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RECENT WORK

Recently treceived slides from the Crafts Council Resource
Centre. Clockwise from top left: Gloria Young; "Fish Plate". Pe-
ter Battenshy; "Black Maire Stacked Bowl", 250mm x 200mm.
Anita Berman: "Images of the Pacific", 400mm x 300mm. Pene-
lope Read; "Don't Pillage the Pacific", Wall Skirt, 750mm x
600mm. Marie Potter; detail "Paua 11, leather thonging and
paua. 500mm x 225mm x 725mm. Roly Munro; "Sea Urchin".

Slides are available for hire to groups and
individuals. A full catalogue of slide sets is avail-
able from the Crafts Council of New Zealand.
PO Box 498. Wellington.

Galleries and individuals are invited to sub-
mit shides to the Resouce Centre. These will be
considered for "Recent Works" in future issues.
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LETTERS

STUDENTS' EXHIBITION

| am disappointed with the coverage of the
1990 Craft Design Graduates Exhibition.

| read Louise Guerin's article with interest
butwhen | had finished | was quite angry that

this was all that the exhibition was worth.

When one writes about an exhibition one
should cover all aspects or at least cover a
cross section so the reader can get a good

idea what the exhibition was like.

Ifound Louise's coverc:geofeighrsfudenfs/
exhibitors outof 21 alitfle oo narrow. Louise
chose a weak excuse for not including the
others by saying: “If | haven't commented on
something it's because it and | have failed to
form a relationship...Better not to pass
iudgemeni in the meantime.”

How can one “..form a relationship...”
with a Craft Work? Was it Louise's job “...to
pass judgement...” 12

For such an important exhibition as this
perhops it would be wise to have someone
more compefent fo write a good coverage of
the subject in hand.

Andrew Maule, Auckland.

I read with some interest the arficle pub-
lished in your latest magazine Messages from
the Spiritby Louise Guerin. It was interesting
and descriptive but | must disagree with her
comments on Frances Jackson’s work. |
viewed these pieces at the end of year exhi-
bition 1990 Carrington Polyfechnic,

I think Frances Jackson has some way to
go before her hats are the masterpieces
Louise Guerin writes of. On the whole the
hatslackedline and style and the “impeccable
finish” was not apparent. As pieces of
wearable art, well perhaps! As well made
millinery they certainly are not. The comment
“The head is the alternative to the bird in the
cage” etc is contradictory. The hat is either a
bird or a cage, it can't be both.

You may ask my credentials fo pass
comment; 26 years of model millinery, cos-
tume design, bridal design and craftwork.

Yvonne Stewart (Mrs), Auckland.

GLASS SURVEY

It was with great disappointment that |
read the glass arficle/survey in the last issue
of Craft NZ {written by Helen Schamroth) and
found no mention of Avalon Glass, its
members or the subsequent glass businesses
set up since its demise fwo years ago.

| received no correspondence inviting me
to offer my opinion, recount our colourful,
self-taught history, or offer thoughts for the
future, and even more sadly, no-one else in
SAG seems fo have bothered to mention our
existence to the writer. Is this because we live
“out here” on the West Coast, a land so far
removed from mainline New Zealand, that
we are not considered relevant, or that the
mailing list was printed in 19842

As one half of Te Miko glass, an actively
producing operation, creating notonly blown
glass, butalso aleading range of fused glass
jewellery, | am disappointed that my name
and work, opinion efc was notincluded in this
national survey. Do | exist? Yes, and so also
does my glassblowing colleague Robert
Reedy. We blow recycled glass by the
powerful Tasman Sea. It is glass that is
undeniably made in Aotearoa. Maybe this is
a little too down for Auckland, where focus is
on the Northern Hemisphere designs and
colours, but eventually it will be the way.

Maybe someone should do an article sole-
ly on us, we're so different we were on the first
series of “Thal's Fairly Interesting”. We
made our own power. We made our own
gas. We faught Tim Shadbolt how to blow
glass. We are some of the coolest people |
know. So hey, all you people, we exist, we
create, and we are not going away.

Greg Smith, Punakaiki.

I, too, am disappointed that Avalon Glass
and Te Miko glass were not included in the
survey of the glass scene. Leaving someone
out was always a risk, although 1 did get a
current mailing list and advice re those
working in the field from some Auckland
members of SAG. Thankyou for bringing me
up to date, and my apologies for the omis-
sion. | am delighted fo hear that there is glass
I:)eing produced on the West Coast. Where,
short of visiting you, can | see some of your
work?

Helen Schamroth, Auckland.

MORE PLAGIARISM

Before the combatants in the quilfing world
continue with their discussion, perhaps it
would be wise to look up a dictionary and
sortoutafewwords. I've used a Macquaries.

Plagiarism - the appropriation or imitation
of another’s ideas and manner of expressing
them, as in art, literature efc, to be passed off
as one’s own.

Derivative - not original or primitive, sec-
ondary. Something derived or derivative.

Copy - a transcript, reproduction, or imi-
tation of an original. That which is to be
transcribed reproduced or imitated.

Reading through the letters then looking
up these words it is quickly settled what has
happened. The quilt in question was man-
ufactured in imitation of another’s ideas and
in the manner of the original. But passing it
off as their own was not infended by its
creators. Therefore plagiarism is too strong
a word to use in this instance.

The quilt was not original in design but it is
not derived nor derivative of the original. So
derivative is a word which cannot be used.
This leaves us with the word copy. The quilt
at the centre of the correspondence is simp|y
a copy of a work by an American quilfer.

The history ofartifactsand art works-being
copied has been around since the human
race began creating objects. Ifs roots are so
ancient that it hardly rates a merit in being
discussed.

What | find of concern is how readily the
names of those who commissioned this work
have been used to add weight to a reply.
Surely some infegrity of spirit should be

| extended fo them? They happened to see @

work, like it and commissioned a copy.
Perhaps using it to adverfise an exhibition
was a litle unwise, but not silly enough to
merit such controversy.

Many of the large art collections in the
world have works labelled “After Soand So”,
meaning a copy or in the siyle of a cerfain
artist. Perhaps the quilt in question should
have a simple label “After Pasquini” and be
left at that.

Malcolm Harrison, Auckland.
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EDITORIAL

I recently had it suggested to me that we need to nurture and pro-
mote art that not many people understand. We were talking about art-
ists who break new ground. the innovative leaders, those who are misun-
derstood now. but in the [uture will prove to have opened new ground
for those who follow.

I don’t have too much problem with that. But sometimes we are
fooled into not recognising the emperor’s clothes. That is. we are so
flummoxed at seeing something different from our normal expectations
that we don’t recognise it for the load of garbage it undoubtedly is. Nor-
mally though. as we learn more about any art form we find ourselves ap-
preciating a wider range of work - and the door should always be open
to new maodes of expression and appreciation.

In the same conversation | had my bluff called when it was suggested
that eritical writing should be treated in the same way. That is; there are
those inventing new modes of expression, breaking new ground in eriti-
cal writing. In short, writers that almost nobody understands. The
proposition was that these people should be promoted and assisted be-
cause sometime in the future people will start to understand and appre-
ciate what they were getting at.

I had to go away and think about that. Is it the job of this magazine
to lead the way with eritical writing? Certainly it is. We have to offer the
best possible opinions and ideas about eraft and the ideas surrounding
it.

Writing is an art form. Writers can say clever things, esoteric things;
they can illuminate our lives by clarifying concepts we’d never previous-
ly understood, but that is the erux of it: they must be understood.Top
writing must be well crafted art. How many times have you grazed
through an expensive glossy magazine, looking at the pictures, but not
pausing to read because the words were so much unintelligible gobblede-
gook? I'm right behind intelligent writing. I'm all for promoting our best
writers. ['m all for bringing other perspectives before the readers. But
let’s remember who the readers are, not a minority intelligentsia, bul a
wide, interested and educated group of people with an interest in eraft.

Peter Gibbs. Editor.
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Below: The Place
Where Water Has
Gone by Kyoko Hori
of Japan. Purchased
by the Aueckland
Museum from the
1991 Fletcher
Challenge Ceramics
Award.

Photo; Haru
Sameshima.

CLAY ISSUES ..

THE STATE OF CLAY .

By Peter Gibbs.

The perception of New Zealand pottery is changing.
Once, enthusiasm, a few basie skills, a wheel and some
bricks were the basic requirements for a career as a pot-
ter. Potters made pots and sold them to live. They also
kept a few special picces aside and exhibited them.
Sometimes these exhibition pieces were non-funetional ,
although this was not the norm. Pottery was strictly a
erafl and few efforts were made to argue with this.

Inevitably things changed. As those who work with
clay began to express themselves without the limitations
of function, the whole marketing and survival strategy
began to e more flexible. The word potter carried re-
strictive connolations, Ceramist or ceramic artist fits
better, although most shy away from the implied preten-
gion of such a title.

One of the most important changes in perception of
those who work in clay comes [rom galleries and the art
and corporate world in general. Clay is no longer seen
as a slightly rustic folk-art. Exhibitions of the work of
individual artists is being seen in the more prestigious
private and public galleries, where once just annual
group shows got a condescending look in, Corporate
purchases are hecoming an im-
portant marketing aspect.

There is a growing interna-
tionalism in outlook, fostered
by the Fletcher Challenge Ce-
ramies Aweard and projects
such as the Seville Expo collec-
tion. This issue of Craft NZ re-
views the Fletcher show and
discusses events surrounding
the 33rd National Exhibition of
the NZ Society of Potters. In-
dividual exhibitions of two of
our most important clay arlists,
John Crawford and Christine
Boswijk are also reviewed,

The most important ceram-
ics project ever, in terms of
funding and international expo-
sure, is the New Zealand pres-
enee al Expo next year. It has
cansed remarkable dissension
within the ranks of New Zea-
land potters.

One of the world’s most im-
portant venues for ceramic art is the annual exhihition
at Faenza in Italy. In 1986, then New Zealand Society of
Potters” president John Crawford took the initiative in
putting New Zealand’s case to be country in focus. The
Queen Elizabeth 1T Arts Council came to play a central
role in planning, but NZSP always had a key involve-

ment, Eventually, the project foundered beeause a
sponsor could not be found.

The Seville proposal arose independently as a coop-
eration between QELL, the National Museum and Expo
92 Ltd. Because potters saw il as an offshoot of Faenza,
many were angry that there was no consultation with
NZSP. or that individual potters had no chance to apply
1o be part of the project. Potters are used to a demo-
cratic approach. They are also aceustomed to a conven-
tional gallery display of pots; which Expo will certainly
not be. The concept. developed by James Mack in con-
sultation with Expo Commissioner/General lan Fraser.
is to use ceramics as an example of excellence. Tan Fras-
er;: “...an unusual, arresting. challenging display of New
Zealand ceramics was a very good way of using an art
form to add to all the other propositions that the pavil-
ion was making. This time the art form is locked into the
hard sell that we are doing in the New Zealand pavilion
in terms of branding New Zealand with the mark of ex-
cellence™,

Mack and Fraser were anxious not to take to Spain
an art form which might be already done better in Fu-
rope. At the same time they wanted coneepts which were
readily understood and identified with by Europeans.

Ceramics was therefore chosen becanse both men be-
lieve it to be an art form in which New Zealand is a
world leader. The various themes were chosen so they
would be readily identifiable to the Expo audience. Nei-
ther believe that wider consultation was necessary. lan
Fraser: “I've been making those sorts of selections for
years, and at the end of the day you've got to be true to
yoursell and to your coneept because that’s what you've
been put there to do, not to go out and take a vote™, At
the same time, he recognises the responsibilities inherent
in taking on that role; “The privilege or the right which
vou take to yourself to make selections, to make state-
ments. to develop conceplts, carries with it an obligation
to enter into a dialogue with those people who don’t get
selected. The dialogue will go on because there has to be
a vigorous defence of the concept and the selection erite-
ria and all thal process.”

THE EXPO 92 PROJECT

By Louise Guerin

November is the deadline for the fifteen people pro-
ducing work for the featured ceramics and glass exhibi-
tion in New Zealand’s pavilion at Expo 92 in Seville,
Spain, which opens in April next year. The theme for
Expo is Voyage in the Age of Discovery and this coun-
try’s contribution will reflect that very much from a Pa-
cific perspective. This exhibition will be the first showing
of New Zealand ceramics and glass in such an interna-
tional arena.

Spain and New Zealand are antipodes of each other -
the old hole right through the earth until you come out

the other side theory -
so there will obviously
be references to that
major theme in the
work. Another key
feature will be aspects
of voyaging.. Christo-
pher Columbus will
naturally have an ex-
tremely high profile
throughout all the
Expo 92 celebrations,
but as the New Zea-
land ceramics contri-
bhution’s curator and
designer James Mack
puts it. “whether you
like it or not, 1500
years at least before
Christopher Colum-
bus did what Christo-
pher Columbus did,
there were great ocean
voyages happening in the South Pacifie.

“The second thing to tell is that the evidence of these
voyages was ceramic - the Lapita culture.”

The name Lapita comes from a type of pottery found
in the oldest sites of human settlement from Santa Cruz
to Tonga and Samoa. The sites date from between 3,400
and 2,000 years ago. The actual pots and pieces thereof
are very distinetive as they are decorated with bands of
very small, fine ge()ﬁletril: decoration, impressed with a
tooth-comb like stamp.

Another major ceramic link comes from the recent
history of the one extant building on the Expo site. 1t
was built in the twelfth or thirteenth century as a Cartu-
sian monastry, and within its very walls Mr Columbus
planned his great sailing against the wind. He was also
first buried there, before being twice more moved until
left in his final resting place.

In the late 1830s, lean times hit and the building was
sold to an Englishman by the name of Pickman, who
turned it into an encauslic (hot wax process) tile making
factory, which it remained for another century or so.
Five large ht:chi\;e kilns are still there.

So all the New Zealand participants have been asked
to consider elements of these various themes from a
Southern Hemishere perspective within the work they
ultimately produce themselves,

“The other thing is that without poking ‘em in the
ear hole or being tough or mean or anything, you're then
able to remind the Spaniards, old as they are, of things
like the age of our continent in relation to the age of
theirs. So we’re also talking the Gondwanaland tectonic
plate thing as well, when we were a land of great birds
and great trees”, says Mack.

It is estimated that the exhibition will be seen by up
to 50,000 people a day - high flying guesses say 100,000 a
day - which makes a potential audience of somewhere
around six million during the course of Expo. The show
may later tour to the Netherlands before returning to
New Zealand as part of the permanent collection of the
National Museum.

Left;
Expo Commissioner/
General Tan Fraser.

Below; The Expo 92
site. Expo 92 is
heing built on the
island of Cartuja.
The site of 2.15
million square meire
is 50 big that the
Brisbane World Exp
would fit into a single
corner,




Above: Plate, 1934
by Elizabeth
Lissaman. Photos
Haru Sameshina

CLAY EVENTS

By Julie Warren
Clayazart

ClayAzart made a return visit to New Zealand in
June. Organised by the University of Flagstaff, Arizona,
these annual conventions rotate around countries doing
significant work in ceramics including Finland, Japan,
Australia, England, and New Zealand. The 1985 visit to
Rotorua was such a success that local organisers, Mark
and Ailsa Chadwick, arranged a repeat performance.

In 1985 Peter Voulkos, Jim Leedy and Bruce Howdle

came: this time Jim Leedy was joined by Don Reitz and

Don Bendel.

Held at the Soundshell on the edge of scenic Lake
Rotorua. the convention was a huge success. The city of
Rotorua hosted a warm welcome in their impressive Civ-
ic Administration Building. Opened in 1986 the building
is a showpiece for the collection of commissioned New
Zealand artworks,

The Americans were a close group, a well groomed
roadshow, travelling and working together frequently.
Local input was provided by Kaipara Harbour’s Chester
Nealie.

Don Reitz is a familiar and popular visitor to New
Zealand. He first attended the N.Z. Society of Potters
convention held at Palmerston North in 1981, and re-
turned to judge the Fletcher Brownbuilt Award in 1984.
This visit he travelled with his wife Paula Rice, also a
highly regarded ceramic artist.

Jim Leedy had proved to be a controversial visitor in
1985, but this time he was in top form. Greatly influ-
enced by his experiences as an artist and photographer
in the Korean War, his work has developed in many di-
rections, including prints, d rawings, ceramic and sculp-
tural works, and “sky art”.

L——

Head of the ceramics department at the University of

Flagstaff, Don Bendel is known for his invention and
production of the highly successful gas “Bendel Burn-
er”. He has developed unique clay bodies and decorat-
ing techniques in his works. and brought to New Zealand
a huge collection of slides.

Over the two day period, Reitz, Leedy. Bendel and
Nealie produced some spectacular pieces. But much of
the Americans' work challenged our aesthetie sensibili-
ties. Gouged, irregular, unrecognisable forms appeared.
What were we to make of them? The slides shown of
American work gave rise to more discussion. Exhibitions
in major United States galleries showed monumental
pieces. but on what could we base our assessment of
them?

Jim Leedy. a man as used to expressing himself in
words as through his art, explained that he was influ-
enced by the action painting of Pollock. In the 1940s and
50s such painters revolutionized art; pigment was
thrown. dripped and splashed giving work the appear-
ance of being created at random. Leedy has two sides -
one pretty and decorative - the other deals with disaster
and death in a humorous way. He couldn’t walk away
from the atrocities he had seen in Korea and dealt with it
through his art.

Conventions are often as memorable for the talking
and socialising as for the work produced. This weekend
was no exception. Reitz and Leedy were particularly ar-
ticulate, presenting us with a wealth of experience and
philosophy. Bendel later shared his expertise with the
Craft Design course at Carrington showing slides. many
of student works.

Elizabeth Lissaman 33rd National Exhibition of the
New Zealand Society of Potters at The Bath-House,

Rotorua’s Art and  History Museum.

Held to co-incide with ClayAzart, the exhibition was
notable for the display of work by Elizabeth Lissaman.
one of New Zealand's pioneers of studio ceramies. This
collection represents the beginning of the Society’s ef-
forts to preserve and document the history of studio pot-
tery in New Zealand.

The Lissaman exhibition was (-nrlnprl'hensiw., from
the first pot made in 1920 to work completed in 1990, the
year before her death.

Elizabeth Lissaman was a true pioneer, collecting her
own materials, making her own equipment, and for
many years working without the support and stimulation
of other craftspeople. Her pots were unashamedly a ve-
hicle for her first love, decoration.

In today’s competitive environment, we expect more.
We expect well made, well resolved forms; most of the
pots in the NZSP exhibition were. We look for finish,
function. and are obsessed with new directions. Potters
are constantly confronted with new materials, equip-
ment, ideas and expectations.

The work of Elizabeth Lissaman will not be subject-
ed to the same criticism as contemporary work. But af-
ter a pottery career of 50 years, her techniques can be
seen as truly innovative. Reflecting on her work made
me wonder - how will future generations judge the work
of today?
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| 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.

| 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,
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Right; "Herb
Garden", reversible
long cardigan by
Marion Valentine.
Photo: Judy Wilson.

Far right; Garment
by Barbara Wilson.
Winner of the
Glenora Craft Award.
Photo; Barbara
Wilson.

Below; "Feather
Tunies", derived
from Peruvian
textiles, by Joanna
Staniszkis. Photo;
David Cook, courtesy
Waikato Museum.

WOOLCRAFT MAGIC

JUDY WILSON

he National Woolcraft Festival was hosted by

the New Zealand Spinning, Weaving and

Woolcrafts Society during May at the Univer-

sity of Waikato, Wooleralts have evolved as a
female dominated arena and for most spinning, weaving
and knitting remain a recreational hobby - a means of
keeping sane und of using the joy of crafting and creat-
ing in a productive way. At the same time, these crafts
have been taken to a high professional level.

During the festival, registrants can attend workshops
and lectures, survey a range of exhibitions, take part in
competitions and visil the trade halls. The premiere
event is usually the fashion parade. This professionally
staged alfair was coordinated by Barbara Wilson. Her
quest was for excellence in concept, tlusign and creation
of garments. It is to be expected that the award winners
achieve that, and this year was no exception. In faet, it
was the outfit designed by Barbara Wilson herself which
the judges chose for the major award. Her outfit of
pants, jacket and hooded blouse, woven in fine cream
mering wool and bouclé, was stunning - fashionable and
sophisticated. Equally innovative fashion design was ev-
ident in the superb hand knitted garments by Marion
Valentine. Outstanding work included a knitted outfit
by Nuki Snodgrass-and a dress and an award wining
jacket by Jan McConochie. There were still garments
which were ougdated in style, dead in colour and used
surface decoration inappropriately. Exhibitors, organ-
isers and the viewing public are all well aware of the
need for improvement, but they must also glory in the
vising standard of the top work.

Exhibitions on campus covered a wide spectrum: the
festival is no place to rest. A small area featuring tutors
work was interesting. A display of dyed silk fabries by
Maxine Lovegrove and a selection of knitting by Ailie
Snow were vastly in contrast to the appalling standard of
a suitease exhibition of eraft from the USA. A New Zea-
land show of memorabilia from private collections fea-
tured historical knitting equipment and garments and
was shown in a delightful area entitled Look Back in
Stitehes. My favourite was a man’s jumper knitted on
bicycle spokes in 1939 - the ultimate in Kiwi ingenuity.,

Then of course there was the Festival Exhibition, an
amazing feat to mount such a large display for just four
days. With the help of display artist Norman Smythe,
208 pieces were on show: floor rugs, wall hangings. tap-
estries, linen work, knitted garments, felted articles, wo-
ven fabries and more - a glorious, joyous celebration of
wooleraft by people who love what they do. Excellence
is always the aim, the work was of a high standard, and
there was a restlul lack of political statements. While
this was certainly not a display of leading edge craft/art,
it was nevertheless as valid as any other form of self ex-
pression that I have seen at a major craft exhibition.

Another unique display was the Colour Extravagan-
za by the Waikato area. A bulk amount of wool was
dyed by Akatere wools into just a few colours - tur-
quoise, sky blue, aqua and grape. Individuals chose

from this yarn, then wove. knitted and crocheted it into
fabric, knee rugs, cushions, bags, garments, hats and
toys. Displayed on a grapevine siructure, the effect was
wonderful - colour coordinated and joyous.

Then there were the workshops, lectures and semi-
nars covering a vast range of subjects from creative knit-
ting to taniko weaving; from photography to business
studies; from spinning cotton and flax to felting and pa-
per marbling. People go to workshops for many rea-
sons. Some just want to have fun, others go to relax, but
most go to learn a specific technique. In many cases
women come to learn a specific skill they can take home
to enrich the lives of others - part of the nurturing role
women assume. This is what the festival is all about - the
caring and expertise of motivated teachers is later used
to enrich the lives of handicapped people. home econom-
ics students, senior students and primary school chil-
dren - in places where craft skills can enrich lives, At
the same time, the scope was so wide that it enabled pro-
fessional and innovative fibre artists to learn the skills
they need to reach high levels of achievement.

As well as inviting New Zealanders, the NZSWWS
also hosted overseas tutors. Joanna Staniszkis was fea-
tured in the five star Material World event at the Waika-
to Museum of Art and History. What a celebration of
fibre - 2000 people erossed the threshold on the Satur-
day of the festival, 1800 on the Sunday. These fibre
events were supported with fervour and enthusiasm and
the prospect of Art in Wool, Creative Dyeing I11, The
Globe Tapestries, Joanna Staniszkis and Rangimarie
Hetet was an extravaganza few could resist.

Joanna Staniszkis was born and educated in Poland
and is now one of Canada’s best known textile artists.
Her recent works have their roots in her long experience
with textiles from other times and other cultures. Of her
work she says, “1 am offering textiles which echo tradi-
tion - my own translation of tradition into a form which
is contemporary. My own version of the qualities which
attracted me to the traditional textiles in the first place;
colour, texture and pattern.” As an experienced and in-
novative artist, she interprets the forms and motifs of
these textiles in dramatic new ways.

Above; Marbling work
with Maxine Lovegrov

Photo; Judy Wilson.
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Korowai by
Rangimarie Hetet.
Photo; Ralph
Cook, courtesy
Waikato Museum.

Staniszkis determines structure in three ways, build-
ing on fish net or wire mesh, perforated sheets of plex-
iglass and double sheets of plexiglass with hollow chan-
nels, For her pieces inspired by Peruvian tunics she
dyed silk ribbons (from discarded cargo parachutes),
and attached them in short strips over fish net or wire
mesh grid. The result abstracts the pattern of the com-
plex original motif. Iliked their clear simplicity and
brilliance of colour.

The technique using plexiglass sheets with parallel
hollow channels cut into robe shapes was fascinating,.
These channels were filled with silk, wool and synthetic
fibres of varying translucence. As in ikat patterned
robes, the edges of the motifs were softened by the
blending of the colours. These works were boldly con-
temporary statements but reminiscent of other times and
places.

If Staniszkis” work is a translation of tradition, the
celebration of the weaving mastery of Rangimarie Hetet
is a breathtaking overview of her skills as a traditional
weaver. The cloaks, kete and wall hangings made by
R‘m;nm.u ie over her long life cover a range of tech-
niques. The korowai and kakahu cloaks glow with a life
of their own, each faultless in execution and design with
close attention to detail. Her taniko weaving is perfect,
rhythmical and warm, and her kete are simply beauti-

ful. I'find it hard to put my reactions to her work into
words - I can only respond with reverence.

I"d like to quote something Rangimarie said when in-
terviewed in 1987:

“When I was a child. there were many kuia who were

weavers, many around at that time doing the work I do
now...

"My knowledge of weaving came from that time...1
watched them weaving and now Lam old and 1 am still
weaving.

"There was one thing though. This kuia, Kahutopu
(who was from Ngati Rereahu) would watch me weaving
taniko. She told me something special. She said "The
very first row you weave. that row is the Aho tapu - the
sacred row. Once you have done the Aho tapu, think
aboutit. Then you will keep going, and you will do
well' T understood after that...

"Of course I married and had children and raised
them... Then I came home and started weaving again.
The Maori Women’s Welfare League began and one of
their members, Rumatiki, said to me 'Will you teach the
women in our group to make piupiu?'... L agreed... So
the call went out, from many groups, to do this
work...since then lots of people have asked to learn
about whariki. kete and cloak weaving. ..

"My daughter has it now, the weaver’s skill, and 1
know that it will not die out. the weaving of our ances-

Lors...

"...My hope is that you will all carry it on. and be
strong and very determined... Hold on to this work. It
will not be lost if you hold on toit...”

There’s something I'd like to say to sum up the work
that the NZSWWS is doing: to echo Rangimarie’s last
stalement .

Carry on, be determined and hold on to what you
are doing. But always aim for the best at whatever level.

He toi whaikaro
He mana tangata
Where there is artistic excellence

There is dignity.
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AILIE SNOW

By Judy Wilson

When people think of handknitting. the mental imag-
es it conjures up vary widely. but I always like to picture
the beautiful. subtle garments created by Ailie Snow. As
one of the invited tutors to the National Wooleraft Festi-
val, Ailie’s theme was Knitwear Design. and to attend a
class with her had the potential to blow away all precon-
ceived ideas about knitting.

A typical novice like me, might suddenly find it’s OK
to start knitting half way up the back. if that’s how the
design is best developed. To find that you can add the
bands afterwards once it’s clear what the garment needs,
shows how far knitting has developed into a medium for
creative expression, how free a form it is, and with these
skills (especially if added to the ability to spin yarn and
dye it) it means that there are no limits - and that’s what
Ailie’s teaching and her own work is about.

Her own garments are very much an emotional re-
sponse to what she sees, influenced particularly by the
sea and its imagery, music and its themes. The designs
seem Lo grow and develop with the knitting and ideas un-
fold along the way. That’s not to say her work isn’t
structured - it certainly is, and she pays great attention
to a technique which produces a work which feels good.
wears well and has appeal.

An intuitive and natural teacher Ailie shares the
technical knowledge of process, then helps people inter-
pret this for their own needs. to probe more deeply into
their responses to colour, form and texture. The gentle
art of knitting moves from being a domestic ritunal to a

very ereative response - add the satisfaction of the mak-

ing to the joy of wearing the result, and this is within the
reach of everyone.

While Ailie tutors a lot and is willing to travel any-
where to teach, she also avidly attends all workshops by
visiting tutors featuring knitting and also design. Her
present methods are quite simple, but she’s always ready
to find a better way to do things - till she does she uses
those she’s happy with and this confidence within her
work shows.

& Pacific
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Above; Jackets by Ail
Snow. Photo; Anne
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Right; Recent work
Michelle Dales and Lin

Williams.

Above;
Auskalian futor Jan Irvine
demonstrates airbrush

fechnigues.
Photo; Shori Cole.

IN BRIEF

QUILT SYMPOSIUM '91
By Désireé D. Simpson

The fourth New Zealand Quilting Sympo-
sium took place in Dunedin from the 13th -
18th May, 1991. According to the conven-

ors, Rosanne Anderson and Shirley Wrightit
was a wonderful success on many levels.

The symposium included major exhibi-
fions and competitions for miniature quilts,
suitcase sized quilts (which are currently
touring New Zealand), quilted clothing, wall
hangings and of course, bed quilts. These
exhibitions attracted thousands of viewers,
including a number of school parties who
followed up later with colour and cloth exer-
cises in the classroom.

A week of workshops covered all aspects
of the quilfing craft. American, German,
Australian, English and New Zealand tutors
taught design using colour and cloth, dying
and painting of fabric, contemporary and
traditional methods and related crafts such
as rag rugs and heirloom samplers. These
workshops attracted seasoned symposium-
goers, notable for the number of quilting
badges they wore, the trolleys they used to
carry their sewing machines, their travelling
ironing boards, designer pieced sweatshirts
andtheir large circles of acquaintances. They
also attracted newcomers at their first sympo-
sium - mostly modest women, eager to learn,
who by the end of the week were discovering
new found talents and new friends.
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This symposium was notable for the sup-
port and sponsorship it received from busi-
nesses, both local and national. Companies
such as Elna, Needlecraft Distributors, Bea-
trice Products and Warnaars made it possi-
ble for top overseas tutors to share their
knowledge. Many other firms were generous
of both time and money. It is encouraging fo
see the growing feeling in New Zecland of
quilting and patchwork as a serious art-form
worthy of major sponsorship.

Conventions are a great boost for local
businesses and Symposium '91 was no ex-
ception. Over six hundred people attended
Symposium in Dunedin and businesses re-
sponded with special displays aimed at
quilters and with a tempting array of goods
at Merchants' Mall. The local art gallery
mounted a major exhibition of antique quilts
- the collection of Susan Cave, and the Early
Settlers' Museum displayed their quilts from
the Otago region.

All who attended Symposium ‘91 judged
it @ great success. But perhops the most
satisfaction comes from the people who are
still coming to the quilting shops saying they
saw the exhibitions or the work someone did
in @ workshop, were impressed, and want to
try something for themselves. It is these peo-
ple and the school pupils who will become
our future fabric artists.

HARAKEKE EXHIBITION

By Cheryl Brown

Michelle Dales and Linda Williams turned
ashop in Wellington info an exhibition space
during May. With a grant of $3,000 from
the QEll Arts Council Special Arts Projects
scheme the two women rented the space on
the corner of Marjoribank Sireet fo mount
their craft exhibition of 26 painfings, 40
weavings and 7 appliqué wall hangings.

Both women share a passion for harakeke
(New Zealand flax, phorium tenax). Michelle
is a weaver who starfed plaiting harakeke
about five years ago with Erenora Puketapu-
Hetet. Now using synthetic dyes she makes
kete using her own patterns and designs.
Amongst the kete whakairo on display were
tartan kete made up of repeated colour sets
and containing at least 250 pieces of fibre.
The idea for Black Watch came to Michelle
when she was told that kuia in the 19405 and
19505 used to wear and carry Black Watch
tarfan rugs at hui. Another colourful piece
was Rasta Tartan, using the well known rasta
colours.

Linda's appliqué work also depicts har-
akeke. Linda has been doing appliqué work
for 8 years and won the Golden Bay Art
award|lastyear with her wall hanging “Dream
Flying”, a symbolic white lily, harakeke frond
and flying angel.

The exhibition attracted many people in-
cluding children from Clyde Quay School
whovisited every dayto learn plaiting. Posters
told the story of harukeke, an inieresiing and
delightful way for the women fo share their

knowledge and passion.

BRIERLEY GLASS COMMISSION

By Adrienne Rewi

When Wairarapa glass artist Heather
Busch was commissioned todesign and make
a large glass panel for Brierley Investments
Lid head office in Wellington, she set out to
create a “solid, reliable structure” in keeping
with the energy of a business environment.

“| wanted to give a fairly formal sense of
solidiry and yet retain a creative movement,
| felt it was important fo create a design that
would communicate a feeling of security for
both the occupants of the building and visi-
tors to the premises.”

To portray that Busch and her pariner,
Martin O'Connor of Glitzorarty used a series
of vertical forms incorporating geological
effects, “like plates of earth, and a creative,
weaving flow through the structure from left
to right to break the formal pattern.”

The Glitzorarty design was selected from
five others submitted to Brierley Investments
through the Merilyn Savill Gallery in Thorn-
don and it is located in the main reception
area on the sixth floor of the building.

Keith Wilson Architects had been commis-
sioned to revamp the interior and Busch's
brief was to design a panel that would block
outanun sighﬂy view of the rear of surround-
ing buildings. Measuring 3.12 metres in

length and 860mm high, the panel can be it
either internally, or by exterior light, and itis
executed in muted pink, blues and pearly
grey glass with “a touch of ochre to co-
ordinate with surrounding rimu joinery.” The
panel was created in three main pieces using
traditional lead came.

The use of pearly, irridised and opaque
glasses means the panel can be appreciated
ondifferent levels. Ifthe light s strong behind
the glass you getoneeffect, and fitis dull, the
internal lighting creates a completely differ-
ent mood. Outside lights are olso being
installed to add extra exterior light, which will
allow mere control over lighting effects.

WAIWHETU WORKS

Last September a group of carvers, weav-
ers and painters associated with the Wai-
whetu Marae exhibited their recent works as
part of the 1990 celebrations. All but three
of the exhibitors were under thirty, It was a
very popularexhibition with more than 3000
people going to see it.

The Hutt City Council, through the Dowse
Art Museum, commissioned Julia Brooke-
White to photograph 18 of these contempo-
rary works so thata phoiogrcph album may
be refained by the Waiwhetu Marae as o
record of the exhibition.
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Abave; Brierley comissioned
panel by Heclfger Busch and
Martin O'Connor of
Glitzorarly. Phofo; John
Cosey.

Below; Poi, woven by
Erenora Puketapu-Hele!
{Te Al Awa). Photo;
Julia Brooke-White.




Above; "Littoral lcons" by
Gavin Hitchings. Part of
"From the Sea fo he Sky".
Photo; Gavin Hitchings.

Tap Right; Kath des Forges,
Dawn Sonders, Sandy
Heffernan, Pip Steel: key
conlributors fo the Globe
fapesiry. Photo; Julia
Brooke-White,
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FROM THE SEA TO THE SKY

Each year, the city of Memphis selects a
foreign nation during a month-long festival
of arts, culture and commercial exchange.
This year's honoured couniry was New

Zedland. The National Ornamental Museum |

in Memphis, with support from the Queen
Elizabeth 1l Arts Council of New Zealand,
presented the work of twelve of New Zea-
land's foremost jewellery designers. The ex-
hibition was curated by Laurence Hall of
Christchurch as part of the Memphis in May

International Festival.

In his curator's statement, Laurence Hall
points out that materials which are precious
in monetary terms do not feature in the show.
Rather, spirtual values are emphasised. "If
jewellery in New Zealand is notaboutwedlth,
it is about art. It is a statement of beauty and
aesthetics, and about the society we live in
and the land we inhabit... If there is a theme
connecting the objects in the exhibition, it is
the environmental and social consciousness
of the artists, visualised throught the medium

of metal.”

GLOBE THEATRE HANGINGS
By Judy Wilson

By the end of 1993 when they have fin-
ished their tour of New Zealand, the Globe
Theatre hangings will be familiar to almost
everyone inferested in craft, Shakespeare
and theatre in New Zealand. Already they
have had good television exposure and many
feature articles written about them. We're
familiar with the parts some people played -
Sarn Wanamaker whoiinvestigated the project
to reconstruct the Globe Theatre, Raymond
Boyce who designed the curtains and Kath
des Forges who was the Creative Director.

The story of their creation reads as a
masterpiece of kiwi mofivation, co-operation

and dedication.

However, anyone who has worked close-
ly on a collaborative effort like this, knows
there is also a story of unsung heros (usually
heroines) who largely go unacknowledged
and that there are a number of contradicting
ideals to be resolved.

When the original curtains were made in
the Elizabethan era, there was a strong
tradition of embroidery, and labour, time
and cost were not a problem. There were
many professional embroiderers amongst
the court ladies and quite a large home
industry. At other stages in history, costs
could have pointed to the option of painted
curtains, so why notthis time2 After all, stage
hangings have to be used, lhey wear outand
huge inputs of labour must seem a waste.
However, the Academic Committee in Lon-
don decided they should be embroidered. In
fact, embroiderers in New Zealand were
initially quite diffident about the project and
the eight who were eventually persuaded to

takea major part in the project could well see |

why. Sandy Heffernan, Pip Steele, Beverly
Forbes, Liz Lowry, Toni Gernert, Joan
Clauston, Barbara Hercus and Diana Parkes
are all top semi-professional creative textile
embroiderers. For 15 months 1‘|‘1ey weretodo
almost no work of their own. This prospect,
together with the need to work on a project
with no creafive design input of their own, did
call for some persuasion.

In many large textiles worked from trans-
lation of a carfoon form fo the cloth, there is
room for interprefation by the craftsperson.
For example; with tapestry weaving. This
was not so with the Globe project. The frans-
lation had to be exact in scale, colour and
texture. Italso had to be durable to withstand
handling in use and atmospheric exposure.
So the actual technique was the embroider-
ers' only choice. It is here that the glory of
these hangings lies - this choice of stitch and
diﬁ_erenf treatment of designs by each em-
broiderer makes it unique, and despite the

rigid guidelines individual creativity shows.

Kath des Forges was in charge of the
creative designs, also the quality conirol. To
adhere to the exact translation, all pieces had
to be visually right and while the eight chosen
embroiderers worked on the major figures,
groups from all around New Zealand worked
on smaller pieces. Every sfitch or technique
had to be sampled and presented for ap-
proval to the designer before being worked
- a process which caused much delay and
frustration, butwhich proved in the end to be
valuable and rewarding. Even afterthis, ifthe
resulling piece wasn't quite suitable it was
unpicked and the material or sfitch technique
was changed. It is hard to measure the skill
and fime put info choosing fabrics of the right
colour and fexture; fo cutfing, bonding, em-
broidering and then machine stitching all the
edges. In Elizabethan days the listings (bor-
ders) were replaced due to wear and tear, so
these hangings have extra appliqué on the
borders. That may not seem a problem but it
meant getting a special braiding foot for the
machine to do these borders. Therein lies
another rather unacknowledged part of the
story - the great support from sponsors,
especially Bernina. They provided the use of
sewing machines, overlockers, special feet
for the machine, the latest commercial iron
with a fierce jet of steam which helped se
much with the bonding process, and a spe-
cially set-up industrial machine. Not to men-
fion the thousands of reels of thread all with
“no strings attached”. This kind of support
did much for keeping stress levels down and
enthusiasm up, so imporfant in such a de-
manding project.

These theatre hangings are a glorious
celebration of stitch for which we should pay
tribute to many. Special acknowledgement
should be made to the eight women who
gave of their time at weekends and nights, at
the expense of their own creative develop-
ment, to achieve such an amazing collabora-

I tive work.
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Above; "Vase Form", by Duncan Ross,
England. Pheto; Haru Sameshima.

Right; Earrings by Frances Allison.

REVIEWS

FLETCHER CHALLENGE
CERAMICS AWARD, 1991

Reviewed by Pefer Gibbs

Tim Currey of New Zealand won the
premiere award of $10 000 at the 1991
Fletcher Challenge Ceramics award. “Rock
Column” was a sculpted piece which could as
easily have been made from stone as clay, its
rough hewn sides supporting the reund boul-
ders which are a feature of the beaches
surrounding Currey’s Port Charles, Coro-
mandel home. That is - his former home.
Following a successful exhibifion at Master-
works Gallery in Auckland, Currey left for
Australia. Will he pass into the folk-lore of
New Zealand ceramics, or will he be back?

Judge Ron Nagle did a good job. Resisting
the temptation of previous judges to hand out
awards with both hands, Nagle kept it tight.
With the opportunity o give five $1000
awards, he chose instead to give Minnesota
potter Jeff Oestreich a double award of
$2000 for a sober, dignified temmoku glazed
teapot. A reassuring reaffirmation of func-
tionally sourced ceramics as a valid art form.

As | write, long affer the event of the
exhibition itself, the hype, the excitement, the
voices of other people begin o recede and it
is possible to get a more objective view of my

own (subjective) feelings for the the individu-
al pieces.

English potter Beverly Bloxham's Cubist
Classical Vase took an old idea, but ex-

pressed it with a freshness and vitality.

Greg Daly’s Lusired Platter was a virtuoso
technical performance on a grand scale
(790mm), but it was panache rather than
technique that gave it an unforgettable vig-
our.

Current visitor to New Zealand from Eng-
land, Siddig El'Nigoumi’s Sudanese lbreeq
demonstrated the delicacy and perfection of
his work, hinfing atan African aestheticfo do
with carrying water and survival, but doing
so with a more international sophistication.

The Monument of Peace, by Kaku Hay-
ashi, combined large scale (800mm) and
simplicity in @ powerful gesture. Creuset/
Crucible by Frenchman Jacques Kaufmann
did the same. Both were arresting pieces.
They made me reflect on the New Zealand
tall poppy syndrome, which often dismisses
large pieces as egofistical exercises in ma-
chismo. American Don Reitz, in his 1981 visit
to this couniry put it info better perspective
when he said that he made large pieces
because he could relate more directly to them
- they were on his scale. It is a sad statement
on the New Zealand psyche that we more
often see the success of others as a negation
of our own achievements.

Yozo Kizaki’s Flower Vases and Planter
Covers (7 pieces) were an inferesting exer-
cise in simplicity. Simple cylinders, from
which scallops of clay had been removed,
revealing layers of pastel colour beneath the
surface, colours so softthey could have been
made from plastic. In factory mass-production
these pieces could have been sickening, like
too much rich food. Taken in moderation they
were rich and luxurious.

Lawson Oyekan’s merit award winning
Passage with Palm Printhad to be looked at
several times. In the standard visitor’s four of
the show, | may have dismissed itasajudge’s
aberration. On each return, | found more
and more to ponder. Above dll, | found ita

| gesture of supreme confidence. In dismissing

so out-of-hand most of the conventions of
form, structure and technique, this English
potter cleared the way forusto acceptitasa
statement of his own values.

In sharp contrast to this boldness, the Vase
Form of Duncan Ross rose so tenuously from
its base, so delicately around its shoulder, in
other pofters itmay have demonstrated a lack
of confidence. However, this delicacy,
combined with the almost translucent quality

| ofthe surface, madethis piece one ofthe most

perfect, beautiful forms | have seen.

The excitement of the Fletcher exhibition
has passed for another year, and with that
passing comes the realisation that things will
never be the same again. The show may be |
still fresh in our minds, but already potters will
need to be well advanced in their work

towards the 1992 Fleicher.

So successful was the preparatory work by
Moyra Elliott, that for the first time, overseas
entries outnumbered those from New Zealand
- 233 to 220. Because of the increasing
logistical problems of unpacking, storage
and freight, the long cherished fradition of
selecting from the works themselves has had
to be stopped. In its place will come slide
selecﬁon, |ong accepfed overseas but not a
system which New Zealanders have ever
shown a liking for. To accommodate the
sending of slides to the overseas judge, noti-
fication to successful entrants, then freighting
of the works from all over the world in fime for
the selection of prizewinners and other
preparation, the deadline for entries is De-
cember 13 1991.

FRANCES ALLISON

Exhibition at Cave Rock Gallery,
Christchurch

Reviewed by David Brokenshire

Frances Allison, jeweller, silversmith,
worker in metal, is another New Zealander
who has established an infernational repu- |
tation overseas.

Frances, born, bred and schooled in
Christchurch had two years at Canterbury
School of Arts then at 20 left for England
where she undertock an infensive fraining in
her craft. After 3 years study she graduated
B.A. Honours in Jewellery and Silversmithing
from Middlesex Polytechnic. Then she spent
three months in Israel at the Bezalel Academy
of Arts in Jerusalem and finally graduated
M.A. from the Royal College of Art - London
in 1984. Overthe lastseven years she has set |
up her own studio in London, taught at
summer schools, lectured part-time in jewel-
lery in England and Australia and has ex-
hibited widely in Britain, on the Continent, in
the U.S.A., Australia and New Zealand.

Her New Zealand upbringing has served
her well. Although the pioneering spirit in all
of us must be well diluted now, nevertheless
the willingness fo fry materials and ways of
handling them, even if unconventional have
sometimes borne her exciting results.  Al-
though she did not complete her degree ot

Canterbury her studies in sculpture have had
a subtle influence on her work. The objects
are not obviously tactile but the sculptural
backgroundhasdirected her choice of shape,
texture, colour and form. Another positive
influence has been the vast jump from New
Zealand with 1,000 years of Maori life and
200 years of European occupation to Europe
with roots extending back into prehistory.
Discovering, seeing, tasting, Feeiing every-
thing with fresh eyes in Europe has had a
liberating effect on her work.

In April this year she exhibited her jewel-
lery ot Salamander Gallery in the Arts Centre
in Christchurch with Rena Jarosewitsch, glass
worker. It was a happy combination. The
jewellery, very severe in black monel mefal
and semi-matt finish silver contrasted splen-
didly with the restrained use of colour in the
glass. Although the colour in the jewellery
was so severe the forms were joyous and full
of life. Earrings, lapel badges, brooches,
hatpins, tea strainers and a tea cuddy com-

prised the exhibition.

The tea caddy - such a humble object -
although only 12.5¢m high, was an object of
monumental proportions and scale. Surely it
could only be used for “High Tea"” serving the
mostexotic brew!! Thelapel badges, perhaps
more than the other pieces, showed an "Art
Deco” influence but this was combined with
a sense of movement as well as actual move-
ment of some small parts.

Many of the earrings were large in phys-
ical size yet they were intricately worked with
the combination of silver and monel metal.
The hat pins were very decorative but also
had an air of fantasy. The brooches also
shared this particular quality yet they all had
great vitality and expressed a joyous free-
dom.

In general it was an exciting exhibition
and a wonderful opportunity to appreciate
how much this talented New Zealander has
achieved.

COMPLETING CIRCLES

The Pacific Fibre Symposium Exhibition
Sarjeant Art Gallery, May 15 - July 7 1991
Reviewed by Malcolm Harrison.

Time of participating in the Symposium
was drawing to a close. The strains and
elations of the past days had taken their toll.
Now there was the trek around the working
places of the participants to hear them talk of
what they had achieved during our time
together. '











































