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Artist models

CHAPTER

 7
NCEA Level 1 Visual Arts material covered in this chapter helps to meet the requirements 
for all fi ve Level 1 Visual Arts Achievement Standards (i.e. 90913–90917) by looking at:
•  a range of historical and contemporary artists and analysing some of the key aspects of 

their work.
The artists covered are:
• Laurence Berry
• Chris Booth
• Shane Cotton
• Maryrose Crook
• Naoko Ito
• Simon Kaan
• Richard Killeen
• Nandita Kumar
• Dr Maureen Lander
• Saskia Leek
• John Lyall
• Colin McCahon
• Roka Ngarimu-Cameron

• Buck Nin
• Stanley Palmer
• John Pule
• Michael Shepherd
• Peter James Smith
• Brian Strong
• Kelcy Taratoa
• Diggeress Te Kanawa
• Ruth Thomas-Edmond
• Michelle Thompson
• Jo Torr
• John Walsh
• Rachel Whiteread

Artist models
This chapter includes a carefully selected range of appropriate New Zealand and 
international artist models. A number of examples and a list of key stylistic features are 
included for each artist, but you will need to expand these notes with research of your own 
– start by using the websites and books given for each artist.

It is highly recommended that you visit art galleries to view original art works ‘in the 
fl esh’. No reproduction can adequately reproduce the scale, surface quality and subtlety 
of real art.

Useful general books
100 New Zealand Paintings, Warwick Brown, Godwit Publishing Ltd, Auckland, 1995.

Lands and Deeds, Gregory O’Brien, Godwit Publishing, Auckland, 1996.

Contemporary Painting in New Zealand, Michael Dunn, Craftsman House, NSW, 1996.

An Introduction to New Zealand Painting 1839–1980, Hamish Keith and Gordon Brown, 
David Bateman and Collins, Auckland, 1988.

Dream Collectors, Sotheran and Saines, Te Papa Press, Wellington, 1998.

Home and Away – Australian and New Zealand Art from the Chartwell Collection, 
William McAloon, David Bateman / Auckland City Gallery, Auckland, 1999.

Contemporary New Zealand Art (Volumes 1, 2 and 3), Elizabeth Caughey and John Gow, 
David Bateman, Auckland 2002.

Seen this Century, Warwick Brown, Godwit Publishing Ltd, Auckland, 2009.
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Information about kākahu (Māori cloaks)
Whatu Kākahu, Awhima Tamarapa (Ed), Te Papa Press, Wellington, 2011.

Useful periodicals (magazines)
Art News New Zealand – www.artnews.co.nz

Art New Zealand – www.art-newzealand.com

You may not be able to read all the magazine’s articles online, 
since the magazine may not have uploaded all their articles to 
their website. If this is the case, you will need to fi nd out if your 
school or local library subscribes to the magazines.

Artist models for AS 90913 (Visual Arts 1.1)
RESOURCES  has digital versions of all the pictures and all the websites mentioned.

 Maryrose Crook
Born 1958. Lives in Christchurch.

Bringing All The Things That Run

• 2004
• Oil on canvas
• 1 370 × 1 217 mm

RESOURCES has hotlinks 
to these websites.
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Song of the Grey Ghost

• 2006
• Oil on canvas
• 1 550 × 1 370 mm

Key features of Crook’s works

Style
• Combination of still-life conventions with landscape conventions.
• Landscapes appear real, while still-life imagery appears fantastical.
• Scenes are meticulously painted with no brush-strokes evident.
• Scenes ‘within’ scenes are often depicted.
• Dramatic ‘chiaroscuro’ (strong contrasts between highlighted areas and dark areas) is 

sometimes employed.
• Imagery is often jewel-like and represented with photographic precision.
• Crook combines Victorian imagery (e.g. hoop dresses) with distinctive New Zealand 

images of fl ora and fauna.

Symbolism
Crook represents extinct birds to represent aspects of Aotearoa/New Zealand’s past – e.g. 
the extinct ‘grey ghost’ or South Island kokako is refered to in the painting Song of the 
Grey Ghost, 2006. In this painting, the image of Sophia Hinerangi (who took tourists to 
the Pink and White Terraces) also appears, as do the Pink and White Terraces themselves.

‘I’d been reading about Sophia, who had so much integrity and compassion. On the night 
of the eruption she sheltered 66 people in her small whare and I began to see her as a 
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Madonna-like fi gure. While I was painting the terraces I became aware that the South 
Island kokako, called the Grey Ghost because it was so elusive, had become extinct. The 
painting is partly asking, “How much more can you lose?”’ (Crook, as quoted by Virginia 
Were in Art News, 2006, p. 54.)

Still Life with Ghosts

• 2005
• Oil on canvas
• 820 × 1 100 mm

Infl uences and contexts
Crook is infl uenced by both historical and more contemporary artists and styles, for 
example:

• Pieter Bruegel and Hieronymus Bosch (Northern Renaissance Old Masters)
• the Mexican portrait, still life and landscape painter Frida Kahlo (1907–1954)
• the Spanish Catalan Surrealist painter Salvador Dali (1904–1989)
• folk art traditions.

Further information
Book:
• Seen this Century, Warwick Brown, Godwit Publishing Ltd, Auckland, 2009, pp. 84–87.

Periodical:
• Art News, Summer 2006, article by Virginia Were, pp. 54–55.
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Artist’s own website:
• www.maryrosecrook.com

Gallery websites:
• www.brookegiffordgallery.co.nz
•  http://nzartsite.com/gallery-33

Podcast:
• http://podcast.radionz.co.nz/sat/sat-20100605-1005-Playing_

Favourites_-_Maryrose_Crook-048.mp3

 Simon Kaan
Born 1971, in Sawyers Bay, Dunedin; is of Ngai Tahu, Chinese and European descent.

Majored in printmaking at Otago Polytechnic School of Fine Arts.

Simon Kaan is of Chinese, Ngai Tahu and Pākehā ancestry. He graduated with a Diploma 
of Fine Art majoring in Printmaking from Otago Polytechnic in 1993 and has exhibited 
widely in New Zealand in both public and dealer galleries. In 2004, Simon Kaan 
undertook the Red Gate Gallery Residency in Beijing with the support of Creative New 
Zealand.

Untitled

• 2014
• Carved oil on board, Chinese ink 

on cedar
• 1 500 × 900 mm

WWhen accessing these 
gallery websites, fi nd 
out about Maryrose 
Crook by clicking on 
the ‘Artists’ page link 
and then click on 
‘MMMararyryryyyy ososee CrCrooook’k ..
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Untitled

• 2014
• Carved oil on board, Chinese ink 

on cedar
• 1 500 × 900 mm

Key features of Kaan’s works

Style
Kaan’s style has been described as having an ‘other-worldly’ and ethereal quality. This 
other-worldliness is due to a number of things, including the fact that his landscapes 
appear as imagined rather than ‘real’, his shimmering colour palette, the fragmented and 
fl oating spaces that he creates, and the symbolism present in the objects he represents 
(such as the waka).

Kaan frequently divides his compositions into linear sections, to suggest the multiple 
horizons of the land and seascape imagery represented, and to refer to layers of genealogy 
and history.

Kaan’s prints and paintings often incorporate Chinese aesthetics – e.g. the calligraphic 
qualities and simple use of line, the minimalist presentation, and the use of ‘empty’ space, 
where the eye is allow to ‘wander’.
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Symbolism
The moth appears in some of Kaan’s paintings; a moth is a carrier of spirits in both Māori 
and Asian cultures.

Kaan uses the symbol of the waka to represent a vessel that carries spirits from one 
world to the next; visual reminders that your ancestors are always with you. The waka 
also relates to ideas of movement and migration; a symbol of Kaan’s Māori and Chinese 
heritages.

Sometimes, Kaan uses a bird image, which he describes as a manaia-like symbol, after the 
bird-like creatures that appear on many Ma ̄ori carvings (e.g. on doors and window lintels, 
as well as on ceremonial weapons). Manaia (mythical creatures usually depicted either as 
having the head of a bird and the body of a man, or as a bird, a reptile, or a human fi gure 
in profi le), represent the soul on a physical or spiritual journey, and are believed to be a 
messenger between the earthly world of mortals and the domain of the spirits. Its symbol 
is used to guard against evil.

The horizontal divisions that appear in Kaan’s prints and paintings are reminiscent of lines 
seen in Ngai Tahu rock drawings. They are also representative of different realms in the 
spiritual space.

Colour
Sometimes, the colour scheme of the paintings and prints is monochrome (black and 
white) with burnt sienna and umber adding a warmer earthiness to the coolness of the 
black and white. On other occasions, Kaan uses pale, shimmering colours (e.g. aqua 
green).

Composition
Kaan often employs horizontal divisions that reinforce an ambiguous representation 
of time and space. These divisions encourage the viewer’s eye to travel vertically and 
horizontally across the surface of his prints and paintings.

Where Kaan places images within the composition is signifi cant, as he visually relates 
them to the repeated horizontal and vertical lines in a way that generates a sense of 
motion. The balance and rhythm achieved by the way in which the visual elements are 
combined together is reminiscent of lines in sand, caused by tidal movements, and the 
movement of the ocean.

Horizon line
Kaan employs multiple horizon lines within the one image.

Mark making – use of line and texture
Kaan studied printmaking and works within both painting and printmaking fi elds; 
however, the painting dimension of Kaan’s practice has become more prevalent. Kaan 
often translates the qualities of dry point etching into his paintings, stating, ‘I treat the 
boards as if they are etching plates – I rub them back with cloths to bring up certain 
surface areas.’

Kaan likens the multiple horizon lines that appear in his paintings and prints to the 
composition of a piece of electronica or classical music. Kaan says, ‘It’s about rhythm 
and movement – it takes you from the start and pulls you through to the fi nish.’ He also 
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likens them to the visual phenomenon of glimpsing landscape forms that have been 
momentarily obstructed by the panels of a fence. Kaan says, ‘It’s like you’re walking past 
a fence and there is a gap and you can see a bit of landscape through it, and there are fl at 
panels. So there is this in and out thing happening – foreground and distance playing off 
each other.’

Infl uences and contexts
Colin McCahon – e.g. McCahon’s The Northland Panels, 1958.

Kaan is of Ma ̄ori, Chinese and Scottish heritage, and his works are a fusion of these 
cultural contexts.

• The long format of his prints is directly infl uenced by Chinese scroll painting.
• Kaan believes that his Māori ancestry on his mother’s side permanently connects him 

to whenua (the land). Honouring and caring for the environment are Māori beliefs that 
he brings to his work.

Process
To create images for his work, Kaan develops ideas and images in black ink drawing, 
which is fl uid – rather like Chinese calligraphy.

With his printmaking, Kaan draws an image on to a plate directly with a sharp tool. 
Unlike traditional etching, which is highly controlled and precise, he will retain 
accidental marks in his works, regarding them as ‘part of the process’.

Other information
Kaan spent three months in Beijing in 2004 on a Creative NZ artist residency programme. 
During this time, he created works on various materials – such as metal, and makeshift 
wooden beds used by Chinese workers.

Kaan has also produced performance-oriented art works. The Asian, 2010, is a 
performance-piece named after the restaurant of the same name. The Asian restaurant is 
located opposite the Blue Oyster Gallery, Dunedin, where the piece was located. From 
20 April to 15 May, 2010, Kaan invited visitors to the gallery to have lunch with him via 
Skype; the sharing of food being important culturally to both Chinese and Māori. The 
resulting work used food as a way to connect people and to create a communal and 
culturally engaged experience via technology.

Further information
Gallery websites:
• www.solandergallery.co.nz
• www.sanderson.co.nz
• http://nzartsite.com/gallery-33

Podcast:
• http://podcast.radionz.co.nz/art/art-20100418-

1450-Simon_Kaan_and_James_Voller-048.mp3

WWhen accessing these gallery 
websites, fi nd out about 
Simon Kaan by clicking on 
the ‘Artists’ page link and 
ththt en click on ‘Simon Kaan’.
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 Nandita Kumar
Born 1981 in Pamplemousse, Mauritius. Lives and works in Mumbai (India) and Auckland 
(New Zealand).

eLEmeNT: EaRTh

• Date unknown
• Materials – glass bottle, wood, acrylic sheets, wire, solar cells, battery, sensors, 

copper, silver soldering, BCB board components
• 560 × 400 mm
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pOLymORpHic hUMansCApE

• 2013
• Materials – copper, 

acrylic, PCB 
components, raspberry 
pi (raspberry pi is 
a credit card-sized 
single-board computer 
developed in the 
United Kingdom by 
the Raspberry Pi 
Foundation), sensor, 
LCD videos

• 600 × 500 mm

Key features of Kumar’s works

Processes and materials used
Kumar says of eLEmeNT: EaRTh:
‘eLEmeNT: EaRTh is a future-based diorama where nature meets technology, in a glass 
blown bottle. The diorama contains functional and non-functional PCB boards inside the 
jar. The PCB boards employ an old method where silk-screen is used to transfer copper 
onto the acrylic sheets … The design of the PCB boards is a hybrid crossover of nature 
elements and circuit schematics. The functional circuitry is charged primarily by a tree 
in the bottle, constructed of solar cells and secondary power is DC. Once the battery is 
charged the functional boards make nature-based sounds inside the bottle. The sounds 
are the sound of earth from a distance through radio waves, whales, rain, wind, birds, 
etc. There is also a sensor in the jar and when touched it makes high-pitched electronic 
sounds which indicates our carbon imprinting on the diorama of Earth.’

The work titled pOLymORpHic hUMansCApE, 2013, also uses a blown bottle. It contains 
a half-city, half-nature diorama, including a tiny pair of working video screens.
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