review of the
exhibition was in reality a questioning of the
Academy’sdirection and indeed, its relevance
in the national art/craft scene. As some of
her remarks and the quoted press release
could be misconstrued, it is vital that any
misinformation and false rumours concern-
ing the Academy’s present situation and its
future are challenged.

It is important that every organisation
takes stock of its situation and its objectives
from time to time. This is a natural and
healthy process of any institution that wants
to continue to be successful and relevant.
Recently the Academy reassessed its service
to its members, to artists and craftspeople, to
sponsors, and the public and has chosen to
follow a path that I am confident will shortly
lead to improved exhibitions and related
activities.

Communication between theAcademyand
these various groups is essential and I am of
the opinion that it was largely a lack of
communication that was responsible for the
absence of some of New Zealand’s leading
artist/craftspeople and consequent lower
standard of the 1990 Craft Exhibition.

1n the early to mid-19805 some of the
Academy’s exhibitions achieved their zenith.
Under the fine directorship of Guy Ngan the
Academy presented well-funded innovative
exhibitions (along with the more traditional)
often giving some art forms their firstand only
Opportunityfor national exposure. However,
in this period more galleries and exhibitions
sprang up to meet the considerable demands
of artists and craftspeople. Often venues and
events had to ”compete" for work by exhib-
itors who were ”in demand”.

The Academy is a non profit making pri-
vate institution whose objective is to achieve
highan‘istic standardsatAcademyexhibitions
Grid throughout New Zealand. It does so
Without the benefit of the considerable
financial government assistance to which
Some arts bodies have access.

Jenny Pat‘trick states that as there are now
manydealer galleries, the need for a national
exhibiting institution like the Academy is
diminished. Yetitis no secretthatmany ofthe
private galleries throughout the country have
been hit severely by the economic downturn
and have approached the QEII Arts Council
for assistance to enable them to literally
survive.

Mostwould agree this is a lamentable state
of affairs and indeed nor has the Academy
escaped the present recession. Nonetheless,
exhibition sales have been reasonable
because, as Jenny Pattrick mentions, many
1’art lovers, art buyers and well-heeled busi-
ness people” are attracted to, and buy at,
Academy exhibitions.

The Academy offers all exhibitors, includ-

ing merging artists, the opportunity to exhibit
their work in one of the finest exhibition
spaces in the country as well as considerable
publicexposure fortheseworks. TheAcademy
makes no demands on exhibitors preventing
them exhibiting elsewhere and it charges a
commission less than most galleries. These
circumstances and a favourable opportunity
to sell work makes the Academy a very
attractive venue in which to exhibit for artists
and craftspeople. Many of these become
prominent and successful and fortunately
retain a loyalty and gratitude to the Academy
by continuing to exhibit there.

1990 saw the departure of some of the
Academy's sponsors and so, in a responsible
manner, the Academy provided more mod-
estopenings and catalogues. It is natural that
sponsors will from time to time decide to put
their funding elsewhere. However, the

‘iAcademy is delighted to have maintained
most of its long-term sponsors and there are

some very positive indications of new spon-
sorship in 1991/92,

As a footnote Jenny Pattrick quotes a press
release that stated the Academy could ”...no
longer supportthe costotprofessional staff..."
and "... will continue on a voluntary basis”.
(Editor's note; the quote from the Academy's
press release was added bythe editor shortly
before publication ofissue 34.} It should be
clearly understood that the term ”profession-
al” refers to the financial remuneration of
certain positions and not necessarily to the
knowledge, experience or ability that may be
associated with such a term. In the same
light, ”volunteer” refers to the unpaid activi-
ties ofthe Academy Council, a body ofar‘tist/
craftspeople and individuals with considera-
ble business and organisational acumen who
are fully confident of running the Academy in
a highly competent manner.

The Council has formulated the 1991 ex-
hibition programme which should prove to
be exciting, stimulating and profitable for
artists, craftspeople, members, sponsors and
the public.

The Academy will continue to be an or-
ganisation deserving of recognition and
support for providing a service that is unique
in New Zealand.

Kingsley Baird,
Artist Member and Council Member,
The New Zealand Academy of Fine Arts.

PLAGIARISM

With reference to Sue Curnow’s article llA
Landmark for Quilting”, Spring 1990, page
29, it is no wonder Libby Shalward and Judy
Hewin’s quilt made as a commission for the
Enzed Sewing Co. Ltd was displayed in a
relatively obscure place. The book Manda/a
by Katie Pasquini, Sudz Publishing, Eureka,
California, 1983, contains a colour plate
No.1 b, Nova, that is virtually identical with
their commission.

If 1, living in isolation, can find this plagia—
rism, why has the matter of copying work not
been addressed?

Helen Bissland, Stewart Island.

jewellery 'workshop/gallery

1
Blair Smith 1
goldsmith/jeweller

Anthony M. Williams
goldsmith/jeweller

319 George Street. Dunedin
PO. Box 5779, Ph:(03)477—3783



IN BRIEF

BONE STONE & SHELL
- ON THE ROAD

The Cratts Council exhibition Bone, Stone
and Shell is still on the road. The November
8 opening at its one month season in Singa-
pore created quite a stir. The opening at the
Singapore National Art gallery was attend-
ed by about 200 guests, twice the average
attendance tor an exhibition at this size.The
ceremony teatured a dance opening chore-
ographed by Jamie Bull and performed by
New Zealand dancer Liz McManus and Five
dancers trom the People's Association Dance
Company.

The show has since moved toJapan, where
the January opening in Kyoto was attended
by jewellers Warwick Freeman and John
Edgar. Alter Kyoto the exhibition will open in
Nagoya, and on approximately April 4 the
New Zealand Embassy in Tokyo will host the
exhibition with a dance opening, again
choreographed by Jamie BuII. Jeweller and
QEII Arts Council head Jenny Pattrick will
attend this opening.

Elena Gee
Photo Julia Brooke-White

NZ CERAMICS FOR EXPO 92
Hard on the heels ot the aborted show at

New Zealand ceramics at Faenza, Italy,
comes the announcement at a $532,000
collaboration between the Arts Council, New
Zealand Expo Ltd and the National Art Gal-
Iery and Museum to take an exhibition to
Seville, Spain tor Expo 92. ”Unquestionably
the most important exhibition of New Zea-
Iand ceramics ever,” according to Arts Council
chair Jenny Pattrick.

Curator tor the show will be National Art
Gallery & Museum Exhibition Development
Consultant James Mack. At Seville, the show

Q will form an integral part of the pavilion's

Steve Fullmer, on the road to Spain.
Photo, Lynne Griffith.

overall structure. Afterwards, the works will
come home to torm part ot the permanent
collection at the still unbuilt Museum of New
Zealand/Te Papa Tongarewa.

The selected artists are: Barry Brickell,
Christine Boswiik, Len Castle, Steve Fullmer,
Brian Gartside, Christine HeIIyar, Chester
Nealie, Richard Parker, Darryl Robertson,
Robyn Stewart, Julia Van Helden, Ann
Verdcourt, and glass artist Ann Robinson.

Expo 92 expects over 40 million visitors
and a television audience at hundreds of
millions around the world. ”We can expect
more people to be introduced to New Zea»
land ceramics in the six months at Expo than
have seen it in the past halt century," Jenny
Pattrick says.

The New Zealand pavilion will occupy a
site near the main entrance at the 215 heo
tare site, right next to the American and
British pavilions, The designer will be Logan
Brewer, who planned the Brisbane Expo 88
Pavilion and the XIVth Commonwealth Games
opening and closing ceremonies.

HONOUR FOR DOREEN
BLUMHARDT

Victoria University has conterred an
honorary Doctor of Literature degree on
Wellington potter and educator Doreen
Blumhardt tor her work as a potter and her
promotion 0t New Zealand cratt.

Doreen Blumhardt's tirst iob in art educa-
tion was at Central School in Nelson in 1940.
Itwas iust the toIIowing year that she became
relieving artand cratt lecturer atChristchurch
Teachers College. Her talentand enthusiasm
was noticed by the Director at Education Dr
C.E.Beeby, who asked her to go to Welling-
ton to develop art and craft activities suitable
tor introduction into primary schools.

During the Iorties she travelled extensively,

training specialists in arts and cral‘ts, who
passed their skills on to teachers. Because at
her work, she was asked to represent New
Zealand at the 1949/50 UNESCO conter-
ence on Art and Cratteducation. In 1951 she
was appointed head ot the Art Department at
Wellington Teachers Training College, a
position which she held until 1972.

During the 19505, her interest in pottery
was able to develop Further and she began
exhibiting in 1955. She was involved in the
creation oI the magazine ”NZ Potter” in
1958 and remained a member otits editorial
committee tor twelve years. In 1975 she was
invited by AH. and AW. Reed to write c.
book on New Zealand potters, illustrated by
Brian Brake. Published in 1976, the booI.
was entitled "NZ Potters, their Works anc
Words". In 1982, she was co-winner with
Brian Brake ot the Wattie Book of the Year
Award tor ”CraIt New Zealand” .

Photo Graig Royle

She has been active as an executive mem*

ber of the NZ Society at Potters (President
1969), CraIts Council 0t New Zealand and
Academy ot Fine Arts (Vice President tram
1976 until 1989) and is a lite member ot all
those bodies, as well as of the Wellington
Potters Association.

MINIATURE ART

Two Auckland artists were represented at

the Fitth Annual International Exhibition of

Miniature Art held in Toronto last year. The
exhibition was open to all visual artists in a
variety ot categories. Marie Potter had two
pieces accepted. Pictured below is her ”Min-
iature Basket”, 90mm in height, made tram
copper wire, waxed thread, leather and
copper sheeting.

Anita Berman, also exhibited two pieces,
miniature handwoven tatestries, each 5cm x

7cm, called ”View tram the Studio Window,
I & II". Berman will also Feature in a book
published by Lark Books, North Carolina
USA entitled Fiberarts Design Book IV. Two
of her three pictured works deal with the
theme 0t driitnet Fishing (most ot her current

work is on environmental themes). Applica-
tions For inclusion in the book, due tor release
in October 1991, came tram 4000 artists
worldwide, with 525 being accepted. The
book will be available through Books Un-
limited, Broadway, Newmarket, Auckland.

RIght:"Miniatl/re Basket”,
Below: Anita Berman, View by Marie Potter
from the Studio WindowI

WEARABLE ART RETURNS
TO NELSON

From a marquee in the pouring rain,
where the small audience had to hit their teet
to stop the water trom Flowing into their
shoes, to a gala spectacular in a packed

stadium seating 2500. It’s taken tour short
years tor Nelson’s Chez EeIco Wearable Art
Awards. Now it gets prime TV and media
coverage . The organisers at I’Memphis in
May”, thatcity’s annual arts Festival, are keen
to have the show travel there next year.
Planning and organising the show is almost
a Full time job for local sculptor and event
administrator Sue Naor.

Last year's winner; Bacon
Bitties, by Lynda Duncan.
Photo: Hamish Stewart.



The origins at the show go back a Few
years to when a group at crattspeople From
around the WakeFieId area, south ot Nelson,
decided they needed a crattcooperative in a
nice venue. Forestry company Baigents
owned a derelict cob cottage on the main
road and agreed to give them the use ot the
building and to assist with materials to
restore it.

The William Higgins Gallery, named aFter
an early settler in the area, needed publicity,
so Naor decided to go out and seek spon-
sorship For award exhibitions. The Baigents
sculpture award was the First, but a casual
discussion with Eelco Boswiik, owner at
Nelson’s Chez Eelco coFFee house sparked
OFF the idea ot a wearable art show.

Waketield kindergarten teacher Christine
Hatton soon entered the picture as choreog—
rapher For the First show. A primitive theme
was decided on and dance routines evolved
which allowed each entry to be modelled as
part at a live dance show.

The Formula was an instant success. The
themes, the stage sets, the venue, have

grown every year, In I990, Nelson's Tra-
FaIgar Centre seated an audience at 2500,
each with a pre-packed meal 0F local deIica-
cies and wine.

In I99) , prize money has grown to
$13,600. The show opens For two nights on
September 6, Entries are due by July )3.
Forms can be obtained From 2) O St Vincent
St, Nelson.

HANDCRAFT IS MY LIFE

By SeniIoIi Sovea

My interest in handicrait goes way back to
my childhood days when my dear mother in
her quiet sure way could and would make
almost anything beautiFuI out at voivoi -
pandanus leaves and coconut palm leaves. I
vividly remember when she used to make a
carrying basket (ketekete out at coconut
leaves) For me as | ioined my brothers on their
visits to the plantation. She would tell me to
carry backvegetablesand FruitFortheevening
meals. She would also make Fishing baskets
- noke, also made From coconut leaves to take

For those shell Fishing trips or prawn Fishing.
The beautiFuI and intricately woven sleeping
mats I took to the boarding school were
admired by teachers and parents alike. I
dedicated my appreciation to her For this
early exposure to craFts. Mine is contempo-
rary while hers is traditional.

Training in the art oF making any Form 0F
cratt by using local materials continued dur-

Seniloli Sovea. Photo: Samabula Photo Studio

ing my schooling and entry into the work
Force. I travelled widely within Fiji and was
Fortunate to do likewise overseas.

There are Four important Factors which
contributed tremendously to my present
knowledge, expertise and happy way oF lite.

I. As a government servant in the Wom-
en’s Interest OFFice I was exposed to rural
work pertaining to women's interests — name-
Iy cooking, sewing, health and handicratt. I
brought to them the more economical, nutri-
tious and advantageous aspects in exchange
For the traditional aspects.

2. As the vocational training and home
industries staFF member with the YWCA, I
was involved in providing the young mem-
bers with a useFul Form oF livelihood.

3. With Fiji Visitors’ Bureaus we tried to
promote traditional and saleable craFts to
those women who wish to make money From
tourists, The aim is to otter attractive, original
Fiiian giFts.

4. Currently my livelihood is largely sup-
plying a leading Pacitic Fashion shop, Tiki
Togs with jewellery.

I was Fortunate indeed to be at the Cratt
Council at New Zealand’s annual conFer-
ence held at Upper Hutt last year. The
designs and work have given me new per-
spectives and incentives. As a result I am
excited indeed to include new lines in my
work. I have also recommended to the
National Cratt Committee ot the Fiii Arts
Council a similar programme For our Annual
Cratt Fair.

ROB LEVIN

By John Scott

. A year has passed since American
gIassworker Rob Levin was in New Zealand
sharing his skills and perceptions at the
Wanganui Summer School (see N.Z. CraFts
Issue 32, Winter I990). His visit to Wan-
ganui coincided with the National Wood
Symposium held atthe Polytechnic. While it
was inevitable that Levin would become
involved with many at the leading New
Zealand artists and crattspeople working in
wood, the integration oF wooden elements
into blown glass was a less obvious outcome.

Rob has since written and thanked N.Z.
CraFts For his ”First Front cover” ever, reFIecte
ing on the time in New Zealand. ”It is clear
that wood plays a maior part in the New
Zealand aesthetic.” He was impressed by
the range at approaches and the commit'
ment to using wood in a sensitive manner.
While already working with wood as a
component oF some work prior to coming to
New Zealand, slides at recent work reFIect
his interaction with the wood symposium.

"Untitled, wood, glass, rope and bamboo, I IOOmm;
by Rob levin.

OUT OF THE BOX

Reviewed by Evelyn Kelly

The Sarieant Gallery, Wanganui, recent-
Iy staged a showing at an unusual private
collection - that oF Rick Rudd’s ceramic boxes.

Rick sees the box as an ideal item on which
to base an encompassing survey at day
work in New Zealand. It is a wide-ranging
collection, and covers the entire time in
which studio pottery bas been in existence in
this country. The early studio potters are
there, with work by Olive Jones, Briar Gard-
ner, Oswald Stephen, and a piece From our
very earliest studio potter, Elizabeth Lissa-
man made especially For the collection in
I 990 » 70 years alter she started potting!

The history and development at New Zea-
land studio pottery in all its stages can be
traced in this collection: the early do»it-
yourseIF days oF oiI drip Feed and vacuum
cleaner blower; the increasing outside inFIu-
ences as the world appeared to become
smaller; the advances oF technology includ-
ing the space-age kiln Fibre lining; and
accessibility at new materials - stains, lustres,
etc.

It is an exciting collection to view, and For
the potter (and others) can provide an educa-
tion, a voyage oF discovery and a series oF
puzzles and surprises.

Rick admits that his recognition oF what
constitutes a ”box" has widened and now
extends to anything that the maker (or the

collector) considers to be a box. There is the
slumped box at Stephen Banks; Barry Brick-
eII’s ”Boxodoggic”, Scott HockenhuII’s in-
sect-pedestaIIa lustred cube), and Julie War-
r(art's 2-D wall piece. Sizes vary From
Rosemary Perry's carved celadon ring-box,
40mm diameter, to Don ThornIey’s I m long
Piece bought aFter Don’s untimely death in
I990.

_The collection began about I979. Many
Pieces have been boughtatextiibitions, some

Pick Rudd's boxes . an unusual private collection

direct From the maker, occasionally From
shop or dealer gallery, at least once at

auction, and sometimes Rick commissions

work. A couple at very early pieces were
given to him by other potters who were
aware oF ”gaps” in the collection and gener-
ously parted with...an Yvonne Rust and a
James Greig! These are especially prized,
not only For the maker but the giver.

There are I5) boxes in the collection at
last count but it is still growing as more gaps
are Filled and new potters appear, There are
Few by Maori potters (claywork was not part
at the early Maori culture) but as the students
emerge From the CraF‘t Design Courses, all
sorts at boundaries are being broken, includ»
ing this one. The next showing ot the collec-
tion could be even more interesting.

A well illustrated catalogue is available
From the Sarjeant Gallery, $5 including

‘ ' packing and postage.

TE MOEMOEA NO IOTEFA
(THE DREAM OF JOSEPH)

Reviewed by Shari Cole

With the avowed purpose, "To examine
and explore the visual side oF (South PaciFic)
context and the ways in which artists in this
country are exploring it, " this exhibition drew
From Four strands at art activity, locating
items over the previous year. Curator Rang-
ihiroa Panoho and staFF pursued a web at
connections to obtain old taonga - tapa cloth,
weavings, carvings, tivaevae, and historical

photographs which supply the traditional
base to which the later art relates.

Related to these, but extending into new
materials and Forms in the New Zealand
setting, is a second body at work by PaciFic

Island crattspeople living in New Zealand.
Art by palagi (non-Polynesians) drawing
upon Pacitic Islands subiects brings a third
strand , Twined throughout are threads From
contemporary PaciFic islands artists in New
Zealand, each coming From and going to a
diFFerent destination - all well grounded in "a
Western aesthetic" and use oF traditional
European art materials.

You enter, scrutinised by IoseFa Leo's seat-
ed but powerFuI Samoan Family chiet, under
sheer suspensions oFMark Lander'sharakeke
paper, loosely painted with tapa-like motits.
The line at vision leads through the tale Fono
structure, the meeting point in the central
gallery, to reveal precious old tapa suspend-
ed beyond.

In the IeFt gallery hang Cook Islands tivae-
vae bedcovers, as itFora community celebra-
tion. Bouquets at their Flower themes accom-
pany them. To the right, mats with coloured
yarn edgings and Niuean neck garlands in
manipulated plastics contrast with a sober
horizontal weave mat From Kiribati and Tina
Wirihana's traditional kete. A wiIIow
wrapped stone by Judy Wilson veers away
From the Functional. This caretuI iuxtaposition
0F subtle/bright, ancient/modern, deeply-
rooted/transplanted borrowings and loan-
ings demonstrates artists living and dead
interlacing From many directions.

This is an exhibition For returning to otten.
It marries history with the evolution oF Iiving
arts; also work by those who experienced
only their own tradition, with art by people
trying to rediscover those traditions. The
collection ranges From paintings, drawings,

View through Fate structure to
the theme tivaevae - Te
Moemoea No lotela,
Photo Donald Cole



Fatu Feu'u -
Fa-ada Mo Taeao.

Photo: Donald Cole

and sculpture; to objects put together From
"lowly" materials, tor purely decorative pur-
poses, amid laughter and talk. Te Moemoea
No loteta illustrates that Pacitic culture draws
no line between art and lite.

Handbags plaited traditionally, but with
plastic strapping, have as much in common
visually with the pieced tivaevae taorei bed-
covers as they have with conventional pan-
danus handbags. Fatu Feu'u's paintings use
some conventional tapa imagery, but stretch
those conventions in colour and introduction
ot other Pacitic images. Indeed the "tine art"
end ot the spectrum ranges trom slash-and-
splash spontaneity to the precise drattsman-
ship ot Michel Tuttery's allusions to Samoan
men's body tattoo.

To me the heart at the exhibition is the
room scene - "typical butnot stereotypical" ot
theway people live now, here and otten in the
islands. With turniture tram several decades
ago, the stereo, the video, the guests' bed in
this one multipurpose room, tamilies draw
around them a warm blanket at memories at
those absent. Neck garlands honour photo-
graphs ot relatives. Gitt mats, tapa, hats are
more than decoration. They represent giv-
ing, and a whole way at lite. They say that
we change, but part at us stays the same.
They say that we are not alone.

NELSON POTS, NELSON
CRAFTS

Reviewed by Peter Gibbs

It hasn't been been an easy tew months tor
the Suter Gallery. In September, the Suter
Trust Board announced that it was terminat-
ing the position of director. Austin Davies
would leave the gallery at the end at the
month and the new position at business
managerwould be advertised. Mr Davies, at
course, would be Free to apply. The good
citizens at Nelson were not about to take this
lying down and neither was Austin Davies.

Threats at legal action, acrimony all round,
an incredible amount at local media cover-
age and the tinal result, annnounced just ‘
betore Christmas that the tormer director
would be back behind his desk at the begin-
ning at February.

During the hiatus, Nelson potters got on
with organisation tor their summer show.
The overloaded Suter statt were unable to
sustain plans tor a selected cratt show in the
adjacent room, so instead got on with a
curated cratt exhibition, inviting just a tew ot
the top people in media other than clay.

In the pottery exhibition it was obviously
business as usual tor most at the exhibitors.
Polished,qualitywork,good cratt, even good
art, but not much that was new. The common
reaction was that it was the same old stutt.
We expectgood crattsmanship in functional
work, and in this show we got it. We also got
clever, innovative, non-Functional work. Yet
people didn't think an awtul lot ot it simply
because they'd seen it, or something similar,
betore.

The modern world at media hype leads us
to expect a constantly changing teast ot
experience. How can any crattsperson com~
pete with that? The problem lies with the
viewer; we‘ve torgotten how to look at work
and we're easily bored.

But just stating the problem won‘t make it
go away. A potter, or any crattsperson can't
just ignore the public. Like it or not, we've
becomea media show too. Good cratt is still
good cratt, but not so many people are now
prepared to accept that as a good reason tor
putting their hand into their pocket.

Following the national trend, prizes were
plentiful. Alan Ballard took the main award

Alan Ballard, winning platter. Photo Vic Evans

with a large temmoku/chun platter. Alan is i
one ot many Nelson potters who do not

‘ participate in national shows, making un»
pretentious pots tor a living. This piece said
nothing at creativity or imagination, it was

, simply an imposing Form with a beautitully
‘ lush glaze. Italso illustrated amply the main

strength at the show; strong pots, almost
unattected bytashion.Theothermajoraward,
tor tunctional work, went to Darryl Frost, For
his bamboo and clay steamer. As well nU'
merous merit awards were handed out.

In the next room, Willa Rogers' baskets
and sculptural torms made trom pine
needles, bark, vines, leaves, branches, and
seed pods conjured up images at coracle-
like boats and homes tor little burrowing
creatures.

Bowl, Ola & Marie Hoglund, Photo, Vic Evans

Ola and Marie Hogluncl's glass was cool
and elegant, their European training appar-
ent. The silver jewellery ot Jens Hansen also
conveyed this uncluttered simplicity. On the
other hand, the gold and silver patinated
brooches by Gavin Hitchings had an intro-
verted richness. John Hearn‘s wooden chest
Used a variety at woods to give a strong,
rugged appearance, contrastingwiththeclean
lines at John Shaw's elegant tables.

The highlight For me were the pieces by 3
Jenny Barraud, which spoke ot lite and death,
0t children and growing old. "My commit-
mentto an artthat shows my personal content ‘
means that my work is simply the diary at my
lite. The genesis at a new work is often
traumatic, the making at it otten theraputic
and the exhibiting at it otten uncomtortable. ”

MAU MAHARA

Reviewed by Louise Guerin

When I was a teenager my mother, Lorna,
would beckon me into the kitchen, open the
bottom cupboard, and reveal therein to my
totally unappreciative eye, growing serried
ranks otbottled truit. Golden Queen peaches
were mostprized. They were all evenly sliced
and beautitully arranged against the glass.

I thought she was mad, but tortunately,
had enough nous to quietly appreciate her
sense at satistaction. A hot, end at summer
task, well done.

I now bottle tomatoes myselt . and otten
target, overthe winter, to eatthem. That's not
why I do them. I’m atter that same tangible
sense at reward tor hanging about For a
couple at hours with steam and Fruit skins.

Simple, irreplaceable treasures in an Agee
jar. This was the First cratt story I thought 0t
when approaching Mau Mahara: Our Stories
in Cratt, butsomehowAlison Holst’s designer
kiwitruit, which are part at it, didn't hold the
some magic.

There are lots at other treasures in the
show, however, which do. A mad, minature
spiral staircase impeccably constructed in
1876; korotete (eel holding pots) trom the
Wanganui River; rag rugs; coronation mugs;
and a group otshell dolls. On and on itgoes.
A tremendous Curatorial challenge drawn
trom collections all over the country.

Jean Harton's boy doll Stephen, has re-
ceived a good deal ot publicity and he is
worth itall. Very endearing to meetJean and
her grandmother, caught by a 1950’s street
photographer and then to see Jean now, with
her daughter Felicity, and her toys. Similarly
the sight at Mr A.L. Williams in his Curvesse
chair greatly adds to its dimensions.

The l9l6 photograph ot the shy W.B.
James A. (call me Jimmy) Johnston adds
great weight to the wondertul paua gavels
and blocks he made tor the Kaikoura Lodge
No. 60 and was later given back to him in
1947. My guess is Jimmy didn't otten wear
the pristinewhitegloves heiscaretullyholding
in the picture.

Further delights are altered, such as the
rinsing, ringing sounding ot a child’s metal
hoop being bowled along a road. It prompts
questions about the sounds made by other
exhibits when in working order. What were
the smells?

A central success is the book Mau Maha~
ra: Our Stories in Cratt, to go with the show.
ltgives many objects theliveliness ota context
which they are distinctly lacking in their

1 actual presentation. Deborah Smith's tine
photographs bring abouta large part at this
ettect, introducing us to many makers and
collectors in their own settings. I'm surprised
more at these pictures were not used in the
exhibition as they inject such lite. Many
people could not attord to buy the book and
so missed this human aspect ot the show.

The exhibition itselt is a little sterile by
comparison. It’s a bitota puzzle. It is so tull
at wondertul pieces and quirky delights it
should be a tail~sate success and yet some-
how it doesn’t quite come ott. It lacks tocus.
| tound it hard to work out quite what the
collection was getting at, above simply being
a glorious show-and~tell.

As Cratts Council at N.Z. President John
Scott outlines, Mau Mahara developed trom

a broad idea at illustrating how Maori and
Pakeha have used and developed their cratts
and how both cultures became intluenced by
each other. This is not immediately obvious,
though there are tew pieces which demon-
strate this. Many at the Maori objects remain
tirmly within an established, unseltconscious
tradition. They certainly illustrate virtuosity,

' another strand at the Mau Mahara agenda,
but not biculturalism, at themselves. They sit
alongside tolk art components at purely per-
sonal and eccentric inspiration which in turn
don’t tit totally comtortably with contempo-
rary crattwork. Creative impetuses have
come trom a rag bag: tram accepted ways
at doing things; trom necessity; or From a
simple need to dream away time. Their
intensities are mismatched.

The venue doesn’t help. Shed l l as a
setting tor so many small and unrelated
pieces is rather hollow and overwhelming.
No doubt there were budget constraints but
the size and domestic nature at so many at
the pieces call out tor a cosier display back-
drop.

Apparently a decision was taken some-
where along the line to Favour tew labels tor
the show, to encourage tree interpretation by
the visitor. Great principle, but there are
degrees at Freedom. The lack ot signposts

Deborah Smith
photographing Alice Hill '5
basket made from cigarette
packets.



Model kauri
staircase l l876)

by James Pooley.
Photo: Deborah Smith t 7yi...

has resulted in a bit oia one-sided conversa-
tion, with lots at questions irom the viewers.
"Why this with this?” can easily become
1’what’s the pointoi that?” The overall ieeling
is one at the objects vying with one another,
rather than iruit‘iully interacting with them-
selves and the public.

Objects, otcourse, do tell their stories, and
eagerly so ii they ieel enough attention is
being paid. But some at the items in this
exhibition have been on museum shelves too
long to ieel like speaking up any more. They
have lost touch. And anyway, there’s noth-
ing quite like being attracted to an object
somehow and then meeting the maker or
owner and liking him or her and then having
time to hear their story. It’s more than a
process oiproduction that is then outlined. It
the listener’s lucky, it is the dreams, longings
and legacies lei‘t that come out, along with the
material dimensions.

The sad tact is that most oi our stories in
cratt have been lost. The tales at home
knitters, cake decorators, candle makers,
bespoke tailors and monumental masons.
For generations. So ordinary they have
simply disappeared. I had hoped somehow
that Mau Mahara might have incorporated
something like very short oral histories or
some other means oi actually telling their
lives. Those people had great jokes and cons
and scandals to relate as well as recipes and
raw material reierences. Those stories.
Pertinent paragraphs do accompany most
objects - Iwanted more. They justwhetted my
appetite!

Renwick’s Rex Woolley eloquently ex-
presses this sense oi regret over lost arts:
llWell, I never plaited a whip myseli. The only
plaiting I ever learned was ilat plaiting. I had
a iair idea how it was done and | only wish
that I’d learnt. Things like that get iorgotten.
I guess now I’ll never get to do one.”

Videos are part oi Mau Mahara but they
are uniortunately not speciiic enough in ior-
mat. Their rambling term does justice neither
to the people we see in them nor to the
exhibition visitor. They do contain valuable
visuals but it’s a really dedicated person who
is prepared to stand patiently in iront oi a
very small screen while unedited sequences
slowly slip by. Darkened viewing area;
short, sharp segments; and chairs would
greatly have enhanced the video presentas
tions.

Mau Mahara does provide a iascinating
opportunity to compare the diiierences in
original energy sources » between things
made in urgent extremes and objects which
appear in a trance-like state and those that
are sweated over as the result oi an intellec-
tual exercise.

The show includes a wondrous, 5.3 metre
loose-link kauri chain carved in one piece
irom a verandah pole. All those whiled away
evenings! As Arthur Wilson, a retired road
worker irom Dunedin puts it ”...you mightbe
sitting at night with time on your hands and
you want to do something. I've seen that sort
oithing where a iella will kick oit putting one
thing on top otanother thing or cut into a bit
at wood with a pen kniie and, beiore you
know it, you’ve got a piece oi Furniture or a
model boat inside a bottle.”

Contrast this with the 1’waste not want not”
school ot resource management. Alice Hill,
woven cigarette packetbasket maker: ”There
isn’t a thing in the house that you can’t use it
you sit down and work it out and there’s
always a use tor something that doesn’tcost
a lot oi money. It was a case oi having a
tamily oismokers. 50, oh, I satiora long time
with thosecigarette packetsand theiirstthing
I made was a dog."Contemporary cratt—
sperson Warwick Freeman talks about his
early seli education and his seli awareness
now: ”This early Paciiic work has an unset-
tling eiiect on me. When handling it I am
iorced to coniront my own cleverness. Its
realness up againstthe perceived superiicial-
ity at being a jewellery maker now.”

Rug maker Beatrice Cross, on her own
admission, tortures herseli with her crait
endeavours and the search ior originality:
”Quite irankly anyone can hook rugs. Yet I
was onlythinking Iastweekthat I wasamazed

at the mental distress that my rugs cause me
now!...The making is easy but I make :t
diiiicult as i go along.ll

Mau Mahara also provides a time to
celebrate hoarders and collectors. Rosemary
McLeod: ”l collect these things because oithe
tradition in my own iamily in which womer
have always made crait oi one kind or
another and prided themselves on their ex
pertise.

llI’ve kept specimens at handcraits irorr
my own iamily as well as rummaging in junk
shops because even in my own liietime womr
en have lost those skills and Idon’t think we’ll
ever acquire them again. One thing l’ve
learnt is not to get rid oi anything. l’m
interested in the marginal area between what
we call craits and admire and put in art
galleries,and popularlypractised craitswhich
we tend to look down on which are usually
made by women,

”\Ne might only have a short history but
that’s all the more reason ior it to be better ‘
documented."

Mau Mahara is a great landscape oi
objects oi social and cultural signiiicance.
Very worthwhile taking a stroll through.

Justine Olsen comments on Louise
Guerin's review of Mau Mahara.

The concept oi Mau Mahara, that 0i re»
vealingthe socialand cultural contextoiNew
Zealand crait through the mechanism oi the .
story was a relatively unexplored area in the
history oi New Zealand exhibitions. The task
oi selecting a representative range at cratt
which was well provenanced presented a
challenge tor the Curatorial team at John
Parker, Clitt Whiting and myseli. The selec»
tion oi crait was based on various themes
which were prevalent in New Zealand cratt.
These consisted oi the handing on ot skills,
virtuousity and the joy oi making, the design,
and iunction oi crait and lastly community
meanings. The themes were intended to be
conveyed through the stories provided with
each work.

It is intended that the exhibition design at I
Auckland Museum may provide clearer un-
derstanding oi the intentions behind the ex-
hibition. Objects will be grouped around the
themes when spaces permit. The interaction
at objects will also be more strongly consid-
ered. An introductory text panel at the
entrance and thematic labels placed through
the display will also assist in enlarging the
audiences' understanding oi the concepts
behind it.

t
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BOOK REVIEWS

THE TAPESTRY HANDBOOK -
BY CAROL K. RUSSELL

Reviewed by Pat Wilkinson
"The time is right ior contemporary weav-

ers to reaiiirm our commitment to the simple
structures oi ancient textiles” - so says Carol
K. Russell in the introduction to her book ”The
Tapestry Handbook”, This is a good weaving
philosophy and provides a iocus ior our
attention at all stages at weaving.

This excellent book leads you step by step
through tapestry techniques and provides all
you need to know, trom preparing the warp
to iinishing and mounting the completed
tapestry. Each chapter deals with a particu-
lar technique: making a butterily; choosing
yarns; pick and pick; weit relays; vertical
lines; shading; eccentric weits; non-woven
techniques (soumak, twining etc); outlining;
blocking, iinishing, mounting; handling a
cartoon; and elements otdesign - line, colour
texture, shape and direction. These are
documented in tremendous detail with clear
illustrations including tips, advice and pitialls
(so good to have these pointed out) atthe end
oi each chapter. All at which coniirms that-
Carol Russell is an experienced tapestry
weaver; she really has done the things she is
talking about.

The layout is good. The technique illustra'
tions are right next to the written descriptions
which makes reierral easy. There are numer-
ous colour photographs oi tapestries irom all
over the world. This book is much, much
more than a work book, because as well as
illustrating the speciiic techniques, it is aes
thetically pleasing and will inspire you to try
tapestry weaving. . ~

Although you would need to have some
weaving knowledge beiore tackling the
project suggested, the instructions are very

(Enrol K. Russell

clear and what a sense oi achievement to
complete it!

it you would like to learn how to do
tapestry weaving you could not do better
than to acquire this book. Although putting
iorward the idea at ”simple structures” the
photographs shown and Carol Russell’s en-
thusiasm tor her work, prove that versatile
and innovative work can be achieved within
the boundaries oi ”tabby” weaving.

Published by Lark Books, 50 College St,
Ashevi/Ie, N.Caro/ina 2880], USA.
US$26.95 (hardback). Avai/able from the
publisher.

BASKETRY: THE NANTUCKET
TRADITION - BY JOHN
MCGUIRE

Reviewed by Willa Rogers
Nantucket isa rugged, bleak, iog—shroud-

ed island oti the coastoi New England on the
western shore oi the United States. Among
the shoals and reeis which abound in that
area, lightships were stationed last century to
guide the many trading ships through the
tortuous channels to the saiety oi the port oi
Nantucket - an important trading centre,
especially ior whaling vessels. From this
unlikely setting sprang the crait oi the Non-
tucket lightship basket, a distinctive and unique
design characterised by sets at nesting bass
kets with wooden bases, cane weavers and
swinging bail handles,

Traditional basketmaking has usually
evolved where there is an abundance at local
materials and it was women who carried on
the tradition. in contrast Nantucket baskets
were craited irom imported materials - wood
trom New Hampshire and cane irom the
Paciiic, and were designed and made by the
men who manned the lonely lightships, oiten
ior months at a time.

John McGuire is a renowned basketmaker
oitraditional New England baskets, a widely
acclaimed teacher at crait schools and mu-
seums in the United States and, as this book
testiiies, a social historian who researches his
subject thoroughly. He is also the author oi
”Basketry: The Shaker Tradition”, and ”New
England Splint Basketry”.

In the iirst two chapters the author traces
the history oi the region and the evolution oi
lightship baskets. included are many illustra-
tions and colour photographs, both at the
island and its old historic buildings and oi
antique baskets. For the collector the text

helps the reader diiierentiate between a
quality basket and an interior one.

The major portion oi the book is devoted to
step by step instructions on the craiting oi
these baskets. Over 200 close-up photo-
graphs and detailed lists oi tools and materi-
als required guide the reader through the
various stages oi creating these elegant bass
kets. There are chapters covering wood-
working iundamentals, the splitting and
shaping oi staves irom oak trees, placing the
rims, making the lids, hinges and handles,
and the iinishing and care oi the basket.

The book concludes with a comprehensive
glossary and bibliography.

”Basketry: The NantucketTradition” is an
important and exciting addition to the grow-
ing number at basketry publications and will
be valued highly by collectors and basketv
makers alike.

Publishedby Lark Books, 50 College Street,
Asheville, North Carolina 2880i, U.S.A.
Price US$24. 95 (hardback) , Available From
the publisher.




























