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Ask yourself . . . when s the last time you read,
beard or saw a review of a cRift exbibition which critical-
Iy analysed the exhibits both technically and aesthetically
to any deptb. Why is it that reviews often merely
catalogue work without offering anything more than a
cursory overview, or, when critical faculties are extend-
ed, the item is released several weeks adfter the show's
completion?

Are we expecting too much from the few who write
about craft exhibitions — it'’s an impossible task to expect
depth of knowledge in the increasing field of craft — or
is their brief far too narrow to allow them scope for more
than description? I favour the latter explanation, but a
combination of both factors is probably more accurate.

What of a solution, or at least something towards a
remedy? Certainly, letters from craftsmen either through
their guilds/societies or the Crafts Council iiself, as the
national body, recommending that the standard of New
Zealand craft warrants more attention at a professional
level in the media, would be a belpful beginning. Perbaps
suggestions could be made that students of journalism
and specialist crafts (ceramics in Dunedin. weaving in
Nelson. glass at Elam, for instance) be encouraged to
write for newspapers, magazines and radio. Should
craftsmen and galleries: prepare press stalemernts and
photographbs explaining techniques and encouraging the
eye to focus on particular details of interest, and invite
the media people to attend the occasional workshop,
public seminar, or display of their craft?

If the function of the critic is to be seen as one of simply
informing the public of an event, then probably ihis is
bappening at a provincial level, but if the function is also
inberently one of education both of public and craftsmen
alike, much more in quantity and quality needs to be
undertaken if craft in New Zealand is o gain the recogni-
tion it obviously deserves.

Pamela Elliott
Director

Compendium Gallery

In this issue we bring vou
information about guest artists at
the Conference; some reflections
about the NZ Society of Potters
by its Pre nt, Sally Vinson;
some tho ts on the
contemporary potrery scene ancd

National Exhibition of
NZSP. Dinah Priestley takes :
look at the Wellington Christian
Science Church which fez
number of commissio
craftworks; Auckland architect
Ron Sang gives his views on the
process of commissioning; and
Christine Ross has

some guidelines on accepting
commissions. The Memphis-
inspired furniture of Jeremy
Reynolds is featured.

In the 1 Ssue (copy
deadline 1 February 1984) we
will bring you news of what
happened at Lincoln College; a
look at five Auck ile

: at Ruth Castle's basketry;
and at the Fibre and Form
travelling exhibition.
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The Crafts Council office and gallery is now
located at:
First Floor 8 Alan Peters

James Cook Arcade
Lambton Quay
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In his article in this issue, Howard Williams asks the
question ‘What are we going to do now?’. He is referr-
ing specifically to the potters, but it is something that
should be addressed in a wider context. The craft move-
ment is at a stage where it needs to evaluate critically its
directions.

Politicians — and others — refer proudly to the
‘tremendous growth in the crafts’, ‘the development
potential of the crafts’, ‘the social, economic and cultural
contribution of the crafts’, and so on. I've even been
guilty of using such glib phrases myself. This is not to say
that it’s not all true and not 4 matter of pride to us all —
it is.

But I sometimes have this feeling that we are sitting on
top of a volcano. There is 4 lot of pent-up energy ready
to explode, But what direction will it take? Will it scatter
to the four winds in a lot of mumbling/grumbling ‘gee,
someone shoulda done something about that'? Or will it
be directed towards achieving goals and objectives that
have been defined as steps in a planned development of
the crafts in New Zealand? I hope it will.

In looking for directions and signposts to the future,
it is no bad idea to look backwards to “‘where have we
come from”. This month the results of the Crafts Coun-
cil/Vocational Training Council survey of the crafts are
available, While the survey was intended primarily to
assess craft training backgrounds and perceived training
needs, it throws some light on the current State of the
Crafts. It also provides a well researched and reliable data
base on which to plan for the future.

The survey identifies a number of groups within the
craft movement:

— recreational

— aspiring professional

— professional

— top professional
and each of these has clearly defined needs, which are
not always complementary.,

In the discussions on the preliminary results of the
survey many concerns were expressed — if more ‘aspir-
ing’ craftspeople are to be encouraged by provision of
training to become professionals, how will this affect
those already in the marketplace and dependent on it for
their living? Therefore if it is agreed that it is desirable
that this encouragement be given, should it not also be
accompanied by market development assistance to those
already established.

And what about the smaller crafts? The view was ex-
pressed that it is all very well for the larger crafts with
their established networks of guilds, classes and news-
letters but what if one is interested in something out of
the mainstream? It is practically impossible to learn about
it, let alone become proficient and professional.

A similar view was expressed by rural dwellers — it’s
all very well for those living in cities with access to classes,
exhibitions and lectures but what of those who live in
the country?

As well, people were worried about the extent and
quality of craft training in the school system. Where will
the next generation of practitioners and appreciators
come from if they are not nurtured at an early age?
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There are a lot of signposts in these and other
responses. :

The craft movement, for all its spectacular progress, is
still 2 young one. The NZ Society of Potters is this year
celebrating 25 years of existence. The Crafts Council was
established only seven years ago, yet it is now a profes-
sional organisation, and the only one to receive ad-
ministrative funding,

The organisations which serve the interests of particular
¢rafts are voluntary groups, running on the energy and
dedication of those who happen to be in office at the mo-
ment, and on the subscriptions of their members. Yet
they have aspirations for the development of their craft
which they are unable to fulfil through resource
limitations.

There is no shortage of bright ideas, of plans grandiose
and simple, which gives me that feeling of being on top
of a volcano. But how can we achieve it all? How can
we channel the energy and optimism?

Like many deceptively simple questions, there are no
single answers, Money, a lot of it, would help. So would
more corporate and Government support. However, I
suspect that the answer lies within ourselves. I'm reluc-
tant to advocate navel-gazing, but craftspeople must
decide what to them is most important. Maybe they want
it all, but perhaps it is not possible to be all things to all
people at all times.

But if the crafts know what they want, what their
priorities are, and are prepared to cooperate, then a lot
can happen. And when that volcano erupts, it will be to
great effect.

Christine Ross
Christine Ross is Executive Director of the Crafts Council

The CCNZ/VTC survey of craft training is available
from the Crafts Council at a cost of $8 (89 if posted).
It will be sent to all those who chaired meetings, leaders
of national craft groups, all tertiary training institutions,
all relevant government departments and so on. A
number of copies will be available for loan through the
Resource Centre, so if you would like to borrow or buy
it, please write and request it. It is very inleresting
reading.

Dear Editor

As we have no record of
being approached by the
Editor of New Zealand
Crafts magazine about an
article on craft related
courses available at the
School of Art, Otago
Polytechnic, we are very
angry and concerned (o
find a potentially libellous
statement regarding this
written by one of our first
year DFA students in the
September/October issue
of your magazine,

I would like to point out
that comments written on
all other Schools were by
staff members
supplemented, in some
instances, by students. It
was unprofessional of
your Editor to accept
comments from our
students only, and
without reference to the
Head of the School.

It was also
unprofessional for the
Editor to accept 4
statement on the courses
provided by the School
from a young student who
has just started a three
year full-time programme,
and who has experienced,
for a few months only,
five out of the fifteen
subjects available.

If you are interested we
would be happy to supply
accurate information on
the Otago School of Art
which, in the near future,
is to move into new
premises with facilities
=qual to those available
internationally.

J.R. Tomlin
Head, School of Art
Otago Polytechnic

Dear Editor

I am concerned with
some aspects in the article,
“Where Can I Train?”’,
New Zealand Crafts,
September/October 1983,
‘The Directors of these
courses were invited to
outline what was
available for a crafi-
oriented student in their
course. Also students and
graduates from the
courses were asked for
their comments.’

My objection is not so
much the content but the
procedure of reporting. [
would like an explanation
on:

1. Why the above was not
adhered to in the case of
the Otago Polytechnic
School of Art. The
Director or Head of Fine
Arts was not approached
for comment.

2. Who approached the
students concerned with
the Otago Polytechnic
article? The normal
procedure for a balanced
public review would have
been to ask the School of
Artinvolved to
recommend students or
graduates as they saw [it to
make a public statement.
3. Libellous Statements:
When making
unauthorised statements
in the nature of this article
is it possible that the
magazine and individuals
concerned could be
charged with libel for
what they inferred?

If the New Zealand
Crafts magazine is to be
seen as being a
professional journal, why
degrade the standing
already gained by such
backdoor journalism? 1
will not associate myself
with an organisation that
does not adhere to
accepted procedures of
reporting.

Geoffrey R. Wilson
Tutor

Otago Polytechnic
School of Art

In reply to your
questions:
1. The Otago Polvtechnic
School of Art was sent an
invitation to comment,
along with the other Art
Schools. The invitation
was enclosd with two
back copies of the
magazine. In the rush of
meeting printing
deadlines, there was not
time to follow up the
three tertiary institutions
which did not reply.

2. We do not consider it
“‘normal procedure’ to
invite an institution to
select the students to
comment on its own
courses. The students and
graduates were chosen
from Crafts Council
records and invited by
mail to make an
independent assessment of
the value of their
particular course,

3. We hope that you do

not consider a student’s
honest opinion, officially
requested (and positive in
its general tenor) as
libellous.

Editorial Team

Dear Editor

[ was interested in the
issues raised by Jenny
Pattrick in her article
about Melanie Cooper and
would like to comment
upon some of her
remarks. It is good that
recognition is given to the
fact that many practising
artists and craftsmen
receive their initial
impetus from Teachers’
College Art Departments,
but some explanation as to
how Teachers' College Art
Departments see
themselves might be of
interest to readers of your
magazine. Unlike Australia
where Teachers’ Colleges
have, I think, all combined
with other institutions
such as art schools,
schools of commerce etc.
to become Colleges of
Advanced Education,
almost the opposite has
happened here. New
Zealand Teachers’
Colleges have remained
with one function and
have been drastically
reduced in size. This has,
of course, also meant that
departments like art,
music and physical
education have been
proportionately reduced
and this is so in
Wellington too.

However, to say as
Jenny does, that there is
now no specialist ceramics
lecturer in a well equipped
ceramics department
requires some elucidation.
Firstly, there has never
been a specialist ceramics
lecturer at this College
nor, 1 should think at any
other Teachers' College
except possibly on a part-
time basis. This is as it
should be, given the
imposed limitations of size
and function. Teachers’
Colleges are staffed with
teachers who are art
specialists. This means
they can draw, paint,

-throw a pot, sculpt in clay

or wood etc., work in
papier mache, metals,
bone, do lettering or
calligraphy, spin and
weave, screen print, make
etchings or woodcuts and
s0 on. As well as this they
need to keep up with the
most suitable ways of
presenting these activities

to children. So an art
specialist is also a specialist
in the art of teaching,.

We sympathise with the
tenor of the article
concerning the
predicament in which
such a highly specialised
craftswoman as Melanie
finds herself especially
since she is one of our ex
students. The only
consolation that might be
offered is that with her
excellent training she
would have little difficulty
in finding a job in
teaching, but this is not
what she wants to do.
Alan Howie
Head of Department
Wellington Teachers’
College
(Abridged: Editor)

Dear Editor

Having read the Melanie
Cooper article (Sept/Oct
issue), I feel sufficiently
irritated to comment that,
firstly, qualification(s)
don’t necessarily presume
either reputation nor
financial reward and,
secondly, that saving for
kiln and workshop may
require creating a
marketable product as
well as the more esoteric
object — just ideas from a
provincial, ex nightschool
hobby potterer.
Shona Carstens

Dear Christine and the
team
I'd like to say how
much | enjoyed both
looking at and reading the
current New Zealand
Crafts magazine. There is
a nice balance to the
subject matter and the
issue has an integrated feel
about it. Congratulations.
I don't see an editor’s
name!
Margaret Harris
Editor
NZ Potter

An ‘editorial team’ of
Suzy Pennington, fenny
Pattrick, Christine Ross
and Philip Clarke is
responsible for putting the
magazine together as a
collective effort.

Dear Editor

... Talso want to tell
you that the magazine is
exactly what I was hoping
for; an informative, well
laid out communicator!
Claire van Noppen



Dear Editor

Which sandhole has
Chris Maclean had his/her
head nestled in? Many
things have appeared in
New Zealand on stained
glass, written by Fiona
Ciaran who is also now
publishing work overseas
about our windows. Her
work is arguably putting
New Zealand art
historically on the map
and ahead worldwide in
19th and 20th century
glass studies. Ciaran has
definitely brought abour a
New Zealand-wide
recognition of stained
glass.
K.E. Roestover
Levin coordinator
NZSGR

Dear Editor

In July of 1983 my wife
and I were fortunate
enough to attend an
excellent course run by
Fiona Ciaran on 19th and
20th century stained glass
in New Zealand at
Canterbury University.
Judging from the
information given in Chris
Maclean's item on stained
glass in New Zealand
Crafis, the author of that
piece could definitely
benefit by enrolling in the
next session.
Dr J.R. Crayford

Dear Editor

1983 has been a vintage
vear for stained glass also
in that it saw the inception
of FOSG (Friends of
Stained Glass), an adjunct
to the New Zealand
Stained Glass Research
Project, and a group of
people throughout the
country dedicated to
preserving our heritage of
windows and related
material. New Zealand will
probably be the first
country to have a
catalogue made of its
windows and strangely
the whole process seems
to have been overlooked
in the recent insert in New
Zealand Crafls on stained
glass here.
J.C. Crompton (Mrs)
Wellington coordinator
NZSGR

Dear Editor

The article on stained
glass in New Zealand
which appeared in New
Zealand Crafts in
September struck me as
not being very well
researched. There is a
research programme going
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on, that is, [ believe,
recording every stained
glass window in New

Zealand and through that

has brought stained glass
to the public’s attention,
The director of the
organisation has
researched fully our
family’s connections with
the making of stained glass
in New Zealand in the
19th century. I've also
attended lectures held on
glass artists in New
Zealand and the
development of the art
form here, run by the
research programme. The
article which your journal
carried was superficial to
say the least,

Robert Stapleton
(Potter)

Dear Editor

The revival of interest in
stained glass over the last
decade, especially in New
Zealand is due in large part
to the sterling efforts of
Fiona Ciaran, who has
fought to save the stained
glass windows in this
country for some time. 1
would like to refer Chris
Maclean to a series of
articles run by the
Christchurch Press in
1982. I believe some of
the comments and
assertions in the New
Zealand Crafts periodical
(Sept/Oct 1983) by
Maclean to be ill-
considered.
Celina Branthwaite

Dear Editor

The Sept/Oct issue of
Crafts carried an article on
stained glass in New
Zealand which in some
respects invites comment.

Graham Stewart has not
revived a “‘neglected,
indigenous tradition” with
the depiction of New
Zealand’s flora and fauna
in the production of
painted and fired stained
glass. There is a
reasonably unbroken line
of artists and freelance
designers who have used
local imagery through
from Frederick Mash,
George Stacy, Frederick
Ellis and Martin
Roestenburg to the
present day. Their work
can be contrasted with the
more fanciful and often
overly exotic, imported
versions showing our
landscape and people.

The revival of interest in
stained glass over the last
decade can also be traced

closely to the spread of
information about the
‘German School’ style (the
seeds of which were sown
in the early decades of this
century and later radically
challenged traditional
concepts about stained
glass), and to the
appearance over 1979-80
of two excellent books on
nineteenth and twentieth
century stained glass — an
area that had hitherto
been largely at the mercy
of historians with strong
Medieval biases.

The article mentions
that several modern glass
artists in New Zealand
have ‘revived’ the
technique of painted glass
— perhaps it would be
more apt to state that they
have simply learnt how to
paint, fire and stain glass

(and for the most part only

experimentally and in a
fledgling way). The craft
has never been lost in
New Zealand but practised
fairly continuously for
about a century. It takes
vears to perfect to avoid
misfired work, among
other problems, and has
definitely not jgone out of
fashion even among ‘New
Glass' enthusiasts in an
international context,

As the last issue of
Crafts focused on
Education — ‘or rather on
what we don't have, but
see a need for', it might be

relevant to mention briefly

some of the other events
happening to bring
attention to painted and
fired stained glass in New
Zealand and to spur on
developments in the craft
here.

For several years
ecclesiastical and selected
secular stained glass
windows have been
documented for a national
catalogue in an effort to
record them in time. As
fragile treasures, few of
which have adequate if
any screens but are
exposed to vandalism and
weathering — the need for
haste is obvious.

Our collection of
painted and fired glass is
important not least of all
because they make up one
of our greatest sources of
large-scale art works, A
significant number has
been made in New
Zealand and the
contribution of our
craftspeople and designers
has been somewhat
overlooked, in that area.

The New Zealand
Stained Glass Research
Project is also lobbying for
a stained glass
conservation/restoration
unit as most of our
Victorian glass is in
terrible and perilous
condition,

Attention is being
drawn to this wealth of art
works by various
publications and an
exhibition is being
organised about the
activities of stained glass
artists in New Zealand. It
will range from the
pioneers through to the
present day, and feature
photographs, windows,
cartoons, designs and
related material.

However, it has become
very clear that the general
production of painted and
fired stained glass in New
Zealand needs
revitalisation in some areas
and definitely
diversification and
encouragement. To this
end a highly experienced
designer and craftsperson
is soon to settle here to set
up a stained glass school
and studio. Those
interested will then be
able to train fully in the
medium and develop
existing skills of painting
and firing. Bearing in mind
that for several reasons
precious few windows are
imported now it will also
eventually give the
consumer more choice
and ensure continued
variety in the collection
and perhaps even
increased quality through
competition.

In July of 1983 the
courses run through the
Department of Extension
Studies at Canterbury
University included one
on the history of the
nineteenth and twentieth
century stained glass in
New Zealand. Further

series at the above and
other venues will again
cover artists currently at
worlk and those who
would like to have their
panels featured (both
architectural and
autonomous flat glass in
any technique), would be
most welcome to
contribute slides.
F.C.L. Ciaran (Ms)
Director
NZ Stained Glass

Research Project
C/- Art History Dept
University of Canterbury
(Abridged: kditor)

Dear Editor

At a recent Auckland
seminar on Sexism in the
Arts, the article by Peter
Shaw in your July issue
was brought to our
attention. In the article we
are told that Malcolm
Harrison was “‘almost
alone in doing
quiltmaking’” when he
first started, and he is
presented as an innovative
and original artist.

While not denigrating
the value of his work, we
should like to point out
that as an artist he draws
on a long and well-
established tradition.
Quilts have been an
important art form in
America and elsewhere for
over two centuries. The
pattern-book quilt that he
regards as “‘nothing” is a
comparatively recent
innovation only.
Traditionally quilts were
the highly prized product
of each artist’s
imagination, fired by
many sources just as
Harrison's is. Could the
fact that the artists are
women have anything to
do with Harrison's denial
of his sources? It would
appear so, especially when
one reads the rather
sneering comment at the
end of the article, where it
is claimed that he has
raised something “one
step up from occupational
therapy to the level of an
important art form™. If
women's quilimaking is
not recognised as
important art by Peter
Shaw or Malcolm
Harrison, we would
suggest that this has more
to do with their own
blinkered vision than with
the facts of the case.
Juliet Batten
Elizabeth Eastmond
Claudia Pond Eyley
Alexa Johnstone

The following has been
received from Peter
Shaw and Malcolm
Harrison:

Both Malcolm Harrison
and Peter Shaw regret the
anguish they must have
caused the group of
women who wrote the
above letter. However,
they wish to point out that
the subject of the article in
question was Malcolm
Harrison’s work as a
professional artist
involved in quiltmaking in
New Zealand. In these
terms it is quite true to say

that Harrison was "'almost
alone in New Zealand in
doing quiltmaking when
he first started”,

Malcolm Harrison is the
first to acknowledge the
existence of a long and
well-established tradition
of quiltmaking overseas.
The art form had its
recorded beginnings in
ancient Egypt; there is an
Eastern tradition as well as
an English one, from
which the American
derived.

Malcolm Harrison takes
issue with your
correspondents’ claim that
his “denial of his sources”
could have something to
do with the fact that the
artists they mention were
women. He points out that
men as well as women
were very much involved
in white quiltmaking in
eighteenth century
England. In many cases
men drew the designs and
women did the quilting,
There is documentary
evidence that men were
also involved in
quiltmaking in America
just as they were in
Turkey.,

There was, however,
little in the way of a
tradition of quiltmaking as
an art form in New
Zealand until very
recently. Some were
produced in the
Depression but these seem
to have been made
primarily for practical
reasons and for an
income.

Both Malcolm Harrison
and Peter Shaw find
themselves at a loss to
explain how a statement
about the raising of
quiltmaking from the level
of occupational therapy to
that of an important art
form can be taken as
either a slight against
Wwomen or 4s an example
of an artist denying his
sources.

If, indeed, it were
possible to draw such an
inference from the remark
then it must be said that
nothing was further from
the minds of either the
artist or the writer of the
article.

Dear Editor

I think it is important at
the outset to describe my
background. I have been a
chairmaker for 18 years. I
served a formal
apprenticeship in a small
shop in England. Although

the styles of chairs we
made were traditional, the
methods and skills were
well and truly absorbed,
and this gave me a good
grounding from which I
could really start to learn
my craft. Not that it was
considered a craft as you
(and we now) understand
the term, then it was a
craft trade.

Although I married a
potter, it wasn't until
about five or six years ago
that I began to consider
my position in relation to
poOtters, weavers etc, as a
“craftsperson’’, Up to that
period I had been
struggling along
endeavouring to sell my
work as an individual and
superior alternative to the
factory product.

I took part in, and in
fact was instrumental in
organising the first two
exhibitions that the
Woodworkers Guild
showed at the CSA
Gallery, Suddenly |
became very self-
conscious of the
traditional form of my
work and its validity or
otherwise in a show at an
Art Gallery.

On looking back at that
period, I believe that it
was the Art Gallery
environment that was
impressing and confusing
me as well as a lot of other
members. In such
surroundings the visual
aspect of the work seems
to take on a greater
importance than it should,
and the execution of the
piece may well suffer.

The emphasis on the
innovative, the
outrageous, leads too
often to an exaltation of
the personality, when in
reality it is the work that is
important, 1 think that the
“Living Treasure™
concept, which is often
advocated in this country
is dangerous in that
respect. The real treasures
such as James Krenov,
would shrink violently
from such treatment,
because they know that it
is the craft that is
paramount, and they are
more concerned with
passing it on than with
making a name for
themselves.

So I am cynical of those
who say “‘we are of value
to Society, therefore
Society should take care of
us’’. Because it is
craftwork that is of value,

and at present it is of value
to a narrow slice of society
only. I believe that as long
as the work is seen only in
Art Galleries, and as long
as it places the emphasis
on the visual aspect of
itself, that slice will remain
narrow and possibly
diminish. That is elitist
and is bad for Craft and
for society. If society is to
(corporately) support the
crafts then its support
should be given to those
who are willing (and able)
to teach.

So what am 1 saying in
this letter? First I believe
that every craftworker
should aspire to become
full-time if he or she is to
grow. As a beginning in
that aim the ideal is an
extensive period of
practical training on the
job. This is where we have
to do something about
apprenticeships. I am
naive enough to suggest
that it should be
craftworkers themselves
who should (through the
Crafts Council) set
apprenticeships up and to
a large extent fund them. 1
for one am prepared to
put my experience and my
workshop where my
mouth is,

Secondly to achieve the
first aims, the market for
craftwork needs to be
expanded. This means
getting out of the galleries
and into the market place.
It also means less baubles
and more usable things
that people can enjoy
using as well as gazing at.

The last point is the
Role of Craft in Art, or
should it be vice versa?
Quite simply I think it is of
little concern to us, for
this reason. The more you
and I discuss the topic, the
more self-conscious we
become, the less
spontaneous and the more
contrived our work is
going to apear. And that is
precisely the danger that
Krenov was warning us
about.

Finally, thank you for a
stimulating magazine and
the chance to put my
views. Perhaps I have a
narrow field of vision, but
with the magazine's
stimulus and the
inspiration of visitors such
as James Krenov, it can
only grow, and [ am a
craftsperson and have a
voice, so please listen.
Colin Slade



PETER LYNN
KITE MAKER

Peter Lynn is well-known for his
kites in Ashburton. Most locals will tell
you about the day he had some of his
large kites flying, went off to a soccer
game, and ended up in the hospital
with a suspected broken ankle — to
be the last one x-rayed before the
power went out in half of Ashburton,
for hours. One of the kites (with
an aluminium structure) had come
down in the meantime — right on top
of a set of 11,000 volt conductors.

Just how large are some of these
kites? A smaller version of his largest
came second in the “‘Strongest Pull-
ing Kite” award at th an City,
USA, Grand National Kite Festival in
1978. One can lift a man off the
ground and another is able to take
several people off the ground. The
maximum lift to date is 400kgms. A
parafoil designed by Peter is used by
DSIR to lift screens for catching
insects.

All that has to happen is to be left
holding onto a couple of the medium-
sized kites while Peter runs off to get
another part from the workshop —
that gives you a feeling of the strength
of these constructions (plus a small
measure of panic).

Peter says he’s always been in:
terested in kites. His background as an
engineer turns the kite business into
a fine craft. He was working as a
design engineer in Sydney when he

and his wife decided to come back to
their home town Ashburton to raise
a family. The problem then was that
there wasn’'t much work in conven-
tional fields for design engineers there.
So Peter, his family, and a number of
associates became involved in a
number of ventures — woodturning,
puzzles, toys and Kkites.

Kites are now Peter’s full time oc-
cupation. He-says it has been his full
time passion for the last ten years.
When he discovered kites, he decid-
ed it was really exciting because it was
“a field he could play with for the rest
of his life, and never find out all the
answers’’. He’s actually working on a

ook on the aerodynamic theory of

s at the moment (something never
done before).

Peter calls kites ‘‘sophisticated
educated devices which react to the
environment”. This education of kites
was, I thought, an interesting way of
describing his construction of kites.
He says “kites must be educated —
what is up, what is down, how to get
there, and how to stay there”.

Kites have been Peter’s full-time
“hobby-occupation” for the past six
or seven years. This title is given
because only in the last couple of
years have they actually started to pay
their way. Peter still continues to
design one-of-a-kind kites and give
workshops to genuinely interested
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Peter Lynn flying kites over Christchirch. Photo: Michael Langford

eroups. However, his main time-
consumer is a business selling produc-
tionr kites locally and overseas
(Switzeérland, Germany, Australia.
England, with the main market being
the U.S.A)). He has nine main kite
designs (his own designs which he
changes periodically). Some have silk-
screen images as well. He sold 15,000
of one design alone last year.

The feasibility of the business in-
creased greatly with Peter’s develop-
ment of a cutting machine with
automatic profiling. The heated
tungsten tips on the cutter cut the rip-

,stop nylon. Peter has also designed his

own machine for making the
fibreglass rods used in these Kkites.
Both machines were a result of much

trial and error. It's really quite an-
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Peter feels this mass-production of

small Kites is ﬁly the only way he
can deal with"the market available,
saying “every artist must do the best
he can in the constraints of the
market.”

Peter made his first enquiries into
the American market in 1976. He says
his first trip to the States was like com-
ing home. He thought he knew a lot
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about kites, but here was™ 'm' 'ma_]?g,;.-lc)okiu.g orward to taking
group who talked and thought Kites: “his course at the Craft Council Con-
Even just in general, it was Socially ac* S¥ferénee in Chrisichurch, January

ceptable to be involved in Kites, and
not considered just a bit eccentric, He
also said it changed his ideas about
kites — they not only should fly well,
but their visual effect was important.

Peter returned to the States in
1978, when he attended the first in-
ternational kite fair in Maryland. In
1979, he was one of the two interna-
tional directors of the American Kite
Fliers Association. He made another
trip in 1980, and plans another one
this vear. He's avoiding Waikiki Beach
though. One trip through on a
stopover, he decided to fill in time by
flying a kite there — nearly got ar-
rested as apparently there’s a City or-
dinance against kite flying, ““What
kind of place can that be,”” asks Peter,
“where they don't allow people to fly
kites?”

One of Peter’s latest projects is
developing new sails for racing
catamarans.

I've been working on a few kites
myself this year both as fabric
decorations and working objects.
After spending just one day with Peter

2629, 1984 Beingawith Peter is like
being with a walking-talking fountain
of infermation and enthusiasm.

HOLLY BLAIR
Holly Blair is a Christchurch Batik
Artist.

FOOTNOTE:

Peter Lynn attended the recent American
Kitefliers Association Festival in the USA, where
his boxkite won the first prize for the best
three-dimensional kite. It was also voted the
second best averall kite at the Festival. Péter
Lynn says:

“There were 320 kitefliers at the festivalfrom
all over: Korea, England, Canada,
Taiwan, New Zealand, and of course;
The creative stimulation from thesg nts is
the most rewarding and exciting @
that working here in NZ, in relati
has the disadvantage that 1 &
stimulation from fellow kite
preciators, which my overseas
benefit from. It is difficult tg
level of enthusiasm withouty
back — it requires interng
feel driven all the time &
have done for years a4l
hand this isolation h
moting originality. 118
are quite divergent
details of construg
kite making tren

/kite ap-
i mporaries
@intain a high
Fontinual feed-
Ptivation. 1 just
ke/design kites,
irs. On the other
Fidvantage of pro-
Mibticed that my kites
Sverall design and in
Birom various overseas

z-

= e N

i
-

o Sy

%



CONFERENCE ’84

At Lincoln College, Canterbury,
the 3rd Crafts Council
Conference will take place from
26-29 January. We feature bere
the work of three of the guests.
Peter Lynn of Ashburton has
been interviewed by Holly Blair,
who went to see his kites, and
found berself bolding one . . .

Overseas guests ct the
Conference are British furniture-
maker, Alan Peters, and
Japanese jeweller Aya
Nakayama, and sometbing of
their background and work is
shown bere.

The rest of the Conference
programme covers a variety of
crafts and related activities:
papermaking with Kate
Coolahan; feltmaking with
Ronelle Hyde; photography with
Keith Nicholson; design with
Grabam Bennett; potlery with
Laurence Ewing. There will also
be the opportunity 10 discuss
issues of concern to craftspeople
and we will be looking for
responses to the findings of the
crafl education survey report.

Registration details were sent
out to all members; bul write to
Crafts Council (or contact an
Executive Commitiee member)
and request a brochure.

We look forward to meeting
you there.

o

Alan Peters

Oval dining table in mahogany

Alan Peters is a furniture-maker from Britain who
is a guest at the Conference. His visit to New
Zealand is sponsored by the British Council.

One of the articles about Alan Peters said, “‘He prefers
to be known simply as a craftsman; producing furniture
that is well designed, well made and from best quality
materials™.

His curriculum vitae lists the achievements of a career
that has already gained much acclaim, It began with a
seven year apprenticeship with Edward Barnsley; a period
as a craft teacher trainee; and a scholarship to the Central
School of Arts and Crafts, London. With this background,
he established himself as a designer and maker of modern
craft furniture in Surrey.

Alan Peters has received many notable commissions,
including a jewel casket for Her Majesty the Queen;
several for office furniture for companies; library and
tables for the Warden of All Souls College, Oxford; tables
for Broughton Castle. As well his work is represented in
the British Crafts Council collection; he has been award-
ed a Medal of Excellence by the Society of Designer-
Craftsmen; he is an Honorary Member of the Guild of
Master-Craftsmen; his work has sold in Sotheby’s first auc-
tion of contemporary craftwork. He has received a Crafts
Council Bursary to visit Japan and a Winston Churchill
fellowship to visit South Korea and Taiwan, which he
acknowledges as having an important influence in his
work.

His craft teaching experience covers several years of
full and part-time teaching in secondary schools and in
furniture design and more recently, lecturing part-time at
the John Makepeace School for Craftsmen in Wood at
Parnham House, Dorset. As well he has been a2 member
of a number of cultural organisation committees at a local
and national level in Britain.

In a 1978 article Alan Peters wrote, "'For me, fine craft-
smanship has never been enough and 1 have striven to
get an element of originality, a little of myself into the
work I do, and Japan, a country not renowned for its use
of furniture, provided me with the inspiration for much
of my recent work.”

In New Zealand, he will hold lectures and workshops
in the centres listed below. At the Conference he will lec-
ture and demonstrate his work, He will be imparting his
practical experience of the last twenty years of earning
a living as a creative craftsman and bringing up a family
on an income derived 95% from the workshop.

Alan Peters — Workshop and Lecture Itinerary:

26-29 January : Conference
1-4 February : Christchurch
11-12 February - Nelson
18-19 February 3 Wellington
22-26 February : Auckland
3-4 March { Whangarei

Details will be sent directly to all woodworkers
on Crafts Council lists, if you do not think you are
on our list, please write for details.

Library steps in Zambesi redwood

Chair in sycamore and black leatber (Crafts Council collection )
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AYA NAKAYAMA

Aya Nakayama, who is regarded as one of Japan’s
foremost contemporary jewellers, is one of the
overseas guests at the Conference. Her visit is spon-
sored by the New Zealand/Japan Exchange
Programme.

* In 1969 she graduated from the Tokyo University of
Art and entered GK Industrial Design Associates. She
subsequently established her workshop “‘Studio AYA”
and in 1975 held her first exhibition. In that year she won
the award of the Japan Jewellery Exhibition.

Her exhibitions in the following years were at such
distinguished venues as the Craft and Folk Art Museum,
Los Angeles; the International Exhibition of Contem-
porary Jewellery at Pforzheim, West Germany; Mikimoto,
New York; Electrum Gallery, London; Tokyo and Kyoto;
National Modern Art Museum, Tokyo; Contemporary
Jewellery at Arezzo, Italy; “Art and Craft, USA and Japan™
at Kanazawa, “‘Scandinavia and Japan Craft Design
Exhibition™.

In 1983 her work has been in the 5th International
Jewellery Art Exhibition in Tokyo and in the “Japan
Jewellery Exhibition™ at Pforzheim and other European
cities.

The Tokyo National Museum of Modern Art holds two
of her pendants in its collection.

Her current activities are as Director of “Studio AYA",
Director of the Japan Jewellery Designers Association, a
member of the Japan Craft Design Associaion and lecturer
at the Asahi Culture Centre of Yokohama and Locien Col-
lege of Kyoto.

Aya Nakayama's work utilises a variety of techniques
and materials; gold, silver, braided silks, lacquer and
enamel. At the Conference she will be demonstrating her
work and lecturing on it and also on contemporary and
traditional Japanese jewellery. She will also speak about
crafts in Japan.

Her work will be of interest not only to jewellers and
metalsmiths, but also to people in other crafts. Fibre
workers will find the silk braiding particularly interesting.

She will do two workshops as well as demonstrating
at the Conference:

Auckland 23 & 24 January 1984 (Contact Warwick
Freeman of “‘Fingers”’, 6 Lorne Street)

Christchurch: 31 January — 4 February (Contact Crafts
Council)

There will be public lectures at both venues and also
in Wellington (contact Crafts Council for details).

rE—
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The New Zealand Society of Potters Inc.
Past, Present and Future

In 1968 the editorial committee of the New
Zealand “‘Potter’’ magazine stated in its current
editorial, ‘“when the New Zealand Society of Pot-
ters was in formation, two policies were discuss-
ed. One favoured the formation of a large society
open to all with an interest in pottery, and the
other, which prevailed, was for keeping the
membership to practising potters who could meet
the selection standard of the annual exhibition of
the Society.”

Twentyfive years after its inception, the Society’s policy
has come full circle, and as a result of reverting to an open
membership plan it has, I feel, in the last three years
become a very much stronger, representative and viable
body. We feel that we are more able to manage our af-
fairs, that we have a voice loud enough to be heard by
the departments of government who are concerned with
affairs that touch us as a specialist group of people. Dur-
ing the sales tax issue of 1979 we became aware that we
needed to have ‘clout’, and our expanded membership
of 700 has very much helped us to achieve this aim. This
is one side of the present Executive’s mandate.

The other concerns standards, education and com-
munication. In our constitution it is noted that one of the
objects of the Society is “'to encourage and foster among
New Zealanders the creation of handcrafted pottery and
ceramics of the highest possible quality and the promo-
tion of the same both in New Zealand and overseas™. Also
“to promote excellence in craftsmanship in the field of
pottery and ceramics by all suitable means”. The ways
in which the New Zealand Society of Potters endeavours
to bring about these objectives is several. The Society,
in conjunction with regional affiliated groups organises
annual exhibitions and conventions in different areas of
New Zealand each year, often bringing into the country
sponsored overseas guests to demonstrate and teach, both
during the convention and also touring other centres. This
year we hosted two American potters, Elsa Rady and Jack
Troy, who offered members two contrasting approaches
to clay. Another visitor was an Australian, Max Murray,
who contributed expert knowledge in the field of gas kiln
technology at a highly successful seminar run in conjunc-
tion with our convention, ‘“Taranaki ‘83" and our annual
exhibition held at the Govett-Brewster Gallery, New
Plymouth.
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Another way in which the Society encourages ex-
cellence amongst its members is in the sending of our pot-
ters’ work to an annual exhibition at Faenza in Italy. This
exhibition is international and attracts submissions from
the world’s leading ceramicists. We intend this year to
organise for the third time, an entry of potters work from
New Zealand. Since we started making a “joint entry”’,
our success in terms of pieces accepted at the exhibition
has been very high; the selection at Faenza is made by
a panel of highly regarded experts, and the resulting ex-
hibition is a most prestigious affair. The QEII Arts Coun-
cil is very supportive in this area of our Society’s work.

The funding of our Society is indeed a continuing saga!
We are independent and try to keep our membership fees
to a figure that self-employed craftspeople can afford.
Newsletter and travel costs account for most of the
revenue produced by these fees. We rely otherwise on
continued financial assistance from QEII Arts Council and
various other sponsorships from private sources. These
sponsorships allow our Society to continue its work on
behalf of our members.

The Society’s newsletter which is available to all
members is published bi-monthly, and provides a com-
munication link for potters all over New Zealand. I believe
that its publication is in fact the single most important
aspect of the Society’s work.

As far as the future of the Society of Potters is concern-
ed, I personally feel that it will adapt and grow as it has
done for twentyfive years and continue to reflect the
changing needs of its membership.

Sally Vinson

Sally Vinson is President of the New Zealand Society of
Potters.

NZSP EXECUTIVE 1983
Back row: left to right: Bob Heatherbell, Vice-President & Nelson
delegale; Gillian Pope, Otago delegate; Jean Hastedt, Wellingion
delegate.
Front row: Russell Toplis, Secretary/treasurer; Chris Cockell,
Auckland delegate; Val McAribur, Waikato delegate; Alan Young,
Soutbland delegate; Cecilia Parkinson, Newsletter editor; Sally
Connolly, Christchurch delegate; Katberine Sanderson, Manawatu
delegate; Sally Vinson, President; Jane Capon, Taranaki delegate; Julie
Mair, Hawkes Bay delegate; Jobn Crawford, Vice-president.
Photo: Don Capon.
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Howard Williams
takes a look at
current trends in the
New Zealand poitery
scene.

Peter Lange, Auckland potter
recently returned from a tour of the
United States sums up his overall view
of studio pottery there . . . “At the San
Francisco Craft Fair, observations
about the potter scene here were rein-
forced — it seems that domestic ware
is less favoured, and a lot of it poorly
made, though we have also met good
craftspeople, Ornamental work is 80%
of the market, particularly pit-fired and
raku, but at the top of the spectrum
is the absolutely brilliant work of the
type in the show we saw — Shaw,

Nagle, Voulkos, Price, Gilhooly,
Arneson. Along with the plethora of
pit-fired work is an abundance of quite
exciting colourful, middle-range and
low fired porcelain.”

In New Zealand the trend seems to
be similar, Here it is estimated that we
have more full-time potters per head
of population than in any other coun-
try, and not as yet a very high export
of their work. Most of our potters sell
to a small local market, and vet their
work is in high demand. Surely, one
thinks, this market must reach satura-
tion point some time and make com-
petition for sales much more keen.
This certainly seems to be happening
now in some parts of the country
where sales of domestic ware are slow-
ing down, particularly if they are
undecorated. Maybe this indicates the
beginning of saturation; maybe it is
partly due to the general economic
climate, but there is also an apparent
shift of emphasis — as potters increas-
ingly move into the fine art area, so
their audience is moving with them.

Almost gone are the pioneering days
of potters, (armed with a book by Ber-
nard Leach or Dora Billington) digg-
ing their own clay, grinding glaze
materials from the local quarry and
communally building their own reek-
ing diesel kilns: those good old days
on which the present strength of the
N.Z. pottery movement was soundly
founded. The competent domestic
ware “‘journeyman’’ potter is being
replaced by the artist/craftsperson
working in ceramics. To the contem-
porary potter is available (at prices not
necessarily commensurate with his
earning potential) a space-age range of
sophisticated materials and equip-
ment. Fibre insulated gas kilns com-
plete with safety cutouts, digital
readout pyrometers, electronic pro-
grammed controls and oxygen probes.
Their crystalline glazes and lustres, low
temperature high colour enamels,
stains, dyes and epoxy paints (room
temperature glazes?) are polychrom-
ing over the erstwhile standard N.Z.
browns and greens. Where do you
now find pots with a good tenmoku?
Has the all embracing dolomite done
its dash down the Rhodes? Will shino
shortly loose its shine? “What are we
going to do now?”’
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Along with sophisticated exploration into high tech,
high colour and fine finishes comes a new look at very
old processes. Primitive firings, pit and saggar firing, .pots
burnished, smoked and raku, now leave the stage as
smoke, flame and red wine filled entertainment at pot-
ters’ club field days, and become media for beautiful
pieces of fine art ceramics. The fortuitous flame flash is
now designed for. Despite the aforementioned economic
pit we seem to be pugging around in, there still appears
to be money around to buy these more specialised works,
even if casseroles and ramekins are tending to take a back
shelf.

When C.E.R. really gets into its stride — and do not
underestimate the damage it will do to studio potters in
this country — this whole trend away from basic domestic
ware will be escalated. Our home-thrown coffee mugs
may average a retail price of $5 now, where to have kept
pace with our last ten years of inflation they should be
nearer $10. What happens in the next three years when
our market becomes flooded with mugs from Sri Lanka,
Taiwan, the Philippines and other third world countries,
at retail prices around $1.507 And not just coffee mugs
but the whole range of tableware and ornmental stuff.
Sure there will be some sales to discriminating buyers of
good local studio pots, but nowhere near enough to keep
potters’ home Kilns burning.

As the market requirements change, before giving up
altogether, more potters will move into the one-off,
sculptural and fine art areas. People working in this area
by creative impulse, innate desire, art training, whatever,
will continue to produce good, better and excellent work,
but people pushed into it by econemic factars and un-
natural market forces, will often be out of their depth and
the average standard will almost certainly drop. Australian
experience perhaps shows what will happen to us.
Because of their long-standing free import system, local
individual domestic potters hardly even got off the
ground, but they have a small number of brilliant ceramic
artists who are often supported financially through
government and education agencies.

In New Zealand this trend is already evident, and cer-
tainly showed at the 25th Annual Exhibition of the N.Z.
Society of Potters, opened this Labour weekend at the
Govett Brewster Gallery in New Plymouth. Over the
whole country, wheel-thrown pottery is being extended
into ceramics combined with wood, glass, metal, fibre
weaving and polychrome post-kiln painting. With C.E.R.
about to pull the plug on imports, craft shops may soon
be displaying a vast range of cheap, and yes, nasty, im-
ported vessels, slip-cast to imitate the handmade, or bad-
ly handmade by ranks of cheap labour third world worker
bees. The work of our own real potters and ceramic artists
will be increasingly accepted in the halls of our Art
Galleries as fine art as well as fine craft. However, the
viability of fine ceramics depends greatly on the ex-
perience of sound craftsmanship, skills and techniques of
basic pottery. We have that sound base and must not
allow it to be eroded.

New Zealand has an enviable international reputation
‘in pottery circles and this cultural strength must be more
widely promoted by intelligent P_R., by increased exports,
internal tourism and government support — we could
become the country known for its exeellence in pottery
as Scandinavia is for design, France or Italy for fashion,
Japan for cars and Zurich for gnomes.
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Spike Milligan said, ““What are we going to do now?”
I say we must develop and support our crafispeople —
suppert the N.Z. Society of Potters — supportt the Crafts
Council — convince government of the very real value
of supporting this cultural asset. this untapped tourist at-
traction, this potential third tier economy, and then we
can convince the world that we have the talent. Because
we have.
Howard S. Williams

Jobit Parker. Pitted white bowls.

Brian Gariside. On a theme of Waikato River — one of a series
of five platiers in stoneware.

Royce McGlashen. Teapot ABC.

Exhibition of N.Z Society of Potters

Publicity in Taranaki for the 25th New
Zealand Society of Potters Annual Exhibi-
tion, held at the Govett-Brewster Art
Gallery, New Plymouth, from 22 October
to 20 November 1983, tended to describe
the exhibition as “the showcase of New
Zealand ceramics”. It would be more
truthful to describe the exhibition as the
showcase of New Zealand hobby
Ceramics.

The unevenness in the quality of the ex-
hibition has as much to do with the
relatively large and diverse membership of
the Society as it does with the regional
selection process and of the choice of
selectors. There is only one fool-proof way
to assemble an exhibition of high critical
quality. That is to invite guest curators
with a known critical bias and a sound for-
mal understanding and appreciation of
function, design, craftsmanship and
aesthetics to do the job. These persons are
then best sent on a tour of the studios. On
the other hand, there are a thousand ways
of assembling lesser and uneven quality
exhibitions. These range from selection
procedures such as those employed with
this exhibition through to the technique
used on an Auckland Society of Potters ex-
hibition some years ago by Barry Brickell.
Brickell accepted all submissions for ex-
hibition then set about grading and
describing the quality of each work.

The technique employed by Brickell is
a far more honest approach and serves a
sound educational purpose, In contrast,
the regional selection procedure does lit-
tle for the membership other than to en-
courage amateur hobby potters in the
belief that they are better than they really
are by displaying amateur work alongside
that of production potters and artist pot-
ters. More importantly, it discourages the
professional potter from seriously par-
ticipating. Both aspects are apparent in this
exhibition.

A further confusion in the exhibition
was a poor understanding on the part of
many participants of the fundamentals of
fine art. To believe that fine art is one thing
and fine craft another, is nonsense. There
is one art language common to all media.
The confusion deepens when function
and design are ill defined — when a
ceramic work declares itself neither a pot
nor a sculpture, or, neither a pot nor a
painting. A clear definition is most impor-
tant. There were a great number of ex-
amples of this problem in the 1983 Annual
Exhibition.

With few exceptions, the exhibition
consisted of little more than a refinement
and reiteration of established techniques
— of the medium and process dictating the
form. A common teaching device in art
schools in the early part of this century
was to have students paint a white egg on
a white plate on a white table cloth. In this
exhibition, much of the design (disciplin-
ed creative imagination) does little more
than repeat the above exercise.

In addition, some lobbying needs to be

done within the Education Department
and art schools in an effort to establish a
number of worthwhile fine art courses in
ceramics. A course that instils fine art
disciplines first, and the relatively easily ac-
quired craft techniques second, is urgent-
ly required by all areas of the craft industry
in this country. In this respect, art schools
in New Zealand have a lot to answer for.

Definition of the purpose of the Annual
Exhibition needs to be resolved. Is it a free-
for-all or should it be a vehicle for'develop-
ing growth in New Zealand pottery?
Dick Bett

The 25th Annual
Exbibition of the NZ
Society of Potters:
Impressions by
Gallery Director Dick
Bett and Potter
Howard Williams.

As a selector for pots for this exhibition
in one of the regions, 1 was criticised for
being biased toward porcelain, smoked or
fumed work. Not true. It so happened that
the more competent potters were submit-
ting pots of this genre. Domestic ware was
there art a standard high enough to be more
collector-delighting than kitchen-usable:
Three magnificent teapots by Royce
McGlashen, in saggar-fired porcelain, were
delicately smoked in subte colours.
Among other delights are Jenny Shearer’s
fine set of porcelain bowls immaculately
potted and decorated with dragonflies
floating over summer-still water-green
ponds; Mike Spenser’s magnificent
stoneware storage jar; Rusty Richie’s pearl
sheened, wood-fired teapot; Lawrence
Ewing’s black bottle, vase and plate; May
Wright's salt-glazed lidded jars; Jan Bell's
full-bodied stoneware jars; Chester Nealie's
anagama teapot with rich encrustations
and a barbed-wire handle.

However, the new directions were
more abundant than ever, and often of an
exceptionally high standard. Here we saw
Patti Meads develop her platinum and gold
lustres on small porcelain pieces, turning
them into jewels of purple, gold and silver
on black. Rick Rudd took his coal-black
version of raku into pure abstract sculpture
— soaring finely poised forms and low-
lying islands. Debbie Pointon’s smoked
porcelain sidesteps away from usable
bowls to a sculptural portrayal of the
essence of a bowl — separate fragments
fibre-laced together into a bowl form sup-
ported on a plinth of stacked black bam-
boo twigs. Her Mai-Mai is similarly treated
— softly smoked sheets of porcelain lac-
ed together to build a duck-shooter's hide
nestled into a tall stand of bamboo.

Cecilia Parkinson showed her saggar-
fired porcelain forms, bottles and vases
refined to a point where they are of no kit-
chenitic use (this word is not derived from
the noun, kitch) — their role is to delight
hand and eye as pure sculptural statements
based on these known forms. Gayleen
Morley develops similar trends with her
fumed porcelain spheres which become
subtly coloured containers of space. Solid
porcelain rock forms were created by Julia
van Helden as vehicles for a delicate
tracery of line, texture and colour depic-
ting ethereal microscopic views of
geological formations. Penny Walker ex-
tended her porcelain teapots into
humorous animal forms, with a sense of
fun and a sculptural maturity that skilful-
ly avoids their being relegated to the ranks
of knick knack pottery animals sold all too
often by craft shops as decorators of TV
set tops. Sue Catey floats folded and dyed
porcelain on perspex sheets as abstract
wall hangings, while Jean McKinnon
stands hers on plinths as translucent car-
riers of wraith-like human forms. Ted
Dutch fires his porcelain tiles with oxides,
glazes and metals to construct space-age
Signaller figures. Back to the
sophisticated/primitive with Barry Brickell
modelling unadorned terracotia into a
landscape relief traversed by a road-bed
“*Striking a Grade”, and Robyn Stewart in-
cising Maori approved Moku motifs into
her pure full forms, burnished black and
fired with cow-dung fuel.

To see the current trends, one looks at
this national exhibition.

Howard 8. Williams
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