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GENERAL INFORMATION 

Gallery Hours: 
Tuesday-Saturday: 10 a.m.-4:30 p.m. 
Sunday: 1-5 p.m. Closed Monday , New Year's Day, 
Martin Luther King Jr. Day, Fourth of July, Labor Day, 
Thanksgiving and Christmas. 

Telephone: 
538-1006 (recorded information) 
538-3693 (adminstrative and other business) 

Admission: Free 

Garden Cafe: Lunch service, Tuesday- Friday at 
11 :30 a.m. and 1 :30 p.m., Saturday 11 a.m.-3 p.m. 
Thursday Suppers from 6:15 p.m. Sunday Tea served 
on Sunday. Call for lunch and dinner reservations 
Mondays (8- 11 :30 a.m.) and Tuesday- Friday (8 
a.m.-2 p.m.) . 531-8865. 

Kinau Cafe: Located in the Garden Cafe. Serving 
espresso, cappucc ino, desserts and ice cream, Friday 
and Saturday evenings from 7 p.m. for Academy 
Theatre patrons. 

Academy Shop: Open Tuesday-Saturday 
10 a.m.-4 p.m., Sunday 1-5 p.m. Closed Monday. 

Robert Allerton Library: Tuesday-Saturday 10 a.m.
noon and 1-4 p.m. ; Closed Sunday and Monday. 

Tours: Guided tours of the collectio n are offered 
Tuesday through Saturday at 11 a.m. and Sunday at 1 
p.m. Special and group tours are available, and tours 
for hearing-impaired persons can be arranged. Call 
538-3693 , ext. 255. 

Access for patrons in wheelcha irs is 
availab le at the Ward Avenue 
entrance. Free parking for disabled 

persons is available in the lot at the Ward 
Avenue entrance. 

Academy Parking 

Linekona Lot: Monday-S aturday 7 a.m.-11 p.m., 
Sunday 10 a.m.- 6 p.m. $1 w ith validation .' 

1035 Kinau Street Lot (Diamond Head of the 
Admiral Thomas condominium ): Closed during 
regular museum hours except for museum staff and 
vol unteers. Open during evening and weekend hours 
until 11 p.m. 

Parking Fees: $1 with valid ation; $2 each hour (day) 
or $4 flat rate (evening) without validation or for 
parking beyond the validation period . 

The Linekona and Kinau Street lots are controlled by 
Diamond Parking, Inc. 

Academy Theatre Tickets 

The Academy Box Office is located at the museum's 
main entrance on Beretania Street. Box Off ice Hours: 
Monday 10 a.m.- 3 p.m., Tuesday- Saturday 10 a.m.-:-
4 p.m., Sunday 1-4 p.m. 

Concerts and Lectures: Tickets are availab le in 
advance by mail or in person unless indicated 
otherwi se. Enclose a self-addressed stamped 
envelope, a note indicatin g the events for which you 
wish to purchase tickets, and a check payable to : 
Academy Theatre, 900 South Beretania Street, 
Hono lulu , Hawaii 968 14. 

Films: Tickets may be purchased on the day of 
screening at the Academy Box Office at the 
museum's main entrance on Beretania Street or at the . 
Academy Theatre doo r, on Kinau Street, one-half 
hour before each screening. 

CALENDAR NEWS is published eleven times a year 
as a benef it for museum members by the Hono lulu 
Academy of Arts 
900 South Beretania Street 
Hon olulu , Hawaii 96814. 
Editor: Joy Kitamori 
Designer: Edwin Subia 
Staff Photographer: Tibor Franyo 
Printin g: Hawai i Hochi 
Mailing Preparation: Oahu Bindery 
© 1991 Hono lulu Academy of Arts 
All rights reserved. 
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Calendar 
November 1991 

1 Friday 
Film: "Cross My Heart ," 
7:30 p.m. Academy Theatre (admission) 

2 Saturday 
Film: "Cross My Heart ," 
7:30 p.m. Academy Theatre (admissio n) 

3 Sunday 
Film: "Cross My Heart," 
4 p.m. Academy Theatr e (admission ) 

4 Monday 
Films: "Yoko Ono Film s I," 
7:30 p .m. Academy Theatre (admission ) 

5 Tuesday 
Films: "Yoko Ono Films II," 
7:30 p.m . Academy Theatre (admission) 

6 Wednesday 
Films: "Yoko Ono Films Ill ," 
7:30 p.m. Academy Theatre (admission ) 

7 Thursda y 
Film: " Girl Crazy," 
1 and 7 :30 p.m. Academy Theatre 
(admiss ion ) 

8 Friday 
Film: " Baxter," 
7:30 p.m. Academy Theatre (admission) 

9 Saturday 
Lecture: Behn Cervantes , 
4 p .m. Academy Th eatre (free) 

Film: "Baxter," 
7:30 p.m. Academy Theatre (admission) 

10 Sunday 
Film: " Baxter, " 
4 p.m. Academy Theatre (admission) 

11 Monday 
Film: "Au, Hasard Balthazar ," 
7:30 p.m . Academy Theatre (admission) 

12 .Tuesday 
Film: " Fist of the North Star," 
7:30 p.m. For viewers eighteen years and 
older only. Academy Theatre (admission) 

13 Wednesday 
Film: "Fist of the North Star," 
7:30 p.m. For viewers eighteen years and 
older only. Academy Theatre (admission) 

14 Thur sday 
Film: "Captain January ," 
1 and 7:30 p.m. Academy Theatre 
(admission) 

15 Friday 
Film: "Robot Carnival," 
7:30 p.m. Academy Theatre (admission) 

16 Saturday 
Keiki-Parent Tour: "A Hunt for Dragons," 
10 a.m. Meet at the Academy 's front 
entrance (free) 

Film: "Robot Carnival ," 
7:30 p.m . Academy Theatre (admission) 

17 Sunday 
Film: "Robot Carnival, " 
4 p.m. Academy Theatre (admission ) 

.18 Monday 
Film: "Scenes from the Surreal ," 
7:30 p.m. Academy Theatre (admission ) 

19 Tuesday 
Film: "Castle of Cagliostro," 
7:30 p.m. Academy Theatre (admission ) 

A scene from " Fist of the North Star," show n November 12-13. 

20 Wednesday 
Members Exhibition Preview: 
Artists of Hawa ii 7997, 
7:30-9:30 p .m. Central Court 

Film: "Cast le of Cagliostro," 
7 :30 p.m . Academy Theatre (adr;nission) 

21 Thursday 
Exhibition opens: 
Artists of Hawaii 7 99 7, 
Second Floor Galleries, through 
December 29 

Cinema Supper: " Lonely in America." 
Supper/Entertainment , 6 p.m. 
Film , 7:30 p.m. Sculpture Garden/ 
Academy Theatre (admission) 

22 Friday 
Film: " Lonely in America ," 
Academy Theatre (admission) 

23 Saturda y 
Film: " Lonely in America," 
Academy Theatre (admission) 

24 Sund ay 
Last day of exhibition: 
Yvonne Cheng: Works on Paper, 
Graphi c Arts Gallery 

Films: " Yoko Ono Film s IV," 
4 p.m . Academy Theatre (admission ) 

25 Monday 
Films: "Yoko Ono Films V," 
7:30 p.m. Academy Theatre (admission) 

26 Tuesday 
Films: " Yoko Ono Films VI," 
7:30 p.m . Academy Theatre (admission ) 

27 W ednesday 
Film: "Eating," 
7:30 p.m. Academy Theatre (admission) 

28 Thursday 
Thanksgivin g Day 

29 Friday 
Exhibition opens: 
Light in Interior Space: 
The Graphic Art of Dodie Warren, 
Graphic Arts Gallery, through January 12 

Film: "Eating," 
7:30 p.m. Academy Theatre (admission) 

30 Saturday 
Film: "Eating," 7:30 p.m. Academy 
Theat re (admi ssion) 

Coming up in early December: 

1 Sunday 
Film: " Eating," 
4 p.m. Academy Theatre (admission) 

Hawaii International Film Festival: 
" Hum anity and Paper Balloons, " 
7:30 p.m. Academy Theatre (free) 

2 Monday 
Hawaii International Film Festival: 
"A Pebb le by the Wayside, " 
7:30 p .m. Academy Theatre (free) 

Lecture/reception: 
Donald Rich ie, in conjunction with 
Hawa ii International Film Festival 
screenin g. 

3 Tuesday 
Hawaii International Film Festival : 
"The Record of a Tenement Gentleman," 
7:30 p.m. Academy Theatre (free) 

4 W ednesday 
Hawaii International Film Festival: 
"The Moon Has Risen," 
7 :30 p.m. Academy Theatr e (free) 

5 Thursday 
Hawaii International Film Festival: 
" Flowin g," 1 p.m. Acad emy Theatre (free) 

Hawaii International Film Festival: 
"Bad Boys, " 7:30 p.m. Academy Theatre 
(free) 

6 Friday 
Hawaii International Film Festival: 
" Kw aida n," 7:30 p.m. Academy Theatre 
(free) 

7 Saturday 
Kamaaina Christmas: 
Academy Courtyards (Sold Out) 

Correction: A photograph, which ran in 
the September issue of Calendar News, 
incorrectly identified Mr s. Marsha Fried as 
Mrs. Melinda Kremkow. W e apo ligize for 
this error and any inconv enien ce it may 
have caused. 



Recent Acquisitions 

WESTERN 

Nakashima Furniture 

The Academy is very fortunate to have 
recently received the gift of three 
pieces of furniture by the renowned 
artist/woodworker George Nakashima 
from the collection of Mr. and Mrs. 
Arthur B. Hatton. 

George Nakashima (1905-1990) was 
born in Spokane, Washington, of 
Japanese parents. Trained as an 
architect , he received his Masters in 
Architecture from the Massachusetts 
Institute ofTechnology in 1930. His 
travels included lengthy stays in Japan, 
Paris, and India. Before settling in 
New Hope, Pennsylvania, he was 
interned in Idaho during World War 
II. Nakashima designed his first set of 
furniture while in India and went on to 
establish himself as a preeminent 
furniture maker in the United States. 
The prestigious Gold Craftsman Medal 
from the American Institute of Archi
tects is one of many awards he 
garnered during his long career. 

Nakashima's travels introduced him to 
unique customs and artistic heritages; 

each location influenced him im
mensely and played a part in his 
successful transition from architect to 
furniture designer/woodworker. 
Moreover, he maintained a love of 
nature, particularly of trees, through
out his life, while adhering to an 
overriding belief that objects must be 
tied to the technical and aesthetic 
merits of the materials from which 
they are made. Specifically, the 
structure and feel of the furniture is a 
direct result of the innate structure and 
feel of the wood. 

The pieces recently donated to the 
Academy are excellent examples of 
Nakashima's working aesthetic and 

superb skill as craftsman and artist, 
illustrating the successful meshing of 
his philosophy with his sensitivity to 
and love of wood. Although 
Nakashima's workshop expanded to 
constitute a large operation, the artist 
personally selected and crafted the 
wood as often as possible. While 
various woods are often juxtaposed, 
each wood maintains its own charac
ter and integrity. Of particular interest 
is the joinery, or how the woods are 
connected. In most cases, the joinery 
is openly revealed and quite visible to 
the eye. Nakashima was able to strike 
a balance between submitting to the 
laws and flows of nature and imposing 
his own hands and tools. The furniture 
pieces are both balanced and dy
namic, control led and organic, stately 
and modest, natural and manmade. 

SAP WALNUT CONOID CHAIR 
Sap walnut with hickory spindles 
35 1/ 4 x 19 5/ 8 x 26 3/ 4 inches 

Gift of Mr. and Mrs . Arthur B. Hatton , 1975 (6215.1) 
On view in the Luce Gallery 

ENGLISH WALNUT ROOT COFFEE TABLE 
Walnut root with rosewood inlays 

13 1/8 x 19 5/ 8 x 16 1/8 inches 
Gift of Mr. and Mrs. Arthur B. Hatton , 1975 (6213.1) 

Sap Walnut Conoid Chair 
Sap walnut with hickory spindles 
35 1/4 x 19 5/8 x 26 3/4 inches 
Gift of Mr. and Mrs. Arthur B. Hatton, 
1975 
On view in the Luce Gallery 

This conoid chair is quite a remark
able piece in the history of furniture 
design. The composition is a bold 
intersection of horizontals and 
verticals; the seat, cantilevered from 
twin legs, rests on sled runners. The 
runners allow the chair to be moved 
without stressing its structure. 
Nakashima found his design source in 
the Marcel Breuer Side Chair (1927), 
which revolutionized European 

design, and altered the material from 
industrial steel to wood. Whereas the 
Breuer chair was mass-produced, this 
chair was made specifically for the 
Hattons and bears their name on the 
bottom of the seat. 

Lounge Chair with Free-shaped 
Right Hand Arm and Rockers 
Walnut with hickory spindles 
33 1/2 x 24 1/4 inches 
Gift of Mr. and Mrs. Arthur B. Hatton, 
1975 

Nakashima's lounge chair is crafted of 
walnut with hickory spindles. The 
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spindles and the protruding arm have 
their roots in the nineteenth-century 
Windsor chairs that were used as 
modified desks. The free form of the 
arrn echoes its organic source, the 
growing tree, while the surface itself is 
the tree, complete with grains and 
knots. As with the conoid chair, the 
hickory and walnut contrast elegantly 
in texture and color. 

English Walnut Root 
Coffee Table 
Walnut root with rosewood inlays 
13 1/8 x 19 5/8 x 16 1/8 inches 
Gift of Mr. and Mrs. Arthur B. Hatton, 
1975 

The surface of the coffee table is 
especially irregular, as the grains of 
roots tend to run in several directions. 
The table has a sled base and five 
butterfly inlays of rosewood. The 
inlays serve to reinforce potential 
weak spots that occur as a result of the 
root surface and are classic examples 
of Nakashima's exposed joinery which 
is both functional and beautiful. The 
organic contour of the table top 
contrasts with the rectilinear sled base. 

These fine examples of Nakashima's 
work clearly manifest an aesthetic 
consistency while each piece bears 
specific and individual characteristics. 
The strength and character of the 
wood are cleverly exploited while the 
finished products boldly reveal the 
structural elements. As sculpture, each 
item has an overall architectural feel 
and contains well thought-out shapes 
and forms that relate to the overall 
space they occupy. As furniture, each 
item must have been a welcome 
addition to any domestic setting. From 
the comfortable seats and backs to the 
cleverly functional sled runners, it is 
clear that comfort and practicality are 
highly valued. Indeed, Nakashima 
believed strongly that furniture should 
be I ived with and not considered 
overly precious. Furthermore, the 
human presence is a strong one, that 
of an artist who thought not just of 
who would be using his furniture, per 
se, but especially of the significance of 
crafting an object from a living (or 
once living) sou~ce for the benefit of 
another living object, the human 
being. For Nakashima, the connection 
is nature and the specific link is wood. 
The end results are handsome and 
functional works that link the realms of 
craft, design and art. 

The spirit of the tree travels in and out 
through the grains and fibers and can 
often reveal great joy. 
-George Nakashima 

(Derek E. Ostergard, George 
Nakashima: Full Circle, p. 91 ) 

-Sarah E. Bremser 
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A S I A N 

Late Ming-Early Qing Dynasty 
Soapstone Carving 
Through a generous donation from 
Mrs. Pon Chang, the Academy 
recently had the opportunity to 
purchase a rare soapstone carving 
depicting the scholar and strategist 
Zhuge Liang. This exquisite small
scale sculpture adds a significant 
dimension to the Academy's collec
tion of Chinese sculpture. 

In style and technique, the figure is 
similar to late Ming and early Qing 
sculptures in jade, bronze, bamboo 
root, and ivory. Soapstone became 
increasingly popular for delicate 
miniature sculptures during the 
seventeenth century. This example is 
carved from two pieces of soapstone, 
comprising the figure and its rocky 
base. The figure itself is delicately 
carved with details of the robe 
highlighted with gilding and cinnabar 
pigment in the face and hat. The 
majority of sculptures of this type 

depict either Buddhist or Daoist 
figures. 

Zhuge Liang (A.o.181-234) was one of 
the most famous military strategists in 
Chinese history. He was born in 
Shandong Province, and was a 
precocious literary genius. During the 
Three Kingdoms Period (third century), 
Zhuge Liang became the key military 
advisor to the warlord Liu Bei. As a 
high-ranking advisor and strategist, he 
was gifted with a deep insight into 
human nature and often seemed to 
possess superhuman faculties. 

Among his many military inventions 
was a bow that could shoot several 
arrows at once. He also excelled at the 
use of topography and the elements in 
military battles. While Zhuge Liang is 
often depicted in Chinese painting, he 
rarely appears in sculpture. It is fitting, 
in light of his status as a major cultural 
hero in ancient Chinese history, that 
his image would be carved in this type 
of small-scale sculpture, so popular 
among the Chinese I iterati of the 
seventeenth century. 

-Stephen Little 

Anonymous, China, late Ming-early Qing Dynasty, seventeenth century 
Zhuge Liang 
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Soapstone with traces of gilding and cinnabar pigment 
Gift of Mrs. Pon Chang, 1991 (6063.1) 

Exhibitions 

Artists of Hawaii 1991 
Second Floor Galleries 
November 21 through December 29 

The 41 st Annual Artists of Hawaii 
exhibition features an outstanding 
grouping of juried artworks by artists 
residing in Hawaii and select works by 
invited Hawaii artists. Charlotta Kotik, 
curator ofrontemporary art at the 
Brooklyn Museum, served as juror for 
this show. 

According to Cathy Ng, Artists of 
Hawaii coordinator, the exhibition 
attracted a record number of artworks, 
with 466 artists entering an unprec
edented 1, 198 art pieces. From Oahu, 
358 artists submitted 917 works; from 
Maui, 57 artists submitted 149 works; 
from Hawaii, 35 artists submitted 89 
works; from Kauai, 15 artists submitted 
40 works; and from Molokai, 1 artist 
submitted 3 works. Artists were 
allowed to enter up to three artworks 
each. 

The exhibition also honors five invited 
artists who have made significant 
contributions to the arts in Hawaii. 
The invited artists are Sally Fletcher
Murchison (ceramics), Pegge Hopper 
(painting), Ron Kent (wood turning), 
Frances Pickens (metalwork/jewelry), 
and Masami Teraoka (painting). 
Calendar News (CN) spoke to each 
invited artist about their work and their 
place in Hawaii's aret community. 

Sally Fletcher-Murchison 
CERAMICS 

Sally Fletcher-Murchison, an active 
artist and teacher, grew up in Sacra
mento, California, and studied at 
Sacramento Junior College and UCLA, 
where she earned a degree in advertis
ing arts. She worked for a packaging 
corporation for four years before 
coming to Hawaii with her ex
husband, who urged her to go back to 
school. At the University of Hawaii, 
she pursued ceramics and other 
courses "which I didn't have time for 
in my undergraduate years." Since 
graduating with her masters, Fletcher
Murchison has taught ceramics to 
junior and high school students at the 
University of Hawaii Lab School and 
adults at the Hickam Air Force Base 
Arts and Crafts Center, Hawaii Potter's 
Guild and the Honolulu Academy of 
Arts. 

CN: When you are working on a piece 
for yourself, does it ever work its way 
into your teaching? 

SFM: Sometimes, if I'm working on 
something new and I think it might be 
fun for the students. I get it down to 
where it's workable-I might not 
always be quite sure, but I'll at least 

have made some pieces and gotten 
one or two pieces through the kiln. I 
can transfer some of that into a project 
for the students. 

There are some assignments I've given 
where if I get· it into my head how to 
do it and if I think they are capable of 
doing it, I'll give them these things to 
try out. This would be for the ad
vanced students, but sometimes I find 
that beginners appreciate it. Every now 
and then I will give them something 
"advanced" and it really works well 
for them. I feel I have to work with 
pushing creativity as well as getting 
the basic techniques down. 

CN: When do you think the creativity 
comes in? 

SFM: It can come in at any time. I 
think most people have it, but some 
cover it up. A lot of times kids are told 
they don't have talent, or people, 
when little, are told they can do this 
but they can't that because they just 
don't have it. And I have a feeling that 
everybody has a I ittle bit of some
thing-now it might not be in clay or 
in paper and pencil, but there's 
creativity there. It's really neat to find 
someone who thinks they don't have 
this creativity, and it is just very 
obvious that they do. 

CN: How can you see that? 

SFM: I don't know. I just know that 
some people are more talented or 
creative than they think they are. And 
it doesn't matter if they have the 
technical background-they have to 
work for the technical background
but they 've got ideas. 

CN: How were you as a student in art? 

SFM: I was very wrapped up and 
closed. At one time of my life I wasn't 
and another time I was. When I left 
two-dimensional art and went into 
three-dimensional art I had more fun . 
While I'm not totally into three
dimensions, I'm more comfortable 
with it. 

CN: Was your graduate work your first 
serious introduction to ceramics? 

SFM: No, that was in California. 

CN: What was it that influenced your 
course of study here? 

SFM: I don't know. While I was going 
to UCLA, ceramics was something I 
wanted to do and didn't have time for . 
Anthropology/archaeology and art 
were the two departments I walked 
into at the University of Hawaii. 
School had already started, I was two 
weeks late. They said, sure, come on 
in, you just have to make up the work. 
So I did. 

CN: Did you go straight into teaching 



Sally Fletcher-Murchison 

after earning your master's degree? 

SFM: While at the university, some of 
the grad students had a chance to 
teach classes. Once I got my degree, I 
taught as a lecturer then decided I 
wanted to get out into the community. 
I taught some continuing education 
classes and wound up teaching some 
of those out at Hickam and worked 
part-time for Ceramics Hawaii and 
Hawaii Potter's Guild. 

The person I'm married to now was 
sent to Santa Cruz, California, to finish 
up his Ph.D. and I went with him. I 
was away for a year and a half to two 
years, then when I came back in 1977 
I picked up teaching jobs here and ' 
there. I knew Shige Yamada, then the 
head of the art department at the lab 
school, and he asked me if I'd like to 
teach some classes. Then when he 
decided to leave, the school asked if I 
wanted to teach his courses. But I had 
never worked with young people 
before-I kind of avoided it. You 
really are working with people who 
have too many other things on their 
minds-and you don't know what 
they are or have forgotten what it was 
when you were their age. 

CN: Does that change your approach 
in what you put them through? 

SFM: I don't know. I was shell
shocked for a year and a half. I'm 
going on my fifth year of teaching at 
the lab school, so I can take that less 
personally now. With some people, 
when you give them assignments, you 
hope they will zero in and do it. Some 
people are willing to do it and others 
have other things on their mind. So I 
try to show them that there are 
different ways of approaching things, 
and that maybe this is one way to add 
to the enjoyment in their lives. 

CN: How has ceramics added enjoy
ment to your life? 

SFM: I can sti II play and have fun and I 
can do it as an adult. Not everyone 
can do that with their jobs. While I 
enjoy teaching and being with people, 
I am a solo person. So I enjoy doing it 
by myself too. 

CN: When you start a piece, do you 
know what you want to end up with? 

SFM: Generally in my mind, I have a 
basic concept about how I would like 
it to come out. There is a lot of 
experimentation , whether I know it or 
not. 

Making the piece is the easy part for 
me. I have to learn more about the 
heat process and size, and learn how 
to compromise. Like if you want to go 
larger but you don't have a big kiln, 
how to do it properly. It's not some
thing you can find out in a day. It's a 
long process, because you make a 
piece. It dries. You put it through a first 
fire. It comes out. You do something to 
it or not to it. Then you put it in 
another kiln fire and more drastic 
things happen to it-and that's the 
proof in the pudding. 

I've been at it for thirty-two years, and 
what I'm finding is that I have to 
practice what I teach. It's a very 
humbling process. When I feel as if 
I've got it made, something goes, 
"Knock, knock, not necessarily." What 
I tell my adult students is "you're an 
adult, and this is something you have 
to learn so keep a sense of humor, and 
come back to class next week." Some 
people are so discouraged, they never 
come back. Others are discouraged 
but do come back and they know it's 
part of a growth process. Sometimes I 
forget it's a growth process. You never 
quit learning. Some of those experi
ences are great, others aren't so great. 
It's going to happen whether you want 
it or not-that's life. 

CN: You mentioned that you some
times have to compromise what you 
end up with because of some uncon
trollable factor. Do you live with it or 
feel compelled to find some way out. 

SFM: Both. Like if something doesn't 
work, and you have these ideas you 
want to come out-you have to think 
of a compromise on how to get it 
done, so your eggs hatch into chicks. 
I'm constantly finding out that I have a 
lot of things to learn. 

CN: The piece you are working on 
now [a rounded bowl shape, approxi
mately five inches high, six inches in 
diameter], do you consider it a large or 
small piece? 

SFM: It's going to be tall, but I can't 
make it as tall as I want to in one 
piece. I'm having to section them. 
That was a foundation piece for the 
work, and I will be glueing the 
sections together. 

CN: So you don't know how it will fit 
until the very end. 

SFM: Yes. It can be very frustrating, 
fun, or very painful. The process does 
not provide immediate feedback-it's 
a two-week feedback. When you 
finish making the piece, it needs to 
dry; then you fire it, then you do 
something else to it, then you fire it 
again. Then you see what you 've got. 
It's not doing something, and oh, that's 
it. I feel impatient because I work 
slowly. 

CN: How do your ideas come to you? 

SFM: Some things, which I am having 
the most difficulty with, have come 
from some very personal, stressful 
experiences in the last ten months. I 
am trying to represent them-and I 
have no problem with the ideas-it's 
just getting them through the kiln. 
Sometimes it means something to you 
environmentally or biologically. 
Sometimes it's just plain fun. There is 
no meaning; just the joy of doing it. I 
have these little animals that I love and 
some of them will be in the things I 
am doing. There is no great depth of 
meaning-they were just fun. 

CN: When you are exhibiting works, 
do you care if anybody knows what 
you've gone through to create the 
pieces or is it important for the works 
to be recognized as representing 
something? 

SFM: I do, and I would like people to 
appreciate or understand the care I put 
into the work. I have no control over 
that, and I know not everyone wi 11 
understand, but I've been lucky in 
some cases, that some people I know 
do appreciate that part of the work. Or 
it may be a case where some may not 
appreciate the particular things I do 
with clay, and may like some other 
person's works more. I can't say I 
don't care, but as I age I find that the 
work, which represents an idea or 
experience, means something to me; 
and that whatever meaning it may 
have, that I express it we/ I and do it to 
my satisfaction. I do need a pat on the 
back, not from everyone, but I would 
like and do need some understanding 
and appreciation. 

CN: When selling your pieces, do you 
feel a loss when letting it go? 

SFM: The pieces, I think of necessity, 
must be for sale. Maybe one or two 
pieces, will not be for sale, but mostly 
people expect to see prices on them 
when they're in shows. I make things 
to give away as gifts, but I am not 
making pieces to sell in galleries to 
make a I ivi ng off of my art. 

CN: Your works seem very personal to 
you. Up until you finish the piece, it is 
yours; but once you sell it or give it 
away, it's not yours anymore. 
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SFM: Yes, and that can bother me. The 
most satisfaction I have is when I 
complete a piece, and before it is ever 
dried or fired, I think, "It's going to be 
what I want it to be." After that, the 
work is mixed up with the approval or 
disapproval of other people. 

I've never been totally disapproved of 
in my work. But I've had people say 
that they don't particularly care for it. 
I'm not like Van Gogh, where I might 
have had to keep working in spite of 
al I odds and have maybe a few people 
who were encouraging, but not much 
else; he never sold a work in his 
lifetime and was ridiculed-I don't 
know if I could handle that! I tell my 
students that if I could only be as 
centered in life as I seem to be when 
I've got my hands on clay, that'd be 
great. 
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Pegge Hopper 
PAINTING 

P egge Hopper, perhaps one of the 
Island's best known visual artist, is 
famous for her large paintings of 
Hawaiian women at rest. Drawing 
inspiration from state archive photo
graphs of Hawaiian women, Hopper 
"liked the way they look, with strength 
and a lack of self-consciousness, and 
there's also that incredible sensuous 
beauty." Hopper attended the Art 
Center College of Design in Los 
Angeles. After living and working in 
New York and Italy, she and her 
family moved to Hawaii in the late 
sixties. Since then, Hopper has 
created a niche for herself in the local 
art scene, producing a prominent body 
of work from her Nuuanu studio. 

CN: At what stage in your art career 
do you currently find yourself? 

PH: Everybody evolves at different 
rates For me, I'm free right now; my 
children are grown, and now I can do 
what I want to do, but I need to find 
out what that is. 

CN: It's like a shift in lifestyle as well 
as art. 

PH: Yes, a whole new attitude toward 
life. 

CN: And your work would reflect that 
change. 

PH: Exactly, and I'm not there yet, or 
totally there yet and I still want to hang 
onto the things I still have. I mean, I 
have no husband, my kids are grown 
up. I'm living in an unusual situation 
for a woman-I know there are a lot 
of women who lose their husbands
but it's a little different when you've 
sort of earned this. And I think, "What 
shall I do for the rest of my life-shall 
I go back to do more commercial art." 
I'd like to do something different, 
although I'm not sure what that is. 

CN: You're actually in a very fortunate 
position, a position many people 
would envy-you can make your life 
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what you want it to be. At the same 
time it must be a little frightening, 
even if the move is a very positive one, 
personally. 

PH: Especially for someone like me 
who doesn't take chances, normally. I 
want things to turn out right. And a 
person who wants things to turn out 
right doesn't take a lot of chances. 

CN: Are you a perfectionist? 

PH: Somewhat, I think. And I need to 
get over that. I need to say, "Hey, 
look, it doesn't matter anymore how 
things turned out; no one is going to 
suffer from it." 

CN: What changes do you think you 
might explore. 

PH: I'm planning to live part-time in 
Mexico. 

CN: You've said once before that you 
might be becoming too comfortable in 
Hawaii. Is this part of the reason for 
your move? 

PH: It's an opportunity to recharge 
myself with different images-the 
colors are different there, no one 
expects anything from you down 
there. I can do anything I want to do. I 
may start teaching-there are a few 
good art schools there. 

CN: Do you think there is an expecta
tion of you here? 

PH: Yes, in a way. Maybe no one else 
expects it, but I do. In the art world 
today, there is an expectation that an 
artist should change styles. But what if 
that's not how you are? I was thinking 
about Picasso the other day. Picasso 
never had Picasso to I ive up to. Now 
to be an artist you need to be chang
ing your style every three or four years 
and taking these great risks and doing 
these monumental things. What if 
that's not how you are? What if you're 
just something like a plodder, which is 
sort of what I am. It's not just your next 
painting you're going to do, it's your 
whole I ife, it's a whole body of work. 

CN: Style is very singular to a person
ality. If your personality changes, of 
course, so will your style. If you are 
lucky enough to be the most stable 
person in the world and have the style 
that you feel expresses yourself best, 
then why change it. 

PH: That's a lot of it. I think a style that 
just is there for the sake of itself-that 
forced spontaneity. When I look at the 
Gauguin, Mary Cassatt, and the Diego 
Rivera works at the Academy's 
exhibition [ 19th- and 20th-Century 
Paintings and Prints, on exhibit in July 
1991], those move me so much more 
than some, big, trite, corny imagery in 

some contemporary works. 

CN: What do you think of your earlier 
works that have brought you notori
ety? 

PH: You know what I think? I think I 
was at the right place at the right time. 
When I started working in the late 
sixties and early seventies, it was a 
different world. We never talked about 
success. An artist was just like every
body else. There weren't these huge 
fees being paid for any single painting. 
There weren't these numbers being 
bandied around. Artists just did what 
they did. It's a whole other world. 
When I look back on those days, I 
think, "I just did it because that's what 
I did." I was fired from my advertising 
job--1 was an art director-and so I 
started to paint, because I needed 
some money and I had children. Also, 
I worked hard. I have to give myself 
some credit-I didn't just sit around. 

CN: Why did you move to Hawaii? 

PH: We came to Hawaii because we 
loved it, it was beautiful-not because 
it was a place to make money. 

CN: What do you think has accounted 
for a change in attitude from art as art 
into art as a marketplace? 

PH: Those auctions at Sotheby's and 
other places. The people who were on 
the fringes of art-the galleries, 
framers, critics, magazines, artist's 
reps-they saw that there was plenty 
to be made in art, and art took off. 

CN: Do you think the balance can be 
regained? 

PH: I'm not saying that you can hold 
back time, but there's something naive 
about how it used to be-you got 
something because you loved it, not 
because you thought, "oh, you'll get a 
lot of money for it" or "I'll get my 
name in People magazine." You did it 
because you loved it and you wanted 
to do a good job. And now it's for the 
rewards or results. If you don't get the 
results you feel badly. 

CN: How do you keep yourself from 
being sucked into that kind of think
ing? 

PH: Because I know it doesn't make 
any difference. I'm old enough to 
know that people can say, I like your 
work and I know you and I have this 
and I have that-it is still you, and it 
doesn't make you any different. You 
still have the same insecurities, you 
have the same demons to fight with; if 
you're lonely, you're still lonely. It 
doesn't change you. 

CN: It's fortunate that you have a 
studio-it's almost like an ivory tower, 
where when you are working, you are 

protected from the outside world. 

PH: But you listen to your inner critic 
which is always talking to you . Your ' 
inner critic is worse than any critic on 
the outside-believe me. 

CN: Yet it's truer, and you can trust it. 

PH: It drives you, yes. Pleasing 
yourself and pushing yourself and yet 
also wanting to love yourself, not to 
always be kicking yourself. I think 
that's my problem. It says " Back down 
a little, you're not going to be Georgia 
O'Keeffe or Mary Cassatt-you're just 
going to be you. So you may as well 
do what you think you want to do." 
Not that you should accept everything, 
but this is the only life you've got. 
Somewhere you have to learn how to 
enjoy it. 

CN: What do your daughters think 
about your artwork? 

PH: My kids are the things that really 
matter in my life. When we are 
together ~nd we are interacting, they 
know me so wel I and I know them 
we don't talk very much about my' 
work. We talk about other things. In 
some ways, I don't think art can be 
talked about. When you do, it doesn't 
make it any better or any worse. It's 
just your opinion against mine-that's 
what I tell younger artists; I tell them 
"don't read reviews of your work. You 
do the best you can, be an authentic 
person and learn about yourself. If you 
have someone whose opinion you 
value, like a role model or another 
artist, talk to them." 

CN: Is the condition of the market
place something you and other artists 
have to live with or is it something you 
feel tempted to correct? 

. PH: I'd say don't waste your energy. 
Just do your work. It doesn't matter if 
it's all talk-we live in the media age 
and talk is cheap. I choose to be very 
selective about what I put in my mind, 
just like you choose to be selective 
with what you eat or the people you 
associate with. Your mind is a very 
valuable, precious thing. I think you 
need to protect your sensibilities; it 
doesn't mean you shouldn't be active 
and lead the best life you can. It 
means that you should spend your 
energy on things that are valuable to 
you. I think that's why kids are so 
important in one's life. You're lucky 
enough to have your kids turn out like 
mine have-there is nothing like 
looking at another human being and 
saying, "I knew that person when they 
were ... Just look at them." That is the 
miracle for me. 

-

.J 



Ron Kent 
WOODTURNING 

A resident of Hawaii since 1965, 
Kent came to the Islands from Los 
Angeles with his wife and two chil
dren. The Chicago-born Kent grew up 
in Hollywood, California, and gradu
ated from UCLA with a degree in 
engineering. He worked in the missile 
industry until 1959, when he entered 
the world of stocks and bonds. 
Formerly with Paine Webber and 
Prudential-Bache Securities, Kent 
formed with Dianne Qualtrough a 
business of their own, Kent/ 
Qualtrough Private Ledger Financial 
Services, and in 1984 organized the 
Leahi Tax-Free Income Trust. 

CN: What do you see when you look 
at your work? 

RK: I find it very hard to judge my own 
work. 

CN: How's that? 

RK: Partly because I love each piece. 
And partly because I see the flaws in 
every one of them. When I look at 
them, the first thing I see are the flaws. 
I know that I like it, but when I see the 
work of others, I don 't understand my 
success. 

CN: How long have you been at this? 

RK: Too long. Maybe twenty years. 

CN: Is this something you learned 
yourself or was it taught to you? 

RK: I only learned it myself. I've never 
had the patience to learn it by the 
book. Even when I've met world 
masters, I've been inspired to get back 
to my own work. Most of the tech
niques that I've got are unorthodox. 
They are strictly ways that I've figured 
out on my own. Only a very few of 
them are I ike the way others do it. 

CN: In that way, are you influencing 
other artists? 

RK: Not really. Without any apologies 
for the finished product, I can honestly 

say that my techniques verge on the 
barbarian. I wouldn ' t want anyone to 
learn it my way. I'm pleased to have 
people watch me work, but I recog
nize that my techniques are not 
refined. In fact, when my daughter 
wanted to take up woodturning , I 
suggested two other local people she 
should learn from. I bought her a 
lathe, and I'm glad to have her 
working , but these are the ways I do it, 
but they are not by any means the 
right or best way. 

CN: Looking at your work, many 
people would have a difficult time 
thinking of your technique as barbaric. 

RK: Well, another local wood turner , 
who is very popular and gives lessons, 
likes to describe his technique as non
violent wood turning. Mine are like 
John Wayne, the ultimate machismo. I 
want a heavy-duty motor, big logs, 
and I jam my tools in-they're not 
terribly sharp. In every way it's a 
constant battle between me and the 
wood. I like the physical aspects of it. 
And I like the contradiction of the 
heavy duty (my father was a farmer, 
I've still got farm hands) and the 
refined product. 

CN: Some say that art represents a 
range of emotions. It seems as if you 
do the same, in getting the mass of 
wood out of the way to get to the 
shape of the wood you are after. 

RK: Yes, as the wood gets thin, my 
techniques change too. I change tools, 
I sharpen them more frequently and 
hold my breathe. My personality 
changes as the bowl takes shape, and 
the finishing process is almost like 
meditation. I spend hours on each 
bowl, often in the middle of the night, 
with quiet jazz or public radio, and 
rubbing them again and again with 
finer and finer sandpaper, getting the 
last, final patina . I go through a 
metamorphosis just as the log does. 

CN: Is there any one step in the 
process you enjoy or take to heart 
more than the other? 

RK: No. Each one is a whole different 
process, even gathering the wood. I 
find other woodworkers do this too. 
Gathering wood to work on later can 
become a hobby in itself. And most of 
us who do it end up with gigantic 
wood piles, bigger than we can ever 
use. Sometimes for days or weeks on 
end, I will do nothing but rough-turn 
the wood to get an approximate shape 
and then put the semifinished bowl in 
the freezer and go on to another . So 
for days or weeks I'll be that macho 
guy. Then other times for a week or 

two at a time, I' ll take out the 
semifinished ones and finish them 
with the gentle, meditative work. But 
more often I'll work on one log at a 
time and shift moods as I work on 
each bowl. 

CN: Do you know at any one time 
what the finished piece will look like? 

RK: By the time I have rough-turned it, 
I have a good idea. When I start with 
the log, I have only the roughest, most 
approximate idea. The characteristics 
inside the log will govern what I do. 
Sometimes I've started with a log that I 
thought would be a big, deep bowl, 
and very close to the edge found a 
pattern so beautiful that I was willing 
to waste two-thirds of the log and end 
up with a shallow bowl. 

CN: It must take a very flexible and 
forgiving person to be able to do that. 

RK: I like to think that I'm not a rigid 
person. I've found that in real life, I 
don't change that often or fast, I'm not 
that fickle, because I don 't think the 
universe changes that fast. But I'm 
constantly reexamining my own 
convictions every time there is any 
new evidence that may say I'm wrong. 

CN: What is the next step in the 
process? 

RK: I spend as much time finishing the 
piece as I do making it. The word 
"finish" is almost a misnomer. Typi
cally in wood, when we say finish we 
mean a surface treatment, Ii ke a 
varnish. The wood I use almost 
exclusively is Norfolk Pine. In learning 
to work with it, I have developed 
techniques that I believe no one has 
ever used before to bring out the 
transl uscence of the wood. It had 
been used before me for bowls, but 
then lacquered and they came out in 
dull, pasty ivory white. The process I 
use takes months. I use an oil that 
permeates the wood and soaks it 
through and through and then gradu
ally polymerizes, hardens inside the 
wood-and thafs where the 
transluscence comes from. So after 
making the bowl , I spend anywhere 
from six months repeatedly oiling and 
sandpapering it, while it's oily, and 
then wiping it dry and putting it away 
to season. 

CN: Where do you get the wood? 

RK: When someone has a Norfolk 
Pine cut down, the tree trimmers sell 
the logs. I generate twenty bags of 
wood shavings a week and I give 
those to a friend who uses them in her 
stable, in the horse stalls; then they use 
it with manure, putting it back into the 
land. It is very eco logica lly efficient. 
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·CN : Tell us about your freezer tech
nique. 

RK: There are black markings in the 
wood , which is a kind of fungus that 
grows in the wood very rapidly. By 
letting it stand, I come out with a very 
interesting, dramatic contrast of the 
black fungus and golden, untouched 
part of the wood. When I get a new 
load of wood, I'll quickly rough-turn 
them then put them into the freezer, 
which arrests this process. I can come 
back a year later and take them out 
and they will still have the pattern I 
want. Without this freezer process, the 
wood will turn completely dark from 
the fungus. 

CN: What other patterns do you look 
for? 

· RK: In one of my bowls, what I call my 
bottle form-I ike a decanter with a 
flared lip-his particular piece has a 
dramatic star shape. The knots are 
where the branches come out of the 
wood; the little circle of knots is an 
important element in my work-a 
really delightful pattern. It is called a 
spalting. 

CN: Have your bowls changed very 
_much over the years? 

RK: My taste has evolved to thinner 
and thinner bottoms. I have a new 
idea I call pedestal bowls. I'll come 
cjown to just a half-inch neck then 
flare out to create the bowl. It is 
challenging and difficult, but it allows 
me to carry the curve farther and 
farther, and visually you don't see the 
half-inch neck, you notice the curva
ture of the bowl. 

CN: This technically challenging form 
seems to be a special accomplishment 
in your art. 

RK: It's not something any of the good 
woodcutters would do. In trying to 
understand my own success, with no 
art background at all, I see so many of 
these people do such magnificent 
work , like this one [he points to a 
photograph in an exhibition cata
logue]. It shows a degree of craftsman
ship that I could never achieve, but I 
don't really care to. 

Now remember, I don't know any
thin g about art. There must be a 
difference between art and craft. Most 
of these other people are immensely 
skilled technicians. The only way I can 
understand my inclusion among them 
is to think that there is a link between 
creativity and aesthetics that I don't 
understand. You know the old 
punchline, "I know it's beautiful, but is 
it art?" It's a joke, a cliche-but I don't 
think much about it. I do what I like to 
do. 
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Frances Pickens 
METALWORK 

JEWELERY 

F ranees Pickens' workshop is a 
testament to her years as an active 
metalsmith. She draws her ideas from 
her surroundings, an explanation for a 
wal I covered with pins that prop up a 
collection of dried turkey hip bones, 
the spine of a fish, a rusted, crushed 
tin can (which she considers to be a 
"beautiful sculptural form"), aluminum 
can pop-tops among other remnants of 
life. Pickens received formal training at 
North Texas State University with a 
bachelors in art and masters in design. 
She also studied under two prominent 
metalsmiths, Albert Paley, at the 
School for American Craftsmen, and 
Lou is Mueller, who was then at 
California Arts and Crafts. 

CN: How long have you lived in 
Hawaii? 

FP: My husband and I have been here 
since 1962. My husband teaches at 
the university, so we moved around a 
lot, along the university circuit. Before 
coming here we were in the state of 
Georgia, before that in Michigan , and 
I'm originally from Dallas, Texas. 

CN: Were you involved in art in each 
of those places? 

FP: Oh yes. Even before I left Texas I 
taught art in Dallas and exhibited in 
Dallas museums. I taught over a 
period of five years grades one 
through seven. Then when I moved to 
Dearborn, Michigan, I taught junior 
high, then we moved to New York 
and I taught elementary school in 
Westchester County, then we moved 
to Athens, Georgia, where I taught 
high school. And I've also taught 
college levels, at the university here. 
When we were in Michigan , we had 
several nice summers in northern 
Michigan at lnterlochen, the National 
Academy of Arts, where I also taught. 

CN: You've mentioned before that 
when you first came to Hawaii , you 
didn 't have the arts community that 
you had on the Mainland. 
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FP: The arts community I left was very 
much like Honolulu is now. But when 
I came to Honolulu , the Academy was 
the main focus of the arts community. 
I was a gallery lecturer in the educa
tion department at the Academy, so I 
was pleased to be immediately 
associated with what was here. But the 
contemporary crafts were not active at 
the time. So that's why I kept sending 
pieces back to the Mainland for 
exhibitions, and I still do. But eventu
ally we got thE exhibition showings 
here going, so we have a balanced arts 
community involving three-dimen
sional crafts. 

CN: Have you always been in metal
work? 

FP: When I first got out of college I 
spent five years doing plastics, creating 
and exhibiting pieces of plastics. They 
were functional crafts, like big bowls, 
salad servers. But I got out of it, 
because they are susceptible to the 
light and will disintegrate after so 
many years-and it also scratches 
easily. I had already been exposed to 
metalwork in college, and I thought 
metal would be a much more perma
nent material than plastics. 

CN: When you started working with 
metal, what pieces did you work on? 

FP: They were jewelry , primarily. I 
studied with a silversmith in Dallas for 
two years and learned jewelry. I had 
already learned some in college , but 
didn't pursue it as intensely. After 
working with the silversmith, that 
really was an addiction to metalwork , 
and I've done it ever since. 

CN: Why have you settled on jewelry, 
in particular, over other forms of metal 
crafts? 

FP: I haven't actually settled on 
jewelry. I still do three-dimensional 
sculpture. I am a metalsmith, as well 
as a jeweler. I find working in the 
larger, three-dimensional sculptural 
forms greatly enhances my work in 
jewelry. One of my themes is marine 
life. · 

CN: What satisfaction do you get out 
of metalwork. 

FP: If the day goes well, and there 
aren't too many boo-boos, I feel great 
satisfaction, I feel whole, and cen
tered. And it's just the opposite if it's 
not going well. I'll lose sleep at night. 

CN: How much time do you devote to 
your work? 

FP: At least twelve or fifteen hours a 
week. Metalwork is so intense. You 
can't stay with it eight hours straight. 
You work for a couple of hours and 
back off, you take a walk and have a 
cup of coffee. 

CN: What do you mean by intense? 

FP: Psychologica lly , your attention is 
totally focused. You don't even know 
the rest of the world exists. You're 
there with your blowtorch and nothing 
else matters for that moment. With the 
hammering , I can really bang away on 
the anvil and even work out some 
frustration. 

CN: From where do you draw your 
ideas? 

FP: From travel, but my environment 
as well. Mine are particularly island 
themes. The first piece I did in Hawaii 
was a coconut brooch that showed the 
texture of the coconut tree. 

CN: Have you found that your attitude 
toward those themes has changed 
over the years? 

FP: I am influenced by things Hawai 
ian, and having taught at the 
Kamehameha Schools, I have more 
intensely studied the Hawaiian 
traditional arts. In the last ten years or 
so, I've taken it as a cause to translate 
Hawaiian graphic design into metal. 
So many of my designs have tapa 
motifs. 

CN: Have these pieces gained accep
tance on the Mainland as a recognized 
theme? 

FP: Yes. For example, I incorporated a 
wave pattern from a Hawaiian drum 
into a silver and gold bracelet, which 
is in the permanent collection of the 
Wichita Museum in Kansas. 

CN: You have traveled extensively. 
Does your art influence your destina
tion? 

FP: Mainly cultural and anthropologi
cal interests influence me. For in
stance, on our agenda yet is to go to 
India for the crafts and architecture. 
Architecture is another element that I 
look for. We hit the museums every
where, and I always head for the 
metalwork galleries. 

CN: Do you draw ideas from the 
museums? 

FP: Oh yes, I come home with a I ittle 
notebook full of drawings. I don't 
make a point to ever copy anything, 
but fragments of those images wi 11 

sometimes emerge in my own work. I 
think Mexico and South America are 
some of the most thrilling areas for folk 
arts. I was disappointed in going to 
Spain about four or five years ago. 
There weren't much of the folk arts 
around. Mexico was much more 
thrilling for me because of the color 
and folk arts, although I was thrilled 
with the Prado and other museums in 
Spain. I also enjoy seeing architectural 
creations in their own environment. 

CN: How do you create your work? 

FP: It's an evolutionary process. 
I sometimes have a drawing and 
sometimes I don't. This sculptural 

piece (she points to a foot-and-a-half 
long copper sculpture shaped like a 
shell with steel wire tufts edging its 
spine), I didn 't have a drawing. I 
started forming the copper and created 
the shell form, and then I decided I 
didn't want to leave it flat, so I started 
creating undulations in the metal. I 
thought it looked like something from 
the ocean, and I kept on going. I must 
have tried six different ways of treating 
that fuzzy, steel wire area. I sometimes 
have pieces that sit for a couple of 
years, half finished , and I'll come back 
to it and figure out how I can attack it 
again. 

CN: How does it work when you have 
a design in mind? 
FP: For the two neck pieces I've done 
this season, I used a cut-paper design 
that replicated what I had in mind. 
They both have come out pretty close 
to what I expected, but it's unusual for 
me to end up with exactly what I had 
in mind. There was another necklace 
that I wasn't sure how it \"'Ould turn 
out, so I did samples of small portions 
of it. Where I have a link assortment, I 
will build one, perhaps in copper, and 
be sure it works before going into a 
more expensive metal like gold or 
silver. 

CN: How do you decide what 
material you will use? 

FP: If I wi 11 be doing a big piece, 
naturally I will not use gold or silver, 
although I wi 11 use copper if working 
on something larger in scale. But I do 
have some pieces which are done in 
silver. Sometimes I will work in 
copper as an experiment and it will 
come out so well that I' ll just keep it, 
because I love copper- it's a beautiful 
metal. I've done a series of hair 
ornaments that I've had gold-plated. 
Nothing is left out-if I know the 
technique and I want to involve it, I 
will do it. With these hair ornaments, I 
did twelve of them, I didn't have 
drawings; I started with some wire and 
they would evolve. 

CN: That must have been a productive 
ti me for you. 

FP: Well one year, I made two 
hundred pieces of jewelry. That was 
before I did such complicated work. 

CN: Do you have a favorite technique 
or metal? 

FP: Generally silver and copper are 
my favorites and my favorite tech
nique as a general group would be 
called fabrication, which involves 
forging, bending, sawing, hammering, 
soldering, building the metal. I do 
casting, the other general group of 
techniques, making rings and brace
lets. But of course I will use whichever 
technique is appropriate for the shape 
I'm after. 

-



Masami Teraoka 
PAINTING 

Born in Onomichi, Japan, Masami 
T eraoka moved to Los Angeles, 
California, in 1961, at the age of 
twenty-five. Seven years later, he 
earned a masters in fine art at Otis Art 
Institute. At the age of seven, Teraoka 
studied under master watercolorist 
Moemon Sugihara and later majored 
in aesthetics at Kwansei Gwakuin 
University in Kobe. Teraoka has lived 
in Hawaii since 1980 and has a studio 
in Waimanalo. 

CN: How is your work coming along? 

MT: At the moment my work is 
coming along slowly. I have the 
concept, but the composition isn't 
coming. Drawing is very crucial to the 
kind of work I do. I have to redraw 
and redraw all the time. The painting 
part is I ike dessert. I am just waiting for 
dessert. 

CN: How do you account for the 
difficulty you are experiencing? 

MT: In the kind of style I am working 
on, it is not realistic drawing. It is very 
abstract drawing . So you cannot really 
copy from a photograph. 

CN: You draw your style from nine
teenth-century Japanese artists like 
Sharaku and Kunisada. 

MT: Yes. Their's were very abstract 
drawings. They gave the feeling of 
figurative drawing, of being under
standable immediately-the human, 
the eyes, the nose, everything is there. 
But when you analyze it, the figures 
are very exaggerated and abstract. 
Unlike some in Western art history, 
where works have typically been 
representational, the Japanese figures 
are subject to more interpretation
the interpretation makes the work 
seem very alive. 

CN: What subjects are you currently 
working on? 

MT: I am working on a snorkel scene, 
which I worked with before, several 
years ago. But I haven't really done 
enough, so I want to explore more, to 
know more about how much people 

enjoy snorkeling and this time get 
more into the environment. The idea is 
to bring out how curious the Japanese 
tourists are, about the attitudes they 
have, which are partially my own, 
personally . Partly I am still Japanese, 
but partly I am American. I see this 
country's people and its culture as 
being very different, astonishing. In 
thi s case, it' s not only my personal 
feelin gs; I am just curious about 
attitudes at a surface level. I am sure 
that the Japanese tourists, as far as their 
emotional response when they are 
here, might be kind of close to what I 
experience. 

CN: Quite a few of your themes have 
to do with water. 

MT: When I was forty-seven, I learned 
to swim in. Before that I didn't know 
how to swim! I have a loving feeling 
for water, and learning how to swim 
wa s a revolution for me. I was embar
rassed not to be able to swim since I 
live here, and I thought I should really 
learn how to enjoy the waters here 
which are so beautiful. 

CN: You have a unique brand of 
consciousness about politics, econom
ics and now the environment. Do you 
make a point of reading or watching 
the news? 

MT: Yes I do. I am very much inter
ested in the events I read in newspa
pers and news magazines. I guess 
that's part of my focus. I like to express 
my interpretation of the times in my 
work. 

CN: In the long run, your work 
becomes a commentary on the times 
itself. 

MT: I like to present the issues. I try to 
be impartial but again, if I pick an 
issue, it's already personal. 

CN: So it's as if you are trying to 
present just the facts. 

MT: Yes, but I don't want to be too 
preachy. That's not my job. My job is 
to find a way to present what is 
happening. It is difficult to avoid my 
own interpretation, to be sure, that's 
what everybody would do. A person, 
who lives in a society, needs to make 
decisions; and as soon as they make a 
decision, that decision is dependent 
on their interpretation of their circum
stance. 

CN: Is that true when you depict 
yourself in your works? 

MT: Yes, I think so. 

CN : It becomes a more personal 
interpretation. 

MT: Well, interpretation is personal. 
It's subjective, you cannot look at it 
objectively. 

CN: Have you used th is as a device to 

say, "This is how I am being affected" ? 
I notice in many cases you look aghast 
or surprised. 

MT: I think the idea of that expression 
is that I have lived here in this country 
since 1961 , and I am still being 
surprised by the way people think and 
the way people behave. There are so 
many surprises everyday. 

CN: How different is it from what you 
remember Japan to be. 

MT: There are so many differences. 
Every aspect of life is opposite. 

CN: Which do you prefer? 

MT:I prefer the American style, which 
is really outrageous and free. Every
body has so much freedom-it can be 
good or it can be bad at the same 
time . 

CN: Have you found that you are 
more free to express yourself through 
your work when you have an Ameri
can audience? 

MT: I do. I don't have to worry about 
anything but to be true to my feelings 
and be able to express it, which is 
really a wonderful situation here, 
whereas if I were in Japan, I probably 
would have to do abstract paintings so 
that no one would be able to put their 
fingers on me. Now of course, if you 
are painting landscapes, there aren't as 
many problems but if you are into 
serious political or social issues, or the 
kind of subject I am working on, it 
may not be too easy. 

CN: Is it that you are painting for an 
American audience? 

MT: Actually I am painting for myself, 
for my own learning process. I look at 
myself as part of this community. I 
don't look at myself as being part of 
the Japanese, culturally; I don't agree 
with their whole attitude. I adore and 
respect their aesthetics; they have 
great things to offer. There are a lot of 
things I respect, especially the art 
forms that I have been working with. 

CN: Have you found a balance 
between the two cultures for yourself? 

MT: I cannot be either one of the 
cultures. I am partially of a Japanese 
background and partially of an 
American background; I cannot really 
separate it, so I might as well mix the 
two. I will take from either culture if I 
really like it. The area I like from Japan 
is the art forms and aesthetics. Like the 
Zen Buddhists, it is a religion, but 
some aspects of it interest me. When 
they go into the religious rituals, like 
other religious groups, I am not too 
interested. That goes away from the 
principle belief. 

CN: You mention that you start off 
your paintings with drawings. 

MT: Yes, with pencil then I transfer it 
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for the painting process. 

CN: As far as getting to the watercol
ors, you 've called it your dessert. 

MT: That's true, but dessert can be a 
real disaster too. 

CN: Do you focus on one part of the 
painting first? 

MT: Mainly I start outside the figures 
first-if there's water surrounding the 
figure I will start with the water. Then I 
work on the figure, but the last part 
will be the face. The face is expressive 
and needs to be exact. I would focus 
on how the expression should be
how the eyes are positioned and other 
considerations. 

CN: Do you use colors as a form of 
expression? 

MT: Colors can be used as a tool for 
interpretation, depending on how I 
feel about the color. For example, I 
use dark green to express fear. 

CN: Is this a personal concept of 
color? 

MT: Yes it is personal, but it is also a 
ukiyo-e convention, which I really 
love. What those ukiyo-e artists used 
to do, I reinterpret how they did it so I 
can approach it with the kind of 
conventions that fit my work. 

CN: Is this true of your entire color 
scheme? 

MT: Generally I use a lot of the colors 
ukiyo-e artists used, but I don't really 
care for the colors used in later periods 
because they are too bright. The green 
color that I like is a more western 
pigment. I find my color choices from 
the Edo period; they used to use 
vegetable dyes, very natural colors. I 
don't use very many colors actually. 

CN: You moved to the United States, 
to Los Angeles, in 1961. When did 
you move to Hawaii? 

MT: I lived in Los Angeles until 1980 
when I moved my studio here. 

CN: Why did you move? 

MT: I was desperate to breathe clean 
air. The smog gave me a headache, it 
burned my eyes everyday and I 
couldn't function physically. So I 
decided to look for an alternate place. 
I looked around Newport Harbor, 
Laguna Beach, and the San Obispo 
area, but I realized that just staying in 
California was not really good if I 
wanted clean air. Everywhere I went 
at the time there was smog. 

CN: Do you miss the art community 
there? 

MT: I do. I have found that there aren't 
as many galleries here. I would be 
able to visit galleries and see other 
artists work, but here it is more 
limited. But you just have to make a 

continued on page 10 
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continued from page 9 

choice. I go to the Mainland often 
enough so that I don't really miss it 
that much. 

CN: What do you get out of the 
galleries. 

MT: It gives me a good perspective 
and if I see a real inspiring work, I 
learn something. 

The Cynthia Eyre Prize wi nner, 
aw arded to the artist who demon
strates great promi se, chosen by a 
comm ittee comprised of Academy 
administrati ve and curatorial staff, will 
be named in a future issue of Calendar 
News. The Cynthia Eyre Prize was 
made possible by a memorial fund 
established by the family and friends 
of the late Cynthia L. Eyre. The prize 
carries a $500 stipend. 

The Reuben Tam Award for Painting, 
in appreciation and recognition of 
Reuben Tam's contributions to art and 
artists in Hawaii , will be given to an 
artist in the exhibition. Selected by the 
curatorial and administrative staff of 
the Academy, the winner will receive 
a cash prize. The winner of this prize 
will be named in a future issue of 
Calendar News. 

This exhibition is supported in part by 
AT & T and the State Foundation on 
Culture and the Arts. 

Light in Interio r Spaces: The 
Graphic Art of Dodie Warren 
Graphic Arts Gallery 
November 29 through 
January 12, 1992 

An artist, teacher, and frequent 
exhibitor, Dodie War ren has been an 
importa nt member of Hawaii's art 
commu nity for more than two de
cades. The eighteen recent mezzoti nts 
and four large-scale charcoal drawings 
in Light in Interior Spaces: The 
Graphic Art of Dodie Warren, each 
drawn from the corners of her life in 
Hawaii and her travels, illu strate the 
mysterious tonalism and shadowy , 
emotional resonance for which she is 
so well known . 

A printmaker's printmaker , Warren has 
devoted more than the last twenty 
years to creating mezzotints , a 
subtractive graphic medium based on 
burnishing gradations of tone into a 
roughened metal plate. Rocking or 
abrading her own plates for up to 120 
hours each, carefully working out the 
relationships of light and shade, 
Warren monitors her progress by 
"reading" the plate . She selects her 
inks and paper, matching hue, weight , 
and tooth (texture), to imagery, and 
pulls her own impressions in her 
Kailua studio. Technically brilliant in 
their creation, her prints and drawings 
have a rich tonal scale ranging from 

Shadow s Play, 1989 
Mezzot int; 12 x 17 7/8 inches 
Coll ection of the artist 

velvety blacks to bright highlights and 
also illustrate a masterful control of 
design and vantage point. She ap
proaches her subjects often with 
striking perspectives from above or 
below and reduces her imagery to 
near abstract arrangements of contour, 
volume, and luminous patterns. 

Warren generally favors a close-up 
perspective, focusing on interior 
vignettes of furnish ings, flowers, the 
paraphernalia of life, and the architec
ture of corners, alcoves, and stairways. 
She discovers subject matter in her 
own home and studio and in interior 
spaces elsewhere in Hawaii 
includin g her favorite retreat in Hana 
and even the main staircase in the 
Academy's Art Center at Linekona
and farther afield as well. Having 
traveled widely on the Mainland and 
in Japan and Italy, she has been 
inspired by staircases in Victoria , 
Canada, and Cleveland , a rustic 
cottage and elegant, octagonal temple 
staircase in Japan, and unobt rusive 
corners in Rome and Pisa. 

Although her subjects may seem 
conventional and are ostensibly the 
result of an appreciation for simple 
naturalism, they are, in fact, the result 
of a skillful manipulation of techn ique, 
composition , and expressionism. The 
mood and source of the images may 
differ, but each is linked by a 
tenebrous light and palpabl e atmo-

sphere which lends a sense of quiet, 
internal resonance. An evocative 
mysteriousness often surrounds her 
scenes in which a human presence is 
strongly suggested, but is often denied, 
and a world of I ife and I ight beyond 
the confines of the immediate archi
tectural setting may be alluded to, but 
is obscured. This is perhaps no more 
apparent than in her dramatic depic
tions of a light shaft in Rome's Castel 
Sant' Angelo and the view through a 
floor grate of the leaning tower of Pisa. 
In the former, bright sunlight from the 
unseen out-of -doors penetrates the 
depths of Hadrian's mausoleum, 
casting the distorted shadow of a grate 
across the ancient wall. 

Warren achieves the same resonance 
of light, mood, and mystery in subjects 
derived from her home and studio. In 
these works, she has been intrigued by 
the geometric abstraction that results 
from the j~xtaposition of a modern 
armchair with Levelor blinds, and a 
truncated chest of drawers. As in her 
other prints and drawings, the rich 
lumi nosity of highlight, half-li ght, and 
shadow enveloping the scene, as well 
as the questions that remain unan
swered-wh at lies beyond the closed 
blin ds and w hy is the chair so darkly 
empty?-l end an emotional depth to 
the print. Indeed, her tangible chiar
oscuro both obscures and reveals the 
corners of her universe, lighting the 
interior spaces of this world and the 



internal ones of her mind. 

Born in Pittsburgh in 1929 , Warren 
graduated in 1950 from that city's 
Chatham College with a degree in 
zoology . After working as a scientific 
illustrator on the Mainland, Warren 
moved to Hawaii in 1965 and took up 
printm aking in 1969. She earned an 
M.F.A. in printmakin g from the 
University of Hawaii in 1979 , teaching 
drawing and intaglio classes there and 
then watercolor and printmaking at 
the Academy since 1977. Warren has 
exhibited extensively in Hawaii as 
well as on the Mainland , in Alaska , 
Argentina, England, and China. Her 
many awards include an Associated 
American Artists Purchase Award at 
the International Graphic Arts Founda
tion Biennial Miniature Exhibition in 
1987. The Academy is pleased to 
exhibit such a richly illuminated and 
mysteriously evocative body of work 
in this, Warren 's first solo exhibition at 
the Academy. 

-Jenni fer Saville 

Yvonne Cheng 
Kapa I, 1991 
PJper collage and watercolor 
Collection of the artist 

Continuing 
Exhibition 

Yvonne Cheng: Works on Paper 
Graphic Arts Gallery, 
through November 24 

}(onne Cheng: Works on Paper 
signifies a new direction for the artist, 
who is perhaps best known for her 
batik representations of Hawaiian 
women. For the past two years Cheng 
has experime nted with the medium of 
collage. She puts together :ayers of 
Japanese rice and Thai mulberry 
papers and works in muted tints of 
brown , ocher, indigo , green and gray 
to create works that are often large in 
scale, abstract in subject matter and 
subtle in mood . The artist has com
mented that she is interested not in the 
straightforward and obvious , but that 
which is mysterious and reveals itself 
slowly. These preferences are evident 
in the ways in which she approaches 
her work . 

Yvonne Cheng was born in Java, 
Indonesia, in 1941, and moved to 
Hawaii in 1967. She has participated 
in exhibitions in Romania, Canada 
and Hawaii and her work is repre
sented in numerous private, public 
and corporate collections. 

Announcements 

Michael Tom Receives 
Cox Award 

The Honolulu Academy of Arts is 
pleased to announce that Michael 
G . B. Tom has been named the 
recepi ent of the Catharine E. B. Cox 
Award for Excellence in the Visual 
Arts. As part of the award, Tom wi 11 

receive a $1,000 prize and a one
person exhibition at the Academy, 
scheduled for May 28 throu gh July 5, 
1992. 

Tom , a teacher of fifteen years with the 
state Department of Education, has 
exhibited widely in Hawaii and the 
Mainland. His works are included in 
the permanent collections of the State 
Foundation on Culture and the Arts, 
the City and County of Honolulu , the 
Honolulu Advertiser, East-West 
Center, the City of Mesa, Arizona, and 
the Honolulu Academy of Arts. A 
graduate of Sonoma State Universi~y, 
Californi a, Tom received a degree 1n 
painting and a teaching certificate in 
special education; he continued his art 
studies at San Diego State University 
with graduate work in metalsmithing. 

The Catharine E. B. Cox Award was 
established in memory of Mrs. Cox 
(1865-1964) by her grandsons Charles 
S. Cox of La Jolla, California , and 
Doak C. Cox and Richard H. Cox of 
Honolulu . Mrs. Cox was instrumental 
in the Academy 's formation in a 
variety of ways. As a former art 
teacher, she assisted the Academy's 
founder, Mrs . Charles Montague 
Cooke , in researching and cataloging 
her collection. She presented public 
lectures on works in the collection and 

Keiki-Parent Tour: 
A Hunt for Dragons 

Dragons live in dungeons and caves, 
in misty fakes and clouds-and in the 
Honolulu Academy of Arts. 

On Saturday, November 16, children, 
ages 6-9, and their parents will search 
for dragons in the Academy galleries 
and spy a few more strange beasts 
along the way. Led by Academy 
docents , they will learn , in the dragon
lore of Western art, what happens 
when an evil beast is about to devour 
a princess. In Chinese art, they will 
discov er a benevolent dragon that 
brings rain and good fortune. 

After the hunters have found all the 
dragons that lurk in the galleries, 
children will make dragon puppets to 
take home. 

Academy Keiki - Parent Activity Tours 
are free and open to the public. No 
preregistration is necessary. Meet at 
the Beretania Street entrance at 10 
a.m. 
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Michael Tom 

assisted in the preliminary plannin g of 
the museum. She served as the first 
director of the Honolulu Acad emy of 
Arts from 1927 to 1928 , overseeing 
the preparation and opening of the 
institution in Apri I 1 9 2 7. She con tin
ued her distinguished association with 
the Academy as a member of the 
board of trustees until 1934 , serving as 
the board 's secretary. 

Recipients of the Catharine E. B. Cox 
Award must be former or current 
Hawaii residents and are selected on 
the basis of demonstrated talent and 
promise, with first consideration given 
to young or emerging visual artists 
working in any medium . The award is 
not open to application and recipients 
are selected by a committee com
posed of Academy staff members and 
individuals from the visual arts 
community. Tom is the second 
recipient of this prestigious award. 
Dorothy A. Faison received the award 
in 1990 . 

This Yi Dynasty dragon numbers among the 
many serpentine images waiting for youngsters 
and their fo lks at the Keiki-Parent tour this 
month. This Korean painting (nineteenth 
century) was acquired through the museum 
purchase fund with matching gift from Mr . and 
Mrs. Henry B. Clark Jr., 1981 (4947 .1 ). 

11 
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Gallery Alcove Named for 
Academy Supporters 
The Guanyin Bodhisattva, housed in 
an alcove in the Asian art gallery (18a 
on the visitors map), is perhaps one of 
the most important pieces in the 
Academy 's collection . The Honolulu 
Academy of Arts has named this 
alcove as a fitting tribute to Robert and 
Betty Ching Wo , two longstanding 
Academy supporters, for their gener
ous and valued contributions to the 
Academy's Chinese programs and 
activities. 
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Cuanyin Bodhisattva 
Chinese, Northern Sung dynasty, ca. 1025 
Wood; h. 67 inches (170.2 cm) 
Purchase, 1927 (2400) 

Folk Art Bazaar, Ethnic Fashion 
Boutique Volunteers Needed 
Many volunteers are needed to help 
staff the bazaar in the FOCUS 
Gallery and boutique in the Lecture 
Gallery, No_vember 29 through 
December 8. No experience is 
needed for volunteer positions in 
sales, wrapping, stock handling, and 
customer assistance. This opportunit y 
promises an excitin g and rewarding 
experience for proje ct-oriented 
volunteers. 

Contact the Academy Shop at 523-
1493 or 538-3693 , ext. 250, for more 
information. 

Kamaaina Christmas Sold Ou t 

Auction Items Still Being 
Accepted 

Wendy Craven, Kamaaina Christmas 
cochai rperson, has announced that 
all tables for the Academy Guild's 
annual holi day gala have sold out. 
Kamaaina Christmas, the Guild's 
major fund- raising event of the year, 
raised over $100,000 last year for the 
Honolul u Academy of Arts. 

The Saturday, December 7 affair 
prom ises to be the best yet, complete 
with a silent auct ion, for w hich items 
are still being accepted. Please 
contact silent auction cochairperson 
Maggie Cole at 263-3443. 
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High Interest Loans 
The Academy regularly makes its 
collection available to museums 
around the world. In coming months, 
various artworks from the Academy's 
holdings will be on display in exhibi
tions at institutions throughout the 
nation and abroad. 

Arthur M. Sackler Gallery, 
Smithsonian Institution 
Washington D.C. 
"Chai lenging the Past: Chang Dai
Chien, A Modern Master" 

Chang Dai-Chien 
(Chinese, 1899-1989) 
Sleeping Gibbon 
Ink on paper, hanging scroll format 
Wilhelmina Tenney Memorial 
Collection , 1956 

National Gallery of Art 
Washington, D.C. 
"Circa 1492: Art in the Age of 
Exploration" 

Chou Ch'en 
(Chinese, ca. 1450-1535) 
Beggars and Street Characters 
Ink & slight color on paper, 
handscroll format 
Gift of Mrs. Carter Galt, 1956 

Everson Museum of Art 
Syracuse, New York 
"Strong Tea: Richard Notkin and the 
Yixing Tradition" 

Richard Notkin (American, b. 1948) 
Dice Teapot #4, 1985 
Stoneware 
Purchased through the 
Academy Volunteers' Fund, 1987 

Abe no Nakamaro, ca. 1833-1834, is one of sixteen ukiyo-e 
prints from the Academy's James A. Michener Collection on loan 
to the Royal Academy of Arts in London for the exhibition 
Hokusai. Abe no Nakamaro is from the series The /mager; of 
Poets; Katsushika Hokusai, Japanese, 1760-1849; Woodblock 
print; The James A. Michener Collection (15,494). 

Americas Society 
New York City 
"Masks of the Americas I: Pre
Columbian Cultures" 

JADE MASK 
Olmec Culture, from Arroya Pesquero, 
Veracruz 
Purchase, 1973 

MIXTEC MASK 
From vicinity of Oaxaca, grey slate 
Purchased through the Robert Allerton 
Fund, 1973 

COLIMA DOG WITH HUMAN MASK 
West Mexico, pottery 
Purchased through the Academy 
Volunteers' Fund, 1973 

Pacific Asia Museum 
Pasadena, California, 
"Prints of Elizabeth Keith" 

Eleven woodblock prints and two 
etchings of Philippine, Korean and 
Japanese subjects by Elizabeth Keith 
(English, 1887-1956). Gifts of Mrs. 
Charles M. Cooke, 1927; Elnora and 
Charles Montague Cooke, 1938; and 
the Charles Alfred Castle Memorial 
Collection, 1926. 

Royal Academy of Arts 
London, England 

"Hokusai" 
Sixteen ukiyo-e prints by Katsushika 
Hokusai Uapanese, 1760-1849) 
From the James A. Michener 
Collection 

Hiroshima Museum of Art 
Hiroshima, Japan 
Kasama Nichido Museum 
"Matisse Retrospective Exhibition" 

Henri Matisse (French, 1869-1954) 
Annelies , White Tulips and Anemo
nes, 1944 
Qi I on canvas 
Gift of the Friends of the Academy, 
1946 

Shown in Honolulu as part of 
"Kayumanggi Presence," an exhibition 
of Filipino American artists, was a 
mixed-media piece, Guide, by 
Romolo Valencia. The exhibition was 
shown at the Queen Emma Hospital 
Gallery, September through October 
1991. Guide was a juried selection 
from Artists of Hawaii, 1988, pur
chased for the Academy by the 
Watumull Foundation. 

Needed: Hosts and Hostesses 
Hosts and hostesses are needed to 
assist in various duties for membership 
exhibition previews and other events. 
Here is your chance to work behind 
the scenes at the Academy's special 
events. Interested individuals are asked 
to contact Peggy Vollmann at 538-
3693 at ext. 236. 
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Donations 
The Academy gratefully acknowledges 
the following contributions: 

Memorial Gifts: 
In memory of Eleanor Cooper: 
Edith M. Carlsmith 

In memory of Reuben Tam: 
Helen E. Corbett 
Mr. and Mrs. George R. Ellis 
Mr. and Mrs. Shinji Miwa 
Mr. and Mrs. Philip R. Wong 

In memory of Mrs. Arthur Gibaut 
(Lotte): 
Mr. and Mrs. Toshia Nishida 

In memory of Harry C. Wong: 
Mrs. Nee Chang C. Wong 

In memory of Ellen Nishi: 
Edith M. Carlsmith 

Gifts for the General Fund: 
Richard M. Duff Jr. 
Mrs. Gin D. Wong 

Gift for Exhibitions: 
C. Brewer and Company, Limited, in 

support of Encounters with Paradise: 
Views of Hawaii and Its People, 
1 778-1941, January 22 through 
March 22, 1992. 
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Welcome, New Members! 
The Academy welcomes new mem
bers who joined the museum between 
August 1 and September 11, 1991. 
Your membership supports the 
Academy 's changing programs of 
exhibitions, concerts, films, lectures, 
and classes, as wel I as the care and 
preservation of the collection. We are 
happy to have you with us! 

Brad Adams 
Denise Antolini 
Lynne Beckstrom 
Rebecca S. Bicker 
Lauren C. Bose/ 
Edward D. Boyle 
Christine Camp 
Myra H. Ching 
Wayson Chong 
Laurel Chun 

Ted M. Fuller 
Maryann Gianantoni 
Elizabeth 8. Gibbs 
David Goldsmith 
Millicent D. Hallan 
June Ho 
kenneth Horimoto 
June Houston 
Mrs. Harry Imai 
Gael Ross Ito 
Jon Jackson 
Josie Johnson 
Corinne B. Jonsson 
Gerianna Ko 
John Koller 
Yvette C. La Fontaine 
William H. Lantz Jr. 
Martine Lovett 
Mrs. Robert Low 
Daria Ann Loy 
Lee Martin 

Don Purcell 
Claudia B. Rice 
Leslie Louis Robinson 
Diane Saari-McCall 
Sharon L. Smith 
Scott C. Staub 
Marcia Stone 
Mieko Tach_ibana 
Mr. and Mrs. Robert I. Takano 
Yoko Tanaka 
Lucy Kudo Tran 
Ruth D. Tschumy 
Eiko Tsuji 
Kaoru Vasek 
Colleen Wallace 
Mrs. James A.H. Wilder 
Carolyn A. Wilson 
Julia Yang 
Scott York 
Ernestine Young 

Jerry Coffee 
Barbara Marumoto 
Debra Mau 

A warm mahalo is also due to the 
more than seven hundred members 
who renewed or reestablished their 
membership during the month of 
August. 

Donald D. D' Ambrosio 
Emily A. Detmer 

Brenda Medeiros 
Helen H. Morita 
Sanford J. Mosk 
Naoko I. Opitz 
Grace Oshiro 

Carol Edelman 
Mrs. Cleo G. Evans 
Kay E. Ferguson 

Jean Mary Pacarro 
Oliver K. Pohina 

---------------------------------------, i MEMBERSHIP APPLICATION FORM I 
I I 
I I 
I Please enroll me as a member in the category indicated to the left. I 
I I 
I Mr./Mrs./Miss/Ms. (Please indicate) D New D Renew D Gift I 
I I 
I I 
I I 
I Name--------------------------------- I 
I I 
I Address --------------------------------- I 
I 
I 
I 
I 
I 

City ------------- - State _____ Zip Code ----------- ---

Phone number ____________ Employer 

Amount of donation $ 

Gift Giver: 

Name------------------------------

Address ---------------------------

Phone number ---------------------------

Annual Sustaining Memberships: 
(* Society of Academy Fellows) 

* Director's Circle . . . . . . . . . . . . $10,000 
* Patron . . . . . . . . . . . . . . . . . . . . . $ 5,000 
* Benefactor . . . . . . . . . . . . . . . . . $ 2,500 
* Guardian ........... . .... . .. $ 1,250 

Sponsor. . . . . . . . . . . . . . . . . . . $ 600 
Contributor. . . . . . . . . . . . . . . . . $300 
Subscriber. . . . . . . . . . . . . . . . . $125 
Family ......... . ........... ... $ 70 
Individual. . . . . . . . . . . . . . . . . . . . . $ 40 
Student, full time ............... $ 15 
(12 or more cred its; verification of student 
status required) 

L---------------------------------------~ 
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Art Donors: Take Advantage of 
Tax Incentives 

During 1991 only, donors who 
contribute works of art to institutions 
like the Honolulu Academy of Arts, 
are entitled to take a tax deduction 
based on the market value of the 
artwork. Unless the United States 
Congress extends the December 31, 
1991 deadline, donors have only two 
months to take advantage of this tax 
incentive. 

This tax window was made possible 
by a temporary congressional repeal of 
the current law, which maintains that 
donors who are subject to the alterna
tive minimum tax may deduct only the 
price they paid for the artwork, not its 
appreciated value. 

If you are considering making a gift of 
art to the Academy, now is the perfect 
time to do so. Prospective donors are 
encouraged to contact the director's 
office at 538-3693 and to consult with 
their attorney or tax advisor to assess 
the impact of this legislation on their 
persona I situation. 



Theatre Programs 

Distinguished Director from 
the Philippines Speaks at the 
Academy 

Behn Cervantes, prominent Filipino director, 
speaks at the Academy. 

Behn Cervantes, prominent Filip ino 
stage and film director, wi ll speak at 
the Academy Theatre on Saturday, 
Novembe r 9 at 4 p.m . Cervantes, who 
is current ly in Hono lulu to direct a 
play for the Center for Phil ippi ne 
Studies at the University of Hawaii, 
w ill give an in-depth presentation of 
"Philippine Theater: Kahapon, Ngayon 
at Bukas," exploring the past, present 
and future of the perform ing arts in 
that cou ntry. 

With a wide range of professional 
achievements in theater, fi lm, radio 
and telev ision, Cervantes has main
tained a strong presence in drama and 
theater education. He completed his 
graduate studies in drama and fi lm at 
the Univers ity of Hawa ii and was an 
East-W est Center grantee in 1967 . 
Cervantes also attended Co lumbia 
University for graduate wo rk. 

Cervantes' d irectoria l works includ e 
"Sakada," which won the Catho lic 
Film Award in 1976, and the stage 
production of "Agnes of God," w inner 
of the Aliw Award for Best Play in 
1988. He is a professor in the Depart
ment of Speech Commun ication and 
Theater Arts at the Un iversity of the 
Philippines and has served on the 
National Committee on the A rts in the 
Philippines, for w hich he is currently 
chairman, and the Presidential 
Commission for Culture and the Arts. 

This lecture is cosponsored by the 
Fil ipi no Association of University 
Women and the Honolulu Ac ademy 
of Arts. Adm ission is free. 

Cinema Suppers 
The Honolu lu Academy of Arts and 
the Hawaii International Film Festival 
join forces to present Cinema Suppers, 
a program that showcases the cuisine, 
live entertainment and the Hawaii 
premiere of a film from a select 
culture. 

In October, Cinema Suppers debuted 
with a screening of Stanley Kwan's 
"Full Moon in New York," a story of 
Chinese women in the throes of 
immigration struggles. On Thursday, 
November 21, "Lonely in America" 
also deals with immigration and 
cultural collisions, this time from an 
Indian point of view. This event will 
give filmgoers an opportunity to 
partake of Indian food and entertai n
ment, followed by a screening of this 
acclaimed film and appearances of 
special guests. A specia l run of this 
film continues thro ugh Friday, 
November 22 and Saturday, Novem
ber 23, at 7:30 p.m. 

Call 538-3693 for t icket information. 

"Lonely in America" 
Premiere • November 21 • Supper/ 
entertainm ent at 6 p.m., screening at 
7:30 p.m. • $15 
November 22, 23 • Screening only • 
7:30 p.m. • $4 general/$3 members 

USA, 1990, Directed by Barry 
Al e;a nder· Brown. Starring Ranjit 
Chowdr y, Adelaide Miller , Tirlok 
Malik , Robert Kessler, Melissa Christo
pher. " Lonely in Ameri ca," Brown 's 
di recto rial debut (he w as editor for 
Mir a Nair's "Salaam Bombay" and 
Spike Lee's " Do the Right Thing " ), is 
an engaging fish-out-of-w ater comedy. 
Arun (Ranjit Chowdr y), a youn g 
Indian man, arrives in New York 
w here an uncle has a successful 
business runnin g newsstands (Spike 
Lee appears in a cameo as a cus
tomer). He is hired by a computer 
fir m, but his dreams of a rapid rise to 
the top and romance with an Ameri
can woman soon stall. 

Thi s series is made possible in part by 
grants from the Mcin erny Foundation 
and the J. Watumull Fund. 

MAKEA 
DATE 

AT THE 
AC AD EMY 

THURSDAY N IGHT 
SUPPERS AND 

THE BIG SCREEN 

NOVEMBER 7 

"GIRL CRAZY" 
CAESAR SALAD WITH 

CHILE VINAIGRETTE AND 
DRIED MONTER EY JACK CHEESE 

. LAMB CH ILE 
RED PEPPER CORNBREAD 

re 
NOVEMBER 14 

''CAPTAIN JANUARY" 
TH REE BEAN SALAD 

MADEi RA BASIL DRESSING 
RED FLANNEL HASH 

YELLOW TOMATO RELISH 
STEAMED CABBAGE 

MUSTARD SEED BUTTER 
BROWN BREAD 

NOVEMBERl1 
CINEMA SUPPER 

(SEE TH IS SECTION FOR 
MORE INFORMATION) 

NOVEMBERl8 
THANKSGIVING 

SUPPER NOT SERVED 

< ~ :::=> 
CALL 531-8865 

FOR RESERVATIONS. 
SUPPER IS SERVED 

FROM 6:15 P.M. 

MOVIE TICKETS MAY BE 
PURCHASE DONE- HALF HOUR 

BEFORE SHOW TIME . 
(SEE TH IS SECTION FOR A 
SYNOPSIS OF EACH FILM.) 

YOUR GENEROSITY IN 
TIPPING BENEFITS 

THE ACADEMYS VOLUNTEER 
FUND , WHICH IS USED 

TO PURCHASE ARTWORKS 
FOR THE MUSEUM 'S 

PERMANENT COLLECTION. 

-
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Kidpix: Growing Up on Film 
A film series detailing the vicissitudes 
of childhood. Fran<;ois Truffaut's "The 
400 Blows" began this series in late 
October. 

"Cross My Heart," part of the "Kidpix11 film 
series. 

"Cross My Heart," France, 1990, 
105 minutes. Directed by Jacques 
Fansten. Starring Sylvian Copans, 
N ico las Parodi, Cecili a Rouaud. A 
group of twel ve-year-olds conspire to 
keep their schoolmate, Martin , from 
being sent to an orphanage, when his 
mother , his last-living parent, dies. 
They pool their allowance, bring him 
food and help him with house- and 
homework. The adults involved buy 
into their alibis , but for how long? 
November 1, 2 at 7:30. p.m.; Novem
ber 3 at 4 p.m . $4 general, $3 mem
bers. 

"Girl Crazy," USA, 1943, 99 minutes. 
Directed by Norman Taurog. Starring 
Mickey Rooney, Judy Garland, Gil 
Stratton , the Tommy Dorsey Orches
tra. Taken from Gershwin 's stage hit of 
the same name, "Girl Crazy 11 is the 
story of rich boy Rooney who is sent 
West to learn the ropes of life and 
eventually meets Garland, who sets 
him straight. Meanwhile music, dance 
and machine- gun repartee make this 
one of Mickey and Judy's most 
memorable films. November 7 at 1 
and 7:30 p.m . $4 general, $3 mem
bers. 

"Captain January," USA, 1936, 
78 minutes. Directed by David Butler. 
Starring Shirley Temple , Guy Kibbee, 
Buddy Ebsen. In classic lollipop style, 
newly-orphaned Shirley Temple is 
befriended by Captain January. In 
four-four time the prim Agatha arrives 
to whisk her away to a grim boarding 
house, ostensibly to expose her to 
more socially acceptable surround
ings. November 14 at 1 and 7:30 p.m. 
$4, $3 members. 
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Japanimation 

For numerous years the land of the 
rising sun has been synonomous with 
cutting edge animation. The block
buster "Akira," shown at the Academy 
Theatre in April and October 1991, is 
part of a high-quality tradition that 
includes three state-of-the-art an i ma
tion features and shorts shown this 
month at the Academy Theatre. 

"Fist of the North Star," 1990, 11 O 
minutes. Directed by Toyo Ashida. 
Based on the popular comic book and 
Nintendo science fiction hero, '1Fist" 
recounts the adventures of Ken, who 
battles Fang, a Buddhist behemoth 
whose skin turns to iron at will. 
Graphic violence; eighteen years and 
older only. November 12, 13 at 7:30 
p.m. $4 general, $3 members. 

"Robot Carnival," 1990, 91 minutes. 
Nine of Japan's leading animators 
contribute their hi-tech robot cre
ations, displaying the amazing craft of 
animation as only the Japanese can 
achieve. From "Franken's Gears," a 
"robotstein" tale of technology gone 
awry, to a robot spoof on Japanese 
World War II propaganda cartoons, to 
Katushiro Otomo's ("Akira") opening 
and closing credits-"Robot Carnival" 
is the animation event of the year. 
November 15, 16 at 7:30 p.m. 
November 17 at 4 p.m. $4 general, $3 
members. 

"Castle of Cagliostro," 1990, 100 
minutes. Directed by Hayao Miyazaki. 
A high energy update of a gothic 
thriller, "Castle" recount the exploits of 
"The Wolf," a descendant of a master 
French jewel thief. Romance, rescues 
and retaliation abound in this rollick
i~g, hilarious ride through gun fights, 
air attacks, steel-plated mutant ninjas, 
stunning visual effects and an explo
sive showdown. November 19, 20 at 
7:30 p.m. $4 general, $3 members. 

New Projector Lenses 
Upgrade Film Viewing 

Academy cinephiles will be delighted 
to learn that our 35mm projection 
facilities have been significantly 
upgraded. Thanks to the generosity of 
the J. Watumull Fund and the 
Academy's collaboration with the 
Hawaii International Film Festival a 
pair of brand new lenses have be~n 
fitted on our projectors. The quality of 
the image is immeasurably improved, 
from the brightness of the colors to the 
razor-sharp clarity of the lines from 
edge to edge. 

Mahalo nui loa to the J. Watumull 
Fund and the Hawaii International 
Film Festival. 
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More Films 

"Au Hasard, Balthazar," France, 
1966, 96 minutes. Directed by Robert 
Bresson. Starring Anne Wiazemsky, 
Frarn;ois Lafarge. Perhaps Bresson's 
most appealing film, "Au Hasard, 
Balthazar" epitomizes the economy of 
suffering in the form of a donkey, 
named Balthazar, who endures a 
succession of increasingly cruel 
masters. "Baxter," shown November 
8-10, is based on on a novel that was 
inspired by this film. November 11 at 
7:30 p.m. $4 members, $3 members. 

"Baxter," France, 1991, 82 minutes. 
Directed by Jerome Boivin. Starring 
Lisa Delamere, Jean Mercure, Jacques 
Spiesser, Franc;ois Driancourt. Based 
on the American novel by Ken 
Greenhall, whose book was inspired 
by Bresson's "Au Hasard, Balthazar" 
(shown November 11 ), '1 Baxter" is told 
from the point of view of a white 
bullterrier as he learns increasingly 
grim truths about bourgeois private 
life. November 8, 9 at 7:30 p.m. 
November 10 at 4 p.m. $4 general, $3 
members. 

"Eating," USA, 1991, 11 O minutes. 
Directed by Henry Jag/om. Starring 
Nelly Alard, Frances Bergen, Mary 
Crosby, Marlena Giovi, Lisa Richards. 
On the occasion of her fortieth 
birthday, Helene throws a party for 
herself and two friends, one who has 
turned thirty, the other who ap
proaches her fiftieth. Once the cake is 
cut, the women realize no one will eat 
it. In a series of intimate encounters 
that take place throughout the day, the 
diverse array of women reveal their 
attitudes toward I ife, love, men, each 
other, and how all of these things are 
expressed by their attitudes toward 
eating. AThanksgiving treat! Novem
ber 27, 29, 30 at 7:30 p.m. December 
1 at 4 p.m. $4 general, $3 members. 

"Scenes from the Surreal," 1990, by 
Jan Svankmajer. A collection of short 
films by master Czech animator 
Svankmajer that includes "Darkness 
Light Darkness," '1Virile Games," ' 
"Death of Stalinism" (wh ich won a 
special prize at the Annecy Interna
tional Animation Festival in June 
1991 ). Also included in the program is 
"Jan Svankmajer: The Animator of 
Prague," the BBC documentary on the 
working methods, politics, and legacy 
of the animation genius, and '1The 
Way Things Go," from Peter Fischli 
and David Weiss, a fascinating short 

using fire, water, chemicals, gravity 
and explosives to symbolize art and 
improbability, cause and effect and 
chaos. November 18 at 7:30 p.m. $4 
general, $3 members. 

"The Films of Yoko Ono." Yoko Ono 
produced sixteen films between 1966 
and 1982. The films shown in this 
collection constitute a magical 
mystery tour of sixties and seventies 
radical art. "The Films of Yoko Ono" is 
a traveling exhibition organized by the 
American Federation of Arts Media 
Arts Program. It is partially supported 
with funds from the National Endow
ment for the Arts and the New York 
State Council on the Arts. Admission is 
$4 general, $3 members for each 
evening 's screening. 

November 4 at 7:30 p.m. Program I 
The Museum of Modern Art Show 

(1971, 7 minutes) 
No. 4 (Bottoms) (1966, 80 minutes) 

"Bed In," shown as part of "The Fi/ms of Yoko Ono" 

November 5 at 7:30 p.m. Program II 
Two Virgins (1968, 19 minutes) 
Film No. 5 (Smile) (1968, 51 minutes) 
Apotheosis (1970, 18.5 minues) 

November 6 at 7:30 p.m. Program Ill 
Erection (1971, 20 minutes) 
Rape (1969, 77 minutes) 

November 24 at 4 p.m. Program IV 
Freedom (1970, 1 minute) 
Up Your Legs Forever (1970, 70 

minutes) 

November 25 at 7:30 p.m. Program V 
Ten for Two: Sisters, 0 Sisters (1972, 

4 minutes) 
Woman (1981, 3.5 minutes) 
Goodbye Sadness (1982, 2.5 minutes) 
Bed-In (1969, 61 minutes) 

November 26 at 7:30 p.m. 
Program VI 
Walking on Thin Ice (1981, 6 minutes) 
Imagine (1971, 70 minute s) 




