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Soapbox
James Bowman offers several valuable marketing
suggestions.

Letters to the Editor
New Faces

New Faces aren’t just faces you should have to get used
to, as Bob Bassant found out when he reviewed the first
exhibition of new and upcoming talent at 22 The Terrace
— the Crafts Council Gallery.

Robert Shay — Cowboy Ceramist

Ray Thorburn backgrounds the American Artist in
Residence at Wellington City Gallery.

Top Awards for Wool

Raewyn Smith and Mary Alice Arthur report on the 1986
Wool Board Awards — a new three-way joint venture.

A Flair for Flamboyance

Jenny Pattrick meets Kerrie Hughes, designer and maker of
dramatic one-off garments.

Kate Wells — Tapestry Artist

From draughting cadet-wardrobe assistant, proof
reading and many other non-esoteric occupations to
designer and maker of fine tapestries, a profile of a
young and shining talent by Bob Bassant.

Battling with Pohutukawa

lan Lambert describes his efforts to stabilise this
beautiful but cantankerous wood.

Lee Anderson — Knitwear Designer
Photographing Craftwork

Tony Whincup brings us the second of twe articles on
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oapbox

From time to time crafis people are reminded that there is more
involved in living from one’s craft than just producing the work.
There is, for example, all this business of selling wlﬁﬂ oHe pro-
duces and a good deal of that involves marketing.

But marketing what:

Certainly the work we do, but it's important, too, to market
ourselves — through the quality of our work, the service we give,
attitudes to ourselves and to our contacts,

OFf course the same goes for the Crafts Council. It helps market
itself (and New Zealand craft work) by projecting a positive image
through the quality of its new Gallery. Praper]qy j{rrcd out, in a
venue which doesn’t ask people to squeeze their way up narrow
stairs, it is a handy tool in marketing New Zealand crafts and our
Crafts Council.

The magazine, too, reflects credit on the Crafts Council and
both these “quality performances” give great assistance in the mar-
keting of bath the Crafts Council of New Zealand and the crafts of
New Zealand. :

Yet there is one marketing aspect which could do with a boost —
and that'’s the matter of posters.

To be fair, I have to admit here that I haven't researched this
matter at all but simply noticed that in my wanderings around this
city (Wellington) and this country, the number of posters market-
ing New Zealand crafis and our g rafts Council which I have seen.

Not a lot, in fact!

What 1'd like to, see is a series of posters showing the finest
examples from New Zealand crafis — posters which can be bought
(from the Crafis Council, museum shops, craft shops, galleries) to
give as gifs, to frame or mount or post overseas — posters which
are simple, s:rr’king and well produced. It's a way of marketing
New Zealand crafts and our Crafts Council, ;

Perhaps we should take a ;‘eaf{}ur of the Australians’ book. In
that country the various state crafts councils produce colour post-
cards and posters marketing the Australian craft “scene”.

Make it an economic package by all means, not a handour.
Tourisin does it, individual gallevies do. Can we?

Surely, ifthis isn’t being done we, the crafts people of Godzone,
have much to gain from helping our Crafts Council add one more
string to its marketing bow.
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LETTERS TO THE EDITOR

Professional
Ethics

A situation has developed about
which I would like to

1) air some of the thoughts that
came from a discussion among
crafts people, and

2) solicit the comments of those
who read this letter,

In the past many have
parroted a course or lecture of
overseas guests we are unlikely
to see again, especially if they
can only teach a limited number
of people on a trip. In fact the
Spinning, Weaving and

oolcraft Society have even
used the crieria of “one person
from each district” to fill a
course so the information can
be spread around later by those
attending the course. The QEII
Arts Council has used “those
who can spread knowledge of
research in the form of
teaching .. " as a criteria for
those who receive large grants.
This may be fair enough.

But currently more and more
self employed New Zealand
artists are taking to the road to
teach and sprca§ the experience
of their work and research.
They are capable, and keen to
share their notes and “secrets”.
They may even count on a
teaching tour of each island to
supplement their income as
craft workers.

As any teacher knows, it
takes a considerable length of
time to develop a course, and
perhaps a considerable amount
of money to set up notes,
course pﬂnninﬁ, samples,
equipment, and supplies. This
should be appreciated. Classes
may seem expensive, but for
someone to reteach a course
that was obtained from
someone else, to “do it
cheaper”, even to the extent of

_photocopying notes that have
gccn distributed in good faith,
seems a breach of ethics.

It may be one thing for a
working professional to
assimilate knowledge from a
class and incorporate techniques
and eccentricities developed by
another artist into his/her work,
but quite another for a glib,
competent, perpetual course
taker/cum teacher to regurgitate
a course as soon as the teacher
has left town.

There are those who are
teaching from the provided
notes of teachers, and as
word-for-word as they can
remember, and not from
overseas artists, but from our
own local New Zealand
teachers who are willing to
return year after year and teach
a subject in which they have
become expert. They are now,
perhaps more often than before,
counting on “return business”,
and unlike regurgitators, can

give us the benefit of their
continued research in the field.

The NZ Spinning, Weaving
and Woolcraft Society has a
circulating list of
spinning/weaving teachers who
will travel. More and more we
see ads from teachers “on the
move”, and [ believe we should
think twice before we accept or
condone classes that are taught
by “professional regurgitators”

If respect is not maintained,
our high quality tutors may
decide not to pass on
knowledge, and we will all be
the worse for it.

Pam Frahm
Monaco, Nelson

Dealer Gallery

We would like to say thank you
to your “Soapbox” writer
(Summer ’85{] Edith Ryan, for
her interest in the possibility of
a “Dealer Gallery” for
craftworks. | can now say "Yes
Virginia, there is a Santa Claus”
because there is such a gallery,
operating very successfully in a
small tourist town — Akaroa,
Banks Peninsula.

Owned and operated by my
husband — a woodturner —
and myself — knitwear designer
— we take our Craft Gallery
very seriously. All our suppliers
are very protessional in both
quality and attitudes, and we
take the responsibility of
promoting them and their work
to the public,

We insist on knowing how
an article is made (professional
secrets excepted) so that the
customer is able to choose an
item along with all the
knowledge required to make an
appropriate decision. We
consider it important to give
the craftworker feedback —
good and bad — from
customers’ comments, without
attempting to influence the
craftsperson in any way. What
he/she makes is totally their
choice in the end.

We feature one craftsman per
month in an exhibition area —
sometimes a new artist;
sometimes a new shipment
from one of our regulars. All of
our people work to a
consistently high standard and
we display their work to reflect
that quality.

We have no “specials” or
“bargains”. We also have no
work that does not sell, nor
work that is “hard to move”.

We would consider we fit the
description in the article, and
agree that it is definitely better
for both artist and gallery to
work in the manner discussed.

Raewyn Oliver
The Artisans’ Gallery, Akaroa

Goodly Jewellery

I think the time has come for
somebody to come up with a
new word or term for those
items which are presently called
jewellery, and wEich, to my
mind, are not. | refer to those
pieces of highly impractical and
unwearable art which seem to
be the “in" thing to make these
days. 1 feel the word jewellery
should be reserved for work
which can be comfortably worn
and which is practical for the
wearer's lifestyle and doesn't
impede or inhibit their
movements in any way. It
shouldn’t (in my opinion) jag,
scratch, prick or be so absurdly
impractical that it interferes
with the daily business of
living. Nor should it weigh half’
a ton (or tonne, in these metric
days) and cause dangerous
curvature of the spine as it
hangs from the neck of the
wearer. To my mind, a piece of
jewellery should become a
specially loved personal
talisman, worn like a second
skin, to delight, enhance and
comfort the wearer.

If, it is argued, that the
making of this avant-garde
work 1s to tell you more about
the maker’s thinking than about
the wearer's pain threshold,
then I'm not sure (as a woman)
that 1 feel at all comfortable
about this. A piece illustrating
this that comes to mind is
pictured in the book New
Design in Jewellery by Donald ]
Willcox on page 114, an iron
breast-piece h?- Poul Havgaard
of Denmark. It is an object of
interesting shape designed,

resumably, so that the naked

reasts of a woman protrude
through the holes. I like my
breasts and, luckily, I'm blessed
with a goodly pair. They give
much p%easure to my husband,
and they usefully suckled and
nourished my three children,
and [ can’t think of anything
more frightening than
imprisoning my bosom in those
jagged pieces of torched iron.
Look at this way. The majority
of jewellers seem to be men,
with a great deal of their work
being ostensibly designed and
made for women to wear.
Now, all you men, pause a
minute and think how you
would honestly feel about a
piece of “'cweﬁery" made by a
woman, that was a ragged,
jagged, sharp nut-crackery
thing, sticking up, out, in and
all-over that was designed to be
worn around your entire male
genitalia. Would you not feel
threatened, intimidated and
uncomfortable by such work?
Would you not resent the fact
that the maker’s intention
would be to cause physical pain
which would curtail and inhibit

your movements and lifestyle
and be so darned uncomfortable
to”wear that if you did tr
wearing it, it would shred you
into ribbons in a tender place
(however stylistically pleasing
its shape)? Would you not also
feel a bit uncomfortable about
the maker of the piece and their
feelings towards you, and

would you not wonder why
they should want to make such
work?

So how about somebody
coming up with a good
non-provocative,
non-threatening name for this
type of work, which, whatever
else it is, certainly isn't
jewellery!

Biddy Fraser-Davies

Enamellist and Metalsmith

previously published in “Details”
newsletter

Craft Bookbinding

Bookbinding is one of the most
ancient of crafts and therefore it
seems a great pity that as a
hand craft it appears almost
extinct in New Zealand.

In a machine age the book
commercially has almost
degenerated to a mass produced
paperback. It is probably only a
matter of time until the craft of
hand binding will be lost. In
fact the number of people
qualified by overseas training
and experience working in this
field could be counted on one
hand in New Zealand.

Certainly anyone qualified in
book restoration would be very
hard to find outside of
institutions such as National
Library etc.

The craft has seen a revival in
Australia in at least four states
over the last ten years with craft
guilds being formed and a
steadily growing membership.

Trade apprentices receive
formal training at the various
technical colleges and institutes
but there does not appear to be
anything in the way of tuition
for the hobbyist.

I took up binding as a hobby
with a view to having a
retirement interest and found
that learning from books as best
as one cuulg was the only way.

The writer would very much
like to hear from anyone doing
craft binding, interested in
doing it or who can give
addresses of craft binders.

John Sansom

4 Alnack Place
Torbay, Auckland 10




EXHIBITION REVIEW

New Faces aren’t just faces you should have to get used to, as
Bob Bassant found out when he reviewed the first exhibition of new and
upcoming talent at the Crafts Council Gallery.

New Faces

““You are invited to the opening of
this exhibition featuring the work of
13 new and exciting craftspeople” —
thus read my invitation.

I went along prepared to be
pleasantly surprised. I expected to see
work with a greater degree of original
“content” and with less cvidence of
technical skills than in an exhibition
of more experienced artists.

But now — several weeks later — 1
have difficulty remembering what
was there, confirming for me my
initial reaction to a fair bit of work on
display — “not very memorable”,

The exhibition was the first
introduction of New Faces in the
Crafts Council’s own newly opened
Gallery. It was certainly not too
much to expect an exhibition of no
less than stunning originality — a
“Brave New World” attempt at a kick
in the teeth of the craft establishment.
But to be even the least bit
enthusiastic about some of the pieces
on show would be encouraging
craftspeople to be banal anflnediocrc.

What we had, in effect, was a truly
mixed bag with several good points.

Brian Gartside was concurrently
exhibiting in the Specialist Gallery as
a complement to New Faces. His
devil-may-care vivacity was lacking in
the majority of crafts on show in the
main exhibition, except perhaps in the
work of Nicky Jolly — one DE the

Above: “Pacific Peace Pot” 30x33cm.
Below: “Cubist Nudist” 30x36cm.

SR
NICKY JOLLY, Potter

In 1980 Nicky worked as apprentice
potter with Peter Lange. The following
year she joined “Potters Arms”
co-operative, working mainly in domestic
ware. In 1982 she received a QEII Arts
Council grant. In 1983 Nicky spent a
year at the Otago Polytechnic’s ceramic
course specialising in the making of
sculptural raku preces.
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NEW FACES

DOUG MARSDEN, Bone Carver.
Self taught though guided by well known
bone carvers Stephen Myhre and Owen
Mapp. Doug is concerned with good
quality workmanship and feels that
carvings should retain their strength and
beauty over the years of wearing and
touching.

Below: Dean Hutton — Head Piece and Neck

Assemblage.
Right: Doug Marsden — “Sperm Whale”. Whale

Bone and Ivory.
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DEAN HUTTON, Leatherworker

Although receiving no formal training
Dean has a background of drawing,
painting and scuﬁ;mre and the progression
to leatherwork felt a natural conclusion.
Here he received a lot of support and
advice from Darryl Rothery
(Leatherworks — Wellington).




NEW FACES

most experimental and explorative of
the New Faces. It comes as no
surprise to learn that she has worked
some time alongside Peter Lange.
Her work reminds me a lot of the
new trends (Post Modern) in art and
architecture — displaying a gutsy
arrogance in the rejection ofg
traditional craft values — the

statement is all. Jolly’s work moves
or extends into two areas — her
sculptural pieces showing an
over-riding Pacific-Ethnic influence,
and her free form — round based —
folded in and folded over pots,
relatmg to contemporary sculpture,
Western oriented.

The “Cubist Nudist” and “Maori

JENNY BARRAUD, Silk Dyer
Lifelong interest in fabric and fibre,
embroidery and creative knitting led to a
batik course in 1983. Presently her
preferred medium is hand painting on silk
using wax resist. Her silk scarves and
stoles have been exhibited in Nelson,
Queenstown and Wellington.

Girl Torso” wall reliefs are the totally
free sculptural forms indicating a
direction her work may take
eventually. Her work is eclectic, but
brave and uncompromising. This
talented artist is certainly one of the
New Faces to watch.

Dean Hutton'’s experimental pieces

of body adornment, Leatherpieces

Above: Jenny Barraud — Hand Painted Silk Geor
1 Jenny Barraud — Hand Painted Silk Crepe de (’_g7
2 Andrew Thompson — Vase and Pots.
3 April Pearson — Pot-Flowers,

ette Shawl,
“hine Evening Coat.

NEW FACES

ANDREW THOMPSON, Potter

Began potting in Australia where he
completed a two year course at East
Sydney Tech in 1983. In 1984 the
Auckland War Museum purchased one of
his pots from the Auckland Studio Potters
Annual Exhibition for their permanent
collection.

LINSAY MERRYLEES, Weaver

In 1981 studied at Elam School of Fine
Arts before travelling to Mexico on an
exchange programme. In 1984 she
attended the weaving course in Nelson and
is now studying the Textile Design
Course at Wellington Polytechnic.

with piercing rods, Feather and
Bonds — have the kind of decorative
quality more commonly associated
with the post-Punk culture. Haute
couture is always in the process of
taking over that which is marketable
in a much broader sense, and in this
respect Dean’s work acts as the right
kind of catalyst. Hutton’s work fairly
belongs in the new vogue era of
Debra Bustin’s installations and the
three-dimensional craft added works
by Carole Shepheard. It’s fun and
refreshing; I particularly liked his
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Detail: Hand Dyed Wool Blanket.

headpiece and neck assemblage.
Staying with body adornment for a

while, I am not very receptive to
{lcnny Barraud's way with colour in

er handpainted silk evening coats.
To me the complementary hues of
blue and yellow and the Oriental
black and red worked best, but it’s
good to see someone attempting to
paint on silk and breaking the all too
prevailing craft dyeing mode of
amorphous swirls of colour, often
employed to hide a lack of design and
drawing ability.

Wallhanging 23x46cm.

Colours in Lynsay Merrylees’ hand
dyed blankets are glorious — there is
no craft pretence about her work —
these blankets just are. Evident is a
real understanding of the medium; the
guality of wool, the beauty of colour
and their mutual interaction.
Merrylees works from well informed
references in a true professional
manner.

And finally several potters of
various ilk — I have seen Andrew
Thompson’s work quite a bit and I
can’t leave it without mentioning that

7




NEW FACES

GLEN BROOK-ANDERSON,
Potter

Attended pottery courses in 1982 with
Bromwynne Cornish, Barbara
Hockenhull, Brian Gartside. Further
study at the Otago Polytechnic, 1 year
ceramics course in 1983 led to her lea'ng
part-time tutor in ceramics at Otago
Polytechnic.

Glen Brooke Anderson — Cylinder Form
120x140mm.

EMMA FOOTE, Fabric Artist.

Attended Resist Dye Workshop with
Carole Davis. This lead to working as an
apprentice with Carole Davis for 12
months aided by a QEII grani. Emma’s
inspiration comes from what she sees
around her — particularly people. Her
present priority is to study form, progress
i fabric design and resist dye work.

Emma Foote — Wallhanging.

just as much as I would like to be
entirely positive in my evaluation of
his work — [ find it difficult coming
to terms with the green-blue he keeps
on using. They are, within this
context, rather disembodied colours
of an icy luminosity whose shock
value has by now worn thin. When
broken by surface textures the
decorative quality of it comes rather
as a relief.

Glen Brook Anderson provides us
with some finely crafted pots,
Eraphically a throw back to the fifties,

ut the understanding of the medium
and colour manipulation is always
apparent. A tall vase has a diagonal

ouble line balancing against the small
multi-coloured triangles — a real
tightrope trick on a three-dimensional
object with parallel edges!

Studied with Doreen Blumhardt at
Wellington Teachers” College and with
Agnes Smith in Wanganui. Has attended
classes in recent years with George Kojis
at the Wanganui Community College
where she is now a part-time tutor.

April Pearson’s landscape pots in
the colours brown and grey have a
solidity and carthiness about them,
relieved in her strongest work by
precise linear detailing of an amazing
dexterity. This laid over detailing gets
absorbed in the edges of the
dome-like pots no matter from which
angle you look at it. This reinforces
the three-dimensionality instead of
weakening it, a problem few potters
past and present have not been able to
overcome. Fine work of great
presence in the more traditional
mould of utility pots.

Maybe in retrospect, the parts were
better than the whole — in some
respects anyway. It’s just that in our
multi-media society the word “new”
seems so much harder to qualify.

Some of the work on display was
too much concerned with would-be
innovation — perceived by the
non-initiated to be part of the New
Craft aesthetic. But in truth neither

reoccupation with innovation, nor
Ecing mesmerised by Art
Nouveau-Deco and other styles of the
past 1s what craft aesthetic — new or
otherwise — is all about.

What is lacking in this exhibition is
aesthetic sensibility and sound design.
Awareness in an art-design-craft
historical context, e.g. not having
been exposed to truly “significant
form” in a contempory sense. Many
of our younger craftspeople seem to
be perpetuating (and 1mitating)
fashionable attitudes and conventions
from less than recent craft media
heros without being aware of the frue

MICHAEL MACMILLAN, Bronze
Sculptor.,

Works as potter/sculptor. First bronze cast
in 1983 and like sub};equenr sculptures
features the human figure. Each work is a
limited edition, using the latest techniques
in mould making and bronze casting.

historical and contemporary roots or
heroes if you like.

Some of the work was self evident
in this respect. In fact it hardly
warranted inclusion in a “New Faces”
cxhibition. As a teacher of design |
come across this regrettable lack of
awareness among my own students
through not having been exposed to
the real aesthetic issues — art
historically or otherwise.

On the other hand if the desire to
be a famous individual finds no
alternative than probing in
unchartered territory without any
educational guidance at all — so be it.
But the reviewer will be left to
ponder the question.

As informed opinion is necessary to
establish critical standards, will the
newly formed Regional Craft and
Design Courses take up the challenge?
I hope they do have the vision and
resources to do so, otherwise the
“New Faces” exhibitions of the future
will present nothing more than
recycled “Old Faces”.




PROFILE

Ray Thorburn backgrounds the American Artist in Residence at
Wellington City Art Gallery.

In 1980 I reviewed the Ohio State
University, College of the Arts,
Faculty Exhibition (Columbus Art, Vol
1, No. 13). In it I commented “Bob
Shay’s delightfully funky clay boot —
his response to the peon taste of
Mexico, completes this coterie of
autobiographical art..” In retrospect
my first formal response to Shay's
ceramic boot, complete with fishing
fly attachments, touched upon the
very essence of his art — a deeply felt
spiritual identity with the ethnology
of the South Western rim of America,
the desert and its cultural history.

Shay’s ceramic art in another sense
is also autobiographical. It is a
personal record of countless journeys
m his Chevy truck, into the heart of
America, where every rock can tell a
story; where few white folk ever go.

I knew Bob’s work quite some
time before I met the artist. At that
time my impressions of the person,
based on his art, were of a
rough-hewn cowboy, a studied copy
of tﬁc nonchalent dude on the
“Marlboro” billboard I passed on
Route 33. I imagined somebody who
pounded clay into post-pop forms,
who cocked a snoot at £shion. taste
and anything that society held to be
precious. A%(ind of Jim Knutt
(Chicago Mad School of Art) of the
mid-west. I was only partially right.
For whilst Bob was still a Broak%yn
boy with a buried Kojak accent,
conceptually his art had escaped the
West Broadway of the sixties, to find
its roots in the culture of the desert
via Madison, Wisconsin-

Even as a post-graduate art student
at the University of Wisconsin, he
was a maverick, who was encouraged
to explore beyond the confines of
conventional hand-built procedures
and practices. It 1s, therefore, not
surﬁrising that ever since student days
he has continued to kick over the
traces of convention, experimenting
with outrageous combinations of
materials. He is not a potter. Today
his art is a slag heap oF waste

Robert Shay —
Cowboy Ceramicist
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1 “River Rouge”

Slipcast Earthenware. Multiple Fired. U.S A.

1983,
2 “Niche”

Earthenware. Multiple Fired. N.Z. 1986.
3 “Disks”

Slip Cast. Multiple Fired. N.Z. 1986.
4 “Run a Red”

Earthenware. Multiple Fired. N.Z. 1986.

products, combined with clay and
fired up to a dozen times. The results
are a brilliant, sophisticated, if
somewhat sacriligious testimony to
his cowboy ceramic credo.

Cowboys are range riders, people
of the land. Consequently Shay, not
unlike potters in New Zealand,
passionately identifies with landscape.
His landscape however is not the rich
lush growth of New Zealand, but the
tundra of the American hinterland,
where time is frozen and space is
infinite.

[t is not surprising, therefore, that
students at the Wanganui Regional
Community College, 1986 Summer
Art School, readily identified with his
feelings for ecology and the
environment. In his first slide lecture,
he talked of rock columns that made
arches in the sky, canyons that
housed ancient Indian communities,
holes in the earth that exposed its

core, burning colours, frozen
reflections, peasant walls cracked and
peeling — a collage of influences that
are also close to the heart of New
Zealand’s pottery traditions.

However, once the teacher had
captured his audience, he stretched
their imagination and shook their
foundations built, for the most part,
on Leech and Hamada, with pictures
of clay boots with feathers and
fishhooks, bawdy signs, concrete
wigwams, tinsel coloured slabs and
clay cylinders cracked and bleeding,
stuffed with glass. All either sources
of ideas or artistic outcomes. The
roots of Shay’s ceramic art are not
only to be found in the desert
landscape, but are also sown in the
bright lights and disposable world of
Main Street U.S.A.

Despite all of the problems
associated with settling into a new
country, a strange studio, plus
workshop and seminar commitments

1




1 "Hurricane Drops”

Earthenware. Multiple Fired. N.Z. 1986,
2 “No Cheap Shots”

Earthenware. Multiple Fired, N.Z. 1986,
3 “Cut Throat"”

U.S.A. 1985,

from Christchurch to Auckland, in a
remarkably short space of time Bob
was at home. In fact, as Ann Philbin
pointed out in the Wellington City
Art Gallery catalogue, within
twenty-four hours after arrival, Bob
and Jim Greig (co-exhibitor) were
collecting river rocks in a bush-clad
canyon near Jim's home in the
Wairarapa, as if they had known each
other for years, Interestingly, when
Shay and Greig's artworks joined
forces in the Wellington City Art
Gallery, they more than
complemented each other, they were
bound by a power that was much
more than their considerable physical
presence or aesthetic quality.

The real test however was the
on-again, off-again arrival dates of the
works Shay had shipped from
America in ample time for the
olr:u:nin of the International Festival
of the Arts exhibition, in March. No
sooner had he settled into his

Earthenware, Molten Glass. Multiple Fired,

residency and begun work in the
Eastbourne Studio Workshop, did he
learn that the American works would
not arrive in time for the official
opening. A less together person
would have probably thrown in the
towel in despair, Not Shay. Faced
with a major exhibition opening in a
month, he quietly set about the
colossal task of producing a complete
show from scratch.

Frantic he might have felt, frenetic
the pace, but he still has time for his
friends and the many strangers who
called by his studio for a chat and
some advice.

The outcome of this hectic period
was a body of work entirely
produced in New Zealand that took
your breath away. Bob’s comment to
me was; “There were at least six
pieces in the show that were as good
as anything on the water.” It
therefore was very appropriate that
Paul Cleveland, United States

2

Ambassador to New Zealand, in his
opening address, should speak of
Robert Shay in glowing terms, as an
important ambassador for his country
— a true professional.

Inevitably Shay’s work has
attracted a great deal of attention and
a lot has been written. However,
having sketched a picture of the
person, I cannot complete the portrait
without reference to his work.

His misfortune was our gain, for
rather than getting an exhibition of
American work supplemented by
pieces done in New Zealand, we got
two separate exhibitions: firstly the
New Zealand work, followed by the
American. A bonus indeed, for 1t
provided the opportunity to observe
progress.

At first glance the influence of the
New Zealand experience was not
obvious. Yet all works in the first
show were shaped by the availability
of material, working conditions, size

and type of kiln, ete. Conceptually,
however, the New Zealand
experience will take a much longer
time to germinate and take seed. |
well recall Bob talking about a
shopping expedition to Paraparaumu
to buy ceramic supplies, where he
discovered something labelled
coloured aggregate. “That’s typically
Kiwi,” said the maverick, so he
promEtly purchased a quantity, took
it back to the studio and mixed it into
the clay, without the first clue as to
the likely result when fired!

Far from being irresponsible, the
freedom to experiment outlandishly
with materials stems from his
umbilical connection to the land, a
knowledge of ceramic chemistry,
years of similar experiments and
above all else a finely tuned capacity
to respond creatively to new
experiences. More than any other
single factor, [ believe it is Shay's
creative abilities that make his work

1 “Taes”
2 Slipeast Earthenware, Multi Fired. U.S.A.
1985,

stand out from the mass of competent
technicians that abound in America.

A self-confessed closet painter, he
uses glazes like an abstract
expressionist, building up layers of
iridescent colours and textures, cach
separately fired, until the final image
glows with the ordered richness of a
Hans Hoffman painting. Hoffman,
coincidentally, was the doyen of the
New York School of Abstract
Expressionism, when Shay was
growing up in the same city.

It nevertheless would be misleading
to leave the impression that his work
was wildly gestural in the manner of
Jackson Pollock for example. Shay's
work, although eclectic, is very
controlled with each mark or gesture,
each layer carefully considered in
relationship to the total form.

When the American pieces were
finally displayed, Festival-goers were
richly rcwar{}/ed‘ Each piece deserves
comment but this is not a review, so
much as an insight into the artist and
his ideas. Therefore I will confine
myself to two works that exemplify
his approach.

“River Rouge” 1985 is a slipcast,
marblised, earthenware vessel with
perforated hollow walls. It resembles
crusty flakes of parched earth, that
over time have peeled away, hinting
at further layers hidden beneath the
surface, The piece suggests a totemic
emblem of ancient peoples, unearthed
and given a contemporary dustin
On the other hand, “Rouge Roya
1983, a slipcast earthenware,
multifired vessel, is unmistakably a
high tech example of contemporary
ceramic art. Rich in colour, with a
fiery orange-red glaze dripping down
the edge, 1t shimmers in the light,
broken by silver metallic squares
diagonaily “painted” into the surface.
In fact all picces in the exhibition
were a creative delight.

Wellington has indeed been treated
to a festival of ceramic art, which I
am sure will be talked about in
pottery circles for quite some time to
come, certainly until Bob and Elaine
Shay come back. The impact of their
New Zealand experience was such
that they are very keen to return in
1988 and take up a residency in any
New Zealand technical institute,
offering craft design as a full-time
course of study. Come back
Columbus cowboy — | and others
want more of your particular brand
of art heresy.

"
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AWARDS

Raewyn Smith and Mary Alice Arthur report on the 1986 Wool Board
Awards — a new three-way joint venture.

0

Awards
or

Wool

“The Premier Award”

Lee Andersen — Pam Elder — Beverly Eriksen.
Kuitted and Woven Jacket, Woven Skirt with
Knitted Trim, Knitted Batwing Jumper.
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AWARDS

1 “The Premier Award”
Knitted and Woven Jacket.

2 “Excellence in Design
Award”

Jane Mabee. Long Jacket
with Cape Collar, Dress and
Beret.

The inaugural “New Zealand Wool
Board Design Award for Handcrafts
in Wool”, presented at the recent
National Woolcrafts Festival in
Tauranga, represents the start of new
initiatives for the woollen handcrafts
industry in New Zealand.

In 1985, as part of a redefinition of
its woolcraft sponsorship, the New
Zealand Wool Board proposed new
developments in the woolfcraft
industry aimed at furthering the
standards of excellence and design in
New Zealand handcrafted woollen
products.

“We felt that the woolcraft industry
has an important future in New
Zealand and that it should be the
Board’s policy to nurture and support

developments in that industry,
especially in the design field,” says
Bill Rushworth, Manager of Apparel
Products for the Boarf

The New Zealand Spinning,
Weaving and Woolcrafts Society and
the Crafts Council of New Zealand
were invited to assist in formulating
and administering the new award.
The decision was taken to recognise
two major elements of wool
handcrafts: fashion and art, with
awards for each in alternating years,

Setting the standards

After jointly setting the standards for
the award, the three organisations
worked extensively together to
administer and judge the entries. The

Woolcrafts Festival was chosen as the
highpoint: a perfect vehicle for
presenting the inaugural awards — a
premier award for Excellence in
Design in Fashion worth $2,000, and
a secondary award for Excellence
worth $1,000.

Four judges were appointed on the
basis of their technicaf and fashion
backgrounds. They were: Oriel
Hoskin, a tutor in Textile and
Clothing Design at the Wellington
Polytechnic; Nola Fournier, a spinner
and weaver and spinning tutor at the
Nelson Polytechnic; Jenny Correy,
fashion writer for the New Zealand
Woman’s Weekly; and Mary Lines, the
Fashion Advisor with the Product
Marketing Group of the New Zealand
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“Special Mention”
1&2M. A. Stove and D. Fraser — Veil,

Knitted  Coat, Woven Dress and Muslin
Petticoat. Silk Rose.

3 Esther Nitschke — Woven Jacket, Dress and
Scarf, Black Felt Hat.

Wool Board.

The inaugural award for Design in
Fashion prompted a new cooperation
between spinners, weavers,
craftspcop};c and fashion designers.
The judges for the Fashion in Wool
Award were overwhelmed with the
technical excellence and creative
innovation of the entries, commenting
that the superb fabrics could be used
by any couturier.

The judges used six specific criteria
in making their selection: fitness for
purpose, design, technmique, materials,

finish and durability.

The entries were considered both
from the perspective of handecraft
skills and fashion design. Overall the
judges were looking for a garment
with a handcrafted look that could
not be commercially produced.
Equally important, however, the
entry also had to have that necessary
element of fashion magic.

This dual requirement made the
final decision particularly difficult for
the judges. They spent a long time
agonising over their final choices and
the decision was made only after
many hours of discussion and
deliberation.

The Premier Award

The Premier Award for Excellence in
Design and Fashion was presented to
the ‘%ellington team of designer and
handknitter Lee Andersen, spinner
Pam Elder, and weaver Beverly
Eriksen.

The winning design —
incorporating a handwoven skirt,
woven and knitted jacket and knitted
top — was seen by the judges to have
an exceptional organic simplicity.
“The marriage of the woven fabric
with the knitted pieces creates an
overall ensemble which has a clever
unity of design. Fashion and
handcraft have been inventively
combined.”

Designer Lee Andersen works from
her shop “Vibrant Handknits” in
Wellington, where she sells designs
knitted up by her over 100 knitters as
well as the work of other New
Zealand designers. Working with a
spinner and weaver was a new _
experience for her and one which she
says she thoroughly enjoyed.

Spinner Pam Elder is a medical
practitioner in Wellington who began
spinning nine years ago and now
holds the Woolcrafts Society Quality

AWARDS
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Mark. Until she became involved in
this entry, Pam’s handspun wools had

only been used in garments for family

and friends.

Known primarily as a rug weaver,
Beverly Eriksen gave up her fulltime
job last year to concentrate on both
rug and fabric weaving. She learned
to weave in 1975 and has had what
she describes as a “continuing
relationship with the loom ever
since”. Thus is the first group project
she has been involved in.

Dressmaker for the winning entry
was Andrea Thomas, also of
Wellington.

Excellence in design

The $1,000 cheque for Excellence in
Design and Fashion was awarded to
the entry of Auckland designer Jane
Mabee and weavers Betty Black and
Elizabeth Kirkpatrick, both of
Kerikeri.

The judges commented that the
entry represented a total ensemble
with each piece relating to create a
unified design. The elegant line of the
dress, the outstanding colour and
superb handle of the fabric were all
mentioned by the judges.

Jane Mabee is the tﬁent behind the
distinctive “Betsy Ruff” label started
in 1978. She has received recognition
as a designer in both the 1982 and
1984 Benson & Hedges Fashion
Awards, at the Viyella International
Bi-Centenary Celebrations in Canada
three years ago, and most recently at
the New Zealand designers show
hosted in Australia by the
Department of Trade and Industry
last year.

Betty Black and Elizabeth
Kirkpatrick are both involved with
the Northland Area Spinners and
Weavers. They have worked together
on a number of projects and are
primarily interested in fabrics. Bett
wove the jacket fabric and Elizabet
the fabric for the dress.

Special mention

A Certificate of Honourable Mention
was awarded to the wedding gown
handcrafted by Margaret Stove of
South Canterbury and Doreen Fraser
of Christchurch. The judges believed
it captured a timeless quality that put
it in a category all its own.

In presenting the certificate, the
judfges called attention to the exquisite
craftsmanship and acknowledged the
hours of work put into the fine
spinning, weaving and knitting of this

elicate and beautiful garment. :

The co-operative efforts of the
New Zealand Wool Board, New
Zealand Spinning, Weaving and
Woolcrafts Society and the Crafts
Council of New Zealand have sown
the seeds for further woolcraft
industry projects.

New initiatives are being discussed
by the Board focussing on the
development and labelling of woollen
handcraft products, as well as a more
intensive drive into the tourist
market.

The three organisations are
currently working on the next set of
awards. The 1987 award for “Art in
Wool” will be presented at the
Woolcrafts Festival hosted next year
in Christchurch. Further information
and prospectus on this award can be
obtamed from the Information
Officer, Crafts Council of New
Zealand, or from branches of the
New Zealand Spinners, Weavers &
Woolcrafts Society.

1 & 2 Vallory Brook — Woven and Knitted Top,
Woven Skirt, Belt with Shells.
3 & 4 Barbara McKain — Woven Dress/Suit.
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Kerrie H.f__;ghes —

H

and Dyed, Hand Printed and Beaded Gown.

GARMENT DESIGN

Jenny Pattrick meets Kerrie Hughes, designer and maker of dramatic
one-off garments.

Kerrie Hughes is a dramatic dresser
all right. Sitting opposite me is a
cross between an elegant Eastern
princess and a rather demure peacock.
She is wearing purple silk harem
pants with a length of darker purple
silk twisted in her red hair. Her
knee-length coat is dyed in slashes of
peacock colours, overlaid with a gold
potato print. I feel decidedly dowdy.

To talk to, Kerrie is surprisingly
quiet and undramatic. Over the last
six years she has built a solid
reputation for individually designed
spectacular clothes. The Dowse Art

allery featured a fashion show of her
clothes at the opening of its Pacific
Adornment Exgibition. A TV star
proudly flaunted her brilliant Kerrie
Hughes creation on television at
mic?night on New Year’s Eve. Yet she
talks matter-of-factly about her
success as if it is a commonplace
achievement,

Kerrie left school 10 years ago and
worked for a commercial clothing
firm before doing the clothing design
course at Wellington Polytechnic. She
found the course very good on the
technical and professional side, less
extending in cfesi n areas,

“But I had no lack of ideas of my
own,"” she says, “so perhaps it was a
good thing to be left on my own to
develop in my own direction.”
Certainly the textile and clothing

“Black and White” Polynesian Reversible Coat
— Quilted and Appliqued with Wool.

courses at Wellington Polytechnic
have produced some fine artists. Kate
Wells, also featured in this magazine,
is a graduate of the textile design
course at the same polytechnic.

After graduating, Kerrie worked
six months with the Ballet and Opera
Trust in their wardrobe department. I
wondered if she developed her
dramatic flair there.

“No,” she says. “That’s always
been there. I've always dressed up. At
school I enjoyed making way-out
clothes. Then at work I had to be
more conventional, but once I got to
Polytech it all came bursting out
again. [ learned a lot at the Ballet
though, from Nancy Seton. She was
wardrobe mistress then — she’s since
Eone out on her own — and she just

nows everything. She’s a marvellous
person. [ learned about the effects you
can get from different materials with
lights; about laying one material over
another to get a special colour effect.
But mainly I was just sewing endless
sequins and repairing costumes.”

From there Kerrie Hughes went
into partnership with Di Jennings and
opened a shop — Svelt — in Cuba
Street, Wellington.

“We had very little capital — about
$2000 each. We had to work really
hard to get an opening stock and it
was difficult at first but we were
lucky to receive good free publicity in





































