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EDITORIAL

By Peter Gibbs

culture. They are the testing ground, where new ideas

and developments are put before a critical audience; a
showcase for the best work; a key interface between the
maker and the public; a vehicle for publicity. They can be
the pinnacle of a period of work and development.

While a few exhibitions are highly successful by most

criteria, too many are badly conceived, badly supported and
poorly publicised.

E xhibitions are vital in the development of our craft

Solo shows are often the culmination of a long period
of innovative, exhausting work. What's the point, if no one
comes, there are few sales, and there are no reviews?

Public galleries like the Dowse fulfill a vital role in
investigating areas of craft development with at least some
budget allocated to education and promotion.

For group shows to attract exhibitors, ptize money is
increasingly necessary, and this serves as a focus for the
public as well. It's no longer enough for an organiser to

circulate a notice inviting craftspeople to submit work unless
there are measurable benefits in them doing so. If recogni-
tion through sales is the objective, then strategies for
gaining sales must be adopted. If critical viewpoints are
required, then all available publications should be canvassed
with information well before the event, explaining why this
exhibition is worthy of critical attention.

The Fletcher Challenge Ceramics Award has achieved
unparalled success over a long period of time. The Nelson
Wearable Arts Award has also gained a high profile and
critical acclaim. It's time for a major awards show for all
craft media, and some contenders for this seem to be emerging.

Exhibitions are a key tool in raising the profile and
viability of craft, but we must understand better how they
work and how best to capitalise on them.

We need more exhibitions which are better researched

and better planned. Its a time for the pooling of resources
and information so there are some clear objectives.

LETTERS

ON AMY BROWN'S REVIEW
Dear Amy

| read with interest your review of the
traditional and contemporary Maori and
contemporary Pakehafibre art show (Craft
NZ Issue 43, Autumn), and am accepting
your challenge to comment. Any com-
ments spring from my own textile back-
ground, my participation in a Pacific Tex-
tiles Symposium organised by Wanganui
Polytechnic in 1992, and my role as a
tutor here at the School of Visual Arts
(Nelson Polytechnic).

| wonder perhaps, whether such exhibi-
tions reflectin visual terms where individuals
are at in terms of their own thinking, explo-
ration, and crystallisation of process and
materials, some of which may be very local
(such as kiekie or indigenous flaxes), but
whose symbols are used globally with differ-
ent interpretations

It's not surprising is it, that Maori weav-
ers tend to stick together, when their/

| LopdeH H ouse Craftshop
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your culture has been violated to such an
extent. It is only out of a confidence and
understanding of traditional skills/mate-
rials, as well as contemporary art ideas,
that work such as Maureen Lander’s can
exist.

| have a feeling that what such an
exhibition does, is remind us that we are
not one people, though bits and pieces
are common to us all. As you say in your
review, there is a huge difference in the
nature of Maori and Pakeha fibre work.
While this may not help the visual cohe-
siveness of the show, itis nevertheless an
honest interpretation of where we stand
as two people; exploring our links and our
separateness.

Thank you for your thought provoking
review.

Rose Griffin, Nelson.

WEARABLE ART

| was delighted to read your article in
the Autumn Craft New Zealand about
the Wearable Art Awards. | feel that
these awards are so deserving of wider
recognition...as they do a wonderful job
encouraging and preserving wearable art.

However, | was dismayed to read in
print that my piece "Dream Goddess”
was Shibori dyed. | realise that informa-
tion can easily become mixed up, but my
piece wds Polychromatic Screenprinted,
atechnique | have been using and special-
ising inforanumber of years now. Itis not
a widely used technique, hence there is
little familiarity with it! The only similarity
with shiboriisthat the same dyes could be
used, otherwise they are totally different
processes!

I'm sure this was one of those unfortu-
nate mistakes, but | still felt | needed to
point out that this was the case. At least
you know now how “Dream Goddess"
was done!

Sharon Muir, Australia

FISHER GALLERY

CONTINUALLY CHANGING
EXHIBITIONS OF FINE
NEW ZEALAND CRAFT AND ART.

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

SPEAKING IN STONE

By Wendy Laurenson

taken him 20 years to leam, and the lessons have

been in many different materials. On his way to stone,
Paul has worked in wood, shell, bone and metal and has
been fuelled by a fascination for the spirit of life.

P aul Mason speaks in stone. It's a language that has

He first found the fascination in sixteenth century
Japanese craft. Twenty years ago, Paul discovered things
Japanese and things Zen. He was infrigued by the restraint,
the subtlety and the symbolism imbued in tea ceremonies,
in netsuke and in raku pottery.

“They caught the spirit of life for me in a capsule. I had
always found a lot of things easy to master. Because of
that, I tended to flit from one thing to another, without
feeling fulfilled by any of it. At the time, I was looking for
something to absorb me for the rest of my life.”

Paul was then living in Wellington and belonged to the
Japanese Embassy Library. “I consumed it and realised that
here was a way | could say what [ wanted to say. What the
Japanese did and their philosophy behind doing it, earned
my commitment.”

But not to their craft. Paul took the Japanese tech-
niques and grafted them onto his European heritage. In a
‘toilet sized” workspace with a jeweller’s lathe and a few
hand tools, he played with placing amber, horse bone,
lignum vitae, paua and silver on tiny plaques that became
coat pins, brooches and pendants. They were precious
things. He leamed that he could technically handle the
materials and he leamned that he had an innate sense of
balance and juxtaposition. “I don’t know how you could
begin to learn that.”

He placed soft next to hard, light next to dark, big next
to small - in the right proportion and in the right place. He
made small containers, round containers, square containers
and bracelets. “They were my style and | made them for
me. The making of them was prompted by a love of the
Japanese netsuke, inro and bead (small purses and fasten-
ers, the making of which was a craft in full flight in sixteenth
and seventeenth century Japan). “I wanted some and |
couldn't afford them so [ made one.”

Paul is a perfectionist. “I can’t help myself. The
rendition has to be as true as it can be to the spirit of the
materials.” Paul took the tiny precious works to show Leo
van Helden, who recognised them as examples of fine New
Zealand craft and suggested that Paul return in six months
with enough work for an exhibition.

With prices like $15 and $25 the pieces sold. Paul
made more. More sold. He made more for five years.
“After that time they began to feel a bit small and introverted.”
The containers began to grow. They outgrew the machin-
ery and the toilet sized workshop and Paul's romance with
tools and tool making began. “I became intrigued with
technique and how to do more, finer, better. The romance
lasted ten years then | was pleased to rise above it. If |
didn't overcome the addiction to tools, there was danger
that the work would become restricted - driven by becom-
ing better technically rather than being driven by its own
dictates.”

As he pushed through new boundaries, there was a
constant niggling need to eam a living. Paul survived by
living simply in low rent houses. Even now, his work has
two distinct parts - art and money. He was also supported
by several arts council grants , maybe helped by the fact
that several individuals involved with QEII - James Mack,
Peter Rule, Catherine Lomas - loved what he was doing.
“The QEII support meant my work got exposure at
embassies and I was included in several shows. Other
individuals supported me too, including Peter Webb, who
then had a gallery in High St, Auckland. He started buying
my work,which gave me money enough to continue. ['ve
had several agents and several patrons.”

In an effort to get his work bigger, 8-9 years ago Paul
started to turn bowls. At that time there was an abundance
of wooden bowls, so he chose something difficult to do and
did it well. His bowls were unusual in that they were made
of hardwoods (puriri, maire, pohutukawa, rata), they were
thick walled and they were inlaid. The inlays were palm-
wood, ebony, patanga (an Indian wood).

Then Paul's work grew from bowl sized to fumiture
sized. For ten years he has been married to Sally, a
successful illustrator who in earlier years had a studio in
Wellington. While working for a firm called ‘Inscape’, run
by Duncan Dempsey, she was wearing an inlaid bracelet
made by Paul. Dempsey noticed it and wanted the designer
of the bracelet to design tables for the National Gallery in
Wellington.

“That was the beginning of a relationship that lasted six
years and resulted in over forty pieces using exotic veneers
and inlays.”

From that contact came fit-outs for commercial buildings - a
fifty seater board room table for Chapman Tripp Sheffield
Young law offices, work for Royal Insurance and night
clubs. “I was asked to make bronze doors, bronze archi-
traves, granite floors inlaid with bronze, marble floors with
brass strip inlays and reception tables. They were the heady
pre-crash days and commercial people had a lot of money.
Duncan Dempsey gave me the opportunity to find and use
my wings.”

Dempsey was a pioneer in getting locally designed and
made work into interiors here, rather than Italian, Spanish,
German or American imports. “He had the vision, the
work, the money and the contacts and I had the ideas and
the ability to carry them out.”

Paul was the designer and supervisor. He drew up
sketches of his work and oversaw their construction.
Someone else (largely Finewood Fumiture in Auckland) did
the making and worked out the physics.

Dempsey was also instrumental in Paul's move into
bronze. He suggested Paul cast one of his bowl shapes in
bronze and commissioned him to do it. “That was the end
of wood turning - the beginning of bronze. A new track.”

Paul’s first bronze bowl was cast from a customwood
pattern. He didn't know bronze and asked the foundry
(Neale's Foundry in Petone) to pour four. They cast one -
then rang and suggested Paul may like to reconsider. The



bronze bowl took three men to lift it. So they poured only
one. Paul exhibited it in Janne Land Gallery in Wellington,
and Compendium in Auckland. And now he has kept it.

Neale's Foundry still do Paul’s casting and he says their
level of involvement and interest in the strange things he
asks them to do is increasing. “All the bronzes are sand
cast and the guys are technical experts used to production
run product. The things from me often stretch them right
out and have them running to reference books and they
seem to like that. They take the projects on board personal-
Iy. The bronze bowl for example had wax risers, down
which the bronze was poured, and where they joined the
bowl they gave rise to a crystalline structure that showed
through the patina as a different colour. That sort of
knowledge is way out of my league, but they worked out a
way to rectify it and sent back a near perfect result.”

Paul seems to get the best out of technicians. He takes them
a passion filled project and some of the passion stays with
the project as it passes through different hands.

Like a lot of his bronze work, the bowl has a patina
finish. Patina is a chemical process with a touch of alchemy
for colouring the surface of metals. Different colours are
produced from different combinations of chemicals,
atmospheric conditions, chemical vapours, masking, surface
treatments, and a touch of something else changing and
unknown. Making them is something Paul likes to do and
does well. He makes his own recipes. He puts several layers
on. Then he takes some off. Then he adds some more.
Then he might sandblast the work. Or cover it in steeped
sawdust. Or suspend it over ammonia vapour.

While Paul was still working bronze, he and Sally moved
north in search of a warmer climate. They found eight acres
near Kaeo with complete privacy at the end of a dead end
road, with a view of the sea, running water all year round,
regenerating bush and a raupo swamp, directly under the
gaze of a volcanic rack cone. That eight acres is where
Paul's workshop and studio space have been until very
recently. Paul and Sally have since moved to another
property nearby, still within the power of the Whangaroa
volcanic basalt rock. The stone Paul works in doesn't come
from local sources, but he has experimented to see how it
cuts and behaves. Some of the basalt has formed into
crystalline shapes of six sided pillars.

Most of the stone Paul works in comes from a friend -
Bruce Trethewey - a man Paul calls his patron. Bruce
Trethewey owns Trethewey Granite and Marble, and Paul
met him while looking for marble inlay for his fifty seater
oval jarrah table. Bruce is a third generation stone mason.

Bruce recognises and is happy to feed Paul's artistic
talent. Paul; “He feeds me stone and the technology of how
to work it, and [ feed him the art that he loves to look at but
can't create himself.”

So Paul designed furniture in stone and Bruce made it.
But Paul’s first moves into stone were reluctant and small. A
friend, John Edgar, had tried to encourage Paul into stone
previously and he made a few small things but couldn’t

‘hook into it’. He didn’t have the time he needed to invest
in learning how to work it.

The contact with Bruce meant Paul started accumulat-
ing stone. Bruce and Paul went into business as Paul
Mason Design, designing fumiture for the luxury market.

Meanwhile, Paul needed to find some shorter term
income. He knew there was a market for his work if he
could find a form that was affordable. He started making
bronze and stone paperweights and paperknives. “I'd been
making wooden inlaid paperweights for years, and these
new ones had a niche to sell as gifts in Intemal and
External Affairs and through the Crafts Council.”

He makes two ranges. There are bronze ones with cut
marble that are individual and expensive, and a less
expensive mass produced range using aluminium and
marble. Both are packaged in individual wooden boxes
that Paul makes - something he says can't be short cut.
“Packaging is critical for a good product to land in its right
market.” His wooden paper weights come in triangular
boxes complete with space for the paper knife.

At the moment, the paperweights are creating the
income, but his heart is in sculptured stone. Although Paul
is now relishing working with stone, he tries to avoid
definitions of what he does. “I'm probably a designer, or a
maker, or an artisan, or an artist. | think definitions are
limiting. It's not important to me whether I'm all or none of
the above. What's important is that what [ do keeps
evolving and stays true to itself. And that remains passion
driven.”

“I don't mind if it's all amusing or all gravity - but [ tend
to be right in there at any time. I don't like flippant and 1
don't like fickle.”
His materials echo the substance of his conviction. As
Paul’'s work changes he has more materials at his com-
mand and he likes to combine contrasting textures and
colours. He uses bronze with wood with granite with glass.
His present work passion is stone sculpture. Since his
wood tuming days, Paul has used the bowl form to
manipulate materials and to extend himself and his skills. It
happened when he graduated from wood to bronze, and it
has happened again in the step up to stone.

Paul uses some stone from all over New Zealand and a
lot from overseas, including serpentine from the Cobb
River, argellite (pakohe), granite from Finland, India,
Central Africa and Brazil, marble from lItaly and India.

Parts of Paul's workshop are set up as a stone sculp-
ture gallery. The surfaces are hard and stark. The shapes
are strong. The texture changes and colour shifts are
subtle. It needs some stillness to see them and some time
to absorb them.

“The best stuff is the subtle stuff and no-one seems to
like it. So | get to enjoy it myself.”

When someone speaks in stone, what they say can be
strong and soft and subtle.

Listen well.
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Above;
Tanya Zoe Robinson.
Photo; Peter White

SELF CONTAINED

The Silverwork of Tanya Zoe Robinson.

perception of this utensil is limited by our knowledge

of its everyday use”. The same might be said of the
container, and its intrinsic adherence to “form following
function”. This concept has recently been explored and
somewhat deconstructed by the emerging Hawke'’s Bay
silverworker, Tanya Zoe Robinson.

P eter Woods recently stated of the humble spoon, “our

After several group and solo shows, Robinson has
recently had an exhibition at the Hawke's Bay Museum,
entitled “Outside of Function”. This examined her recent
works, in which the relationship between function, aesthet-
ics and the criteria for personal adomment is explored
through the medium of silver. Robinson prefers to see
herself as a silver worker, rather than a jeweller, and this is
a further motivation behind her recent work. She is one of
the many emergent artists who continue New Zealand's
impressive silverworking, creating an inimitable dialogue of
austerity and sensuality.

Robinson was bom in Palmerston North, but has spent
most of her life in Hawke's Bay. Her practices and philoso-
phies have developed through the craft design course at the
Hawke's Bay Polytechnic, convened by Jacob Scott, and
through contact with other artists such as David Hegglun,
Kobi Bosshard and Daniel Clasby. To varying extents,
these artists have proven to be influential on her work.

Although acknowledging such precedents, Robinson
continues to assert her autonomous status. “If [ see a

By Roxanne Fea

design by another artist which I like, I know I could never
begin it myself. I cannot complete a concept which is not
honest to me. If I allowed more influences around me, |
would have to struggle a lot harder to retain the honesty of
the work that I do”. This is despite encouragement ,
including from the QEII Arts Council to move outside
Hawke’s Bay for exposure to a more diverse environment.

Hawke's Bay is known as a stepping stone to the
metropolitan areas, yet Robinson is amongst the increasing
number who choose to remain in the region, one which
has a unique environment for nurturing a healthy diversity
in the arts. Such an environment is cultivated by the calibre
of training options such as the Polytechnic course. The
flexibility of the course allowed Robinson to achieve an
appropriate solution to her dual skills of artistry and
engineering.

The artist retains a fascination in the logistics of
construction, preferring to make by addition, rather than
through a reductive process. She creates a fluid dialogue
between the surface and texture of sheet silver, and the
iridescent paua shell. This is evident in her recent explora-
tion into the concept of the container. The move away
from the practice of making jewellery is expressed through
the weight, monumentality and sculptural use of space in
the silver pieces, and is reinforced by the inclusion of
specifically non-wearable pieces.

The container has been the focus of a number of New
Zealand artists, in innumerable media. Peter Woods and
David Hegglun figure amongst those who have explored
this form. The fascination began for Robinson as a child.
She was intrigued by the nature of the container; its
construction, and its dual ability to house treasures, whilst
retaining an integrity of its own. Most importantly, the
container as a personal treasure, and an item of personal
adornment remained a central issue.

Inevitably, one important influence on Robinson's
theory and practice is the traditional Japanese container:
the inro, and its companion, the netsuke, or toggle. She
first came across the inro in a magazine article, and reacted
to the combination of art form and function in a personal
treasure.

Inro come an incredible variety of styles, from simple to
ornate. They were traditionally constructed from wood, and
comprised one or more layers coated inside or out with
varnish to protect the powders and pills for which they
were originally designed.

Robinson’s silverworks abstract the Japanese container.
As she states; “the primary consideration has been to
represent the container since its inception...using simple
mechanical forms and silhouettes in ways suitable to the
materials.” In classic modemist terms, decoration is deemed
an almost immoral inclusion to the container. The purity of
sheet silver and the geometry of the objects constitute the
absolute essence of the container; creating a receptacle
ideal for Plato himself.

“Outside of Function” featured pieces which reflect a
lateral interpretation of a functional object in other ways.
The fundamental balance between solid and void, of
enclosure and of free space, is tested by works which
simultaneously reflect the interior and exterior. The
receptacle constitutes a collaboration of extraneous
surfaces, often defying the expectation of the container’s
ability to contain. The use of space is always economical
however, an essential criterium in personal adornment.

The disparity between the coolly immaculate surfaces
and the requirement to touch (as is fitting with pieces which
adom the body), forms part of Robinson'’s fascination with
the medium. “I've always enjoyed the way silver looks after
being handled. Some of my work has taken on a particular
kind of warmth...a special kind of patina which is always
personal.” This attribute of personal objects has been rec-
ognised by David Selkirk as being unique, a dual relation-
ship of three-dimensionality and an interaction with the body.

Robinson might qualify the internationalism of her work
through the incorporation of the New Zealand icons; paua
shell and muka cord. The marriage of silver and paua itself
is a practice inherent in New Zealand's tourist trade. Yet
the absence of cynicism in the pieces deter any comment
on commercialism, as Robinson asserts the universality of
the materials. “The paua, the muka and the silver - these
simply come to me as materials which are really beautiful.
The silver is hardly identified with New Zealand culture, but
then again it's probably only been part of Native American
cultures for fifty years...to me, silver has a surface which
can vary from a fine polish to matt, and can be manipulated
in a way which doesn'’t involve colour.”

Above;

Work in silver,
wood, bone, paua
shell and muka
cord by Tanya Zoe
Robinson.

Photo;

Peter White.

Don Peebles once said of painting, art is 99% decision-
making and 1% inspiration. The same might apply to
Robinson’s techniques. This has emerged through the
advice of artists and her peers who impressed upon
Robinson the need to strive for perfection throughout
the entire process, and through appreciating the
different finishes and textures of the medium. “At
Polytechnic, we were told to spend as much time
planning as making. Later it was suggested I should
reduce the drawing and simply think every time I put file
to silver. 1 developed a working balance between the
drawing and the designing...which helped me to appre-
ciate the honesty of the silver.”

“QOutside of Function” represents an important mile-
stone for the artist as due exposure is given in a public
space for a woman artist, and an artist who tests the
boundaries traditionally separating ‘art’ from ‘craft’. As
function and utilitarian design have encumbered craft with a
traditionally lower status, the work of artists like Tanya
Robinson now increasingly places such arbitrary criteria in a
dubious light. It is certainly time for art museums and
historians to acknowledge these issues.

The medium of silver is a wonderful vehicle for pure
simplicity. For an object destined for personal adorn-
ment, this can be a potentially incongruous attribute.
However, in a contemporary environment where
plurality and the appropriation of styles, media and
materials reign supreme, it is striking to see a simple
message in essentially modernist terms. There is no
avoidance of the truth for Robinson; in the medium, the
function, the aesthetic and the product. E
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CRAFTSMAN IN PAPER

By Penny Orme

illiam Cumming comes from a strong design
Wbackground‘ firstly practising in architecture and

interior design and then moving on in 1983 to
become three dimensional design tutor in the Department
of Art and Design at Christchurch Polytechnic. Another
important influence on the artist is that he also hails from
the West Coast and he continues to draw his vital source’ of
visual imagery from this environment. The tree as a central
metaphor may be traced throughout the various develop-
ments explored in this artist's career.

Cumming began painting in the 1960s and throughout
the 70s his work mainly utilised the giant kahikatea trees as
a motif depicting these in a variety of compositions either
clustered as a group in a clearing or as a sentinel towering
above the other species of the deep green rain forest,
against the sky or silhouetted against the purple hue of
misty mountains. During this particular series of works
Cumming tended to concentrate on developing painterly
techniques and exploring the range of rich surface textural
qualities which could be achieved by layering the pigment in
pointillist fashion.

By the 1980’s the infinite possibilities of the paper
itself emerged as the artist’s primary concern. Art produc-
tion now concentrated on a variety of approaches and
techniques to expand the possibilities of this material which
included staining and splattering the surface as a means of
conveying the essence of pattems, hues and textures of
bark. Cumming also began to create three dimensional
constructions by tearing cutting, folding, rolling, binding,
tying and layering his material to create a variety of low
relief constructions. The tree image/motif had become
highly abstracted and the emphasis now tended toward
creating a more formal composition or visual design. A

symmetrical compositional emphasis was achieved through
the use of a highly central vertical shaft/trunk form inter-
secting with a balanced semi circle representing the foliage
top. The interest in depicting ragged but sharply defined
edges becomes heightened through the resulting shadows
created by these raised relief constructs and the use of bold
colour contrasts between the various layers.

What in retrospect appears an inevitable development
was for the artist to concentrate on exploring the possibili-
ties of paper production itself. In order to undertake this
new activity he travelled to Hobart in 1990 to participate ir
an advanced papermaking masterclass which included
casting and moulding at the “Paper Mill”, Tasmania
University School of Art

A major exhibition, “Pieces of Paper” mounted in
December 1992, revealed the growth of the artist’s
confidence and skill in utilising the unique possibilities of
paper moulding and casting and represented a culminatior
of his extensive (and at times frustrating) experimentation
with a broad variety of techniques in this activity.

The show consisted of twenty works (two were draw-
ings). While twelve of these continued to explore previous
developments in relief construction they were now con-
structed from the artist’ own rather sumptuous cast paper.
The remaining works represented innovative directions as
these have become essentially sculptural in conception and
reveal impressive advances in papercraft.

William Cummings has created an intense effect of
translucence and depth in his colour application through
the use of retardants and overlaying of pigment. By
employing a combination of strong rich hues juxtaposed
against delicate tonal contrasts he also conveys the effect of
floating planes of colour. Adding to this sense of opulence
is the calligraphic-like surface texture which has been
produced within the casting procedure.

The compositions of both the relief and three dimen-
sional artworks now indicate a concem to reveal the inner
structure of the tree form (as can be perceived in “Westland
Ideogram: Winter” and “Westland Valley Form II") as the
central stem has been constructed from vertically layered,
ragged edged cast paper, in a manner somewhat reminis-
cent of Don Peebles paper constructions. With the tree
form now stringently reduced the focus becomes the
intrinsic beauty of the crafted paper material itself.

The three dimensional constructions are certainly
Cumming's most impressive works to date. The circular
geometric foliage shape of the the relief works have now
been transformed into exquisitely moulded upturned bowl-
forms which take on a votive, even ritualistic presence. As
can be observed in Kahikatea Sentinel 1 and 11, the
refined composition of these sculptural constructions
possess a quite lyrical simplicity and grace which in tum
creates a calm, still and contemplative atmosphere. The
artist’s desire in these artworks which is to invoke the tree’s
tapu nature in traditional Maori beliefs and its evocation of
the spirit of Tane, guardian of the forest environment has
surely been achieved.




SPEAKING IN SILVER

By Penny Orme

the small, picturesque township of Akaroa (about

80kms from Christchurch), undertook a one year
artist in residency in the Art and Community Studies
Department at Waikato Polytechnic in 1992,

As far as value for money is concerned the QEII Artist
in Residence programme must surely provide inestimable
returns to the art world in a broad variety of ways.

C raft jeweller Peter McKay, who is normally resident in

There are the inevitable culturally enriching benefits to
the hosting institution and its immediate community, as
staff and students gain the valuable experience of observing
the craftsperson at work and participating in both formal
and informal exchanges of information and ideas as well as
enlarging general skills.

There are also vital benefits for the individual craftsper-
son. Peter McKay found the experience particularly
valuable in that it provided him with both the time and
freedom from the financial constraints of preparing items
for marketing which gave him some room for contempla-
tion, experimentation and the opportunity to indulge in
some vital personal research and development.

McKay also notes that he very much enjoyed sharing a
workspace in the metalworking studio with the craft
Below; Students at Waikato Polytechnic Although he occasionally
Lightning Fish. has a craft work-experience student working with him at his

Akaroa studio, craft production is essentially a solitary
activity. While he believes this may also be an advantage,
living in a small community means that he has few peers
with whom he can exchange and discuss views and he
found it personally most stimulating to be part of a larger
craft environment.

McKay's own background and training in metalwork
jewellery did not take place however in a formal institution,
but was more along the traditional apprenticeship form
under the master silversmith Kobi Bosshard. Perhaps this
explains why he is particularly supportive of the concept of
students learning the craft skills. For as he puts it the skills
of metal work take a lot of acquiring until one is able “to
put the mind and body into ones hands”, in the age old
method of watching, learning and emulating the master.
Once these skills have been mastered the apprentice can
then continue on to create his or her individual designs and
develop their personal stylistic directions.

That McKay has learnt his skills superbly well is obvious
when one observes his working methods which demon-
strate his knowledge and understanding of materials and
techniques and overall meticulous craftsmanship. The most
favoured material is clearly sterling silver with some use of
copper and he also utilises small amounts of gold. Bronze
and titanium are mainly used for beads as part of the
production of necklaces and bracelets.
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The first step of the process is to trace the working
designs directly onto the metal and then the external
contours are sawn around to reveal the basic shape. The
surface pattemn is then punched out through a chasing
method. It is impressive to watch the craftsman at work.
This is a rather primitive process, and his method of
painstakingly tapping the fine punching tool while expertly
twisting the metal plate to direct the line requires considera-
ble manual dexterity. As McKay nofes it is also an immedi-
ate way of drawing on metal but the process is most labour
intensive and requires great discipline. The resulting surface
designs have a highly graphic emphasis which can often be
mistaken for etching or engraving.

Two recent exhibitions at the Cave Rock and Lynx
Galleries in Christchurch gave the art public the opportunity
of viewing the products of the year’s artist in residency. The
shows included familiar items as well as a group of works
that represent some innovative developments.

Works displayed include bracelets, necklaces, earrings
and brooches. The bracelets and necklaces express two
contrasting approaches with one design utilising small finely
patterned, textured beads made from a variety of materials
while another group of designs are of a more solid and
sculptural appearance. Finely perforated sterling silver sheet
was used to construct a refined cone shape for the earring
forms.

It is the brooch examples that appear to represent the
area of greatest innovation. While the artist has continued
various refinements with the now familiar delicate fish and
whimsical alligator images, quite new directions are evident
in a group of objects that utilise the silver material in a new
solid, chunky manner. The designs of these latest objects
push the concept of jewellery beyond being an object solely

for body adomment and places these firmly the realm of
sculptural works, for while these objects may still be worn,
the artist intends that they can also be displayed as as self-
contained pieces.

Despite their obvious small scale these possess a
definite sense of monumentality that is mostly achieved
through the artist's concem to express a timeless content .
There are two distinct themes. One relates to the Akaroa
environment and the splendid harbour with its backdrop of
the dramatic steep green hills that form the crater rim. The
other thematic material is based on scenes depicting the
drama of particular Biblical events.

These have some of the characteristics of an icon as
they are shaped like small altar pieces with round or
triangular arches with the familiar zigzag border pattern. At
the base or “predella”, a key Biblical quotation is engraved
and the overall sense is that these are objects for contem-
plation. Another impressive design, depicting an emblemat-
ic rather mystical image of a dead crow with the Latin
phrase “Corvus Mortuus” engraved in the frame, appears
to take on the sense of a miniature ancient sarcophagus.

In this manner, the artist draws the viewer into this
variety of condensed encapsulated images, in order to

consider such issues as reason versus belief, or environmen-

tal issues, it becomes clear that the desire to explore a
range of subject matter or themes has become a vital
aspect of his work. It must be acknowledged, particularly
with these latest thoughtful developments, that Peter
McKay makes an impressive contribution in both the depth
and variety of contemporary New Zealand jewellery.

His work will feature in Open Heart a survey of

contemporary New Zealand jewellery at the Dowse Art
Museum from November 20 to February 13.
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Above;
"Corvus Mortuus"



TWO WORLDS

By Peter Deckers

l n 1985 my wife Hilda Gascard and | emigrated from
the Netherlands to New Zealand. We consider our-
selves as pre-cold war and environmental refugees and
we are very grateful that NZ has given us a chance to live
and work in an unpolluted and democratic environment.,

NZ has changed my work dramatically. From the early
moments onwards, the land and the culture have absorbed
my interest.

The way I was working in Europe could be described as
abstract minimalism. Europe's culture is old, so its roots are
disguised by the development. Working part time for
Whitireia Polytechnic in Porirua, where Pacific and Celtic
cultures are honoured, | became aware of my roots. The
expression of that awareness has little or nothing in
common with the expression of my ancestors. It is from the
roots of human integrity and its fundamental natural
existence. | observe the world and react on that in my
work. [ look at how the past meets the present and how its
continuation will reflect on the future. A lot of political and
non-political events, issues and decisions are reflected.

In 1989, my Environmental Distortion exhibition had
to do with the reasons we came to this country. In that
show, 1 made "offbeat tokens" reflecting the society and its
natural and man-made disasters. For example, a reference
to the cold war was a bomb-like hollow form, held by two
tiny links. The piece was called World Leaders Trust,
Other pieces expressed the indirect influence of telecornmu-
nications, or the holy grail of capitalism, economic growth,
or the slow but devastating effect of humans on the
environment.

Above; Before the War. Brooch, 925 silver, gold, stainless steel.
Below; After the War. Brooch, 925 silver, and oxidised copper/
nickel alloy.

Both from Environmental Distortions, March, 1989.

That show laid the foundation of my expression
through my work. Since then I have continued to observe
society and the way humans impact on it through their
actions, behaviour and decisions. Often thin layers of veneer are
placed over important issues (like lost spirituality).

I try to capture that in my work, making small (look
through) containers with covers. Inside, or under the cover
is the so called "value" of the subject matter.

All sorts of techniques and materials - for example, rust,
fake glass stones, Victorian kitsch jewellery, pure gold and
silver, other items like (gold) coins, stamps, replicas, fashion
ikons and so on - are also used (as long as [ can afford
them).

My work is diverse, and I refuse to comer myself into
one expression, technique, material or style. The concepts
are tapped from my observations and the jewellery which
follows should beautify and highlight the wearer's personali-
ty. That the concept is understood is only a bonus.

The 1991, the QEIIl Arts Council awarded me an
access workshop arant, and after two years of intense
building, Hilda and I have almost finished the project. We
have done everything ourselves, from plans to building.

Above;

Inflexible Democracy, Necklace, 1992/93; 925 silver,
kitsch glass brooches, nylon.

Left top;

Beatifical Vision, 1992/93; 925 silver, foilbacked glass,
coloured glass beads.

Left bottom;

Treaty of Waitangi, Brooch, 1989; 925 silver and oxidised
copper/nickel alloy.

After travel and emigration, this project was our great
adventure.

Together we have a small business with our jewellery
and Hilda is trained as a classical pianist. The jewellery she
makes is another expression of her characteristic mind. Her
work is bold, strong, direct - almost like calligraphy.

Our work can be viewed in Wellington at Accolades and
Avid, who will have a small show of my work in November.




Above;
Wayne Hudson at work.

TASMANIAN ARTIST-IN-RESIDENCE

Just arrived at Carrington Polytechnic
from Tasmania is Wayne Z. Hudson, who
takes up his position as artist in residence
for the next six months with the help of a
grant from the Queen Elizabeth Il Arts
Council.

Wayne Hudson'’s work focuses on con-
temporary seating in which he combines
wood and metal, and sometimes leather,
He has just returned from a two month
internship with the Paley Studios in New
York, he worked with Albert Paley, who
his thought by many to be America’s
leading metalsmith, creating both sculp-
tures and furniture.

By far the greatest influence on his
work is a background of seven generations
of rural living in Tasmania. It is this in-
heritance of experiences, traditions and
skills, together with his formal art edu-
cation that provides the stimulus for his
work. "My background of rural living has
been the ideology of my work for some
time. | am interested in integrating my
expressions of rural and city life. This is
evident in my conceptual approach as
well as images of animal forms which are
depicted through my work.”

After learning from his father the skills
of shingle splitting and adzing, Hudson
went on to comnplete an upholstery ap-
prenticeship and worked as an upholster-
er for 16 years. He was 38 when he
achieved his Bachelor of Fine Arts Degree
with Honours from the Tasmanian School
of Art. “My art school experiences enabled

me to apply intellectual disciplines to the
skills I'd learned earlier. | still use my bush
skills with an axe, an adze and as a
blacksmith, but finish my work to a very
high quality. Also I'm very interested in
linking lost craft techniques with cantem-
porary methods and practice. | have a
great passion for the materials | work
with and am always pushing further to
create new dimensions and exciting ob-
jects. At present | am using traditional
blacksmithing skills; working with iron,
plasticising and reshaping it, the weaving
it through my wark.”

In recent years, he has travelled widely
to build up his bank of experiences and
knowledge. It is this that he will share
with students and tutors at Carrington,
His personal skills are very considerable
and will be widely displayed and dis-
cussed as he builds up a body of pieces
during his Carrington stay.

Wayne Hudson is a strong advocate for
the creation of “one off” pieces of furni-
ture. "One offs have two very important
benefits. First they are the ideal way to
spread a greater appreciation of artistic
integrity amongst a wide group of peo-
ple. Ideally they should be given the same
respect and value as antiques receive.
Secondly, they are a means of putting an
individual and local thumbprint on furni-
ture. The pieces we produce here should
reflect local culture - Maori and Polyne-
sian value and culture rather than Amer-
icanand European. Thisiswhy | am somuch
looking forward to working with the local
timbers and other regional materials.”

TRAVELLING LIGHT

With homes in two countries, textile
artist Elizabeth Mitchell shares her year
between Florida, USA and Nelson, New
Zealand. Heritinerant lifestyle began after a
conventional education in New Zealand
which included a BA and training college.
As well, she did some embroidery. Then
she travelled to England, where she
taught for a year in the mid seventies. A
further year in the dassroom in Jamaica
was followed by travel which eventually
took her to the Dominican Republic. Her
experiences there were pivotal in her reali-
sation thatthe joy of self expression through
artneed notbe constrained by preconceived,
externally imposed expectations.

She started drawing, not only on pa-
per, but on other things which came to
hand. Painted T shirts provided her with
income. On a visit to Australia in 1987,
she enrolled in a one-day silk painting
course. Armed with some elernentary
knowledge, she returned to NZ and
bought a bolt of silk from Wales & McKin-
lay, some dyes from CCG Industries and
started a series of works which culminat-
ed in an exhibition at the Chez Eelco
Gallery in Nelson.

Hungry for more knowledge, in late
1987 she attended a course in textile
design taught by Lenore Davis at Penland
in the USA. It was there she learned the
technigues which enabled her to move
away from the pastel colours she'd be-
come accustomed to and into much
stronger colours.

She’s now become an established art-
istinthe areaaround her American home,
with four regular galleries representing

herinFlorida and Tennessee. Aswell, she |

sells her work on a circuit of art festivals,
modelled on the craft fair concept. She's

—

enthusiastic about these events. There's
a good deal of competition for places.
Following slide submissions, there are
often rewards and prizes to successful
applicants. There are no commissions an
sales, and as well as sales, the events
often result in good orders from individ-
uals and galleries.

She says of her work:"| stretch the
pure white silk on a frame; the area to be
painted is thus suspended, not touching
any surface. The resist lines are drawn
with a water-based resist of a gluelike
consistency. The colour, fibre-reactive dye,
is hand applied by paint brush. After
drying, the silk is thoroughly steamed to
setthe dyes. This gives the coloured fabric
ahighstandard of durability for paintings,
and washfastness for fabrics. Lastly, |
wash thessilk to remove the resist and any
loase dye, and finish it according to re-
quirements.”

This may involve mounting the piece,
or having it made into a garment, as was
the case with the outfit which won the
Silk Section at the 1990 Wearable Art
Awards in Nelson.

"l am a self-taught artist, a “primitive”
in a sophisticated world. My personal
vision and style have not been subjected
to formal training. My art work evolved
from my heart, my head, my hand. | paint
joyously with love and affection. Although
sometimes motivated by grief or
outrage,usually my paintings reflect the
abundance of life. | paint the life | live -
peaple, places, politics-a lyrical, symbolic
narrative. Spontaneity, freedom and
richness of colour are characteristics of
my work. These are enhanced by the
nature of silk - its lustre and receptivity to
the dyes-and by the immediacy of the silk
painting technique.”

The paintings inthe Suter show fellinto
two broad categories; those which deal
with the immediate environment, and
others which concern themselves with
issues and events. Elizabeth says the first
group sell best. These were brightly

Above;
*Cajun Feast (suck those heads)."
Fainting on silk by Elizabeth Mitchell

coloured paintings of parrots, tropical
fish and lush foliage, allin brilliant colours
delineated by the coloured resists of lus-
trous gold, silver and other more muted
colours.

The potential is huge to take these
pieces off the wall. They need not follow
the two dimensional mode prescribed by
painters. Her success at the Wearable Art
Awards shows the potential of her work
when used for garments. Finding the
vehicle to carry her work to greater suc-
cess could be the next step in her journey.

ARTIST/INDUSTRY INTERFACE

Recent exposure on "Good Morning
America" resulted in a flood of orders for
Dilana Rugs of Christchurch. Hugh Ban-
nerman of Dilana makes rugs designed
by many leading New Zealand artists,
including Ralph Hotere, Fatu Feu'u, Gavin
Chilcott, Phillipa Blair, Don Peebles, Kate
Wells, John Bevan-Ford and Bing Dawe.

One of their more unusual current

commissions is to outfit a private 747
aircraft with a handwoven carpet. Last
year Bannerman and Duncan Dempsey
of Inscape Design were joint winners of
the New Zealand Wool Board Award for
their interior design combination at the
Ministry of Foreign Affairs.

Dilana rugs can be seen at the Arts
Centre Christchurch, or at "ARTEX", No-
vember 10-14 at the Brevet Club (by
Christchurch Airport)
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Top,

Carpet by Dilana
Rugs, designed
by Fatu Feu'u.

Lower,

Hugh Bannerman
and rug designed
by Kate Wels.

Below left;

Hugh Bannerman
of Dilena Rugs
with a
handwoven
woollen rug
designed by John
Bevan-Ford.



























