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FIFESHIRE FM93
NZ WEARABLE ART AWARDS 1993

Winning entries from the 1993 show:

Top left; The Paua and the Glory, by Letty Reid and Lilian Mutsaers,
Hokitika, winner of the Chez Feleo $2500 Supreme Wearable Art Award.
Lower left; Rainbow Warrior, by Susan Holmes, Auckland, runner-up,
Chez Eelco Supreme Wearable Art Award - $1000 prize sponsored by
William Higgins Gallery

Top right; Eros, by Patricia Black, Australia, winner of the Freemans
Bar, Wakatu Hotel $2000 Overall Design Award.

Lower right: Dreart Goddess, by Sharon Muir, Australia, runner-up,
Overall Design Award, $1000 prize sponsored by Trafalgar Centre.
Photos; Craig Polton.

ANGELS & BACON

w E A R A B L E AR T

Angels and Bacon

The 1993 NZ Wearable Arts Awards booklet.

In this beautifully produced 36 page booklet, photographer Craig
Potton captures the foremost entries from the 1993 show. As well,
winning entries from previous years are featured, while captions
detail materials used in each garment.

Available from leading bookshops for $15, or by mail order $12
from: Craig Potton Publishing, P O Box 555, Nelson.

or by phone (credit card details required), 03 548 9009.
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LETTERS

A VOICE FOR CRAFT

‘ For some time now you have been sound-
| ing warning bells about the vulnerability of
crafts vizaviz the QEll Arts Council, especial-
ly when it seemed that the Crafts Council
would go info liquidation. Seme of us heard
you, but your warnings came at a time when
we were drowning in o sea of words about
the future of craft. As craftspeople we ex-
pressed dismay when the liquidation hap-
pened, but felt powerless and unable to pre-
vent its demise.

Now, as you predicted, we feel vulnerable.
Who will take up our cause atthe Arts Council
when there is no organisation speaking on
our behalf in Wellington2 Why do | feel that
unless we, as craftspeople, take responsibility
for ourselves, no-one will.

This is not a criticism of Craft Aotearoa. It
is more about its inability to bat for us with no
funding, no home and no staff, only a tiny
handful of stalwarts who must, by now, be
losing heart and energy.

Now is the time for craftspeople to stand up
and be counted. If members of the Arts
Council don't hear our voices they could well
assume we are happy with the status quo.

Yethow can we be happy? Atpresentthere

is a Crafts Panel that assesses applications for
funding for craftspeople. The members of that
panel have an increasingly difficult job as-
sessing applications from Maori and Pakeha,

and covering a wide spectrum of applications
that stretch the definifion of craftto its absolute
extremes, if the list of successful upp|iccnis is
any indication. The work of this panel is of
utmost importance fo crclﬁspeople.

However, that panel is not the only one
where craftspeople are eligible. There are
funds available to craftspeople through an
International Cultural Exchange Panel and a
Publications Panel as well. The problem is that
to the best of my knowledge there are no
crafts representatives on those pcme|s. How
do we know craftspeople’s applications get a
fair, knowledgeable hearing?

I have been in communication about this
on behalf of a group of professional crafts-
people in Auckland with Jenny Patirick, the
chair of the Arts Council. Her verbal reply
was that Edith Ryan, the Crafts Manager,
could speak for crafispeople. This seems a
partly satisfactory answer, except that Edith
Ryan will refire at the end of the year. So my
request of the Arts Council was fo assure us
that someone will be appointed fo replace
Edith Ryan on her refirement. The verbal reply
was cffirmative, unless funding af the Arts
Council was reduced.

Itis common knowledge thatthe Arts Council
is under review. Reduced funding is almost
inevitable. Whatis notinevitable is that crafts
should lose its representation at all levels of
management and on all panels where crafts-
people are eligible. Nor should we lose our
share of the funding. There are significant
distinctions between fine art and craft prac-
tice, and both warrant separate representa-
tion. Craftneeds atleastits own munugercnd
representatives at every level of operation.
I'm not satisfied that there is real com-

FISHER GALLERY

CONTINUALLY CHANGING
EXHIBITIONS OF FINE
NEW ZEALAND CRAFT AND ART.

13 REEVES RD, PO BOX 51222, PAKURANGA, PH 09 576 9999

mitment fo that representation.

But we have to be vocal and visible
if we wantto have our case heard. We
must ask questions of the Arts Council,
and if the answers are unsatisfactory
we have fo fight o retain our identity
and our share of the resources. It may
require mobilising craftspeople into
the kind of activity that prevented the
sales tax going on pottery in 1979.
This will take time and energy.

In the ideal world, we as creative
people would be able fo get on with
being creative, leaving advocacy and
politicising to someone else. Unfortu-

nately, there is no-one else. Every one

LOPDELL GALLERY
exhibitons of contemporary art & crgft art ™

“Lopdell House Craftshop

of us mustindividually and collectively
take responsibility for the survival of
craFI, not iusl at the coal face moking
it, butlobbying for ifs representation at
a decision making level and for its
support by QEIl Arts Council.

Helen Schamroth, Auckland.

WHAT'S WRONG WITH
THE PAGE 90
BARNSPACE?

Congratulations fo your magazine
for reviewing the Whitireia Polytech-
nic Art Exhibition held ot PAGE 90

Artspace, in Porirua, Our young falented |
arfists deserve recognition in the early stages
of their careers,

PAGE 90 Artspace is proud to show annu-
ally two major exhibitions from the Whitireia
Polytechnic and in 1993 will be the base for |
their new Museum/Gallery Foundation
Course.

| was astounded to read in the review the
Lesleigh Salinger finds the PAGE 90 Artspace
tobe depressing|y unaesthetic and barn-like.
Has she only visited multi-million dollar gal-
leries that serve a monocultural elite?

Leading artists such as Rob Taylor, Buck
Nin, Robyn Kahukiwa and Darcy Nicholas
are enthusiastic about the complex, which
enables their works fo be shown to such good
effect. Rob Taylor commented at the time of
his exhibition that there was nowheere else in
the country that he could have mounted such
an exhibition on such a scale.

PAGE 90 Arispace is a basic functional
complex serving the needs of a bi-cultural
and mulfi-cultural community. | trust Lesleigh
will note that the term artspace is used rather
than gallery, which reflects the multi-purpose
usage of the building and avoids the unfortu-
nale perceptions people have of seclusive
galleries. PAGE 90 is constantly visited by a |
cross section of the public from all socio-
economic and cultural backgrounds, who
feel comfortable and uninfimidated when
visiting the building.

The very size of the complex lends a flex-
ibility, enabling us fo promote a great variety
of exhibitions and events, inc|uding its trans-
formation into a farmyard, complete with
barn, for the Footrot Flats Festival. In fact Jess
the dog deposited her business cards at the
cpen]ng Funclion, much foihe horror of some
of our arts purists. On another occasion, a
Regional Science Fair was held, afiracting
thousands of visitors.

PAGE 90 Artspace is also the home of the
Whitireia Dance Company and the building
is buzzing with artistic and cultural activity.
This dimension is seldom found in the “so-
phisticated” galleries.

Very few galleries in New Zealand would
show the work of young artists to the extent
that PAGE 90 Artspace does. In addition fo
the two Whitireia Polytechnic exhibitions,

| both secondary and primary school art has

been featured, which is in keeping with our
mission statement - being fo support, pro-
mote, develop and enhance the arts and
culture of the people of Porirua.

The gallery is under-funded and under-
staffed, as Porirua does not have access to the
millions of dollars metropolitan art galleries
have, and neither do we receive Funding from
the QEIl Arts Council since we promote the
sale of arfists’ works.

PAGE 90 Artspace is a show case for the
rich and diverse arfistic and cultural endeay-
ours which flourish in Porirua. | trust your
magazine will continue to cover the huppen-
ings at our special artspace - but in the light
of our avowed purpose.

David Naylor, Mana Community Arts
Officer, Porirua.

EDITORIAL

ome craftspeople are concerned about what they see as moves by the

Arts Conneil to amalgamate their craft and visual arts programmes.

At QEIL, they reassure us that there is nothing to fear - they will look

after our interests. Perhaps we are being unnecessarily alarmist.
Unfortunately, in the absence of regular updates on thinking within QEII, the
eraft community is uncertain about what is happening and what the future holds.
Overseas experiences with amalgamating the two areas have universally proved
disadvantageous to crafts. Do we have any reason Lo expect that things will be
different here?

In response to concerns expressed recently, | asked the Arts Council for a
report on developments. In reply, QEII Executive Director Peter Quin referred
to three of the council’s schemes: international, publications and commissioning,
which have merged craft with film and visual arts.

... The couneil has undertaken to run these schemes on a trial basis during
this financial year, 1 July 1992 - 30 June 1993, and to review them at the end of
this périod. This is precisely what will happen and an evaluation of these schemes
will be prepared for the next Council meeting in June according to this timetable.

“A copy of this evaluation can be made available immediately after the
Council has considered it. Your fears about craft being subordinated to visual
arts are just that. 1 believe there are no grounds in fact for making assumptions
along those lines at this early stage.

“The council is well aware of your concerns, but you may be assured remains
firmly committed to the promotion of eraft and the support of craft artists.”

On the face of it, that sounds reassuring, but I wonder if we’re talking about
the same thing when we talk about craft. I suspect that at QEII, as at many
polytechnics, the word “erafl’ usually means work made with materials usnally
associated with “eraft’, but with the intention that the result be “art’. Constant
use of the term ‘craft artists’ reinforees this belief, and so does the fact that the
three members of the craft panel are all “artists” who happen to work in ‘craft’
media (I don’t doubt the integrity of the panel, just the motivation on the part of
QEII for giving the panel such a bias in the first place).

Although it is early to guess at the effects of the merging of the three schemes
mentioned above, a look at the grants approved in the first quarter of the trial
year shows that in total, visual arts received $158,000, film received $7241 and
craft wasn’t listed as receiving anything. In fact erafi did receive $10,000 - Craft
New Zealand magazine received seeding finance for redevelopment, but had to
apply under the ‘visual arts’ category, as craft wasn’t included as a possible area
for publications assistance.

We have a lot of work to do before we can expect to compete dollar for dollar.
‘Art’ has been included in the institutional infrastructure for decades. ‘Craft’ has
been something taught to primary school pupils or at night classes. We don’t have
a tradition of scholarship and discussion, so how can we apply for funds to
further educate - what is our target audience?

The importance of defining the difference between craft and art becomes
apparent when we consider this question. If we apply for funding to assist with
essays and catalogues about eraftspeople, it’s unquestionably important to
document the work of our leading *craft artists’, but it’s equally important that
craftspeople whose work has its basis in traditional eraft forms, whether
European or Pacific in origin.

Equally, in working for funding support for exhibitions, we must work to
ensure that ‘craftspeople’ have the opportunity to show their fine work, which is
just as valid as using exhibition space to show the work of ‘craft artists’.

There is no question but that QEII supports the development of craft - their
own MeNair Survey some years ago showed that craft was the public’s favourite
art form. However, I suspect that the public’s perception of crafl is of tradition-
ally based work, that survey is not a mandate to solely promote the work of ‘craft
artists’.

The Arts Couneil has a responsibility to be more open about their thinking on
policy matters. To be fair, we have a similar responsibility to read what they are
saying in their Aris Advocate, and to ask questions (a problem is that craftspeo-
ple are abysmally informed about the issues and generally don’t care to get
informed until it’s too late). Unfortunately, when the funding body is also
deciding policy, those who may some day apply for assistance are understandably
reticent about seeming to offer eriticism.

Peter Gibbs, Editor.
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WEARABLE MAGIC

BY PETER GIBBS

pair of West Coasters left Nelson‘$3500 richer

after they won the Supreme Award at the

Fifeshire FM 93 sponsored NZ Wearable Art

Awards in Nelson on March 26. Letty Reid
and Lilian Mutsaers won the Pacific Paradise section as
well with The Paua and the Glory, a handpainted and
printed silk outfit with hundreds of attached paua and
mussel shell segments.

Reid operates a backpacker hostel in Hokitika and
Mutsaers works in the local Information Centre. Both
are regular sewers and they decided several months ago
to combine their talents in creating a garment which
incorporated paua.

The other major prize, the Overall Design Award,
went to Australian Patricia Black, one of last year's
judges, for her entry Eros, a frothy fantasy of hand dyed
silk, synthetic organza and nylon fishing line, which also
won the new Wedding Section.

Susan Holmes was runner up for the Supreme Award
with Rainbow Warrior, which also won the Wales and
McKinlay Open Section. This complex garment consisted
of a hand dyed crinkled habotai silk dress, wings made
from fibreglass, shade cloth and spinker cloth, a breast-
plate from crepe de chine, tussah, dupion and thai silk
and a fibreglass and mesh hat.

The other major winner was Australian Sharon
Muir,whose shibori dyed Dream Goddess was a finalist
in the Silk Section. She took second place for the Overall
Design Award.

“We celebrate our existence through what we wear”
said Greer Taylor, the Australian judge of the awards.
She believes that the greatest works of art we can make
are ourselves, so we need to do a good job with covering
that raw material.

If we don’t tulfil our potential until we’ve covered
our frames with appropriate garments, then the clothes
don’t fulfil theirs until they’re worn - it’s a symbiotic
relationship. But you can’t dress to your full potential
while you're at work or digging the garden - for that you
need a special event.

For both her and last year’s judge Patricia Black,
this Nelson show is the most special of events for artists
working with clothing, Both were at the opening, and
they weren’t the only entrants to travel long distances,
several came from Auckland, Dunedin, and points in
between. There is nothing else to mateh Nelson's Wear-
able Arts for power and excitement.

The story has been told so many times, it’s become a
rags-to-riches fairytale. Not that riches in the financial
sense have come its way. For producer/director Suzie

Moncrieff and her team, it's a hard. low
budget slog every time - and this was the
fifth time they've put it together. The show
presents an opportunity to creative makers
of garments to show their work and compete
with others, but not simply as part of a
statie display in a gallery. An elaborately
designed and choreographed performance
is organised as the vehicle to display the
garments. The challenge to the makers then
is not just to make creative clothing, but for
that clothing to create a stage presence in
front of thousands of people, who may be
up to 40 metres away.

The performance began with a cock
crow over the capacity crowd. As they satin
the semi-darkness, it was apparent that not
all the dimly outlined set was solid. The
apparent cut-out of a ballet dancer began
slowly, gracefully to move. Suddenly a
silver suited figure, sprinkled with star dust
burst into prominence above and behind
the crowd, swooping in on a flying fox to
join the dancer on her podium. A burst of
throbbing music and pulsating strobe lights
announced the opening of the 1993 show
with the theme “What Does the Future
Hold?™

Set designer Rose Shepard used a series
of large gift boxes, each with a sponsor’s
message attached. As the show unfolded,
models burst from different boxes for each
section. Morag Brownlie choreographed the
routines for all except the Children’s
Section, which was put together by Chris-
tine Hatton, choreographer for the first few
shows.

The venue, Nelson’s Trafalgar Centre,
is a huge sports stadium. For the awards,
one long wall becomes the stage set and
entry point for the models, who then use
two cat walks, one extending straight across
to the opposite wall, the other intersecting it
al right angles. Together they divide the
space into four. About 1500 people sit in the
spaces created on the main floor, so they
can see catwalks both to left and right. On
the long wall opposite the stage, another
1000 view the show from elevated, tiered
seating.

178 garments were presented on show
night. Artists Sally Burton from Nelson and
Greer Taylor from Australia, both previous
award winners chose these entries from
over 280 submitted. Prior to opening night,
the two were joined by More Magazine
fashion Editor Claire Miller to choose the
category and overall winners.

The show this year was a trinmph.
Drama, humour, confrontation, pathos,
sexual inmuendo, were all present at times.
The transition between each of the sections




was seamless as choreographed routines and musie shifts
took the focus from the garments to the entertainment -
from the building of one story to the development of the
next.

Above all, the garments. The standard of entries was
astonishingly high. There’s a mafia of accomplished, full
time fibre artists who make this show a priority in the
annual calendar. Many of them have been judges, and
others will probably take that role in the future, Artists
like Susan Holmes, Patricia Black, Greer Taylor, Suzie
Crooks, Dana Pratt and Kristin Hollis enter regularly
and provide a basis of excellence. Another group of
entrants are those for whom creating art from fibre or
other materials is an occasional occupation. Often it’s the
Wearable Art show itself which has become the motiva-
tion. Individuals start preparation months out, submit
their work, plan a weekend of travel and excitement and
come to Nelson. Just going to the show is a major event
as the audience vie with each other in creating stunning
outfits.

It's the aceessibility of the show which is one of its
greatest assets. While few novices would think to enter a
conventional, static exhibition of clothing, many of the
5000 who attended on one of the two nights this year
would not feel too daunted to prepare an entry. Having
done so, the next step is often more structured involve-
ment in craft.

The culmination - the awarding of prizes - is by no
means the exclusive stamping ground of any group. Time
and again, virtual unknowns have swooped in to take the
awards. This year was no exception, The triumph of
Lilian Mutsaers and and Letty Reid was a popular
choice.

TV may not have honoured the show with more than
fleeting coverage, an omission which guest presenter
Judith Dobson found hard to understand, but a more
permanent record was provided by Nelson photographer
Craig Potton. Normally best known for New Zealand
landscape books and calendars, Potton’s publishing
company has produced “Angels and Bacon”, an illustrat-
ed selection from this years show, which also supplies an
overview of past successes. The book is a stunning
compilation of over 30 photographs - an inspirational
document and a valuable historic archive of a unique
New Zealand creative event.

In fact TV1 did the show a grave disservice in their
news the night of the opening. After saying what a great
show it was going to be they added "...of course nothing
there would win the Benson & Hedges." Is that how our
media value creativity - by putting it into the less-
important-than-real-life category? Firstly, the two shows
are aiming for quite different results. And secondly,
anyone who's been fortunate enough to see both shows in
recent years has declared that the Nelson show wins
hands-down. Am I parochial? You bet - and with good
reason,

Winner, Chez Eelco $2500 Supreme Wearable Art Award: The Paua
and the Glory, by Letty Reid and Lilian Mutsaers, Hokitika,

Runner-up, Chez Eelco Supreme Wearable Art Award - $1000 prize
sponsored by William Higgins Gallery: Rainbow Warrior, Susan
Holmes, Auckland.

Winner, Freemans Bar, Wakatu Hotel $2000 Overall Design Award:
Eros, by Patrica Black, Australia.

Runner-up, Overall Design Award, $1000 prize sponsored by
Trafalgar Cenire: Dream Goddess, by Sharon Muir, Ausiralia.

Led Zebra Childrens Section:

$1000 first prize, Heavenly Abode, by Emma Moncrieff and Kelly
Graham, Nelson.

$300 highly commended prize, Disney Dream Coat, by Linda Butler,
Christchurch.

$200 commended prize, Rainbow's End, by Debra Baker, Richmond.
Wales & MacKinlay Silk Section:
$1000 first prize, Rainbow Warricr, by Susan Holmes, Auckland.

$300 highly commended prize, Her Name is in the Silence, by
Caroline Robinson, New Plymouth.

$200 commended prize, The Strange Metamorphosis of Mrs P, by

Patricia Black, Australia.

Smythe's Solicitors Knit-Weave Section:

$1000 first prize, Bob Marley, by Yanny Split, Auckland.

$300 highly commended prize, Jester Jacket, by Suzie Crooks, Napier.

$200 commended prize, Felt-O-Grande, by Dagmar Sporleder,
Takaka.

Mill Cottage Conservation Section:
$1000 first prize, Sea Urchin, by Emma Kennedy, Christchurch.

$300 highly commended prize, Heavenly Harakeke, by Willa Rogers,
Nelson,

$200 commended prize, Toxic Bevvies, by Emma Kennedy,
Christchurch. '

Nelson School of Visual Arts Section:

$1000 first prize, Spiritual Profection Batie Robe, by Rebecca Gill,
Auckland.

$300 highly commended prize, Smelly Legs, by Shona Caleott-Rum-
ney, Chrisichurch.

$200 commended prize, Home of Arachnia, by M Goldie, Auckland.
Profile Pacific Paradise Section:

$700 first prize, The Paua and the Glory, by Letty Reid and Lilian
Mutsaers, Hokitika.

$200 highly commended prize, Barrier Reef Fantasy, by Helen Lan-

caster, Australia.

$100 commended prize, Te Kakahu Moemoe A Te Wahine Toa, by Di
Jennings, Auckland.

Fletcher Vautier Moore Open Section:

$1000 first prize, Sunyama, by Gary MacKay and Matt Bylsti, Wel-
lington.

$300 highly commended prize, Solifoquy, by Wilma Van Hillemon,
Christchurch.

$200 commended prize, The Garments of Earthly Delights, by Hilary
Niederer, Wellington.

Nelson Evening Mail Wedding Section:

$1000 first prize, Eros, by Patricia Black, Australia.

$300highly commendedprize, A Touchof Glass, by Nikki Johnson, Nelson.
$200 commended prize, Freya and Odlr, by Liza Eastman, Collingwood.
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SALAMANDER GALLERY

OPEN 7 DAYS
SOUTH QUADRANGLE,
THE ARTS CENTRE
CHRISTCHURCH

@&

POTTERY
SUPPLIES

Kilns, clay, raw materials, glazes,
tools, stains, etc.

NZ's complete supplier.
Advice, service, mail order.

P.O. Box 32024
24 Essex Strest Christchurch
Christehurch Phone 03 3667 229
New Zealand fax 03 3666 847

Qaality
New Zealand

Crafts
CR
@ Over 300 N.Z. Artisans AT GALLERY
© Huge range of diverse crafts
® Suitable New Zealanders & Overseas Tourists
& New Exhibitors welcome.
@ Open 7 Days

Down the alley behind ANZ Bank

237 Parnell Rd, Parnell, Auckland.
Telephone (09) 309 8740
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cobwebs from
your eyes
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wind vanes and wind machines

Admission Free

5 June - 25 July
Museum & Cafe hours: FREE ADMISSION
Mon-Fri 10-4, Weekends & Public Holidays: | |-5.

Laings Rd, Lower Hutt, Phone 0-4-569 5743

l NEW ZEALAND STUDIO HANDCRAFTS
BILL AND PAULINE STEPHEN DIRECTORS

CERAMICS « STUDIO GLASS » JEWELLERY
POTTERY « WOODWARE
SILK « WEAVING
WE SPECIALISE IN ONE-OFF N.Z.
STUDIO CRAFTS

OUR NEW LOCATION IS
111 MOLESWORTH ST
WELLINGTON, N.Z.

TELEPHONE: (04) 473 1090

ANTIPODES

MV o™ TP Y ™R N N I

p vV Y
| M [ A B
Om A D R O
M G L ENORA
W A O O S K : E
i Q) 5 S ; :
o
Bz i :
}@ The WEAVING SUPPLIERS |
E

ylh 22 Broadway, P.0.Box 313, Picton, Ph (03} 573 6366

S
U 6™ ¢ LB e TP N T TG



FESTIVAL OF PACIFIC ARTS

STORY AND PHOTOGRAPHS BY JULIA BROOKE-WHITE

he 6th Festival of Pacific Arts washeld in

T Rarotonga last year, 16 - 27 October 1992,
with 23 groups from across the Pacific from
Easter Island to the Marianas.

Crafts and performance reflected Polynesian,
Melanesian and Micronesian backgrounds, tinged with
English, French, Spanish and American influences. With
over 2000 performers little accommodation was available
for the media or spectators, and those who flew in
without accommodation booked were not permitted to
disembark.

Great preparation had taken place over the preced-
ing months by the people of Rarotonga, supported by
local and offshore sponsorship, building and beautifying
special venues. Over the festival, schools were closed for
two weeks and many were used as hostels for the visiting
delegations. Cook Islanders were stationed there to
attend their catering and other needs, and saw little else,
Imagine the preparations for an enormous number of
once-only visitors to an isolated island, all requiring
food, mattresses, transport and so on. For the next
festival in 1996 this problem goes to Western Samoa.

Rarotonga was handicapped by the burning down of
the government offices and telephone exchange in April
. 1992, which badly affected communications and threat-
Tailin men mmngog Eﬁ:re ened to postpone or even cancel the festival. However
piece of rock near the new  preparations carried on and the site, so unfortunately
M:f;’:’;m:ﬁ:@f"{_a "::gr made available by the disaster, became a superb central,
to fount fulure visitors ahout  ©P€N air performance venue with a dramatic background

the event they missed.  of bushelad peaks. Fine weather throughout the festival

Right;

A group of thalched she&s
mage a pleasont complex for
displays and demonstrations of
Pacific fslond crafts. This
woman is making shell money
jewellery fo sell. Her
grindstane s on the feft. On
the table behind her are
Solomon Island carvings, from
the same island group,

Far right:

At the Howaiian hut, Elizabeth
Lee dlisplays o round pandanus
mot she has woven for the
festival, The women there were

working on an experimental Above; The festival heme, on the poster, is worked on o Cook sland potchwork quil, or Below; An old remnant of unknown origin, brought out for display at the fesfival, showing that
pandanus soil for the Hokulea, livaewae, This enormous quit was one of four especially sewn by leams of women for the the same fechnique wos in use several generations age. This is thought to be the oldes!
the Howaiion canoe that led festival and was fist disp publicly at the opening ceremony, where it wos carried oround fechnique used and is very sewing infensive. After the squares are cut out they are threaded in
the revival of inferest in he stodium of Tereora College. Thraughout the festival it was displayed in the new Cultural the correct order on fo a needle and can be distributed to members of o group fo sew as
traditional ocean going | Genfre-in o huge display of brilliantly coloured patchwork, cooperalive project. The cushion on the left displays embroidered appliqué ond the floral
canoes. Below; A detarl of the some quill, showing the squares of which the design is composed, design on the right is in thick needlework, fwo of the ofher fechniques used for fivaevae.




Right;
Actearon/New Zealond
Maori demonsirating
tattocing. Barry Soutier
of Ruataria provides the
canvas for the fen 0'0'}'
demonshration. A revival
in fativoing was evident.
In general, older
performers in the dance
groups were not
rarmd,?ﬁmg grown
up when Chn'sriunr'?;
frowned upon suc
pagan prachices, but
younger performers are
inning fo wear
fafieces again,

Right;

Fach cance carried o
rock from its home
istond fo be presented
on arrivel in Rarotonga,
This memorial ring was
created by these LEVE(SE
rocks and was unveiled
rockless by Prince
Edword ot the starf of
the festival.

meant that the vast new auditorium, where the official
performances were videoed and a $10 entry fee charged,
was the least popular venue - unfortunately for the
festival coffers.

At the opening ceremony at Tereora College stadium
a magnificent patchwork quilt of the festival theme was
carried onto the field. Later it was on display at the new
Cultural Centre where one could see how it was com-
posed of small cotton squares of many colours. Cook
Island quilts, known as tivaevae, are thought to have
been first taught by the missionaries. Four tivaevae were
made by Cook Island women especially for the festival.
The one of the festival theme was made by the oldest
method, the other three were appliqued, cut out and
embroidered, a more recent technique.

People were asked for old tivaevae, and the pieces on
display were mostly of unknown origins. Women were
demonstrating, sitting on the floor in the centre. One was
working on the last festival quilt which was completed in
time to be presented at the closing ceremony. It was
wrapped around the Prime Minister and his wife as they
stood on the stage.

A group of Cook Island women who live in Porirua
took their traditional embroideries with them to display
alongside those made in the Cooks, to show that these
skills are now being practised in New Zealand. They blended
in beautifully, in their bright island colours and motifs.

Crafts are always a major focus of the festival. Open-
sided huts were specially constructed which sheltered the
craftspeople and allowed the onlookers to walk around
and through the displays. Little furniture was needed as
most workers were used to sitting on the ground to work,
Demand far outstripped supply of goods for sale, and
queues formed for Tahitian shell carving, Solomon Island
shell money, and modern Fijian jewellery made for sale.

This area, Te Pununga Nui, was opened by the Maori
queen, Dame Te Atairangi Kaahu. As well as handcrafts,
here different countries demonstrated earth oven
cooking and on a large open air stage gave continuous
performances. Each country performed at each venue

over the ten days, so in theory you could stay in one
place and they would all appear before you. But it didn’t
seem 1o work like that. Special events, traditional games
or contemporary theatre would lure you away and any
methodical attempt to see everything collapsed. Even
sroups seen two or three limes had large repertoires and
different costumes.

The Hawaiians, under the auspices of the Bishop
Museum, had well labelled demonstrations of pandanus
mats, decorated gourds, tapa cloths, adze making. On
seeing a piece of blue tapa cloth, I learnt that the maker
had a background of skills in paper making, screen
printing and indigo dyeing which led her to reinvent
Hawaiian tapa-making incorporating her other skills,
The blue colouring on the tapa cloth was indigo. Reviving
lost arts was the problem for the Hawaiians, e.g. Tom
Pico has spend many dedicated years figuring out how
adzes are made.

There were more handeraft displays and demonstra-
tions at St Joseph’s school and the Catholic Community
Hall, both indoors and under awnings. One could watch,
or have, massage, herbal medicine or tattooing. A revival
of traditional tattooing was evident, older performers
being without, and younger performers with tattoos.

The Solomon Islanders had fine tattoos done in
marker pen for their performances. Tattooing had been
abandoned in the 1930s, but a Danish professor had
recorded much of the traditional lore, so that they can
copy the designs, but no one knows their traditional
methods of application. Nowadays it would probably be
considered inappropriate for an outsider to do the,
research, and the knowledge could be lost.

There was much curiosity and interaction, people
seeing how others worked the same materials.

Large carvings of wood and stone were done over the
ten days as demonstrations and will remain permanently
round the island.

A special feature of this arts festival was the fleet of
canoes which sailed to Rarotonga from their own shores
like the Te Aurere from Aotearoa/New Zealand or at
least from Aitutake, 220 km away.

These voyages were inspired by the building of the
Hokulea which first sailed to Rarotonga in 1976, and
returned to sail with these new ocean voyaging canoes. A
canoe village was prepared at Avana Harbour, where
early one morning the canoes sailed in, each bearing a
rock from its home island for a permanent memorial.
For a day there was a poignant empty space where the Te
Aurere rock should be, until its safe arrival from the
high seas. The erowd enthusiastically reassembled for
this emotional event.

The Cook Islanders enjoy wearing flowers and
garlands, which smell divine and smell even better as
they dry. They wear them to work as well as when
performing. Garlands made in shells, which are more
durable, are equally popular, especially those from
Mangaia made from small land snail shells that are found
in quantities after rain. These are yellow by nature and
are also bleached white. Strings sold in bunches of 10 for
$33, Cook Island or New Zealand - the currency is
interchangable.

The performers’ costumes showed a vast range of
crafts using natural materials from plants, animals and
birds. Some groups used modern equivalents, which are
not so vulnerable to rain; others made up disposable
costumes from the ubiquitous coconut, wherever and
whenever they were needed. Performance and eraft,
performers and audience, divisions were not clear.

AN ENCOUNTER WITH

NEW ZEALAND CRAFT

EXHIBITION AT NEW CHURCH,
AMSTERDAM, NETHERLANDS.
30 OCTOBER - 22 NOVEMBER 1992

STORY AND PHOTOS
BY PAULINE JANSEN HENDRIKS

992 was the 350th anniversary year of Dutch

‘navigator Abel Tasman’s discovery of New

Zealand. Many celebrations and commemora-

tions took place all over the country, one of
these being a state visit made by Queen Beatrix of the
Netherlands. During her stay she made many visits to
galleries and exhibitions. In the Netherlands it is a well
known fact that Queen Beatrix herself is a “hands-on”
craft and art person, and that she loves to get involved
with the arts. Her admiration of New Zealand craft was
quite apparent.

Later in 1992, Expo was taking place in Seville,
Spain. In the New Zealand pavilion spectacular works
were presented by 14 of New Zealand’s leading glass and
ceramic craftspeople. This exhibition became part of a
truly fabulous show that New Zealand put on for the
world to see.

Here, Queen Bealrix came into contact with New
Zealand craft again. At this time it was hoped that the
ceramic and glass exhibition would make a further tour
to the Netherlands. Upon hearing this, the Queen offered
to officially open the exhibition if displayed in Amster-
dam, Netherlands, as part of the Abel Tasman commem-
orative year.

Encouraged by the Queen and others, the prospec-
tive further showing was made into reality. Generous
financial support was sought and found from many
sponsors in both countries and a start could be made to
organise the setting up.

The venue for this exhibition was found right in the
heart of Amsterdam on the Dam Square - the New
Church (Nieuwe Kerk), which itself is an important
monument. Many of Netherlands' famous naval heroes
are buried in the tombs including Admiral Michiel de
Ruyter, who lost his life in 1676 in a sea battle against the
French. The New Church is a very large building, built
in the North Holland Gothic style. Construction was in
progress by the year 1400 and later on in thel1500s it was
enlarged to its present size. Since 1814 the investiture of
Dutch monarchs has taken place here. Queen Beatrix
was invested there in 1980,

The New Church is now also used as a cultural and
social centre and draws hundreds of thousands of
visitors each year. The national foundation of the church
promotes activities and uses such as concerts, readings,
political discussions and exhibitions. It is fast becoming
an international site where countries and cultures meet.

Bringing the show over from the Expo site to Amster-
dam was a task in itself and was only made possible by
the commitment and hard work of not only the Museum
of New Zealand - Te Papa Tongarewa, the New Zealand
Embassy, and the New Church Foundation but also
many nameless hardworking individuals.

[f f o . \eh

As promised Queen Beatrix attended the official
opening of the New Zealand ceramics exhibition on 30
October 1992 . It was quite a large affair with 350 invited
guests and a sizeable Maori song and dance group
brought over from London by the New Zealand Embassy.

Upon entering the New Church, one is immediately
aware of the peacefulness and impressed by the expanse
of the building, especially so after coming off the hustle
and bustle of the busy, noisy Dam Square. Often older
churches are very dark inside, not so in the New Church,
its interior is very light and spacious.

Above; Front entrance
of the New Church,
Dam Square,
Amsterdam.
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Above;

Pité de verre
howl,

Ann Robinson.

Above right;
Large hand built
terra cotla forms,
Barry Brickell.

The glass and ceramic works were displayed around
a central choir stall and in some of the many side

chapels. Most of the works were shown on moss green
plinths or walls. Two 10 metre banners of the same
colour reading “Keramiek uit Nieuwe Zeeland” hung
outside above entrance doors.

For many foreigners, New Zealand is an unattainable
country. However, this exhibition has introduced some
of our best ceramics to many thousands of people, not
only the Dutch, but other nationalities as well. A wonder-
ful eye opener for not only the professional but for
amateurs alike.

First impressions and reactions were admiration and
one could often hear “...all the way from New Zealand!!™
Dutch raku potter Corrine van Heyningen had never
seen or heard anything of New Zealand craft work. “My
curiosily got me to visit this exhibition and I am so
pleased I have, because these works show me how much
the potters are in contact with their land. That impresses
me!™

Potter and gallery owner Veronica van Dam’s
reactions were mixed. “I can’t help but feel that a lot of
this work is rather dated, some of the harder colours
remind me of ceramics from the 70s.” She went on to say
that she found some particular works very well executed.
“Paerau Corneal’s raku boat-like forms are fabulous,
straight forward and strong with no extra frills needed.”

Quite a number of photos and writeups appeared in
the Dutch media. Financial Daily: “The lack of docu-
mented history on New Zealand’s art and craft gives the

show an “empty story” feeling.”” Another review read
:”"...these ceramic and glass works demonstrate a diverse
range of inspiration and technique, whereby the ce-
ramists refer to the New Zealand landscape, and histori-
cal and cultural aspects of their country.”

The collection of work includes ceramics from Barry
Brickell, Paerau Corneal, Darryl Robertson, Ann
Verdcourt, Len Castle, Christine Hellyar, Julia van
Helden, Robyn Stewart, Chester Nealie, Steve Fullmer,
Christine Boswijk, Brian Gartside, Richard Parker and
glass from Ann Robinson.

Towering Nikau palm “shells” from Christine
Boswijk, have here an opportunity to reach for the skys.
Three large Nikau forms, hand built from coils with
applied slab patches, are held high on metal poles in one
of the small side chapels. Christine Hellyar’s three metre
long installation of Nikau seeds and fronds pressed into
clay make for a further nimble story of nature walks and
forests inside the historical stone monument.

Ann Verdeourt’s sculptures are playful. her work
from the Expo pavilion gives a story-book tale of Christo-
pher Columbus’ epic voyage in clay. For the Amsterdam
exhibition she completed a special piece on Abel Tasman
- the Tasman connection. Here figurines of Maori
warriors and Tasman’s sailors come into battle in a three
tier sculpture of blue waters and rugged mountains. On
either side Ann has placed two larger figures represent-
ing the two cultures in announeement of conflict. the
warrior calling on a shell horn and Tasman’s sailor
trumpeting.

Right:
Anagama fired pots, Chester Nealie.

Five large disk plates appear to scan viewers as they
walk by. The largest measuring almost one metre across
is part of Darryl Robertson’s southern hemisphere
constellation, the Southern Cross. These five works of
varying sizes are held high on double legged chrome
pipes and steel suspension cables. On each plate Darryl
has painted colourful images involving constellations,
voleanic activity and earth movements.

Since 1991 I have been working freelance with the
New Church and have enjoyed the many spectacular
international exhibitions and events that have passed
through. For me personally it has been an immense
learning and growing experience to have assisted with the
New Zealand ceramic exhibition. Being so far from my
home country, New Zealand, is sometimes a little
daunting, and for me to have seen and worked with such
familar names and styles of craft again was fantastic!

Experience the Passion of
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New Zealand's Largest
Art & Interior Expo

AUCKLAND 10-13 July 1993
(Princes Wharf)
CHRISTCHURCH 11-14 November 1993
(Show Week)
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(Overseas Terminal)
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Right, work by
Bob Jahnke
Lower; Echo by

Virginia King
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THE POTENTIAL OF PINE

BY MARGO MENSING

: ﬂjﬁq I B he Pine Symposium at Hawkes Bay Polytech-
3 : - 3 nic, January 25 - February 1, began with an

uncommon premise: a challenge to artists to

explore the potential of pinus radiata. In the
USA where I live, pine carries no particular onus or
status; it is just available wood. While it is not often the
first choice for a woodworkers or sculptor - it’s a long
way from an exotic wood - neither is it deprecated. In
some places, for example, Japan, pine even enjoys
honoured status.

i
b

My invitation to participate in the Pine Symposium
arrived unexpectedly in Wanganui only ten days before
the event began. 1 had been in New Zealand less than a
month and was excited by the prospect of meeting and
working with New Zealand artists. The offer allowed
great freedom. Artists were invited to work for eight days
at this site with pine and for this they were paid, fed and
housed. A QEII Arts Council grant and the materials and
services donated by 20 sponsors made this possible.

By the time I found Taradale I'd contemplated the
idea long enough that my enthusiasm had turned to fear.
I have worked with wood in a series of doors with
inscriptions, but I'd hardly call myself a wood worker.
Alan Neilson, technician for the Arts Section and
indispensible co-ordinator for all the artists” working
needs, walked me around the campus. Right outside the
workshops were lines and lines of logs - pinus radiata,
several truckloads left in three orderly piles around the
rugby field. This was not what I imagined. I’d heard the
word thinnings and envisioned working with
something,..thin, pliable, hopefully like lath or better,
toothpicks. More intimidating were the 15 chain saws all
in a row.

As artists drifted in and introductions made, there
was an uneasy air. To the constant “what are you going
to do?” the response was a shrug of shoulders and an
evasive upward glance. From the outset, however, the
atmosphere was relaxed.

Accommodation was marae style at Te Wahanga.
Dinner was superb and abundant food continued all
week. Ani Tylee (Maori Studies Department) and Jenny
Neilson organised all the tactical necessities. Jacob Scott,
full-time tutor and Arts Section Manager at Hawkes Bay
Polytechnic, was the visionary behind the symposium.
His administrative skill is marked by openness and
willingness to try the untried. Whenever we wanted to do
something, he said go for it. The premise was pine, but
his idea was always that it was more than material and
only a starting point for our visions, His leadership
infused the communal spirit.

The week started slowly. My American expectation
was Monday morning artists would be madly sawing and
selecting sites. Instead the powhiri started late in the
morning and stretched well into the hot noonday sun.
Although I'd had an introduction to this ceremonial
procedure in Wanganui, I was unsure of what would
happen or what was expected of me. On top of the hill at
Otatara where the Arts and Crafts Centre of the Poly-
tech had its beginnings, the hosts welcomed the visitors.
Inadecquate knowledge leads to assumptions and the one I
made was that the Maori community would be welcoming
the artists, who I surmised were pakeha. Instead 1 found

it was all mixed up. Within this racial and cultural
amalgamation, speeches and waiata were in Maori and
English. Songs included a version of “The Times they are
a changing” with lyrics about the pine as the changing
times. Everything was more spontaneous than I had
anticipated.

Two incidents helped me to coneeive my piece. On
Monday afternoon Jacob invited the artists to visit
possible sites. In the pine plantation behind Otatara he
and David Trubridge related that this place was the
germinator, The iitial impulse formulated a symposium
where artists would create work on site to respond to the
changing landscape and effects of this new cash crop.
The plantation is peaceful and separate. It is neither
school nor the pa nor a lumber farm. This is what
hectares and hectares of New Zealand look like today.
Second, in a twilight walk to the site of the ancient pa,
Nigel Hadfield, Maori historian and spokesman, recited
eloquently the history of that place. This confirmed my
desire to respond to the place first and to work with the
growing pines by inscribing words in them.

In the beginning 1 didn’t have much company up
there. Tuesday morning Bob Jahnke cut up twenty or so
thinnings that had been left lying on the hillside, but then
he disappeared to the plateau in front of Otatara where
he placed these charred and peeled poles in a spiral. Bob
also found his inspiration from Nigel’s words. Each pole
is capped with a carving placed on the landscape and
bears a portion of the inseription: KEI HEA RATOU O
NEHERA KUA NGARO KUA HAERE RATOU K1
RUNGA T O RATOU WAKA KI HAWAIKI NUI KI
HAWAIKI ROA KI HAWAIKI PAMAMAO ENGARI
KA TAKOTO TONU I TE WHENUA AKE AKE.

On the second day I noticed Jeff Thompson working
feverishly stuffing pine needles in wire mesh baskets and
covering with wire every resident piece of timber found

at the site. This expanded to an assortment of sawhorses,
ladders, and planks that he introduced to the site. His
complete piece is a netted cache of timber and forest in
all stages of growth, industrial transformation, and
decay.

Walking to and from the forest I saw several artists
were working away from the source of power. A crew
helped Bronwynne Cornish on the hillside as she shov-
elled, dug, and shaped her goddess figure in the dirt and
clay. Her need for pine was for burning. The figure
became indiscernible as it was covered with a heaping
cross of firewood and then was ignited on Sunday
morning,

At first I thought Brett Graham was working inside as
he honed the tips of small logs at the band saw. His
pointed stakes looked like they were headed for a
palisade, but he had other intentions. Just past Bron-
wynne's Pinus Radiata Eve he constructed a small
canoe, half emerging from the earth and headed grace-
fully down the hill.

The buzz of chain saws took off Tuesday morning
and continued all week. It looked like almost every artist
was out there in yellow ear muffs and steel-toed boots
tackling those logs. Most of the activity centred around
the workshops and at the edges of the playing field. The
working pace was feverish. At the end of the week we
discussed this obsession of most artists to make some-
thing big and vertical. Carin Wilson remarked on the
initial intimidation that many artists felt about that vast
log pile, how quickly artists processed their reservations
and learned to manipulate the material to suit their
ideas. With a series of large stone carving and works in
metal and wood, size was no threat to Virginia King.
Even so, she said she felt a need to experiment with new
equipment, a challenge that she deliberately took on.

Above;

Jeff Thompson
hammers staples in
the initial stages of
entrapping his log
installation in the
valley behind
Otatara Pa,
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