


S O A B O X
riginally we had intended to register some re ections in response to the
aspiring artisans of media outside those traditionally recognized by New
Zealand’s major galleries, and more specifically, the dilemma these artisans
are likely to encounter as they approach the tightly controlled threshold of

the ART world’s ivory tower with works in hand . . . and then in steamed the U.S.S.
TEXAS. So now, we offer these words by poet and prophet Bob Dylan. His thoughts
poignantly address the aspects which these two events potentially have in common.

stay in line. stay in step. people
are afraid of someone who is not
in step with them. it makes them
look foolish t’ themselves for
being in step. it might even cross
their mind that they themseslves
are in the wrong step. do not run
nor cross the red line. if you go
too far out in any direction, they
will lose sight of you. they’ll feel
threatened. thinking that they are
not a part of something that they
saw go past them, they’ll feel
something’s going on up there that
they don’t know about. revenge
Will set in. they will start thinking
of how t’ get rid of you. act
mannerly towards them. if you
don‘t, they will take it personal. as
you come directly in contact face t’
face do not make it a secret of how
much you need them. if they sense
that you have no need for them,
the first thing they will do is
try t’ make you need them. if

this doesn’t work, they will tell
you of how much they don’t need
you. if you do not show any sadness
at a remark such as this, they
will immediately tell other people
of how much they don’t need you.
your name will begin t’come up
in circles where people gather
to tell about all the people they
don’t need. you will begin t’ get
famous this way. this, though, will
only get the people Who you don’t
need in the first place
all the more madder.
you will become
a whole topic of conversation.
needless t’ say, these people
who don’t need you will start
hating themselves for needing t’ talk
about you. then you yourself will
start hating yourself for causing so
much hate. as you can see, it will
all end in one great gunburst.

The focus of this issue is on Education
— or rather on what we don’t have, but Z
see a need for. Jenny Pattrick has canvas- _
sed the tertiary institutions, and spoken I
with Melanie Cooper on why she had to '
leave New Zealand to train. Helen Vause ,
has looked at the first private enterprise art
school — is this the new direction? As
well, we have a look back at the James
Krenov visit, a look at work sent to Faenza, '
at the Fingers jewellery cooperative in
Auckland, an historical perspective on
stained glass in New Zealand, and another
in Gary Couchman’s series on display.

In the next issue (copy deadline 1 ,
November) the emphasis will be on the '
contemporary pottery scene to coincide
with the 25th annual exhibition and cone
yention of the NZ Society of Potters. And
we will be bringing full details of the pro
gramme for the January Conference at Lin—
coln College.



The Crafts Council will be in
new premises from 1 November.
The location has yet to be
finalized, so please telephone for
new address.
Please use PO Box 498 for cor-
respondence.
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Letters ‘
. . .On interviews and being
reported
Dear Editor

Reading an article about oneself is
never exactly an enjoyable experience.
Curious, yes, and maybe it will even
teach us something about ourselves, but
not enjoyable. So perhaps I should not
be surprised at my response to the arti—
cle about myself in the last issue.
However, I must at least correct a few
errors that crept in between the discus—
sion and the printed word.

' Jim Pocock and I worked together
from 1975 until 1979, not from 1979 un—
til whenever. The article doesn’t report
the appreciation I expressed ofjim and
those early years.

0 Inner development is the motive for
being involved in craft, not just develop-
ment. To me there is a world of dif
ference in that single word and its
absence from a sentence, yet it’s entire-
ly possible that it may mean little extra
to another reader.

- 70% of the population of Indonesia
of 500 million people are involved in
craft, not the whole 500 million.

0 I’m not sure about being led in new
directions by visual experiences
overseas. I would have hoped that the
idea would be to draw on local visual
stimuli, and would certainly have prefer-
red to express it that way. The in-
fluences of our colleagues overseas are
always there, and it’s foolish to suggest
that there is no intei‘action with them.
But we in New Zealand have now reach-
ed a stage where we can call on our own
environmental uniqueness to re ect our
distinctiveness.

Am I just being niggly and pinprick—
ing, or do these things really matter? To
be fair to Glenys, those visits to Well—
ington are always a whirlwind of activi—
ty, and it was difficult enough to get
together and talk, let alone get into some
of the things we talked about in real
depth.

The lesson to be understood here is
that there is a solution, very straightfor-
ward and simple. Be sure to read the ar—
ticle before it goes into print. That way
you will be satisfied, or will at least have
had the opportunity to take up any dif-
ferences with the journo in question. It’s
important, both for the credibility of the
magazine and the efforts of the others
who are involved in settings its stan—
dards. And it’s even more important
now that we are involved in reaching a
wider and possibly more discerning
audience.
Carin Wilson

. . . where are
all

the letters?. . .

ON EDUCATION IN THE CRAFTS

When you are talking about craft education in New
Zealand, comparisons are inevitable. It’s impossible to
measure our performance, or lack of it, without looking
elsewhere for indicators. And whilst none of us want to
see the crafts simply mimick our peers overseas, as seems
to happen so often at other levels in our society, we do
have a chance to build something exceptional if we ex-
amine those elements that are appropriate to our own
situation and build our structure around them.

So, let’s take the last ten years. This period has seen
the most significant growth in craft in this country's en-
tire century and a—half old history. Yet there has been lit:
tle notable achievement to echo this growth in the for—
mal educational environment. By that I mean at colleges,
universities, polytechnics, where one might have ex
pected to see some appropriate courses develop. To be
fair. there has been some spontaneous development as
with weaving at Nelson, ceramics at Dunedin and a glass
furnace at Elam in Auckland. But these courses exist rather
than fall under an umbrella like structure that would en—
sure their proper coordination into a comprehensive craft
education syllabus,

The reasons for this are difficult to identify, and I am
drawn to the conclusion that it‘s largely because we crafts—
people do not properly understand the education strucr
ture. We have been able only to partly identify our own
needs, and then been slow to articulate them to the plan-
ners. Meanwhile we have gone ahead and devised our
own impromptu solutions as a sort of stop—gap. I think
we’ve done reasonably well, considering the lack of
resource at our disposal, but then that is the nutshell
history of craft in this country,

By comparison then, I would ask you to look with me
at big brother across the Tasman, Until the early seven—
ties we were both in the same boat and at similar stages
in development. If anything, our own achievements in
craft were more notable than theirs. Please excuse the
generalisations, this is a very broad overview.

In 1972 the recently elected Labour Government under

Gough Whitlam made $Alm available to the Crafts Board
to fund its activities for the year. It was better than a wind—
fall and the Board channelled some of the funds into a
long term programme that led to the inception of the Craft
fellowship and Craftsman in Residence programmes. In
addition, having already identified the need for more
educational opportunities for its craftspeople the Board
set about developing an education model that could be
taken up at state level and by the mideseventies diploma
and degree courses in crafts were available. The teaching
vacancies that became available brought some overseas
craftspeople into the country and with them a valuable
injection of new blood and expertise. There followed a
gradual growth in achievement in wood, glass, jewellery,
ceramics and fibre and it is still going on at a pace that
we are now envious of. If you saw the New Australian
Ceramics show you will understand what I am talking
about.

I believe that education is the beginning of growth in
any endeavour. From this point on, any further progress
has to be sparked off by an investment in the educational
resources available to nurture the growth. We have
already proved through our own efforts that we are
capable of responding to the initiative, and I believe also
that there are sympathetic educators in the community
who want to assist us in our efforts.

I see the developments happening on three fronts. . .
' There needs to be a co-ordination of effort. otherwise
there is too much energy being diffused in too many dif-
ferent directions. Even now we are in a situation where
the haphazard growth out of need has learning going on
at sometimes inappropriate levels and teaching from peo—
ple who are not properly equipped for it,

' A central teaching facility, a sort ofCollege ofthe Crafts
would provide suitable education programmes towards
degree or diploma qualifications, which would then pro-
vide a base for monitoring all the peripheral education
efforts.

0 Any education plans must consider that the master/ap—
prentice relationship is critical to round off the quality
of the experience, and provision must be made to acconr
modate this need. A combination of workshop and
establishment training can provide the valuable balance
that is required and we need to establish a structure that
will enable some of our established craftspeople to
particpate.

There is an interrelatit)nship between all of these units
and I believe that the elements required to make such a
proposal work are available: what is needed for us to gain
approval and an appropriate measure of support. If all
goes according to plan the improved education will in-
fluence greater public awareness and it’s not in»
conceivable that we extend our visions to see New
Zealand as the craft centre of the Pacific before this decade
is out.

Carin Wilson



BACHELOR OF CERAMICS

Melanie Cooper’s porcelain
pieces are beautifully proportion-
ed, the glazes sophisticated and
elegant. At 28 she is one of New
Zealand’s best qualified potters.
She is also without a reputation in
her own country and broke.

Melanie is a Bachelor of Design —
Ceramics from the South Australian
College of Advanced Education in
Adelaide. The story that leads up to
the gaining of that degree puts in a
nutshell New Zealand’s problems in
craft education.

Like so many New Zealand potters,
Melanie was introduced to ceramics at
Teachers’ College. She trained as a
teacher at Wellington Teachers’ Col—
lege where she specialised in ceramics
under art lecturer Laurie Lord. In—
cidentally that Art Department in
common with all Teachers’ Colleges
is suffering severe cuts at present. It
is housed in new buildings, has
specially designed pottery workshops,
wheels, drying room and kilns, but
now no specialist ceramics lecturer to
utilise this equipment. But that is
another whole depressing story . . .

After qualifying as a teacher,
Melanie taught for a year and kept up
her interest in ceramics. She was then
accepted for the one year Ceramics
Certificate course at Otago
Polytechnic. That was in 1977 under
Michael Trumic.

— omd Broke
\.'~\

“It was a marvellous year," she
says. “He put his whole life into that
course and gave us the benefit of all
his enthusiasm and encouragement.
There were 18 of us with one full—time
tutor. The course was a wonderful in-
troduction but that’s all it was. Of
course I came out thinking I knew
everything, built my kiln and fell at
on my face. I know now”, she says
ruefully, “that a one year course can
only be a beginning. You need to
understand the chemistry of the glazes
and the geological background, the
business management and have the
technical expertise as well. To think
you can learn all that in one year is a
load of rubbish.”

Melanie is critical of the fact that the
one year ceramics course has not
changed or grown since her time.
“Why hasn’t it developed into a full
degree course?” she asks. “It‘s crazy.
The interest is here, the facilities and
tutors are here. lfl want to make my
career in ceramics why do I have to
go out of the country to do it? It must
be one of the few careers that New
Zealanders can’t train for in their own
country. It must come. It’s got to!”
She is very fierce on the subject.

After leaving the ceramics course
she worked as laboratory technician
at Wellington Teachers‘ College in the
Ceramics Department. There, Laurie
Lord encouraged her to apply for a
position as a student in one of the
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Australian Art Schools. “I wanted to understand what I
was doing,” she says. “I didn’t want to spend half my
life with squares of clay and trial and error glazes. If we
want to keep up with what’s happening overseas, we must
learn the most up-to~date knowledge.”

The time honoured New Zealand pattern of learning
a craft the hard way, through hobby classes, weekend
courses and ingenuity is a thing of the past, according to
Melanie. “I really fear New Zealand will lose its high place
in ceramics unless we do something about top quality
craft education,” she says.

Melanie entered a 4 year degree course in Adelaide at
the 3rd year on the strength of her teacher’s diploma and
ceramics certificate and the folio of slides she submitted.
She was welcomed at the South Australian College of Ad—
vanced Education.

“I had the feeling that it was to my advantage being
a New Zealander,” she says. “They made it as easy as they
could for me 7 treated me better than some Australians.
Of course, I was an older student and knew what I
wanted. I had paid a lot of money to get to that course
so I wanted to take absolutely everything I could out of
it. I was very demanding f and I think they respected
that.”

Melanie speaks of the many prestigious tertiary colleges
in Australia, all offering degree courses in ceramics. Each
is known for particular strengths and attracts certain
students. “East Sydney Tech. is strong on production-line
techniques. Caulfield specialises in technical aspects of

. glazes and in sculpture. My college is strong in the
freedom it gives its senior students.”

Melanie is incredulous that New Zealand still has only
one, one—year ceramics course and that that is in Dunedin,
away from the main pottery areas in New Zealand.

In her first year at CAE # the third of the degree course,
Melanie found the work demanding and varied. There
were chemistry, geology, business and accounting
courses, together with practical skills. “It was certainly
not just theory,” she says. “Sometimes we were set to
throw say 100 mugs of one pattern in a day.”

In the fourth year, Melanie received a student bursary
— $A50 a week. She was not eligible the previous year
because her New Zealand Teachers’ College years had
“used up” her tertiary allowance. During this final year,
Melanie was basically on her own, apart from one
photography course. She had to produce work for an ex-
hibition at the Jam Factory in Adelaide and she also pro-
duced a research paper on pink glazes. She found this year
very exciting.
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“We had a lot of encouragement,” she says. “The Crafts
Council was marvellous. They followed what the eight
senior students were doing, offered us exhibitions and
introduced us to galleries. Gallery owners were practically

begging us to send them work. Our end of year show
at the Jam Factory was almost a sell-out. If your work is
good you are virtually launched by the time you finish
art school . . . if you’re good.”

Many of the graduates will apply to go to the Jam Fac—
tory. Most Australian main centres have a similar
set-up. (It’s the Meat Market in Melbourne.)

The Jam Factory in Adelaide is a building with galleries,
shops and workshops. There is a Director of each craft
— ceramic, fibre, glass, etc. The Director is on a state
salary and selects graduate students — who pay only $18
a week for workshop space, equipment and a right to sell
in the gallery. The Director also trains students who are
paid a bursary of $ 100 a week. The workshops are all visi—
ble to the public and the whole complex becomes a great
tourist resort.

Melanie is convinced that this sort of complex is viable
in New Zealand and is working with the Wellington City
Council and the Crafts Council to try to establish one in
Wellington.

“Young people need workshop space and yet it’s
desperately difficult to find somewhere in the cities to
day. A place like the Jam Factory would be a marvellous
asset to a city here” she says. “It would have to have the
highest standards and attract the best Directors in the
country. It’s time we did something for the young crafts-
people in New Zealand.”

Melanie is one of these young craftspeople. The fact
that she had to train outside New Zealand has penalised
her career. She has established a reputation in Australia.
Her work has appeared with that of other young potters
in “Craft Australia”. But she chose to return to her family.

Here, reputations are made the slow way. You learn
to pot while you hold down a job. After becoming known
as a hobbyist, having built your kiln in your spare time
and with savings from your regular job, you dare to go
professional. It’s not a system that favours someone who
wants to train formally and fully for the job.

Melanie has trained for six years. She has a degree that
is equal to a law degree or a BA Hons. But there is no
way that she can be helped into her career now. An equip—
ment grant from the Arts Council or a grant to work
towards an exhibition are the only possibilities, and they
would be temporary shots in the arm rather than the long
term encouragement available in Australia.

At present she has a job three days a week to keep her
fed and to help her save for a kiln and workshop . . . It
seems a Vicious circle. However, it’s a circle Melanie is
determined to break.

“The Crafts Council seems very keen to do something
about education”, she says, “and surely the Government
must see the sense of it. I’m really very keen on this
workshop idea. We’re going to make it work. I hope the
best craftspeople in New Zealand will help get proper
training going. It must happen now. . . . And meantime,”
she grins, while I’m waiting for that particular now, I’ve
got my tin shed covered in frost out there and all I need
is my kiln.”
Jenny Pattrick

WHERE
CAN

I TRAIN?
You are a school leaver or a more mature student
wishing to train formally for a career in the crafts.
What is available for you in New Zealand?

The short answer is ; precious little. In Australia and,
indeed, most countries in the world, it would be a mat—
ter of choosing which particular ceramics school,
jewellery department, woodcarvers course best suited
your interests. Here the choices are limited to Fine Arts
Schols and Industrial Design Courses where some
specialisation in craft areas is available and two one—year
craft courses (Ceramics Certificate ! Otago Polytechnic
and Weaving — Nelson Polytechnic).

The Directors of these courses were invited to outline
what was available for a craft—oriented student in their
course. Also students and graduates from the courses were
asked for their comments. Students at all the courses men-
tioned receive the standard Tertiary Bursary.



Fine Arts courses
First the three Fine Arts Schools 7 Auckland, Canter—

bury and Dunedin. Auckland and Canterbury are part of
the University, Dunedin is attached to the Polytechnic.

All three offer a full degree course, Auckland and
g Canterbury offer a four year Bachelor of Fine Arts,

Dunedin, a three year Diploma of Fine Arts. Entry is highly
selective and calls for academic achievement. You need
a pass in Bursary Art and probably in other bursary sub-
jects. Occasionally a student is accepted on the basis of
a folder of work equivalent in standard to bursary art. Bur—
sary Art is heavily biased towards the two dimensional:
painting, drawing, printmaking and design — you have
to be a very determined student with an unusual teacher
to specialise in a craft field.

Here is some information and comments from past and
present students.

University of Canterbury
School of Fine Arts

The University of Canterbury School of Fine Arts of—
fers courses in Art Education, Art History, Art Theory,
Film, Graphic Design, Painting, Photography, Printmak—
ing and Sculpture. There is, within each of these areas.
a rich diversily of content, for example Sculpture em—
braces activities ranging 'om ceramic shell metal casting
to those related to theatre, etc, while Printmaking in—

volves almost all known methods and traditions of
transferring ink from one surface to another,

The School does not treat the crafts as an identifiable
and separate category of making. Every student is re—
quired to develop suitable skills, related procedures and
systems appropriate to his or her needs. (In other words

craftsmanship is not pursuedfor its own sake but as a
means.) However. with the Extension Studies Department
of the University. the School offers courses for groups of
craftspersons centred on specific aspects ofproblems. For
example, Mr D. C'. Peebles has recently offered a number
of courses on colour/design for spinners, weavers and
tapestry weavers, while Professor Simpson, with Dr
Fergusson and Dr rlietcalfe. has offered courses for ad—
vanced potters. Such lectures usually examine some par»
ticular aspect of method or history.

Detailed information about the courses offered by the
University of Canterbury School of Fine Arts may be ob—
tainedfrom the Facully Administrator. Faculty ofrllusic

and Fine Arts, University of (L'anterlnnjy.
John Simpson
Professor and Head of Fine Arts
University of Canterbury

University of Auckland School of Fine Arts
All students in their first year of the EPA (Diploma

courses no longer offered) course take a common pro—
gramme, which consists ofpractical studio activities con-
ducted in each of the main departments of the School.
On selecting and being accepted into the Design Depart-
ment in their second year, students will be required to
undertake a co—ordinated programme of design projects,-

the craft orientated student would be expected to develop
drawing skills as a means of communication and as a
creative design tool, to become familiar with selected
materials and to learn skills necessary to design and
make objects and articles for human use. The student
must be prepared to work through the complete cycle of
evolving a design concept, selecting and locating
materials, developing the design in detail and making
thefinal object to a professional standard. Progressing
through the various stages of the course, he or she will
be expected to become increasingly self—reliant and self—
motivated, so that on graduating they would find
themselves in a position to establish and successfully
operate a small craft studio. Costing, methods of
marketing and selfpromotion are covered in the course
work.

The School is well equipped with basic woodworking
and metalworking machinery, and has facilities for
,f'oundrywork, jewellery, textiles and glass.
Nick Charlton
Instructor — Design
NB. Nick Charlton completed a MFA here last year,
specialising in jewellery, and now is a member of the
“Fingers” group of jewellers.

N. Char/ton i Iz’lum School of Fine Arts.

Dunedin School of Fine Arts
Art school in Dunedin is at the moment undergoing

some very important and exciting changes. The actual

art school campus is moving, as well as the basic struc—

ture of the course,
In the past, one of the main problems has been that

very little interaction, between students in different
departments and even those in the same year, has been

possible. One of the reasons for this is that the present
site is scattered in different buildings up and down a bill

for about two city blocks. and being lazy, we only walk

uphill if we have to. All this will be changed in the new
site.

Also, the change in structure of the course will give
students more chance to concentrate their talents in any

one particular direction they want to go, while still re-

taining, to a degree, the aspect that I enjoy about this
course, that is the variety ofprocesses that can be seen.

learnt and touched on in conjunction with a major
interest.
Marie Talbot
2nd year DFA — specialising in ceramics

. . . More than anything else in thefirst year diploma.
the school pushes a comprehensive training in 30. Prac—
tical skills are heaped upon us, such as.- welding, metal
casting, stone carving, workshop machinery use, wood

work and clay modelling. Unfortunately the only pure
craft catered/or is a seven day course on bodyjewellery.
which was an excellent class taken by Kobi Bosshard.
Kobi ’s opinion, which 1 agree with. for the best type of

art school would be to have all types ofcrafts:jewellery.
textiles, even glassblowing included.

It is now possible to specialise in ceramics, with one

other subject. in the second year diploma.
Apart front the very good life—drawing tuition, the

other subjects you ’d expect in an art school: painting.
printmaking and design are taught little and badly in
the first year, so overall I get the feeling this school is
particularly suited for study in 3D.
Tim Barlow
lst year DFA

Fibre courses
Fibre students can look toward Nelson or Wellington.
The Textile Design Diploma Course ~ at Wellington

Polytechnic is a three year course. It has recently broaden-
ed to cater for craft oriented students. Entry is very selec-
tive and requires a folder of work submitted. The Nelson
one year weaving course is not so difficult to enter and
is specifically for craftspeople.

Textile Design Diploma Course
Wellington Polytechnic

The course content provides a basis for design trairv
ingfor New Zealand textile industries, which can be one-
person operations or the large conglomerates.

The structure of the course is broken into two main
streams of design study.
(1) Structural Textile Design — subjects being Weaving

and Knitting Theory and cloth analysis, Weaving and
Knittingpractical, and Textile technology covering all
textile manufacturing processes and principles of
dyeing.

(2) Sur ace Pattern Design — the subject being
predominantly the areas of applied pattern. i.e.
wallcovering, furnishingfabrics, ap/ntreljabrics and
oor coverings,

Drawing and photography also have an importance
in the training.

A number of skill—oriented programmes have been
developed over recentyears with emphasis on colour aft

plication and structural manual techniques, these sub-
jects consisting ofBatik. printmaking, reliefpainting, etr
ching, lithography and screen printing, handcraft spin»
ning and dyeing, feltmaking, paper. rug making, fabric
printing and fabric assemblage.

A research and communiation programme covering

Design, Art and Society. fabric research, history of or

nament. costume andfabric decoration has also been

initiated.
The programme can be broken down into three phases

of main development. the first year being an introduc—
tion to main design subjects, skills and techniques. The
second year extends the above with design projects in
itiated by clients or designing to specific manufacturing
processes. In the third year the emphasis is on an in—
dividuals development through sttalent—initiated pro—
grammes. and incoiporates an elective of six weeks‘ in»

clustrial or vocational study.

The 4th year Advanced Diploma is by invitation or
application from graduates of the course, the programme
being set out by the student, and of relevant vocational
merit.

in an area of design as broad as this. a course in tex-
tile development has an appeal to a wide sector of the
community. Over recent years the student intake has

become quite varied in levels of maturity, with applica—
tions being made by persons in mid—career wishing to
retrain in new directions and to obtain skills for

predominantly self employment as craftspersons or

freelance designers.
Brian Wilton
Course Supervisor
Textile Design Course



Diploma of Textile Design,
Wellington Polytechnic

The subjects with particular interest to me are: , .
(a) Creative Processes: spinning, dyeing, felt making,

paper making, batik.
(b) Structural Processes: weaving, rug making, fabric

assemblage.
My first attempts to produce craft items for sale in-

volved relating design and colour to such items as hand—
made and painted writing paper and envelopes, hand—
painted T—shirts and silk batik scarves (very Matisse
orientated). These rather time consuming, exceptional—
ly original pieces, attracted only a minority market,
Generally [find New Zealanders are certainly not over
indulgent in recognising the value of originality. Recently
my second attempt was successful with silk screened table
mats and napkins: the design processing, dyeing, manual
printing and construction resulted in excellent ap—
pearance and reasonable cost forfront line marketing.

On visits to various design studios in the textile in—
dustry around the North Island, [found that spaces were
almost always filled with British designers Employers
questioned the experience of New Zealand designers.

So — the textile designer with a Diploma in one hand
andpoverty in the other, faces an upstream battle toward
a designer’s position.
Krysia Ciesielska
Stage 2
Textile Design

Woven Fan — Krusia Cieselska

The Diploma of Textile Design course was not original-
ly conceived with the craftsperson in mind, but to train
designers to work in the textile industry. As it has evolv-
ed over the years it has become more craft orientated.
[t has been found that craft techniques can “open up ”
the creativity in the students which they need to express
if they are to become good designers. Several of its
students have since become craftspeople. The Diploma
course, however, still retains its design discipline of the
theory and method of producing printed, woven and
knitted textiles and their qualities. This provides a firm
foundation on which artistic expression can be built,

The course is a very broad one with a strong emphasis
on studio work which suited me. I enjoyed the stimulus
of working with myfellow students and under theflexi—
ble direction of the tutors. The course gave me the op—
portunity [sought to develop my skills in painting, draw—
ing, photography, printmaking and creative knitting, as
well as introducing me to weaving (which is currently
my major preoccupation), batik, rug making, machine
knitting and many other activities. It has provided a
polish to my work, given me the initial training in the
field in which [ intend to earn my living, and a store
of ideas for leisure pursuits to draw on in the future.
Rachel Kay
Advanced Diploma of Textile Design student
Wellington Polytechnic

Screen printed dressfabric — Rachel Kay

Weaving Course
Nelson Polytechnic

The onlyfull-time weaving course in New Zealand, the
Nelson Polytechnic ’s one—year course is designed to pro—
vide a sound, basic training in handloom weavingfor
students who eventually hope to earn an income from
the craft. Based on fabric weaving, the course covers all
facets of woolcraft, including spinning, rug weaving, ikat
and braid weaving, the mechanics and theory of looms
and the correct use of materials andfinishing techniques.

Emphasis is placed on Colour and Design and there
are regular classes in applied design, drawing and pain—
ting techniques etc. Throughout the course, modules deal—
ing with marketing and promotional skills, the setting
up of workshops and co-operatives and the management
of a small business, help students to evaluate their work
in terms of the marketplace.

Two courses run concurrently during the year, one
commencing in February and one in September. They
are of38 weeks duration and carry the standard tertiary
bursary.

Also offered is the Nelson Weaving School Certificate
Coursefor more experienced weavers. Participants work—
ing at home, submit assignments for tutor evaluation
and attend short intensive blocks at the Polytechnic and
Lincoln College,

More information about these courses can be obtain—
ed from the Course Supervisor, Craft School, Nelson
Polytechnic, Private Bag, Nelson.
LT. Rogers
Course Supervisor Crafts

At the time we didn ’t really apreciate what we were
doing but looking back I’m amazed at how much we
learned, Recently [ watched a Kaleidoscopefilm on this
prestigious weaving course in England but [ wasn ’1 im—
pressed, [ know it all already.

The trouble with the course is that it s too short, You
need a two year course at least to get the practical
iii—depth work, For one aspect of weaving we would do
one week theory, one week sample and then two weeks
for a piece. Then it was on to the next technique. The
two tutors are very good and have all the knowledge at
their fingertips — it 's a pity to have to rush through.

[ would like to see more New Zealand content in the
course. Tourists want to buy eece and New Zealand has
ed designs in natural wool. 11‘ would help us to make a
livingfrom our work if we experimented with these ideas
in the course.

[ triedfor six months to make a living but had to give
up. There are a lot of weavers in Nelson and its very
competitive here.

Now that the course is vocational and has business
skills added and you can get the standard tertiary bur-
sary it will be easier for students.
Adele Galt
1982 graduate
Nelson weaving course

Ceramics
There remains a one year Ceramics course at Dunedin.

Entry is competitive but does not require the academic
qualifications demanded by the Diploma of Fine Arts
courses.

Ceramics Certi cate Course
Otago Polytechnic

In 1979 [gave up a secure well—paidjobfor what had
previously been only my hobby: pottery. The course in
Ceramics at the Otago Polytechnic is for only one year
and one graduates with a “New Zealand Certificate in
Ceramics”. This does not mean that one has been
transformed overnight into a master potter — farfrom
it i the technique has been learned, the practice is yet
to come.

Basically the students are under the guidance of one
person, the tutor (in my case, Neil Grant), so therefore
one would assume that to be apprenticed to a master pot—
ter for one year would have the same outcome — not
quite so — the advantages of institutional learning are:

(I) the other 16—] 7 people also doing the course; their ap—
proaches and senses ofdiscovery can leadyou in other
directions totally at variance with the tutor.

(2) the equipment (wide range ofkilns) and resources and
materials available

(3) time to do experiments without the worry of having
to make your living.

(4) the stimulation of being within an overall Art School
environment.

(5) compulsory lectures in subjects with which one might
not normally bother. [n my own case, the history lec—
tures under [.ydon Cawell at the Otago Museum pro—
ved invaluable, as they were the single most impor—
tant/actor in determining my own direction on clay.

[feel that one of the main disadvantages is the lack
offollow—up helpfor students on finishing the course. One
year is barely enough time to learn the technical aspects,
but no time to put it into practice, Another year would
help and [ believe has now been started for some
students.

Most of usfinished the course with a pile of debts and
no money to cover the enormous costs in setting up our
own studios. The course could not cover the problems
involved in making a career out of ceramics. Perhaps
afollowrup apprenticeship scheme with established pot—
ters would help one to adjust to the rigours of the work
cycles and disciplines necessary to earn a living.

After 3 l/2 years [ am only now building my own kiln
(with thefinancial assistance of the Arts Council). [ share
a workshop/gallery complex with eight other artists/craft-
speople, but with only a monthly tenancy agreement, our
future is still in the balance.
Gloria Young
Graduate, Ceramics Certificate Course



Conclusion
There are only two full—time tertiary courses specifically

designed for craft students. These two — the one year
weaving and ceramics courses are far too short to pro—
vide a thorough career training.

Three or four year art courses in New Zealand are
strongly biased toward Fine Arts or Industrial Design. The
craft orientated student will find much of value in any
of these courses. Drawing, design, use Of colour,
photography and business skills are invaluable to any art
student, whether craft, industrial or fine art oriented.
However, the specialist training for the craftsperson is
woefully lacking, You will find encouragement and some
craft facilities at Auckland and Dunedin Schools of Fine
Arts, and at the Textile Design Course in Wellington, but
these in no way constitute comprehensive specialist
courses for the potter, the weaver, jeweller, glassblower,
woodworker, or carver.

I believe we should, as craftspeople, demand more of
our Art Schools. Not many tertiary art students want to
specialise in a craft. There is a strong cycle of Fine Arts
student ! Fine Arts-oriented teacher — Fine Arts student
that needs to be broken. The Crafts Council is attemp—
ting to persuade the authorities that craft education in
New Zealand is inadequate. The persuasion needs also to
come from below # from bursary art students who want
to present a folder full of ceramics and metalwork; from
2nd and 5rd year DFA students demanding tutors in jade
carving and batik; from parents demanding that their
school appoint an art teacher who can teach craft sub—
jects to bursary level.

It is surprising, in a country where crafts are so strong,
that the demand for Diploma courses in crafts is not
stronger. Perhaps those of us who have learnt our craft
the hard way — out of books and by trial and error —
are suspicious of the ease of Art School training. We
should not be. The strong grassroots tradition here, com—
bined with a good art school training, could, in the next
generation produce young New Zealand craftspeople of
outstanding calibre.

We have quite a way to go.
Jenny Pattrick
(self-taught)

WHlTECL
“Whitecliffe Art School” — when the sign went up
in the heart of exclusive Parnell this year, a ripple
ran through the arts and crafts community.

Goodness, what a bold departure from the traditions
of art education. Twenty-nine—year—old Greg Whitecliffe
and his wife Michelle had opened the first truly privately
owned art school, planning to teach art and crafts as a
viable business venture. With no outside funding, the risk
was all theirs.

Greg had already been running his Whitecliffe galleries
for five years and had long been nurturing plans for a
private school. Two factors in uenced its rather sudden
birth 7 the availability of premises above his gallery and
the commitment of his wife—to—be, Michelle. With a
background in business administration, she had the vital
skills to establish and administer the necessary systems.

Whitecliffe had no sooner announced his intentions
than he had an impressive list of tutors and a near full
complement of students. He also had an awful lot of help
from his friends and supporters.

Whitecliffe had visited private art schools around the
world. He had taught at many venues here and
understood the existing education services.

“I felt there were lacks and inefficiencies. Existing pro—
grammes often lacked structure, lacked direction and had
no market sense. The politics of art and craft education,
are that they are traditionally funded by government, that
people don’t like to see education sold.”

He is aware of establishment scepticism, but quite sure
that there is a place for a school of this type. Enrolments
and support have thus far proved him right. He believes
that by putting his money and reputation up front, he is
making a very public commitment to art and craft educa—
tion, that the buck very obviously stops with him. “Peor
ple can see exactly what and who they are dealing with,
I think that counts for a lot”.

Greg and his wife have put extraordinary effort into
establishing the school. Whitecliffe himself has the
amoeba—like facility to be omnipresent in all aspects of
the operation and the energy to match. The atmosphere
is attractive, energetic and businesslike.

His energy has been a major part in making the school
work. “1 am the wild card in this venture. I do my bit
as a tutor and do everything else that has to be done
besides. You couldn’t pay anyone to work as hard as
Michelle and 1 do.”

He proffers a curriculum vitae that is packed with a busy
history. He graduated from Auckland University with a
Bachelor of Fine Arts in 1976, has been tutoring since
1972 and has exhibited vigorously. In 1976 he got a QEII
award for travel and study in the United Kingdom, in 1978
a Japanese Government scholarship, in 1980 an A.A.A.

FF — Private Enterprise
Carnegie Scholarship for travel study in central Europe
and North America and the same scholarship again in
1981.

Whitecliffe also has a keen interest in orienteering and
some of his extensive overseas travel has been as a New
Zealand representative in this sport. He lists an overSeas
trip every year since 1975, each packed with gallery and
art school visits. When the money ran dry, the enterpris-
ing Greg kept body and soul together as a pastrycrook
and a pavement artist in faraway places.

At his own school he is tutoring in portraiture, land—
scape and printmaking. The school offers a broad range
of part-time classes at beginner and advanced levels. The
classes are: art history, batik, blown glass, children’s
classes, design, drawing, film making, jewellery, land—
scape, life, photography, printmaking, portrait, School
Certificate and University Entrance supplements,
sculpture (bronze casting), stained glass, symbolic pain—
ting, textiles.

Each term is made up of ten, three—hour sessions. Fees
range upwards from $3.00 an hour plus the cost of
materials, making the school considerably more expen—
sive than existing night classes. Most classes are held in
the Parnell School, but some such as bronze casting and
glass blowing are run by arrangement in existing studios
of Auckland craftsmen.

His tutors include Whitecliffe himself, Jan Nigro,
Daniella Sperber, Jim Robbie, Linley Adams, Cynthia
Taylor, Francisco Carratala, Ken Cooke, Penny Otto,]ohn
Horner, Peter Boggs. These tutors are paid $17 an hour
and according to Whitecliffe, will be paid substantially
more next year.

One of the first students was Crafts Council member
— printer and dyer Heidi Penck. She enrolled in courses
in batik and creative embroidery as a beginner in both.
Heidi came away very impressed with the standards of
both classes: “There was a sophisticated and businesslike
approach and the tutoring was very professional.
Although I initially thought the classes were expensive,
I felt I had learned a great deal.”

Whitecliffe uses video tapes as part of his class program—
mes. With a little help from knowledgeable friends, he
is compiling a video library and plans to launch a video
library for the use of schools around the country as an
extension to his education business.

He also has plans to computerise storage of the moun
tains of reference material rapidly building up around the
school’s classes. Says Whitecliffe: “It is a dream coming
true” for me. Although he acknowledges that it is early
days yet for the Whitecliffe Art School, he sees a great
future in New Zealand for private art and craft education.

Helen Vause

Whitecliffe Art School Greg Whiteclz e with students
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Dugald Page — College Lecturer, Art Education — Crafts
Critic NZ Herald, comments on the exodus of trained
teachers to the fields of art/design/craft.

I was asked to comment upon the observation that it ap—
pears, a considerable number of trained Art Teachers have
opted out of the Educational system and are, to varying
degrees, surviving off their skills as artist—designer—
craftspeople, or “How to become a designer without stu—
dying design”.

First the phenomenon is not a new trend. For if a
“who’s who” of the NZ. art and craft population was
looked at closely it would be found that a considerable
number at some stage, went to a Teachers Training in—
stitution. Unwittingly Teachers Colleges have contributed
immensely to the initial impetus of our artists and
craftspeople.

Whether the impetus was to get out of the teaching
situation, to explore and or test the educational
philosophies of creativity, or simply, an endeavour to find
some sense of achievement, freedom and dignity. This
challenge of personal expression and independence could
be viewed as debateable. But, when re ecting upon a
“portrait of a young artist as an idealistic art teacher” and
the educating of pupils and students over many years,
what satisfaction can or does the art teacher expect or
receive for his or her labours. The organic growth of any
talent requires assiduous feeding and this can be arduous
to maintain, when confronted by the demands of
teaching. This, like the particular characteristics of all situa—
tions is not appreciated, unless experienced at first hand.

These moves to freedom, self gratification or simply
accepting the challenge of survival, on one’s skills, may
have a number of origins, not excluding the national pride
of “Kiwi” initiative, but perhaps responding to perceiv—
ed “vacuums” in the environment, ie. a lack of variety
and choice in book illustrations, toys, landscape architec—
ture, clothes, furniture etc. Any required expertise for this
might originate from a diverse range of sources. Inherent,
environmental and learned, sensitivies and perceptions
towards problem solving, plus a large amount of trial and
error. With basic practical skills and a developing aesthetic
sense, challenged and stimulated at Art Colleges of vary—
ing institutions or the apprentice principle, produces some
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understanding of problem solving, within chosen areas
sometimes more than one. For some, this response has
brought more personal satisfaction than teaching although
not necessarily of a financial nature.

In recent years, the impetus of the quality and variety
of crafts, and the volume of the purchasing public, could
be considered a minor cultural revolution, and
motivation.

Some Art teachers have excelled in the Art, Craft,
Design field, whether educated in a Teachers College or
University Art School, or become caught up in an activi—
ty they have been obliged to teach for adult evening
classes. From that we can wonder at what educational in—
stitution and curriculum is most suitable for the training
of Artist — Designer #— Craftspeople or even Art teachers.

I have strong reservations about Art schools, in the
preparation of training Art teachers.

What conditions prevail in schools for specialist
teachers of the Arts.

Do we need more directions in schools, for educating
our consumer society in design education and awareness
to promote standards, or perhaps more design teachers?

What total design process can be developed in pro—
grammes between Art, Homecraft and Technicraft
Departments.

What long term effects will the present Minister of
Education’s attitude to the Arts have for the community.
“Back to basics” why not have back to “basic design
and visual literacy” was well and in what form, for a rapid-
1y developing computer society.

“Society owes the Artist a living”, Intriguing, how in
difficult economic times funds are made available for “Ar-
tists” to implement a wide range of civic projects.
Patronage, indulgence or a growing awareness?

Annual exhibitions with sponsorship include Mathex,
Auckland Star Schools Art and science projects — con—
sider NZSID with Industry, sponsoring a Design Exhibi—
tion from Art, Technicrafts and Homecraft areas of the
curriculum.

Is the Craft movement, unwittingly the ideal therapy
for society, combining creative and financial satisfaction,
and social communication.
— reprinted from DESIGNZ May/June 1983 with the
author’s permission.

STAINED GLASS
l N

NEW ZEALAND
1983 has been a vintage year for
stained glass.

It began, in March, with “Studio
Glass ’82”, the first national exhibition
of contemporary glass at the Auckland
War Memorial Museum. In April,
Johannes Schreiter, a leading German
window designer, visited New
Zealand and spent ten days teaching
glass artists at a workshop in Taranaki.
To coincide with this glass con-
ference, New Plymouth’s Govett—
Brewster Art Gallery launched their
“Pacific Glass” exhibition, a brilliant
collection of at and hot glass from
Pacific rim countries, which will tour
the country during the next two
years. And in June, James Walker of
Auckland won a Monier Design
Award for his windows in the Church
of Christ Scientist, in Wellington.

All these events have increased
public awareness of what is being
achieved in this field and suggests that
stained glass has reached a level of
vitality and maturity, comparable to
pottery, the doyen of New Zealand
crafts.

What is less apparent is a recogni-
tion of New Zealand’s stained glass
heritage. Jock Phillips and I have spent
the last three years travelling around
New Zealand, studying the domestic
stained glass of the past. We are con
’Vinced that stained glass from earlier
periods offers much to modern glass
artists. The results of our research will
be available in a book “In the Light
of the Past” (Oxford University Press),
to be published in late September.

Victorian glass
The first domestic stained glass win—

dows in New Zealand re ected a
nostalgia for “home”. Against a sim—
ple, geometric background, painted
inserts depicted English rural scenes
or wildlife. But not all the windows
harked back to England. On a house
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Viciorian glass painter Robert Fraser

in Thorndon, Wellington, a grand
stairwell window shows an early
tourist steamer sailing across Milford
Sound.

Graeme Stewart of Christchurch has
revived this neglected, indigenous
tradition, with painted inserts of such
subjects as fantails and a Maori chief.

By the 18905, Victorian glass was
firmly established in New Zealand. As
cities developed, the demand for
stained glass increased. In Dunedin,
wealth from the goldfields and the
frozen meat trade created a wealthy
elite who built grand houses on the
hills above the city. Stained glass win—
dows were an integral decorative
feature of these houses. During this
period, a Dunedin glass painter,
Robert Fraser, made many fine win-
dows which are still intact. His win—
dows range from the disturbing
romantic grotesques of the “Devil’s
window” to classical cherubim set
amid owers. The skill of his paint—
work and the vitality of his imagina-

tion, combined with the wealth in
Dunedin at that time, made possible
a series of magnificent windows,
which are a national treasure.

Although most modern stained
glass depends on leadline and col—
oured glass, several glass artists such
as Phil Newbury of Invercargill have
revived these techniques of painted
glass to enhance their work, especial—
ly in church windows.

Edwardian glass
By the turn of the century, realistic

imagery was superceded by colourful,
stylised, oral motifs set against com—
plex abstract backgrounds. The best
examples of this Edwardian style are
to be found on The Terrace, Well-
ington, particularly in one house,
“Carrigafoyle”.

Art Nouveau glass
Gradually the style of stained glass

windows changed under the in—
uence of the Art Nouveau move—

ment. The formal oral designs of the
Edwardian era gave way to more
sinuous, owing leadlines; com—
plicated abstract backgrounds were
simplified and the range of colours
diminished. These changes reduced
the cost of stained glass, which began
to appear in middle class houses.

In the 19705, the house restoration
boom, especially in Wellington, has
rekindled the demand for new stain—
ed glass windows in the style of the
Edwardian and Art Nouveau areas.
Although some glass artists disdain
such commissions, they provide an
opportunity to show individuality
within a specific period style.

Art Deco glass
By the 19505, machine technology

and the iamge of speed had brought
about a dramatic transformation in
Visual aesthetics. Flowing lines and
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flowers vanished and were superced—
ed by hard—edged lines, often arrang-
ed in that classic symbol of the Art
Deco style, the ziggurat (originally a
style of temple architecture,
characteristic of Babylonian and
Assyrian cities). Coloured glass disap
peared and was replaced by varied
textures of machine—milled clear glass.
“Leadlight” windows (as they were
now known) became a common
feature in New Zealand houses built
at this time. Most of these windows
were mass produced by glass com-
panies to pattern book designs.

Today, the commercial elegance of
the eighties, with its emphasis on
chrome, mirrored glass and stainless
steel, is a stylistic successor to Art
Deco. Both have developed at times
of depression and economic restraint.
Art Deco's celebration of leadline and
glass texture makes it a source of in-
spiration for the contemporary glass
artist.

Increasingly, sandblasting techni~
ques are being used in modern win—
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Art A’onz'ean. Dunedin. Artist Unknown
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dow design, often in conjunction with
bevelled glass, to produce subtle ef-
fects which enhance the traditional
reliance on glass and lead.
Modern glass

The revival of interest in stained
glass over the last decade, can be trac-
ed back to the experimentation and
the interest in alternatives that
characterised the late 19605. Crafts
have blossomed and, in doing so, pro—
vided craftspeople with a way of liv-
ing and working that is an alternative
to the structure and anonymity of cor—
porate society. The vitality of modern
New Zealand stained glass is a re ec—
tion of that search for freedom and
independence.

In the last three years, the stained
glass community has been influenced
by the two visiting glass artists who
held design workshops here. In 1981,
Ed Carpenter, a protege of German
designer Ludwig Schaffrath, emphasis—
ed the importance of architectural
considerations. In his workshop

earlier this year, Johannes Schreiter
explored the theme that design
possibilities exist everywhere.
especially within one’s self. Both
messages benefited our glass
designers, increasing the quality and
professionalism of their work. Unforr
tunately, these visits also spawned a
rash of imitations of their styles. New
Zealand’s isolation from the rest of the
world allows a freedom to develop
ideas and themes that is rare. It is to
be hoped that the lessons of the Ger—
man glass tradition can be absorbed
without being imitative.

At the present time, confidence in
our culture has never been stronger;
this is apparent in the arts, in sport,
and in other aspects of national life,
It will be unfortunate if the modern
stained glass community neglects New
Zealand‘s own glass tradition and,
with it, the opportunity to develop a
strong and independent identity,
Chris Maclean
Chris .11'ac/ean is at Wellington
stained glass artist.

Art Deco. Nelson. Artist ('n/enou'n.
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NGERS
‘Fingers‘ is a small jewellery gallery

one street back from Auckland's
Queen Street. It was started nine years
ago, by a group of young jewellers
who made up in air and enthusiasm
for what they lacked in business
knowledge and formal training.

Now it is a thoroughly functional,
though loosely organised co-operative
of seven jewellers who have establish-
ed a fine reputation for exciting, in—
novative jewellery with a strong New
Zealand avour.

The ‘Fingers‘ co—operative has ex—
hibited widely. Their work has been
featured in prestigious magazii .
Two of the members — Alan Preston
and Warwick Freeman — ave recent—
ly been sent to Fiji at th ,rafts Coun—
cil‘s suggestion. There they helped
establish new techniques and design
ideas among Fijian craft jewellers.

Business success
In a time of economic recession and

the death of many small enterpris s,
business is booming at ‘Fingers’. Mon—
thl ales for 1985 are twice those last
year and most of the members are
making a living from their craft. (Nick
Charlton, the newest member, also
lectures in design at Auckland School
of Fine Arts.)

The success of this co-operative is
due in large part to the technical and
design skills of its members. However,
there are other factors which con—
tribute to the buoyanc r:

word-of—mouth: ‘Fingers‘ is well
established and has had time to
build a reputation among
customers. This is a most impor-
tant factor.
central position: ‘Fingers' has a
high pedestrian count in a cen—
tral city location.
market experience: the ‘Fingers’
jewellers have developed a
“feel” for what customers will
respond to. One day a week ser—
ving in a shop is an invaluable
training ground.
publicity: recent feature articles
in magazines and response to
such exhibitions as their ”Paua
Dreams” have given ‘Fingers’ an
important boost.

Operation
The co-operative works like this:
The seven members work separate-

ly in their own workshops. They pay
an amount each a month which
covers rates and rent. They set their
own prices and recover the whole

cost of their sales. If they wish to do
repair work, they accept repairs on
the day they serve in the shop.

There are eight exhibitor members
who sell through the shop for a 25%
commission. These regular exhibitors
are responsible for rotating and
replenishing their stock.

The shop itself is an eighth member
of the cooperative. It takes the com—
mission from exhibitors‘ sales and
from sales of a very limited stock
bought by the shop such as unusual
lines from overseas or commercial
chains. The shop uses this money to
pay overheads. Recently there has
been a small surplus \x 1ch has gone
into advertising which in turn helps
to boost sales.

Organization
‘Fingers’ spokesman Warwick

Freeman finds both strengths and
dangers in a co-operative structure . . .
“The co—operative structure of
‘Fingers‘ has both ensured its survival
and slowed its progress,“ he says.

“With the costs of being a retail
outlet now being spread over seven
partners, the financial pressures from
the shop are minimal (1/7 of rates and
rent per month). Also the staffing is
neatly covered by having enough
partners to mean each person’s con—
tribution is only one day per week
(two shifts Friday and Saturday
trading).

“Bec use there are seven partners
and decision making is done by con—
sensus, development is slow and the
result is quite often diluted by the
need for compromise. This is often
frustrating but there are times 1 ap-
preciate the stability of this status quo.
I can see in retrospect that this
tempering effect has stopped the shop
being pushed too far, too soon.”

“Selling under a co-operative um—
brella tends to mean that people buy
a piece of ‘Fingers’ jewellery, not a
piece of Warwick Freeman jewellery
from ‘Fingers’. Likewise, people say
they like ‘Fingers‘ jewellery.
Whose? . . .

“Perhaps they mean all,of it com-
pared with jewellery elsewhere. You
can‘t have too many qualms about
your work being better known than
your name. I believe the lesson there
is an important one for any artist. One
advantage of this is when your work
is going through a dull patch. So—
meone else will be running hot so
there is always some strength in the
work for sale.

Daniel B. Closby. Pouo Shell 0nd Silver Ear-ring




























