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I've given myself the task of writing about standards and the first
thing that occurs to me is that when craftspeople sit down with each
other to talk about standards bow often it is that they seem to be talking
‘about’ some things out there apart from us with a life all of their own,
Well they re not you know. Standards apply to every part of every thing
that we make, and in talking about them in abstract ways we ‘re denying
responsibility for our own creations.

1t's appropriate that the ostrich and the kiwi have a lot in common

as [ believe that as a race of people we are readily prone to burying

our heads and prelending that everything is O.K. In fact it’s not
O.K. at all. Certainly not as far as New Zealand crafts are con-
cerned. We are so ready to applaud the splendid standard of
crafts in New Zealand without really thinking about what we are
saying. The reality is that there are very few people in New Zealand
prodicing truly superb craftwork. There are a large number doing
quite good work and there is a very long tail of work that’s not very
good al all. But, WHERE ARE THE CRITICS? The obvious place to
look for them would be amongst the craft faculties of universities
and tertiary institutions — but that's anotber story. Forget about
the newspapers. They 're far too busy with their pages of racing form
and football results — matters of great importance I'm sure. 50
we're going to have to do the job ourselves, and to do it well we're
going to have to grow up a little.
Informed critical opinion is necessarily, firstly, inclusive before it
can ever be exclusive. To really see everything that a craft work has
offer us we must bave our channels as wide open as possible. To see
the merits and faulls of a work we must be able to put it in its ouwn
context and this often means going outside the confines of our own
ideas and looking at and learning about other media, disciplines and
milieu.

Finally — and this is the important bit — we 've got to be more
ready to take the plunge and offer our observations and criticisms
to each other.

I'm a potter and can almost count on the fingers of one hand the
number of times that other potters bave looked carefully at my work
and offered me their critical observations. It’s worth considering
that the few times that it has bappened I can remember almost

verbatim whal was said, and the criticisms without exception have
proven belpful. How marvellous it is to have someone look at your
work with clear eyes.

If we have any real integrity as craftspeople we must surely
welcome such critics and be ready to bear what they arve offering.
To be a really fine craftsperson is not easy. It takes a great deal of

integrity and bonesty about ourselves, and we must ultimately
take total responsibility for setting our own standdrds.
Bul we can belp eachotber, and we must do this if were to fully
realise our potential.
So bow about il. Lel s take a few risks and offer each other a bit of
the bard stuff.
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Marketing. Where is it?
Dear Editor

The September/October
issue of New Zealand
Crafls just arrived, and |
am more and more
impressed with each issue.
This really is becoming a
superb publication, and
reflects the maturing of the
crafts movement in New
Zealand about which Carin
Wilson writes in his Guest
Editorial.

I noticed the
announcement about the
Crafts Council Conference
and was struck by the
absence of a key ingredient
of a successful crafts
movement today, namely
some attention to the
“business and marketing”
side of being professionally
engaged in crafts. I know
that artists and arts
organisations have been
reluctant to talk about
“money’’ — as though that
is somehow in conflict
with “‘art’” — but if we
accept the premise that
artists are also entitled to
eat three times a day, then
the subject of marketing
and management would
seem to have an
appropriate place on the
agenda of a conference
such as yours.

‘What I'm leading up to
is that perhaps we can
think a few years ahead by
which time I should be
ready for a return visit to
New Zealand. The two
weeks | spent in your
country last year really
wasn’t enough time, and [
made a number of friends
I'd like to see again. If you
are interested in having me
participate in such a
programme and can let me
know some general dates
far enough in advance,
perhaps 1 can schedule a
trip at the appropriate
time.

All good wishes for a
successful conference and

2

an enjoyable holiday
season,

Sincerely

Michael Scott

Editor, The Crafits
Report

US magazine of Marketing
and Management for Crafts
Professionals.

History of NZ Crafts
Council

Dear Editor

Christine Ross, Executive
Director of the Crafts
Council, in her editorial in
the December/January
issue of your magazine,
makes some pertinent
observations on the
development of the craft
movement in New Zealand
and, in particular, draws
attention to the
comparative youth of the
representative
organisation. To illustrate
the point she claims “‘the
Crafts Council was
established only seven
years ago’’. This statement
is incorrect. The NZ Crafts
Council was founded in
1965, only a year after the
parent body, the World
Crafts Council was formed.
The first New Zealand
President was Nan
Berkeley. Many prominent
craftspeople served on the
committee in those
formative years . . . Muriel
Moody, Dorothea Turner,
Jenny Hunt . . . to name
but a few,

During the 60s and 70s,
the Council sponsored
many exhibitions including
one featuring international
craft and another
representing craft from the
Asian region of the WCC.
In 1976 Council took a
major step forward. Crafts,
and other interested
people, met at the Dowse
Gallery to look at the role
of the Crafts Council and
its place in New Zealand
cultural life. A steering
committee was elected and
the recommendations from
this group became the
guidelines and goals of the
new executive. The first

priority was the
establishment of a resource
office. In the setting up of
this national office we
were encouraged by the
interest and co-operation
of the Crafts Council of
Australia. In the beginning,
office equipment was
donated and the office
completely staffed by
volunteers but eventually
we were able to impress
on Government the need
for a paid administration.
Although we assembled
what records were
available, I can but agree
that the very informality of
the early organisation
meant that Minutes and
other records were limited.
This, and perhaps the fact
that the Crafts Council did
not become an
incorporated society until
about 1976, could explain
why, in recent years, both
the president and the
director speak as if the
Crafts Council had no
history before 1975,

Christine Ross further
comments . . ."Inlooking
for directions and
signposts for the future it is
not a bad idea to look
backwards from where we
have come” . . . a laudable
idea indeed. To do this
effectively the present
Crafts Council should give
urgent consideration to the
need to talk to pre-1976
office bearers (and their
nominees). Hopefully
when the complete history
of the crafts movement in
New Zealand is written,
there could be much more
useful material available
than limited records and
mere conjecture.

Dorothy Pascoe
(Past President)

Christine Ross replies

I don't want to be
pedantic and split hairs
but. .. pre-1970, the
organisation was called
“World Crafts Council —
New Zealand Chapter™. In
that year the name was
changed to “Crafts

Council of New Zealand'
and an incorporated
society was formed.
Therefore, the Crafts
Council as it now exists
was established in 1976
[ am sorry that my

statement bas been
construed as dismissive of
the visions and efforts of
those involved in the early
years. This was certainly
not my intention. In ny
time as Executive Director.
I found inspiration in
reading the records of thet
Jormative period ane in
talking with those who bad
the pisions and
aspirations. The Crafts
Council owes them a great
debt.

Handcrafted Publicity?

Dear Editor

Refreshing as it was to read
the article **Solid Wood,
The Alternative” which
was at once practical and
alive, there was just one
note that jarred: the
avoidance of the word
“craft” in their publicity,
which in the author’s view,
gives to the public an
image of “‘unsafe, leaky
pots and collapsible
furniture. . "

Sure, there are an awful
lot of “"bandwagon
amateurs’’, but it is no
different for the artist who
has to shoulder his way
through all the Sunday
painters. In onc sense
everyone is an artist and a
craftsman, for we all have a
certain sense of
proportion, but the Artist,
with a capital ‘A’ is a rare
bird. Come to that, so is
the craftsman.

There is, of course, not
only the badly constructed
but also the other extreme,
the arty/crafty, so
pretentious as to be way
above the heads of all but
the “in" set. Either will
repel the public, and thank
goodness!

Between these the artist
and the craftsman has the
task of creating and of
“'finding’ his public.

John Stevens

...INTRODUCING JOHN SCHIFF

John Schiff is the new Executive Director to the Craft Council. He took up
his appointment on 5 June and we extend a very warm welcome to him. John
was selected from more than twenty applicants for the position, many of whom
had impressive credentials. From a short list of nine John emerged the clear
favourite of the small committee appointed to make the selection. We were
impressed by his qualifications, and the appropriateness of his background,
but particularly by his eagerness to turn his experience to the needs of our
craftspeople.

In confirming his appointment we emphasised to John the changing nature
of the activities of the Craft Council. We pointed out that it needs to adopt
a more entreprencurial stance, not merely acting as administrator of the in-
terests of the craftspeople, but further, to actively assist our members with
finding new markets, exhibition opportunities, commissions, and pressing for
the highest of standards.

We have asked John to talk a little about himself, and to outline some of
his plans.

Carin Wilson

Last Christmas I spent some time showing an overseas visitor around New
Zealand. I wanted to give an impression not only of the countryside and the
people, but also some of the things special to New Zealand. The areas we visited
soon came to be determined by the location of potters, woodworkers, weavers
and other craftspeople. We were very excited about the quality and variety
of the crafts we saw. Questions raced through our heads — why are the high
quality crafts so difficult to find in the larger centres, why isn't the craft in-
dustry taking greater advantage of the growing number of tourists coming to
New Zealand, why do the crafts in New Zealand not have a higher profile
etc., etc? I would never have imagined at that time that I would be working
for the Crafts Council five months later!

I am very much lookng forward to committing my energies to, what for
me is a completely new area of work. I have always enjoyed the crafts although
as little more than an observer. I was able to see some local crafts during my
time in Europe and Scandinavia and it was interesting for me to make a com-
parison with New Zealand crafts. The more I saw overseas, the more convinc-
ed I became of the uniqueness and relatively high standard of New Zealand
crafts. This belief has been strengthened by what I have seen since my return
to New Zealand last September.

There are several major issues on the boil for the Crafts Council at the mo-
ment — crafts training, the marketing of crafts and pressing for the removal
of the sales tax restrictions on crafts operations, to name but a few, No doubt
there are many other issues of concern to craftworkers and I want to get a
feel for those issues quickly. I have no intention of being office-bound in Well-
ington. I plan to get out and meet as many craftspeople and crafts groups around
the country as possible so that I am directing my efforts to those areas of real
conceri.

This is an exciting and challenging area to be working in, and I am glad
to have the opportunity to work towards the further development of the crafts
in New Zealand,

John Schiff

Annual General Meeting

The Crafts Council Annual General Meeting will be held at Fairfield House,
Van Diemen St, Nelson on Sunday September 30 at 4pm. The meeting will
be preceded by a show of slides from the Resource Centre starting at 3pm.

A panel discussion with members of the Executive will take place at the end
of the meeting and following the discussion we invite all members to meet
the Executive.
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Carl Andrew made the following comments on the entries and his selection.

“The selection of an open exhibition is always a challenging and exhausting experience, The first
stage is easy — those works which are obviously of no merit and those which are conspicuously ex-
cellent can be put at opposite ends of the room. But the larger number which need careful individual
consideration constitute the real task of the selector.

If the selector is an outsider, as [ have been, then he or she has several advantages. Personal friend-
ships and loyalties can play no part at all and the aftermath is dealt with by others, The outside selec-
tor must judge the individual works submitted without knowledge of their context within the maker's
history of achievement. And so a major figure might be rejected because she or he didn’t take the ex-
hibition seriously enough and sent in a minor work at the last minute. A local selector, aware of that
person’s high standing would possibly have included that minor piece.

In selecting this crafts exhibition I have looked for quality, concept and design and then for ap-
propriate levels of execution. As with any work of art the concept of the work determines the criteria
by which it must be judged, A hard-edge painting must be immaculately executed and will be judged
in accordance with that requirement just as a silver box of classical geometric form must have a tight-
fitting lid if it is to satisfy the requirements of its own concept. Entirely different criteria apply to the
execution of an abstract-expressionist painting or a raku ceramic form.

Many of the works which were not included in this exhibition were well conceived butinadequately
executed. Others were poorly conceived but wonderfully well made. In some crafts media, embroidery
and jewellery in particular, the demands of the medium in meticulous work and time spent have often
been disproportionate to the quality of the creative concept. The execution has become an end in itself.

The crafts media are now demanding, and rightly, that they be taken seriously by public museums
and galleries, by critics and by collectors and that they be accepted as forms of expression as valid
as painting and sculpture.

This acceptance is now occurring all over the world.and is manifested in the collecting policies of
art museums, the market values of the finest craft works and the international publications devoted
to crafts media. But craftspeople must individually apply to themselves the highest critical standards
if they are to achieve the status which they seek. If four pots out of five must be smashed then so be

it. If a hundred hours of stitching are judged as wasted time then one
must see that as part of the creative process,

The selected works which malke up this exhibition say much about
the high levels of achievement of craftspeople in New Zealand. The
work of many of these people is of the very highest quality and
deserves to be much better known abroad. I hope that major exhibi-
tions of contemporary New Zealand crafts will tour internationally
over the next few years.

I want to express my thanks to the Crafts Council of New Zealand
and the Queen Elizabeth 11 Arts Council for having made my visit to
New Zealand possible. It has been, in every way, a most enjoyable
and stimulating experience.”

Carl Andrew

Philip Heath is a young Auckland interior designer, Since obtaining
his Diploma in Design in 1982 Philip has been involved with a number
of major projects. During 1983 he designed the interiors and the
displays at the Waitangi National Trust Visitor Centre and Forest Head-
quarters Waipoua, Waipua Forest. His interests are diverse: industrial
archacology, book illustration, natural history painting, special pur-
pose furniture design, stage design.and model construction.

A number of entries were highly commended by the selector and
some of those are featured here,

The Crafts Council would like to thank the following companies
for their sponsorship of the exhibition and award, Winstones (Well-
ington) Ltd, NZ Forest Products Ltd and Bright Building Supplies, The
Crafts Council gratefully acknowledge the assistance of the QE 11 Arts
Council in bringing Carl Andrew to New Zealand.,

Befow: WhakeHie ™ by Phifepy Heeath, Lacguered wood, flax string
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Top: RakuNow 723 — Rick
Rudd (Auckland) raku, 190 x

135 x 110, Highly commended.

Bottom Left: Long Time : No
See — Nick Charlton
(Auckland) titanium, silver,
acrylic base. 40 x 65 x 45.

Middle: Tracey's-Box — Tracey
Collins (Auckland) mixed
media. 700 x.200 x 300,

Bottom Right: Music Box —
Gloria Young (Wellington)
ceramic. 160 x 120 x T10.

Top: Cornered — Carin Wilson
(Auckland) wood, 95 x 165 x
115 Highly commended.

Bottom Left: A'Box of Words —

Jill Totty (Auckiand) paper,

card, 150 x 460 x 550,

Middle: Box — Stepben Mybre
(Pukerua Bay) bone, shell. 52 x
44 x 20,

Right: Quarter Acre Seclion
with Compartment — George
Kofis (Wanganui) ceramic, 150

X225 x 210 Highly

commended.

Michael Langford — SPECTRUM.

Photography:



Debbie Pointon

Photogrpher: Studio 12.
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in one important aspect.

A look at two potters, in experience almost a
generation apart, totally different in style, work-
ing habits and background, but surprisingly similar

NDED

When I talked separately to Graeme Storm and Debbie
Pointon, both highly regard New Zealand potters, the in-
tention was to write two separate profiles, But since then

mm (he differences between the two have fascinated me. In
almost every aspect of their potting lives they differ. It
would be facile — and incorrect — to say that it is the
difference between the old school and the new. But each
is, in part, a product of the times in which they trained.
Each has been a trail blazer, though it is perhaps too early
to see Debbie’s trail clearly. In New Zealand pottery we
are only just reaching a stage where we can look at genera-
tion differences so perhaps a writer may be excused for
exaggeration — making a point out of what are largely
personal differences. The differences, any way you look
at them, are fascinating.

Style

Graeme Storm has been a practising full-time potter for
twenty years. He established a reputation (in the sixties)
for his use of blue and green glazes and still largely uses
these colours. His shapes are simple and classic and have
not altered dramatically over the years. He makes con- §
tainers and is particularly known for his large full-bodied !

pots.

Debbie Pointon has never earned a living from her pots.
She enjoved a meteoric rise in the New Zealand pottery
who's who by winning, in 1980 the coveted Fletcher
Brownbuilt Award. A relative unknown then, she has since
established a fine reputation for her delicate airy porcelain

pieces. Her shapes and concepts are always on the move
and recently her exhibition work has moved away from @

container forms to purely sculptured pieces.
Training and Background

Graeme Storm like most New Zealand potters, is self |
taught. he was first introduced to the medium at Auckland
Teachers College. “It didn’t come naturally to me, throw-

Graham Storim

Debbie Pointon's studio.



inga pot,” says Graeme, “‘learning techniques was a slow
business for me."”

“The equipment was there at the college. It was up to
me to learn how to use it. None of the staf knew.” (A
familiar story even today in many tertiary institutions.)
He learned in the same way at Dunedin Teachers College.
It would be an interesting survey to see how many pot-
ters who started their careers in the fifties and sixties were
sparked by the innovative art and craft policy of the Educa-
tion Department at that time, and the enthusiasm of those
first generation craft lecturers.

From there it was travel overseas — especially in Canada
— and opportunities to gain experience in workshops or
informally at art schools. In Finland at Arabia pottery he
was attracted to blue/green glazes and learned something
of their chemistry. Back in New Zealand he experimented
further and began producing brilliant peacock coloured
pots.

“This was a shock to the establishment,” he says, “all
the pottery world worshipped at the Japanese shrine
where natural earth colours were proper for pottery. 1
was an admirer, but not a worshipper. To start with no-
one wanted my colours. I still remember the sinking feel-
ing of carrying my heavy suitcase of pots into New Vision
or Art of the Potter in Auckland — the only two shops
that sold pottery, most of it imported — and trying to
sell my wares. It’s a very different story today, with any
number of craft shops all prepared to come and buy direct
from the door.”

Gradually critical praise spread to general acceptance.
Graeme Storm’s work was hailed as a welcome new direc-
tion, a break from the Hamada/Leech stranglehold and
a sign that there was a virile new generation of New
Zealand potters on the way.

Debbie Pointon has come to pottery from a full-time
art training. As a 6th former she and two friends badgered
the Mother Superior at Sacred Heart College, Lower Hutt,
to let them drop formal studies and work full time on art.
The far sighted headmistress gave the girls an attic room
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and art materials and left them to it. ‘It was a marvellous
year,” says Debbie, "I suppose I've always been single-
minded. We worked very hard, prepared folders of work
and all three of us were accepted for the graphic art course
at Wellington Polytech School of Design.

Debbie began to establish herself as a painter, winning
a merit award in the National Bank Art Award in 1975,

Six years ago, feeling a stranger in her new community
of Raumati, she went to pottery classes at the Kapiti Arts
& Crafts Society. A six week course with Wendy Masters,
another with Jean Hastedt, then further advice and help
from Jean. But the break-through came when Debbie first
worked with porcelain. I got my hands onto porcelain
and that was it,”’ she says. ““Something to do with it’'s
fineness, its whiteness. Like a sheet of paper waiting for
me to paint on it."”

From then on there was no stopping her; the Fletcher
Brownbuilt, recognition at the NZ Society of Potters show,
an award at the Crafts Council Bowl exhibition. In the
last four years her graphic work has rapidly taken a back
seat and she has established a top national reputation as
a potter. But the influence of the painter is always there,
the carved tree forms, the dreaming faces, (in her unglaz-
ed porcelain), are like paintings on clean white paper.

Influences

Graeme Storm has travelled widely and has broad in-
ternational interests in the arts. “'I'm always plucking and
delving,” he says, “and though I'm not aware of influence
in my work, other people see it. Like my black and white
flowered pots. People see an Indonesian influence there
and certainly they came after a trip to Indonesia where
I was fascinated by batik.”

In 1967 he was invited to spend 4 year demonstrating
and lecturing in Canada. This was Expo year in Canada
and Graeme spent many days absorbing the rich ex-
periences available there. Another time old locks at the
Victoria and Albert Museum fascinated him. A lifelong
obsession has been with Bellarmines, Graeme has a superb

Faerie Bowl — sagger fired porcelain. Photo: Ans Westra,




Mai Mai — saggar fired porcelain with black bamboo and black waxed thread — Debbie Pointon. Photo: Ans Westra.

and priceless collection of these 17th cen-
tury pottery bottles, acquired from all over
the world. :
Debbie has never been overseas. "'I'm in- o
fluenced by what's around me,"” she says.
All the surfaces in her living room ar
covered with little treasures from the beach
or the bush; a brightly coloured moss, drift-
wood, an interesting fungus, shells. Her
workshop, built on a QE II grant and tuck-
ed among trees and plants, overflows with
interesting bits and pieces whose shapes
have pleased her; dried grasses, whitened
bones, an old clock, among which her
chalk white drying porcelain pieces and her
broken shards waiting to be turned into
sculptures seem entirely at home.

Working Habits & Techniques
Debbie Pointon works largely towards ex-
hibitions. “I don't work a 9-5 day. I tend

there is a time when you have to let go, step
/A back, and accept whatever turns out. In the
j same way you have to give your pot to the
fire and live with whatever transformation
takes place.”

Finally, two or three times a year, Graeme
and Jacquie clear their Browns Bay house,
ring up the people they know will be in-
terested — and have an open day. “Not
really open,” says Graeme. “We don’t like
to have a lot of people we don’t know
wandering through our home. A friend
might ring and say, can I bring three of my
friends? And that’s OK, and we keep a note
of people who have rung wanting to buy
earlier and we invite them all at this time.
Usually a craft shop or two will ask for
whatever is left.”

In a three month cycle Graeme will make
250-300 pots, depending on size. “1 like this
personal way of selling,” he says, “‘you

to work frantically before an exhibition deadline and then
relax and absorb things for a while. I suppose if you add-
ed up the hours, a good proportion of my time is spent
working at pottery, but there’s nothing regular about it.

Graeme disciplines himself to regular working hours.
“My wife is an art teacher, and as soon as she has left for
work [ try to get down to the studio.”

I am talking to Graeme at the Villas Gallery, where he
has just had his first Wellington exhibition. The strong
colour and the bold elegant shapes look very well in this
new gallery and there is a very reassuring rash of red
stickers. ““This is an unusual venture for me.” says
Graeme, ““There is a certain danger in over exposure, and
anyway I'm a little wary of the soul baring and razzmatazz
of exhibitions . . . but this one,”” he adds with a smiling
glance at Edith Ryan, Gallery Director, “has been a good
experience. I probably should do more of it.”” She nods
vehemently.

Graeme has a certain reputation for being a recluse but
the openess and charm with which he speaks belies that
reputation. "My usual way of working and selling is bas-
ed on a three month cycle,” he says. “First I will make
for six to eight weeks, then the next three weeks are fir-
ing. I have a large two chamber oil-fired kiln. It's becom-
ing something of an antique now — though this is my
third kiln. Today gas or wood fired and fibre-lined are
all the rage, but though my kiln is old fashioned and pro-
bably not so efficient as far as fuel and heat loss goes, 1
know the kiln. I'm familiar with its habits and the effects
I can get. So I have few failures or mistakes. That kind
of efficiency more than makes up for the other loss.”

The first firing is biscuit in both chambers, then two
firings with glaze in the front chamber and biscuit in the
smaller second.

The last week of the cycle is spent rubbing bottoms,
fitting lids and general finishing. *“That’s a very impor-
tant time,” says Graeme, “It's when you get to know your
pots. As you handle the finished pot unexpected qualities
suddenly make themselves felt. Sometimes the piece that
has been given special attention and of which you have
high hopes, in that final handling time shows itself to be
fairly humdrum, while another that you have passed off
somehow works and is special. It’s like bringing.up a
child. You lavish your best care and love on them but
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could not market, in a modern way, something that is
close to your soul.”

Debbie’s fibre lined electric Kkiln is in the family garage.
“That’s my side and that’s Lou’s, she says. Lou’s side con-
tains the car, the mower and a few tools and is fairly tidy.
Debbie’s side is a jumble of saggar pots, charcoal, bags
of clay, broken shards, more found objects and an assort-
ment of children's equipment.

Her firing technique is very distinctive and one which
she has developed herself. She places the porcelain in a
saggar pot, a heavy ceramic bowl something like a wide
flower pot, in a bed of pounded charcoal. During the fir-
ing some of the charcoal burns away, leaving a gentle
orange blush on the porcelain; the next layer burns to
ash, leaving a smoky effect; the residue that remains as
charcoal colours the porcelain a soft dull black.

“1 wanted to get this effect and asked John Parker who
was doing a course,” she says. “He suggested putting
sawdust in a saggar pot, but that burned right away. Then
I suggested scraping off some of the black soot that form-
ed cones on the bag wall of Jean Hastedt’s oil-fired kiln.
Finally, Jean came up with the idea of the pounded char-
coal and that is the technique which I use exclusively
now.

It’s a good example of how New Zealand craftspeople
develop techniques — by sharing ideas and skills freely.

This is also where the two potters show an important
similarity, their single mindedness. Both have pioneered,
in New Zealand, a new technique: blue/green glazes for
Graeme, saggar/charcoal fired porcelain for Debbie — and
both have basically stuck to their techniques, though we
have yet to see whether Debbie will be firing in the same
way fifteen years hence. It's a lesson that many New
Zealand craftspeople could well learn. Because we learn
by picking up information here and there, we tend to be
magpies with techniques, excitedly running home with
a new one to try out. Our workshops are lined with th
discarded equipment of last year’'s popular technique.

Our top people, in all the crafts, are more
discriminating. Mastery of a single technique — or a nar-
row range — gives the master the freedom to use effec-
tively a vivid imagination (Debbie Pointon), or strive for
refinement and perfection within a style (Graeme Storm).
Jenny Pattrick
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The Who, Why
and How of

CRAFT
GRANTS

Catherine Lomas, Aduvisory Officer
Jor Crafts with the QEI Arts
Council looks at last year's grants,
who got them, and what bas been
done so far with the money.

In 1983 the Arts Council had a
budget of six million dollars. Of that,
a little over $120,000 went to the
crafts. Not a percentage to be proud
of. The blossoming New Zealand craft
industry deserves better. Half that
$120,000 went to individual profes-
sional craftspeople under the annual
Grants to Individuals Scheme.

To be eligible for such a grant the
artist should show that the project will
— contribute to the growth of the arts
in New Zealand.

— further the artist's professional
development.

— help the artist maintain a viable
livelihood.

The kinds of project considered
are:

— vocational training and advanced
studies;

— teaching

— research which benefits other prac-
titioners;

— exploration of new directions;
— establishment of a suitable work-

ing environment
which may involve the purchase of
equipment;

— reaching new audiences and
markets;

— and production or original creatiye
work.,

Funds to assist projects which fall
into these categories are allocated
under the Grants to Individuals
Scheme. For projects by established
artists, which can be accomplished
within three months, and which do
not involve capital expenditure, there
are Short Term Grants up to a max-
imum of $2,000. For longer term pro-
jects, which require funding above
$2,000, grants arc made to artists, at
all levels, under the Annual Grants
Scheme.

Grants to craftsworkers are made
after applications bave been con-
sidered by the Craft Adjudication
Panel of the Queen Elizabeth I1 Atts
Council. Members of the 1983 Penel
were Len Castle, Chairman, represen-
ting the Ats Council, Para Matchitt,
carver, craftsworker and educa-
tionalist, and Jenny Patrick, jewecller
and crafts advocate.

At its last meeting in November
1983, the Craft Panel considered 33
applications requesting a total amount
of $135,815.98 under the Annual
Grants to Scheme. In making their
recommendations to the Arts Council,
the Craft Panel took into account: €x-
cellence of production in terms of

craftsmanship and design; the ability

of the craftsperson to fully resolye
ideas through the chosen crat
medium; the importance of the pro-
ject to be undertaken in relation to the
craftsperson’s own professional
development, as well as the contribu-
tion that the project might make to
the development of the relevant craft
medium,

First the Craft panel read applica-
tions and looked at slides or
photographs of the applicants’ work.
Any artists about whom the pancl
wished to know more were called for
an interview. (Some received a grant
without an interview, and some who
were interviewed received no grant.)
Then the panel members individual-
Iy graded the applicants. Where there
was a difference of opinion the in-
dividual was discussed at some length
until agreement was reached. Always
artistic merit was the overriding
factor.

1983 Grants

A research grant was made Lo
Melanie Cooper, a potter from Well-
ington who has recently returned
from advanced training in Australia,
Ms Gooper was granted $2,000 to
enable her to continue her investiga-
tions into chrome-tin pink glaze stains.
This research will enable Ms Cooper
to undertake new directions in her
ceramic work. Melanie Cooper im-
pressed the Crafts Panel with her
talent and her commitment to her
work in and teaching of ceramics.
They felt that she had a major con-
tribution to make in the area of glaze
research and hoped that her findings
would be made available through her
teaching activities. At this stage of
1984, Ms Cooper is well advanced in
her project having cstablished her
own workshop in the Wellington
suburb of Brooklyn, She runs classes
in glaze chemistry at the Wellington
Society of Potters.

Grants for major projects,
which involved preparing for an ex-
hibition of work were made to
Christchurch weaver, Margaret Fin-
nerty and to Auckland potter, Denis
O’'Connor.

Margaret Finnerty, received a
grant of $7,000 to enable her to work
for a year on a series of fibre
sculptures. Some of these have been
completed already and exhibited at
the Robert McDougall Art Gallery in
Christchurch. The series of sculptures
is to be further extended into works
for the Lausanne Biennale later in the

h
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Ceramics by Denis ) 'Connor.

year. Margaret Finnerty has also used
her grant to prepare work for a fibre
sculptural show at the Christchurch
Arts Festival in February 1984, She is
currently working with a local com-
munity church by designing panels
for the interior of the church in addi-
tion to spending time working with
pupils at a Christchurch country
school. In June 1984 she is to be the
guest exhibitor at the Aigantighe Art
Gallery in Timaru. In reporting to the
Arts Council, Margaret Einnerty wrote
“The grant has also meant time t©
read, research, design and think about
my own work and the direction it is
taking; to experiment and use
materials I could not previously af-
ford, as well as being able to par-
ticipate in school and community
activities with a view to extending the
artistic vision of the adults and

children that [ come into contact
with."”

Denis O’Connor received a grant
of §5,000 to enable him to prepare
work for a major exhibition entitled
“Songs of the Gulf’" which' is to be
shown at the Auckland City Art
Gallery and the Dowse Art Museum in
Lower Hutt later in 1984. Having seen
the preparatory work for this project,
the Panel regarded it as having the
potential to be one of the major
ceramic art works created in this
country. At this stage in 1984 the
work for this exhibition is nearing
completion and Denis O'Connor is
currently documenting the works to
prepare a catalogue for the exhibition.
The grant has enabled him to work
fulltime on this project and to help
with the costs of documenting the
PIECES.

Bode ey e
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Puriri Combs by Sandra King.

Other recipients of major project
grants to help them work during the
year and to establish appropriate
working environments went to San-
dra King, a woodworker from Kaeo.
Ms King is a young woodcarver who
impressed the Panel with her
meticulously crafted and well design-
ed puriti combs and small scale
sculptures. She explained that her
workshop was very simple and
therefore her production was ¢x-
tremely limited. The Panel felt that a
$3,500 workshop development grant
could help her to increase her produc-
tion and to explore new directions in
her work expecially by carving dif-
ferent types of wood and other alter-
ndative carvng materials. Ms King is
self-taught but has demonstrated that
she has a great potential to extend her
current carving practice. She has since
reported back to the Council that she
is experimenting with inlays at present
using Stewart Island paua shell and
that she has also begun making con-
tainers. Her workshop has been
reorganised to provide more efficient
working conditions.

Rick Rudd, and Auckland potter,
received a major special grant of
$4,000 to help him improve his work-
ing environment. The Panel con-
sidered Mr Rudd’s work to be of a
very high standard and that he has the
talent and commitment to continue
making a significant contribution to
ceramic practice in New Zealand.
Since his work is relatively slow to
produce, a grant has meant that he has
been able to obtain a more efficient
workshop in a shorter time than
would have otherwise been passible.

Grants for equipment werc
made to: Leo King, potter of
Auckland, who received $1,500 to
help him acquire and install a spray-
booth. Mr King is considered to be
one of the leaders in the sculptural
ceramic field and the Panel agreed that
a spray-booth was very necessary to
his work and to maintain health safe-
ty standards.

Ross Mitchell-Anyon, a poticr of
Wanganui, received an equipment
grant of $2,500 to help him acquire
a pug mill. The Panel felt that as one
of the younger generation of commit-
ted and promising potters Mr Mitchell-
Anyon merited supportt for his finely
controlled and distinctive work. A
grant at this stage of his career would
help him towards his professional
establishment,

Julie Petersen, glassblower, of
Marlborough received an equipment
grant of $3,000 to help her establish

Above: Set of 6 trivets. Bronze, Marion
Fountan,

Middle: Ceramics by Leo King.

Bottom: Margaret Finnerty preparing
installation for Robert McDougall Gallery
Exbibition

a hotglass studio. The Panel regarded
her as a promising voung glass artist
who after an apprenticeship with
Tony Kuepfer had the potential to
develop into a successful, professional
glass blower. They hoped that her
studio in marlborough might attract
other glass blowers to that area. At
present the glass studio is under con-
struction.

Joss Vos, tapestry weayer of
Karamea, received an equipment
grant of $2,500 towards the construc-

tion of a large scale tapestry loom. Ms
Vos was trained in the traditional
European tapestry techniques and she
is willing to undertake major comimis-
sions and to train others in this craft.
She is currently working on a large
work designed by an artist from
Westland,

A group of Auckland potiers,
Harold Barton, Paul Christian,
Lynda Kerr, Adrienne Patterson,
Victoria Smith and Brett Smout,
received an equipment grant of
$2.000 for the construction of a salt-
glaze kiln which they will communal-
ly use. This kiln is currently under
construction,

Overseas study grants were
made to, Marion Fountain,
bronzecaster of Auckland, who
received a grant of $7,000 to help her
to study methods of bronzecasting in
small foundries in Africa, Asia, Europe
and the U.S.A. Ms Fountain's work im-
pressed the Panel and they felt she
could only develop her talents further
by travelling abroad, since she has ex-
hausted the possibilities for study
within New Zealand. Ms Fountain has
been asked to prepare a report on her
investigation for publication on her
return from her travels.

Howard Tuffery, woodworder of
Taranaki, received a travel grant of
$5,000 to enable him to study wood-
working with Kevin Perkins in
Tasmania and to visit other wood-
workers in Australia. Mr Tuffery has
reported back that he has had great
benefit from this trip, which is still
under way. he has met up with other
woodworkers who would be in-
terested in coming to New Zealand to
share their knowledge including
American woodworker Jon Brooks.

John Shaw, a woodworker of
Nelson received a grant of §7.000 to
enable him to attend a year's course
in woodworking with James Krenov
at the College of the Redwoods in
California, The Panel felt that Mr
Shaw's talent and commitment were
particularly outstanding and that he
had the potential to make a major
contribution to woodworking
developments within New Zealand,
John Shaw will be leaving New
Zealand later this year to take up his
study grant. :

Applications for grants under the
1984 Annual Grants to Individuals
Scheme close on 24 August 1984,
Details of the assistance schemes can
be found in the Funding Guide which
is available on request from the Queen
Elizabeth 11 Arts Council, P.O. Box
6040, Te Aro, Wellington.
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TEXTILES
ABROAD

With the assistance of a study/travel grant from the Queen Elizabeth II Arts Council Margery Blackman
spent eight and a half months overseas during 1983 visiting Australia, Egypt, Turkey, Great Britain,
Switzerland, France, Norway, Sweden and the USA. Her aims were to extend her knowledge of historical
and cultural aspects of textiles, to see the work of contemporary craftspeople, to become better inform-
ed about teaching programmes in textiles and to learn new skills in her own field of woven tapestry.

Textile History

The 4th International Conference on Oriental Rugs took place in London early in June. Distinguished scholars in
the fields of archeology, anthropology and textiles lectured on aspects of pile and flat weave rugs and several impor-
tant concurrent exhibitions were presented. Outstanding among these was the contribution of the Arts Council of
Great Britian at the Hayward Gallery entitled “The Easter Carpet in the Western World 15th-17th Centuries’”. Rugs
from museum and private collections in Europe and America were superbly displayed and the exhibition included
two remarkable recently discovered rugs from the vaults of the Pitti Palace in Florence.

The Victoria and Albert Museum has a large and easily accessible textile study collection and in the Tapestry and
Islamic Galleries many textile masterpices are on permanent display. Their summer lecture programme strongly em-
phasised textiles and covered a broad range of topics. Study days with the recently formed Textile Society I also
found very imformative. In France, at Angers and Paris direct experience of the most important collections of 14th
and 15th century tapestries was revealing and memorable.

.] é The Plane Doubly Torn 1983, 5x5x 7m (weaving and own technigue).
Meatgorzata Kaminska-Skibea (Poland). 11th Lausanne Biennale.

A different aspect of my museum study work which
I found particularly rewarding was to examine collections
of Maori cloaks. Among some early cloaks I observed in-
teresting structural variations in the taaniko borders which
add to the design possibilities of the technique. These
structural features appear to be unrecorded and I am con-
tinuing this study with the aid of photographs and by
reconstruction of details. One outstanding and unique
cloak was collected by Joseph Banks on Cook’s First
Voyage. 1 had the privilege of looking at this in the
Ethnographic Museum in Stockholm. I saw other cloaks
of interest in London, Oxford, Liverpool and Philadelphia.

Exhibitions

In London, at the Crafts Council’s Gallery in Waterloo
Place and at the British Craft Centre in Earlham Street,
I enjoyed a range of exhibitions of contemporary crafts.
In the textile field lively use of pattern, colour and
materials was most evident in knitwear. In recent years
both hand and machine knitting have been included in
many art college textile courses and their graduates, along
with others whose backgrounds range from painting to
fashion, are making significant innovations. Kaffe Fassett,
with his infectious enthusiasm has for more than fifteen
years encouraged exploration of this simple and endless-
ly adaptable technique. I was fortunately able to attend
a short workshop on design and colour in knitting with
Kaffe and his co-worker Zoe Hunt,

Textile Students

The Degree and Diploma shows of a number of art col-
leges enabled me to see something of the range and quali-
ty of work currently being taught. Staff and students were
usually present and I took the opportunity to discuss with
them the nature of their courses and the employment ex-
pectations of the students.

There are positive moves in Britain to encourage the
better use of the talents of young designers and craftspeo-
ple. For example, a large exhibition entitled “Young
Blood — Todays Young Designers — Tomorrows Way
of Life”, featuring work by students and recent graduates
from 60 colleges of art and design was presented, with
associated seminars, at the Barbican Art Gallery from
November 1983 — January 1984.

Also the Crafts Council is planning a seminar to take
place at the Victoria and Albert Museum in October 1984
which will encourage closer co-operation between the
craftsperson producing functional textiles and manufac-
turers and retailers.

Tapestry Workshops

More directly related to my own work I attended two
summer schools. At the 10 day Summer School of the
British Association of Guilds of Weavers, Spinners & Dyers
I studied free-wrap tapestry techniques with Tadek
Beulich. At West Dean College in West Sussex I advanc-
ed my knowledge of traditional tapestry with Joan Bax-
ter and visited an important exhibition entitled “Attitudes
to Tapestry”. It was organised by Ann Sutton in
Southampton University's John Hansard Gallery. This
wide ranging exhibition clearly demonstrated some of the
problems facing tapestry workshops which interpret other
artists’ designs. The patronage frequently only exists for
“name’’ artists’ designs and despite the undoubted inter-
pretive and technical skills of the weavers a convincing
finished work does not always result. Such work con-

trasted sharply with that of designers/weavers where the
conception and execution are the work of one person
who thoroughly understands the advantages and limita-
tions of the medium. Marta Rogoyska is one artist whose
work I found impressive at this and other exhibitions.
Throughout my time away opportunities to meet with
both individual and workshop tapestry weavers were
most valuable. I had useful discussions about common
problems and was able to measure my own work
alongside that of others.

Lausanne Biennale

The 11th Biennale of Tapestry entitled Fibre/Space at
Lausanne in Switzerland could be better described as a
Fibre Art exhibition. It was the first Biennale with a set
theme. For those familiar with the catalogues of previous
Biennales and the two large art fabric books by Mildred
Constantine and Jack Lenor Larsen it was a fairly predic-
table exhibition with few works reflecting new directions
in fibre art. It was valuable to experience directly the
works many of which were quite beautiful in their
simplicity and mastery of technique. However, other
works appeared to disregard the theme and pretentious
statements in the catalogue are of little value if the works
don’t challenge and stimulate, I wonder if it was the selec-
tors who were partly responsible for a rather passive
event. Several important fibre artists known for the depth
of their artistic intellect such as Abakanowicz and the
Jacobis were not represented at the 11th Biennale.

I think it is very important that the QEII Arts Council
should continue to encourage craftspeople to study
overseas, We are frequently urged to draw on the sup-
posedly unique qualities of our New Zealand experience
as a basis for development but unless we have understan-
ding and experience of the historical and cultural basis
of our craft we are unlikely to realise fully our potential
and meet international standards,

Margery Blackman

Sachiko Morino, Japan. Rope construction: Future town, 1953,

Knotted synthetic fibre. 1" x 122"

X & Lausanne Biennale.













































