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LETTERS

SHOW GROWS

Just a quick note to put the record straight
re the article on ARTEX, page 16, Autumn
issue. ARTEX started as an Art Fair primarily
in 1986 not as a Craft Fair. It has evolved
mainly through demand and exhibitor re-
sponse to now encompass all forms of New
Zealand and imported art, craft and interior
design. We've come a long way from 1986
when 2 months from the show we could only
persuade 8 exhibitors to “give it a go”. On
opening night we had managed another 30
exhibitors.

For Auckland this year we have over 100
exhibitors and for the first fime needed three

pavilions.

The arts continue to grow from strength to
strength in New Zealand and will play a big
part in New Zealand's future.

CRAFT NZ magazine also indicates this
with each issue. The magazine and ifs con-
tents are a positive and great advertisement
for New Zealand.

Keep up the good work!

Warwick Henderson

MARKETING OUR IMAGE

- I have been a potter for 30 years now and
am just beginning to appreciate the good
fortune of finding a career that suits me well
and has unlimited depth.

To be a potter these days is to be part of
one of the most exciting and creative move-
ments in the history of visual art. There are
more galleries and shops than ever display-
ing an increasing variety of clay products.
Never before has there been so much written
by so many people who have similar interests
in the world of clay. | am constantly amazed
by the number of parallel thoughts found in
the many publications that concern them-
| selves with ceramics.
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There is a problem however, and it needs
our attention. If | was to conduct a survey in
my neighbourhood | would find few hand
made objects, even fewer made of clay. As
potters we are practically invisible fo the
greatmajority of our society. | have felt alone
most of my life, out of step, odd, different.

A friend referred to me as having icono-
clasticideas. Whata pleasantsurprise fo find
the literal explanation was Icon Breaker. As
| read the synonyms - rebel, dissident, agi-
tator, defector, heretic, malcontent, misfit,
non-conformist, nenegode, a I"eeiing of pride
began to replace the puzzlement that went
with being constantly out of stepwith the
values of our time. This proclivity for inde-
pendentthoughtis partof the reason so many
ofusfind itdifficultfo putaside our differences
in order to work together.

A further insight came while reading Tom
Wolfe's The Painted Word. He deals with the
image of the arfist as bohemian. He writes,
"Today there is a peculiarly modern reward
that the uvon’r—g(:rcfe artist can give his ben-
efactor: namely, the feeling that he, like his
mate the arfist, is separate from and aloof
from the bourgeoisie, the middle classes." It
occurs to me that we may have cut ourselves
off from those with conventional standards of
behaviour to the point that we cannot be a
positive and constructive example to our
society.

Doris Lessing in Prisons We Choose To
Live Inside, writes about the value of inde-
pendent minded people and their ability to
influence events. | am sure sheis correctin her
assessment and yet | feel alienated because
my standards are so different from the
norm.That fact remains that we potters, per-
hcpseven more than the fine artist, are on the
periphery of the society with our example
mostly unnoticed.

Many of our values are importantand vital
to our culture. Certainly the willingness to
take full responsibility for one's actions and to
think independently are desirable qualities.
So are craftsmanship and cretivity. Kather-
ine McCoy, one of the jurors for the design
section of the 2nd International Ceramics
Competition in Mino, Japan, writes about the
result of the separation between art and
design. I find part of her statement particular-
ly important as it helps me to understand my
disappointment in the manufactured objects
available around us. Shewrites, "The resultis
a material culture of practical artifacts that
contribute litlle to the cultural values of our
society." Reading this helped me to under-
stand my disappointment in most manufac-
tured objects and my attempt to help remedy
the situation.

Why are we and the work we produce not
given more aftenfion? We fend to be fiercely
independent. We compete for the same small
group. We fee! more comfortable allowing
otherstopresentourwork to the pub|ic. lhave
the feeling, after observing the situation for
such a long time, that we makers, along with
those that support us, liave failed o adopt the
attitudes that will give us a higher standing in
our culture.

Doris Lessing is more incisive. She falks
aboutthe apparentharrorthataltruisticgroups
have of those "soft sciences” including psy-
chology, sociology, efc that explore why
people act the way they do. They help us to
understand thathuman behaviour is predict-
able and the urge fo conform infense. We
know that we are iudged on oppearance fo
a |c1rge extent. The clothes we wear and the
cars we drive all say something about us.
These symbols of our status in fact say more
about us than our words. Groups within our
societies use our tendency to conform to their
own advantage. Advertisers have been able
to make even destructive ideas popular. Less-
ing poinfs out that we would do well to
understand this world of persuasion so that
we, at least, will notbe subiecﬂo its excesses.
This understanding can be used fo advocate
positive and constructive values that will en-
rich the world we all must live and work in. |
feel that potters, committed individuals, pro-
vide a positive model for a society in desper-
ate need of such example.

As potters we share an incredible medium.
Qur work carries expression, function, and
tactile qualites with it easily. The capacity of
our material fo carry vitality is unequalled.
Clay is, however, so versatile it may be
confusing to those who are unaware of the
countless ways that it has been and can be
used. There are those who insist they know
how it should be used. They pick the leaders,
winners and those who will succeed in social
terms. We let that huppen, re|ying on others
to make the decisions affecting our lives. We
areindividuals firstand find itdifficult to work
together on projects that could change our lot
in life. We complain because we and our
work are generally unknown. We need fo
find those who are willing and able fo con-
vince more individuals in our society of our
pasifive contributions and we must pool our
resources to support them and get the job
done. That we are, col |eciive]y, an asset to
our sociefies is certain. The question is; what
are we willing to do to ensure our example is
noticed and of value to the society in which
we live 2

Ron Roy, Ontario, Canada

EDITORIAL

A LETTER FROM THE NEW OWNER

he Crafts Council of New Zealand has published 39 issues of
Craft New Zealand. With issue 40, the magazine moves into a
new era, To protect the magazine for craftspeople, I have
purchased it from CCNZ. This is hardly an investment I can
afford, and 1 am currently preparing the prospectus for a new company
to be called Craft Print Limited. Shares will be held by eraftspeople and
supporters of craft in New Zealand and the business of the company will
be the publication of a magazine and associated profile raising activities
for the eraftspeople of New Zealand.

What is the background to the change of ownership? CCNZ was a
membership organisation, funded for the past few years by the QEII Arts
Council. Two crucial events conspired to bring about its demise. Either
could have been managed alone, but their combination was too great a
burden.

Firstly, CCNZ carried a considerable debt, due in large part to the
1990 exhibition Mau Mahara. Secondly, the QEII Arts Council decided
at their December 1991 meeting to terminate CCNZ's funding,

The Crafts Council Gallery at 22 The Terrace in Wellington was a
highly successful business under the directorship of Jenny Rowland. The
indications are that it may be possible to sell the gallery, just as the
magazine has been sold. Subject to negotiations to secure the lease of 22
The Terrace, there is some optimism that the gallery may continue.

What will happen to the $290,000 a year which was formerly given to
CCNZ? Some was used in setting up an investigatory group to look at
craft marketing. Their report has been considered by QEIIL, who felt that
it was too ambitious; too expensive. Director Peter Quinn is reassuring
ahout the money however. Provided QEII's budget remains static, the
amount will remain earmarked for the erafts infrastructure. Eventually,
a marketing board is still planned.

What does the future hold for Craft New Zealand? As a membership
publication, the magazine has run at a loss, felt justifiable by CCNZ
because of its promotional value. As a privately owned magazine, that
can'l go on. Advertising and subseription levels are on the rise, but if the
magazine is to survive it needs the support of the crafts community. Craft
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Right; recent work
by Christine
Thacker

ACTION IN-AUCKLAND

All over the country, graduates from
the Design Courses are making their
resence felt. At the same time, estab-

hed artists are moving on, exploring
new territory. Three writers inter-
viewed six Aucklanders who are taking
new directions.

.

CHRISTINE THACKER
By Helen Schamroth

iving on Waiheke, working with clay, and
earning a living working for the NZ Herald in
downtown Auckland are two distinet and
separate aspects of Christine Thacker’s life.
She has been working in clay for sixteen years, as a
means of self expression rather than as a means of
supporting herself, taking risks with her work she might
avoid if she were financially dependent on it. Her
newest work is a compelling and mature development.

Selection for the Pottery Symposium in Dunedin in 1988
was inspirational for Christine. This time gave her a
sense of context for her work as well as a sense of

community, a complete contrast from the solitude she
finds necessary for her creative development.

Her intention in her work remains constant - to
express contrasts, of people being very fragile, and at
the same time driven, and to express both the life force
and the self-destructive force of humanity.

Christine’s sculptures have been very figurative with
a strong graphic quality. A change to more detail came
about from her need to consider ‘where next’. By
shifting her stance from figurative to abstract, Christine
created a breathing space for herself, and at the same
time set new challenges that allowed her to progress.
What she liked about making this shift was the innocent
quality of the newer work, and it is this desire to retain
the innocence of the figures that has kept her work
fresh.

The current works appear to be emerging from their
abstracted swaddled exterior, an outer casing protecting
the figures within, and always expressing the life-force
present in all of nature. The theme of her work is
change, what initiates and motivates change. While she
might set the direction for her work, it seems that often
something will occur randomly, dictating compulsively
what she will do next.

Christine’s love of manipulating clay remains as
always, although she expresses disquieting thoughts
about the permanence of human impact on the planet, of
clay losing its plasticity on firing, which she acknowledg-
es is a sign of the times. Nonetheless it is philosophical
concerns such as these that she knows help her work to
develop. (Shortly before Craft NZ went to press,
Christie Thacker gained a Merit Award in the Fletcher
Challenge Ceramies Award - the only New Zealander to
gain this honour.)

TANIA PATTERSON
By Judy Wilson Goode

tis two years since Tania Patterson completed

the Craft Design course at Carrington

Polytechnic. She now supports herself by her

craft, and her particular style of jewellery is
developing, becoming distinctive and gaining recogni-
tion. It is reassuring that the courses are producing
people who use craft alone as their livelihood, although
this may be with the initial help of other support systems
- Tania used an Enterprise subsidy to begin her inde-
pendent life, and has just received a workshop develop-
ment grant from the QEIT Arts Council. Now, well sited
at Zig Zag Studio in Titirangi, she is working on a range
of exhibition pieces.

She works on a small scale, creating intricate detail
with great dexterity and expertise. The brooch form is
her usual means of expression. The delicately built
structures with pivoted moving parts operated by pull

Above: John Dory Fish, silver, by Tania Patterson

Below: Left Hanging On, chony, silver bird claws, by Tania
Patterson.

Photos by Mareus Williams.

cords or interlocked cogs. have become a trademark of
Tania’s work. The challenge of solving technical design
problems gives the pieces an intellectual approach,
possibly influenced by her father’s fascination for

kinetic art. Some picces have tiny bird or possum hones
inlaid into such materials as silver. titanium, ebony and
totara burr. -

ILis an intriguing antithesis of maker versus produect,
that such a gentle person could also make a compelling
set of brooches which were all torture apparatus - eute
and appealing, but quite workable and capable of
causing pain. Her approach to individuality and self
expression is a key to her success - working on her own
in jewellery, but surrounded by other craftspeople at the
studio, Tania is refreshingly free to make choices.

Tania Patterson's work is authentic and innovative:
it fascinates. Her pieces are disciplined and clearly
designed. Pauline Bern, her tutor at Carrington should
be well pleased with her development as the result of a
sound hasis of teaching.

JUDE GRAVESON

By Carole Shepheard

y experience in Nepal in 1990 gave me a sense
of the vastness and might of the land, and in
my experience of people, I felt | was witness-
ing a quality of spirit I had been previously
unaware of.” ’

Jude Graveson is primarily concerned with human
existence and its effects on a less than supportive
landscape. She searches for signs, for seratched marks,
for coded messages, for indications of a human presence
that gives insight into past cultures and past lives. This
creates a framework in which she can understand and
value her own position as a fibre artist in this country
and also establishes a much wider connection to an
emerging art direction that is cross-cultural and cross-
disciplinary.

By working in an area demanding much re-evalua-
tion and an understanding of the existing flexible
boundaries within fibre, Jude has retained a sensitivity
to her materials and her processes while consolidating
her content. The grid format in which she often works is
one which can be broken and reconstructed, an ideal
structure for showing tension and conflict hut also
order. The beautifully worked and manipulated surfaces
of her large canvas and paper hangings belie their true
meanings as the formal nature of their construction also
explores areas of emotive content, of intuition, and also
of personal symbolism. These works depend heavily on
embellishment, not as pure adornment hut as a way of
empowering meaning. The layering. the stratification,
the obvious physicality of works such as “Pilgrim - Soul
Territory” where transient material such as paste, dye,
paper and wax have been used, all suggest a journey of
discovery,
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Left;

Detail from
Pilgrim Soul
Territory, 1990,

by Jude Graveson.

Paste., dye. silk,
paper, wax,
920x1850mm




Below;

Neolithic Vessel, by
Hilary Kerrod.
(This piece was a
merit award winner
in the 1992
Norsewear Art
Award. See story
pages 18, 19)
Photo;

Howard Williams

This work draws not only from a traditional past,
but also secks identification with spirituality, philoso-
phy, archeaology, an thropology and sociclogy. It is in
this realm of investigation that the work holds much
interest and meaning. Jude’s personal position is
established within this context and is a way of facing the
world and being involved with an area that provides her
and us with a sense of place.

HILARY KERROD

By Carole Shepheard

In ecologically balanced societies, the distinction
between art and life was meaningless. For Hilary
Kerrod, this is probably still true, This Waiheke Island
clay artist saturates her work with the sacramental, the
metaphysical, while establishing an accessible visual
language giving glimpses into the past, into a matriarchal
lineage and into an area that has a pluralistic approach,
a diversity of expression and attitude.

Hilary’s work has the distinet “mark of the maker™.
A rawness of execution well integrated with the powerful
direction of her research into Stone Age artefacts, the
Goddess, archetypal images and the way clay can be

used to “decode” and interpret the markings and signs
of past cultures. Ideas and content have always been the
driving passion for her work and while it may be useful
to have some prior knowledge when viewing this work, it
is also possible to respond to the exquisitely marked
surfaces that hold many layers of interest. They are
seratched, stained, erased, incised, layered, rubbed,
and imbued with a sense of attachment, of connection, of
presence. The works like “Neolithic Vessel” have all this
physical involvement and sensitivity but much, much
more, The form alone relates to the past, to early clay
receptacles, to containers that hold the spirit and the
essence of past people’s lives. Hilary’s concern with
rejecting the superficial, the inane and the eliche, has
allowed her to explore individual concerns with intelli-
gence and depth. There are not many clay artists in this
country prepared to work content alongside aesthetic
concerns especially in this personal and vulnerable way.

Only time will tell if these works, dragged from the
mud to be given form, articulated by the hands of Hilary
Kerrod, will eventually return to a buried state and lie
waiting for some scavenging human to unearth them,
retain them and display them. The stories that may arise
from this discovery of marked and coded fragments may
well become part of our culture and tell a less biased and
exclusive part of history.

By Judy Wilson Goode

Five years ago Di Firth was widely acclaimed for her
birdhouses and letter-boxes which were such a feature of
the 1987 Artiture exhibition. Her furniture construe-
tions showed the skills learned from an Industrial Design
course - the knowledge and understanding of balance
and stress as well as good design. The earlier skills
gained at Elam have more significance now, as although
a canvas doesn’t present enough texture for Di, her
present work has a strong sculptural element.

It is worthwhile noting that the efforts by our
galleries to provide a forum for the development of
artists is effective and appreciated. The challenge
offered by the Gate, Door, Lintel exhibition at the
Fisher Gallery in 1990 hecame important in forming new
directions for Di. Incorporated into the door she
designed for that show, were elements of sculptural
carving and a goddess image which presided over it. Now
a cogent series of goddesses, where folk lore and mystical
themes have a strong influence, are part of her present
work. Some goddesses are delicately carved and painted,
others are made from ceramic materials,

Moving into c¢lay is also a new direction. Using slab
work, her trays and tiles bear her distinctive mark with
their colour and bold designs. Using wax resists, glazes
and coloured slips, the surfaces are strongly textured.
The tiles are set in metal tables and look wonderful in a
garden setting, as did her earlier furniture.

Part of Di’s professionalism is due to the high
standard of her support craftspeople. The furniture is
made by Bryan Heighton and her metal is the work of
Micky Allen. Her present furniture picces are a stunning
series of corner cabinets using a variety of images and
techniques - metalwork, wood. carving, goddess and

Top; Goddess Nut, by Dianna Firth, carved and
painted demolition kauri 350x200x80mm

Below: He Whare Taonga, by Dianna Firth, earved
demolition kauri with mother of pearl, pana and
butterfly inlay. Paint, gold leaf, silverleaf, copper.
800x450mm

madonna images - it seems her ideas are endless

and her development progresses on many fronts.

Left, Plant/Transplant,
from A Garden of
Unearthly Delights, by
Moyra Ellion.

Photo; Howard Williams.,

By Helen Schamroth

Taking exeiting fresh directions is not just the prerogative of the
newly graduated. Moyra Elliott, who is well-known as the Adminis-
trator for the Fletcher Challenge Ceramics Exhibition, is also actively
developing a new series of sculptures called “Plant/Transplant - A
Garden of Unearthly Delights™. This work will be the starting point
for her when she attends the proposed Clay Symposium in Wroelaw,
Poland later this year, although it is a considerable shift from the
work she exhibited at the 5th International Triennial of Ceramics in
Warsaw in 1991.

Her new work is visually about structured organic shapes with
strong outlines, the well-defined outline arising from consideérable use
of drawing in exploring her ideas. The defined profile, the linear
aspect, has been an important element for much of her work since
making domestic ware, and Moyra’s work has always been figurative
in one sense or another. Now the exaggeration of these aspects, and
particularly the scale of the elements makes for a potent statement.

The catalyst for these pieces was a trip to the USA in 1990, where
the exuberance of the work she saw was inspirational, but the real
inspiration has come from Moyra’s garden - leaves and buds devel-
oped to voluptuous three dimensions, supported on fragmented
vertebrae-like pedestals that refer to voleanic Mt Eden.

These generous, lush works have a depth and richness of colour
born of multiple firings, the variety of colour achieved by varying
slips, glazes and the thickness of their application, with astonishing
combinations of chromatic opposites appearing on a single surface.

Technically Moyra is stretching her limits, and the clay statement
is an integral part of her work. But equally important is the social
statement, her garden being a metaphor for the area in which she
lives, with its lively cultural mix. In her garden the strong Anglo-
Saxon streak is reflected in the cottage plants, jostling with native
plants and exoties.

These seulptures are a dynamic presence, erect leaves taking on
monumentality as they celebrate the beauty and eyelieal nature of life K
in the garden, They are the survivors in the garden,

e
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Wendy Toogood Pyramld 1981, Fabric construction:
wool, cotton, synthetics, silk, nylon, 150x200c¢m.

Touring to the Suter Art Gallery,
Wairarapa Arts Foundation,
Manawatu Art Gallery,

& Hawkes Bay Exhibition Centre

Brought to I}Ievy Zealand by
Exhibifour

New Zealand's exhibition to0Ouring agency,
with the assistance of
Canadian Airlines International

An exhibition organised by the Ontario Crafts
Council and toured nationwide by Exhibitour
with the support of the
Queen Elizabeth I Arts Council of New Zealand

Exhibifour, PO Box 6401, Te Aro, Wellington.
tel: (04) 385-82948
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From May 25, the work of over 100 fibre
artists from over 30 countries will be on show at
The Seventh International Triennale O{ITapes-
try, to be held in Lodz, Poland. Three New
Zealanders will be represented there. Pat Bas-
kett interviewed Carole Shepheard and Mal-
colm Harrison in Auckland, while Adrienne

Rewi talked to Christchurch's Mark Lander.

THE AUCKLAND ARTISTS
By Pat Baskent

riginally a national exhibition. The Seventh Interna-
tional Triennale of Tapestry became international in
1975 and three years later changes were introduced to

the rules and classifications, allowing such a broad
interpretation of the work “tapestry” that it is now a misnomer.
The calalogue for the 1988 exhibition explained the ethos
behind the shows: “They are still essentially though not strictly
surveys of fibreworks... the common ground should be sought
elsewhere, for instance, in the sphere of imagination, especially
symbolic imagination implying thinking in terms of images...”

Below; A Code of Elegance, Transfer print on canvas,
3300x2040mm, by Carole Shepheard

POLISH TAPESTRY TRIENNALE

Even “fibreworks™ appears too restrictive, given the
media of the three New Zealanders who were invited to
participate this year. Mark Lander is a Christchurch
papermaker and Aucklander Carole Shepheard works
variously as a printmaker, painter and, more rarely,
fibre artist. Malcolm Harrison is the only one who
consistently uses fabrie.

In fact, says Carole, the sole parameters for the show
seem to be the scale of the work - a minimum of three
s(quare metres.,

Her contribution consists of 40 canvas panels of
about A3 size. some of which will have stitched edges,
others raw, which will be pinned directly onto the wall.
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It is a complex work issuing from Carole’s “thinking in
terms of images™ and requiring a similar response.

Its terms of reference are socio-art historical. The
medium - canvas - allows Carole to explore print-making
techniques and express the satisfaction ink-saturated
surfaces give her. Each panel has a transfer print on it.
sealed with acrylic or shellac.

The work is called A Code of Elegance and belongs to
a series called Troubled Histories. Its centrepiece is a
near life-size image of the Winged Victory of Samothra-
ce. Carole took a Tem photo of the headless goddess and
progressively enlarged it in sections. When she reached
the required size. she printed each photocopy onto the
canvas panels by dipping them in a solvent which
absorbed the ink of the print when passed through a

|II‘|'.MH.

What attracts her about this complex process is the
graphie decomposition the image progressively under-
zoes. Originally clean lines become, she says, beautiful
graphic marks.

It also allows her to work on the scale demanded by
the Lodz exhibition, and gives her a texture which is
more akin to etching in the way the ink is absorbed by
rather than lying on the surface as in screen prints or
lithographs.

Surrounding the goddess are panels with the repeat-
ed image of a romantic woman’s profile, her gaze looking
inward, or beyond the viewer, and panels with the
ornate frame of a mirror.

Carole says of the work: “Interpretation of classical
imagery takes little account of what the figure represent-
ed. But this was important to the people of Samothrace.
The goddess stood for power and victory but art histori-
ans talk about the sculptural qualities and the formal
aspects. There are a lot of sexual connotations here.

“I'm interested in establishing a new dialogue and a
different interpretation based on how my own position is
affected or altered by experiencing the work.”

Malcolm Harrison is known as quiltmaker: his
medium is cloth and stitching provides much of the
surface texture but his works transcend their fibre
origins, What does one call them?

Harrison has a laugh. When asked what he does he
often replies: “I'm a visual...” Like an interruped
cadence.

He did start off making quilts for beds, in a very
traditional, Vietorian manner, but continuing'to work in
fibre has meant he has had to get over the barrier that
exists in other people’s minds - that quiltmakers produce
things Laura Ashley would be proud of.

If you want to be realistic, he says with a humorous
snort, they're stitched fabrie collages, or, if you like, low
relief sculpture.

Suddenly he is serious: “I don’t feel overly pompous
in saying some of my works are very important as visual
art,”

One of these is going to the Lodz Triennale. Called
Eclipse, it consists of two overlapping hemispherical
pieces, one dark and the other mostly white. The lighter
hemisphere overlaps the darker - contradicting what
happens in an eclipse. 1t reflects Harrison’s emergence
from M.E. which plagued him for most of two years.

The lighter hemisphere is an airy work with a
Polynesian feel about it. It has criss-crossing lines like
the rigging of an outrigger canoe and blue shapes flitting
across like birds, Harrison says it is about sleep and
awakening. Each half has a figure crouched in a foetal,
protective posture. In the centre of the dark hemisphere
is a ligure emerging from an Egyptian tomb.

Symbols are important to him, though he is amused
when they are misread by the overzealous.

Harrison’s way of working is that of the ereative
artist in any medium

“I hold an idea in my head and the images through
which the idea is realised are worked out as I go.

“I've drawn all my life, but now I don’t draw out my
ideas first. I cut straight into the material - this keeps the
spontaneity going.”

His sewing machine is a commercial one. The lengths
of backing cloth are rolled up and folded while the area
being worked on is fed under the needle. It’s heavy
work. The space, the size of a smallish living room,
doesn’t allow the larger works to be spread out - his first
viewing of them is sometimes on a gallery wall.

Harrison has no fetishes about fabric; synthetic or
natural fibre is not important. It’s mostly colour he goes
for, buying metre lengths wherever he finds them. The
more off-beat come from remainder sales.

“I love parka nylon, fabries that look hand-made but
aren’t, and the glitzy ones and the glazed chinzes. The
texture doesn’t matter because I can work on that.”

Rarely, a small piece of the fabrie design is eut out
and appliqued on. Similarly, the Elizabethans embroi-
dered flowers which they cut out and appliqued on to
fabric. Harrison gets a buzz out of considering the long
tradition he’s part of, the greatest of whom he considers
are the tapestry makers of the Middle Ages.

2.



Mark Lander's work
in Poland will be a
similar installation to
this work, depending
on the facilities and
space available there.

MARK LANDER

By Adrienne Rewi

hristchurch artist Mark Lander sees the Tth

Triennial of Fibre and Tapestry at Lodz,

Poland as an opportunity to consolidate his

personal expression about being a New
Zealander, and in doing so he will call upon elements of
his last four years of work.

After what he describes as “four years of continual,
incredible, back-breaking experimental work with
handmade papers and natural clays, the Polish piece
will be a culmination.”

Lander has made 40 sheets of transparent handmade
flax paper, each 3 metres by 2 metres, in preparation for
the show and “with an armful of rope and tripped willow
and woven flax stretchers, he will arrive in Poland to
create an installation in his allotted 15 square metres.

Apart from some loosely formed ideas, Lander’s
concept will not be finalised until he sees the space. “'1
always work toward the space itself and although it is a
little more risky, I can then make use of available light,
air movement and raw materials that are already there,”
he says.

He plans to make an installation using very large,

~ mobile sheets of handmade paper “that breathes with

the wind and draughts of the building”. On the ground
below, woven flax stretchers, which have been part of
his vocabulary for several years, will symbolise “the
earthy part of the installation™. He also plans to incor-
porate soils, stones and other elements of the Polish
landsecape.

“The paper to me, represents the spirit - the free,
floating, alive part of us as human beings. The stretchers

symbolise pain and human suffering. Poland has had a
very sad and bloody history. A lot of Hitler’s camps
were on Polish soil, so the stretchers will also symbolise
that.

“The willow itself is of European origin and has been
transplanted here, just as, as New Zealanders were
originally; so the stretchers can also be seen as the body,
as the indigenous part of us.”

The stretcher can also be seen as a pun on the
artist’s stretcher. Lander has “killed off™ all the tradi-
#ional and modern trappings of the artist’s studio and
has developed his expression using only natural materials.

“Getting rid of all the paraphernalia of art was like a
death of all the comfortable things, but it also liberated
me. Now I feel I can use the whole world,” he says.

And in Poland - his first international experience -
he is keen to create a piece of work that is “alive”; that
people can move and walk through; that they can
experience and enjoy.

“I haven’t resolved the concept fully - and it won’t be
until the day I put it up. I don’t like to think things out
too clearly. An installation is about using the space.
Nothing is finite. Who knows what I am going-to find
there.

“I"ve been known to paint a whole show and then
throw it all away three days before the opening and start
again.

“For me it’s aprocess of harvesting, gathering,
thinking, making paper and clays and then “whoosh”,
suddenly it all goes up - it’s an explosive thing,” he
concludes.

It is clear though that Lander’s work will be very
much a Pacific expression. It is where he is most com-
fortable in his work.
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EMBROIDERY

Use our MAIL ORDER SERVICE for your supplies of specialist
embroidery threads, fabrics and patchwork needs

or call at NANCY'S. Meet the friendly professional staff and gather
your supplies of:

* Appleton's - crewel and tapestry wools

* Paterna - all in one crewel/tapestry wool
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* DMC range of threads

* Metallic threads
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Montrose
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GALLERY NEWS

CLAYFEAT

Clayfeat began trading in early Decem-
ber, after a two week setting-up period.

Situated in the heart of Auckland city, the
Countrywide Centre offers o classy, light,
open wulkway for pedestrians between Lorne
and Queen Streets.

Below; Mrs Elizabeth Fsteve-
Coll, pictured in the Dunedin
CCNZ Gallery with ceramics
by Gaynor Thocker, Mike
Searle and Paul Fisher,
Photo Otago Daily Times

The six members of this co-operative have
turned their shop space into something quite
out of the ordinary, benefifing themselves
and the public. About half the space they
occupy consists of a workshop area, com-
plefe with a recently installed three phase
kiln, This unique operation enables the pot-
fers to produce work on site; the public can
watch and buy finished products.

The potters involved are Brendan Adams,
Catharine Dawson, Philip Leake, Jeff Schales,
Jeannie and Andrew van der Putten, With the
exception of Philip, who works from home on
the North Shore, the potters have their own
workshops and showrooms in the city area
too. Jeff and Andrew are members of the
Albany Village Pottery, and Catharine
member of Pots of Ponsonby.

All six potters produce brightly coloured
earthenware, in their own very personal
styles, giving Clayfeat a very definite identity
and sense of unity. The work has an uplifting,
positive feel echoing the energy of these
creators, who lock beyond the depressed
late 80s with fresh vigour in the 90s.

V & A VISITOR

By Margery Blackman

Mrs Elizabeth Esteve-Coll, director of the
Victoria and Albert Museum, London, visited
the Otago Museum in Dunedin earlier this
year. She spent some ime in the gallery of the
Dunedin Chapter of the Crafts Council. This
forms a part of the Museum Shop. She was
mostenthusiastic about the quality of the craft
work which she saw there and made o
number of purchases. Mrs Esteve-Coll is a
council member of the Brifish Crafts Council.

Below:

Top; 1990 Jade Project” Pounamy boulders lied
together by Donté Bonico.

Boltom, "Sea/Sky/Stane" by Graham Bennett on the
Greymouth Floodwall

GREYMOUTH ART GALLERY

The Greymouth Art Gallery officially
opened during May. This is the first perma-
nent public art gallery on the West Coast.

To mark the opening, Graham Bennefi's
sculpture Sea/Sky/Stone was installed onthe
Greymouth Floodwall (the gallery building,
the former Bank of New Zealand, is seen
reflected in the sculpture).

The gallery, named "The Left Bank", has 3
exhibition spaces - one each for paintings,
installations and craft.

Part of the celebration was a ceremony to
mork the completion of the “1990 Jade
Project”, Two large pounamu boulders were
purchased and nine artists were invited to
collaborate in their carving. In 1990, the then
Governor-General Sir Paul Reeves blessed
the stones. One stone travelled north to be
worked on by Paul Annear, JohnEdgar, Hepi
Maxwell and Donn Sailt.

The other stone remained in the South
Island fo be carved by Russell Beck, Robyn
Barclay, lan Boustridge , Brian Robinson and
Peter Tennant.

The stones were woven together by Danté
Bonica,

MASTER WORKS
Paul Mason - “The Collection” - May 1992

Paul Mason's recent exhibifion at Master
Works created a good deal of interestamong
collectors and publicinstitutions, “The Collec-
tion” was Paul’s historical collection of his
own work over fifteen years. The work dem-
onstrated successive davelopmeni in his us-
age of wood, stone and metal - with a
wonderful variety of exotic materials contrib-
uting fo inlays and decoration. Size of pieces
ranged from small exquisite inlaid tablets
and discs - some of which may be worn as
jewellery - to large classical bowls, bronze
platters and stone vessels.

His most recent work - large bowls in
granite - have a monumental presence, their
ovoid forms a strong reference to ritual and
celebration. These pieces balance the smaller
meticulous work and show a current direc-
tion for the artist,

The range includes containers, inlaid pa-
perweights in wood, bracelefs in lignum vitae
and stone - and his production pieces. These
comprise a selection of bronze and alumin-
ium paperweights and knives inlaid with
coloured marble and granite, and smaller

bronze platters and vases handsomely boxed
in cedar,

All in all it was a show to remember; a
festival of Paul Mason's unique talents.

Below;
Inkoid paperweight by Paul Mason.

THE VAULT GALLERY

By Judy Wilson Goode

The Vault Gallery opened in August
1991 in High St Auckland and functions
both as a design gallery and a design
retail outlet.

Exhibitions are changed every seven

weeks and to date most of these have

been of design furniture, with much of the

‘work being done by students atthe School

of Architecture, Elam, or Carrington
Polytechnic Design School.

A collection of hats and scu|pture by
Pefer Brierley Millman is currently on
display.

Work by sociology PhD Nigel Clarke,
is a regular feature at the gallery and
currently forms a small focus exhibition.
His quirky wooden ties provide ironic
comment on the Auckland suit brigade.
The idea was developed during the stock
market boom when buying another silk

tie was a symbol of the week's success.

Though sculpturally effective as wall
pieces, they can be worn normally, se-
CUred a!’cur‘-d H’Ie I'IECI( Wirh a Ieﬂihﬂr
strap. Made from demolition fimber, they
provide comment on art, fashion and
home renovation, being shaped by the
same tools Nigel is currently using to
renovate his home.

Below;
Wooden tie by Nigel Clarke,

DESIGN GALLERY COLLIDES WITH RETAIL STORE

THE VAULT

OFFERING AN ECLECTIC RANGE OF INNOVATIVE NEW ZEALAND
CRAFT & DESIGN ALONGSIDE TOP INTERNATIONAL PRODUCTS
CURRENTLY SHOWING FURNITURE BY PETER BRIERLEY MILLMAN

DISCOVER THE VAULT
BENEATH THE CNR OF HIGH ST & VULCAN LANE AUCKLAND

I ¢

Fine NZ Art and Cratt...
Pottery, Glass, Silks, Wood, Jewellery.

242 Heretaunga St, Hastings. 06 876 5802

"W@WN & C@UNTRY%
| N.Z. FURNITURE

Early Settlers
1200 Dresser

The most beautiful
solid timber
furniture you
coutld ever

wish for.

Made by

Cudby & Meade's
talented
craftspersons
and featuring
solid T&G

baclkes, turned
feet &
handrubbed

wax finish.

See our complete collection at:

69 PHARAZYN ST, LOWER HUTT
TELEPHONE 04 566-0962
HOURS: MON-FRI 8AM-5PM
SAT: 10AM-4PM SUN: 11AM-4PM
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Craft NZ,
P O Box 3322,
Richmond,
Nelson.

BACKISSUES

Many back issues of
Craft NZ and NZ Crafts
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COPPER ENAMELLING

LEAD FREE
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NEW ARRIVAL FROM CHINA

THE HOTTEST THING SINCE GENGHIS KHAN

BOILED OFF SPECIALLY PREPARED

READY FOR DYEING/HANDPAINTING/

TYEDYE/SCREEN PRINTING

THESE SCARVES ARE ALL WITH HAND
ROLLED EDGES (4 SIDES) HAND SEWN

WITH PURE SILK THREAD
YOU MUST SEE THE SUPERB FINISH
TO BELIEVE IT!

THE SCARVES ARE ALL HAND DONE BY
THE WIVES OF CAMEL DRIVERS WHO

ROAM THROUGH THE GOBI DESERT
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NGA PUNA WAIHANGA HUI

Maori Artists and Writers Conference.
By Ray Heta

THE BUILDUP

Over the week prior to Queens Birthday,
artists, craftspeople and performers exhibit-
ed, worked on and performed in a build up
the the annual hui - held this year at Omaka
Marae in Blenheim,

Some 20-30 visiting experts joined local
craftspeople and encouraged others to work
with them, watch them and learn from them.
Great inferest was shown by local visitors in
all work, the infricate and delicate items of
weavers, stoneworkers, bone and wood
carvers, potters and painters. These artists
worked long hours into early morning, under
very trying weather conditions to leave be-
hind contemporary works from local mate-
rials.

Perhaps the centrepiece was the sculpting
of a large Takaka marble block donated by
Canterbury Stone Co Ltd. This was trans-
formed to depict Maui the infant being re-
leased by his mother Taranga into the cover
of bull kelp. Winter weather didn't deter
Dave Hegglun, Clem Mellish and Dave Goo-
din from completing the job.

Small clay treasures and a large clay
mural showing local happenings were creat-
ed under impossible conditions by Baye Rid-
dell and Wi Taepa.

From various sizes of whale vertebrae,
Brian Flintoff, Bill McIntyre and others carved
and assembled a totem po|e-|ike “Pou Tini-
hanga a Maui”.

Of great interest, especially to schools
from Motueka, Nelson, Blenheim, Picton and
Kaikoura were the perfcrmcnces of Hirini
Melbourne, Apirana Taylor and Chocky
Keefe, occasionally backed up by Richard
Nunns and traditional instruments, Both
teachers and pupils reacted with enthusiasm.

THE EVENT

On Friday, May 29, the actual Nga Puna
Waihanga Hui opened with the arrival of

Shaping, carving cnc} fine tuning a pahu | Te /?.riki Nui Te Ata | Rangi Kahu and her Ef:oitr;E i Mol g
(log drum) by John Collins and Reg Thomp- | Waikato enfourage, plus delegates and par- (g, Diggeress Te Koncnwa cf e
sett was a fruly historic event. But even more | ticipants from all regions - some 600-700 |lonching of her book.
cm(.:lz.ing to mostwas its final shaping withan | members. S;;:;;DN . —
argillite adze made from traditional methods Saturday May 30 was set aside for dedi- |figh
during the hui. Under the guidance of Dante | ¢qfions and unveilings of taonga. These were | Te Atkinu Te Ala | Rangi Kahu leading
Bonica and assistant Mary Anne Turner, | duly carried out by Dame Te Ata and her tz;g:w gm:ﬁ?*ﬂ Marae a the
many people fried this ancient craft of flak- | reony (group). The Minister in attendance L :
ing, dressing and grinding stone tools. was Rua Anderson. Kaumata expounded

Over the walls of the Kohanga Reo, Ross and displayed their faonga throughout the
Hemera and Diedre Gardiner consiructed | day. The book “Weaving A Kakahu”, by
and painted a vividly descriptive mural de- | Digger Te Kanawa, was launched in the
picting some of the major exploits of Maui wharenui later in the day (to be reviewed in
Potiki. issue 41 of Craft NZ).

Elaria Berghan, Eva Andersen, Te Aue Music, drama, duncing (modern and not
Davis, Puti Rare, Eddie qu“, Mate Lew- somoderni, plcrys and waiata were the order
less, Ruhia Oketopa and Reihana Parataled | of the day for Sunday May 31.

a team of weavers working with harakeke Monday brought tears, laughter and sad-

(flax) neinei and kiekie. Their creations and | ness at losing contact once more as the Poro-

assistance fo visiting locals will leave lasting | porocki ended o wonderful week of work-

influences. shops, exhibitions, performances and mana.
Canterbury Stone Co Ltd Suppliers of TAKAKA MARBLE fo
g‘r,ixg::water sculptors and cmﬁsPeople.
Nelson Also tiles, slab, slate, schist, granite, etc.
Ph 03 542 3731. Fax 03 544 6825
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MAKING MARKETING
PAY

A redlistic approach fo mar-
keting has been pivotal in the development of

Lef Jenny § :

wﬁ?g‘:g?@m the woodturning of Jenny Sears. Work as a
Rick Rudd. trade representative in Automotive Parts
Right; Ruth-Mary Beach,

hardened her to the push and shove of sales.
Four years ago she moved from Tauranga fo
Hawkes Bay fo set up The Craff Source at Te
Awanga in parinership with Shirley Boivin.
Shirley produced wood carving and Jenny
was reponsible for marketing.

A meetfing with a woodturner motivated
herto buy alathe. With the demise of The Craft
Source she began turning seriously and
opened Turncraft in Hastings during 1991.
Following an early preoccupation with drift-
| wood and natural tree branches she has

_;,2‘

moved to wood which has been windblown
or died naturally and now concentrates on
the enhancement of shape and grain,

She supplies outlets throughout the North
Island from her workshop-studio, which is
situated in an old chicken hatchery four
minutes from central Hastings.

MANAWATU SHOW

Rick Rudd and Sue Cooke held a joint
exhibition of pottery and efchings at the
International Pacific College earlier this year.
The exhibition, sponsored jointly by IPC and
the Japan Society, resulted in purchases
destined for Japan, Bermuda and California
as well as New Zealand. The college pur-
chased one of Rick Rudd's pieces for its
collection.

Vibrant Handknits

sontact Sue See our collection

’hone and of Designer
ax Handknits -
04) 388 1749 each c;nznog

Sue Cooke, formerfy‘\trom the South Island,
setfled in Wanganui following a period as
arfist in residence there during 1990-91.

Rick Rudd, a leading New Zealand
potter for the past two decades is known
for his minimally glazed black raku work
which explores sculptural forms based
around the Mobius Strip.

THE BUSINESS OF CRAFT
By Judith Doyle

From Latin feacher to craft business-
woman has been a long but fascinating
learning process for Ruth-Mary Beach who
markets embroidery yarns, embroidery

kitsets, crewel and tapestry thread from

WOODMANCY'S HOBBYCRAFT LTD

231 MORAY PLACE, PO BOX 5421, DUNEDIN.
PHONE/FAX 03 4778 882

QUILLING SUPPLIES

EVERYTHING YOU NEED FOR THIS FASCINATING CRAFT
QUILLING PAPER-PACKS - 45 INDIVIDUAL COLOURS
++ VARIETY, MULTI AND PARCHMENT PACKS
GOLD AND SILVER TRIM
TOOLS, FRINGING TOOL, DESIGNER BOARD, KITSETS AND BOOKS
SUPPLIERS OF HOBBY AND CRAFT MATERIALS
"PFAFF" SEWING MACHINES AND OVERLOCKERS
SALES AND SERVICE

MANUFACTURERS OF "TRU COLOUR" DYES -
WOOL AND MATERIAL - NON TOXIC
MAIL ORDERS WITH CREDIT CARD NUMBER WELCOME

her home in Wellingten’s Ohariu Valley.

Selling well now in Australia, Strand Natu-
ral Fibres will also be seen in dramatic fashion
in London’s Globe Theatre where they were
used fo anchor the separate pieces worked by
kiwi embroiderers that made up the hangings.
Soon, Strand Natural Fibres will be available
here by direct selling which will take over as
the main marketing method.

The embroidery yarns are in 174 col-
ours. Samples of the colours were created,
the recipes for the dyes worked out, the
colours then developed and selected. The
final shades reflect the sort of colours that
you see in the New Zealand landscape.
Green has the widest variation of fints.

The embroidery kitsets are increasingly
popular with tourists as they use New Zea-
land motifs, are eminently packable and
reasonably prices. The kitsets produced from
themes on the Globe hangings are providing
New Zealanders with vivid reminders of the
generous gift made by so many of the coun-
try's embroiderers.

Strand Natural Fibres grew from a farmlet
operation after Ruth-Mary Beach retired from
teaching. She and her husband, Neville,
boughtland in the valley 17 years ago where
they grazed 50 Coopworth sheep and 50
goats. They aimed to market an acceptable
mohair product for spinners - it was not a
popular yarn back then.

After success with the resulting lustrous
yarn for which they blended Coopworth
wool and mohir, they decided to tackle
crewel yarn which is much lighter. For this

| they mixed the merino-based Corriedale

because it is finer than Coopworth.

Later, they took this lighter yarn further
and mixed kid mohair with wool for a semi-

worsted yarn.

Strand Natural Fibres is a combined effort.
Neville does the books for the business and
he also measures and mixes the different
chemicals each morning for the desired dye.

Then fibre and dye go into alarge preserv-
ing pan on the kitchen stove, up to heat fo
stabilise the colour and Ruﬂw-Mury monitors
its slow boil for one and a half hours. It then
cools down overnighi and is later rinsed in
rainwater and hung out on the line to dry.

FAIRFIELD FIBRE

New Zealand fibre artists are involved in
two For‘rhcoming events in America. State-
menfs, an annual exhibition opening in Port-
land Oregon will tour for one year. The
Fairfield-Concord Fashion Parade features
invited artists from 25 countries in a collec-
tion called Internafional Diamond. Ratorua
quiltmaker Shari Cole has completed outfits
for both.

“Frog Printses of Day and Night Forest”
was her response to the brief for Statements;
to produce an ensemble using a package of
eight fabrics from the sponsor, P&B Textiles. |

Garments for the Fairfield-Concord event
must have impact from the runway. The only
sponsor’s stipulation was that Fairfield bat-
ting (quiltfilling) mustbe used with the artist’s
own materials in an outfit compact enough fo
travel for a year.

Cole's “Sunset of the Weaver-Wizards”
refers to the evolution of traditional erafts with
changes in applications and materials and
works from the principles of Polynesian mat
and basket plaiting. The coat's Niuean-style
horizontal plait in solid colours is stabilised
with fied tags and reverses to a complex
pattern of overdyed prints. This is her second
time in the show.

Dana Pratt, from Nelson, was also invited
to contribute a garment. “Gift of the Sea
God” is based on a Maori legend. The
colours of the hand painted silk are based on
the colours of paua shell. The cape over one
shoulder is repesenfative of a Maori cloak,
and the quilt and painted designs are based
on Maori rafter patterns, The garment is
made in separate sections, laced together
with rouleaux. Pava pieces are used for
adornment.

The event, which opens at the Houston
Quilt Festival in November, will appear at 15
venues in the USA. As well, its 12 month
season will take it all over the world. In the
previous 12 years of the show's existence it
has appeared in many of the world’s major
capitals.

MEETING MIREK

By Peter Gibhs

What do a couple of dedicated salt glaze
polters talk about when ﬂwey meet at an
exhibition? Salt has a way of getting back
info your veins, so Mirek Smisek and | had no
trouble in passing an hour one Sunday
morning in Wellington in April.

The venue was Turnbull House, where
Mirek was sharing a showwith painter Jeanne
McCaskill, The show had opened a couple of
days earlier with Doreen Blumhardt perform-
ing the honours for her old friend. Mirek’s
partner Pamela Annsouth confided that she
wos a bit worried sales were going so well.
“If he's becoming collectable maybe that
means people don't think he's going to last
forever ” That Sunday, itlooked to me as ifhe
would,

My favourite pieces were the carved por-
celain, not just the salt glazed pieces which
were a bit dryer surfaced than in the past, but
some of the more conventional glazes too.
Mirek’s favourites are the bowls with undu-
lafing lines and altered rims. After several
years he thinks he’s beginning to getthe hang
of them. For him they echoed the New Zea-
land landscape, bringing his surroundings
into his work.

Mirek's work has mellowed and softened

over the years. He's happier now to take
chances and have fun with the clay.

Above; Pols from Mirek Smisek's recent Wellingion
exhibition

Above: Top; "Gifi of the Sea Gods™ by Dana Prait
{modefled by Blanche Pra]

Cenfre; Dana Proft painfing fhe fabric for te garment.
Botiom; “Frog Printses”, by Shari Cole.











































