


Message from the
Executive Director

Kia Ora

Having recently returned from a jour year stint in Vancouver,
Canada, I was impressed to see how the crafts in New Zealand
are ourishing.

The superb works which greeted me were a far cry from the
more conservative work with which I had become tmiliar in the
late seventies.

Was it really the lifting ofimport licences which gave
craftspeople access to a wider spectrum ofproducts? IVIaybe it was,
but I also suspect that all that had gone before provided the
groundworhfor the surge ofcreativity into new and exciting areas.
I believe in large part that the Crafts Council o/‘New Zealand
too, has had an enormous impact on encouraging excellence and
innovation, throng/1 its activities and initiatives.

No doubt there are still boundaries to be pushed, and it is areas
such as presentation, packaging, pricing and distribution that need
to be addressed with the same care as that which has gone into the
craft piece.

These are areas wltich I ant particularly interested in and I
believe the Crafts Council has much to do in ensuring New
Zealand crafts are marketed, both within New Zealand and
overseas, in the best possible way.

While we all derive enormous pleasure jrom the beautiful worle
which is produced here, it is I think, important that we appreciate
that the activity has a business orientation. It is, as a consequence,
subject to the same vagaries of the marketplace as any other
product, and it is the responsibility oft/1e Crafts Council to ensure
that standards of excellence and innovation are encouraged and
developed at all levels ofactivity —jrom production to point of
purchase.

The Crafts Council has a well establi‘hed profile, however,
there is still a requirement to attract more individuals and
corporations to the organisation. The progress ofthe Crafts
Council in achieving its obiectives can only be advanced if we
have more support.

These are indeed times oi‘change and I have every confidence
that the Council has the ability to maximise these opportunities in
a way which will bene t all craft in New Zealand.

I am looking \forward to identifying these opportunities and
assisting the Cra s Council ofNew Zealand to meet its
objectives.
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LETTERS

Index concerns

I am writing to you to voice
my concern over the matter of
the New Zealand Craft Index.
Undoubtedly many an
established artist’s ego took a
battering at the selection panel’s
hand, and very possibly this
will be quite good for us in the
long term.

However my concern is that
the judgement ofthe selection
panel should be seen to be
completely objective in its
decisions. I suggest that it is
therefore a little inappropriate
for the selection panel
themselves to consider their
own applications while they are
serving on the panel, however
meritorious their work. In the
metal section for instance. two
ofthe selection panel voted
themselves onto the index. I am
sure both Elena (lee .indjohn
Edgar are. undoubtedly,
entirely worthy ofthe honour. I
merely suggest that it doesn't
look very professional that it
appears they publicly came to
this decision about their own
work!

Elizabeth Fraser—Davies

The panel members did not sit
in on the assessment oftheir
own work. They removed
themselves from the
proceedings and their place was
taken by another independent
expert. lid.

I strongly object to the secrecy
and elitism surrounding the
selection ofthe Crafts Council
Index. I think it is dangerous
and iotalitariaii.

Ilaving offered my work for
selei win I discovered that the
work was to be divided into
three tiers but \\ e were not to
be told about this yet. People
ire sensitive about such matters
and need to be told by letter. I
was surprised, because one of
the selectors in our area is
known to dislike competitions,
and angry because the rules had
been changed. Eventually a
letter arrived telling me I had
not been selected. There was no
mention of three tiers. l naively
assumed I was on level two but
discovered weeks later that level
two people got a different letter
entitling them to grants or
something like that.

I would not have applied for
this index had I known it
would be so restrictive.
particularly as the chosen elite.
an elite of none in some cases,
now become the next orchestra
to play as their colleagues are
sent to the cultural gas
chambers. I don’t say this
lightly. Attein its to discuss the
matter with selectors meet with
defensiveness and evasion and
that's not right.

Your use of an image of mine
on the cover ofthe magazine

makes no sense to me in the .
light of this index. Does this' "
make the magazine level three?
Someone has seen tit to blank
out the silver toggle and
convert it to paua. It does make
me wonder. The Dowse Art
Museum and the Auckland
Museum and Institute both
have work in their permanent
collections from ‘rejected' crafts
people. Where does that place
them in the scheme of things?

Alan Preston

The liidex ofNew Zealand
Craftworkers has had its initial
round of selection and it is
apparent that the process has
failed to produce anything like
the result that most members of
the Crafts Council would have
expected. The information sheet
for applicants gave as one of the
purposes ofthe index: “(b) to
facilitate communication
between clients wishing to buy
or commission craftwork. and
the appropriate artist". Perhaps
the key to what has happened is
in the last word, “artist". When
one rejection states that the
craftsperson has demonstrated
extremely high standards of
professionalism and technical
skills, it becomes obvious that
some panels saw this not as an
index of craftspeople, but of
artists. The president suggests
in Newsletter 12 that we should
congratulate the panel on their
courage, I suggest on the
contrary, they should accept
some of the blame for the index
failing to meet its stated
purpose. An architect seeking to
commission a tapestry shortly
after the index was selected.
was referred to at least three
tapestry weavers, all of whom
were rejected from the index.
So much for the final product.

The Crafts Council has
devoted a large amount of time
and resources to this project
which seems to be oflittle
benefit to the members. I see
the results of the exercise as
indicative of a disturbing trend
in the activities of the Crafts
Council. The nature of work
which comes under the broad
heading of craft covers an
extremely wide spectrum and
the Crafts Council needs to be
correspondingly broad in its
outlook. The council should be
devoting equal energy to the
craftsperson producing high
quality willow baskets woven
in traditional designs as it does
to the craftsperson roducing
non—functional, sculptural
works. (Perhaps, as one
member suggested to me, we
need to promote the formation
ofa membership based
Organisation for artists as it is
apparent that they feel the need
to belong to something.)

If you are as disturbed as I
am about the philosophical
direction of the Crafts Council.
I suggest you talk or write to
your favourite executive

member asking them to raise
the issue and put your point of
view at the next executive
meeting. Don’tjust complain.
seek action.

Simon King

I do support the concept of an
index. my comments only
relate to woodturnings and I
wish to be constructive.

I do not consider a
woodturning can be accurately
judged solely from a colour
slide. Neither scratch marks,
end grain roughness or finish
can be seen in a photograph.
How can it be decided if there
are screw holes, dovetail chuck
marks etc. under the final
product? I would strongly
recommend and urge that a
random selection ofsay three
pieces be made from the slides
and these be forwarded to the
council for the next art of the
judging, Actual hant ling and
viewing of each piece is the
only practical, satisfactory and
fair way to make a reasonable
assessment.

I would also make the point
that when the panle decline to
accept work, the reasons for so
doing should be very fully
explained to the craftsman.
Alter all, thejudges must have
reasons, so let them be stated. It
is ofno assistance to a young,
up and coming turner to be
told, baldly, your photography
is not good; or your design is
not good; or that finish needs
improving. Why is it not good?
Where is it wrong? In what
direction? There is no value in
flat, negative statements.
Constructive reasons must be
forthcoming.

I fear that without the
adoption of these or similar
points there is a distinct
vossibility of the index
becoming a non event and
certainly a questionable
reference point for overseas
visitors. This would be a pity.

Ken Sager

I make a living buildin musical
instruments and ap lie for
inclusion in the In ex ofN.Z.
Craftworkers. Unfortunately
the panelists were unable to
assess the musical quality ofiny
recordings or testimonials of
musicians, including
internationally known
performers. Of course I realise
this was only the first time, and
I am sure the next time they
will be prepared for this type of
problem.

This unfortunate episode does
however highlight a much more
serious problem: that of
boundaries. The Index will give
five categories: glass;
jewellery/metal; wood; textile
and ceramics. This, sadly.
re ects the thinking even of
many of our craftsmen. Yet a
top craftsman MUST also be a
good artist and many artists

need to explore, break or ignore
boundaries. 1, for one, refuse to
be pigeonholed.

Take for instance what many
laymen see as an easily de ned
class: jewellery. In addition to
metal, recious stones and other
minerals, thejeweller/craftsman
may use glass, shells, bone,
ivory, coral, enamel, wood,
ceramics, plastics, leather,
human hair, etc. And yes, I
have even seen particularly fine
jeweller ' incorporating
embroidery!

The Index may well help us
to market our work, but how
many craftsmen are there,
whose work cannot be classified
iiijust one ofit’s five
categories? And how many
craftsmen find themselves
excluded altogether because
their craft is not even
mentioned?

The Index should help, not
hamper. So please, don’t restrict
its so, and scrap the
pigeonholesl

Leo j. Cappel

What happened with the
selection of the Index of New
Zealand Craftworkers? I have
heard the flak ofdiscontent
from various craftspeople
around the country, and in this
letter I would like to voice
some of the concern that I, with
others, feel.

This is not a case of sour
grapes. There is no question
that selection must be rigorous
to maintain a high international
level of NZ crafts, and those of
us who were not accepted on
the index must bow graciously
to the selectors‘ decisions,
assuming that theirjiidgements
were made with genuine and
well considered concerns for a
first rate index. Any
professional craftsperson knows
that putting work up for
judgement automatically places
him or her in a potentially
painful position of seeing work
rejected. This is the way of the
world.

One of the comments that
arises from this selection
procedure, however, is that the
numbers of craftspeople selected
for the index is so minimal as
to be insulting to the credibility
of creative craft in New
Zealand How did it happen
that so few of our New Zealand
talent went on file? This present
index obviously represents only
the minute tip ofa splendid
iceburg and tends tojcopardize
the purposes of the index which
are: “a) To promote the work
ofindividual craftworkers and
to promote New Zealand
nationally and internationally;
b) To facilitate communication
between clients wishing to buy
or commission craftwork. and
the ap ropriate artist, c) To
provi e a representative and up
to date slide library of New
Zealand craftspeople." The
index is obviously meant to be
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a positive undertaking to
represent NZ craltspeople. It
means to encourage artists to
submit regularly for the index.
It means to “promote",
“provide“. “facilitate", but
seems to have failed by
discouraging more people than
it encouraged How many
people will bother to submit in
future?

And what of the plight of the
selectors? They have been put
in the untenable and most
awkward osition of being the
judges anc thejiidged. This is
totally unacceptable. Must those
of the selectors who have been
chosen for the index submit
themselves to the
understandable scepticism of
peers who question how that
selection was made. Were they
judged by different people with
different criteria, since they
certainly didn't select
themselves? It is unfair on the
selectors to have to go through
this. Perhaps the Crafts Council
has learned that in future those
who select must NOT be in the
running to be selected
themselves. Since selection is
achieved through slides, there
must be a way of finding
qualified selectors from the
various crafts outside this
country.

It is important to discuss
these matters. The index has
great potential for our NZ
craftworkers and deserves our
time and input. Without certain
changes, however, its credibility
and, hence, its future seems
questionable. Goodwill is as
important as promotion
amongst all of us. Can‘t the
index address itself to both and
still fulfil its stated aims?

Holly Sanford

As both an executive member
of the CCNZ and as a member
ofthe Leather Media Selection
Panel, I feel com aelled to
submit a personal viewpoint on
the craft index.

There are no leatlierworkers
on the 1986 index. This should
not be construed as there being
no Ieatherworkers of standard.
On the contrary there are many
craftworkers who in the field of
leather, have attained regional,
national and even international
levels. The guidelines for the
index, though, precluded all of
the leather applicants, as they
precluded many others in the
various media. Many of these
are professional craftspeople
with years of commissions.
exhibition and craft experiences
behind them. and who
currently represent the strength,
depth and breadth of New
Zealand crafts.

I accept responsibility for the
current craft index, but must
admit personal reservations
about the way such an index
can best serve the New Zealand

craft scene. While the current
guidelines are excellent, they are
extremely elite and necessarily
subjective through the necessary
100% vote required.

I believe a broadening of the
index guidelines will allow for a
wider representation of New
Zealand crafts ersons on the
index. The r0 6 of the Crafts
Council is to promote standards
and professionalism in the
crafts. The role includes
representing all Crafts Council
members, and the Council must
be wary of re resenting the
interests ofa few at the expense
of the majority. A broader set
of index guidelines on the other
hand will provide access for
work currently excluded, not
because of professional
Standards, but on the basis of
labels applied to the work:
‘production run’, ‘domestic'. or
‘fashion orientcd' are examples.
Perhaps we are defining the
purpose and function of the
index too narrowly? In order to
promote the New Zealand
crafts, we must be seen to
promote the professional arena
in all its richness of expression.
The index should therefore be a
promotional directory. As such
a directory, it must provide
excellent visual examples of the
highest level of craft
performance. But the definition
of‘craft’ it advocates must also
be broad.

The richness ofthe New
Zealand crafts phenomena is an
international story, and it
deserves promotion in full.
Each member ca able of
consistently procliicing work at
a professional level ought to be
able to count on their elected
body for support. The question
ofstandards is frequently
discussed. My thoughts are that
ifa craftsperson has work
acceptable for exhibition at the
CCNZ Gallery, or if the
CCNZ is prepared to make
recommendations for
commissions, then their work is
worth showing on the slide
index. If 20% of New Zealand
craftspeople can eventually
make it onto the index, then the
return for New Zealand crafts
will be a richer reward More
people will USC the directory for
a wider range of purposes. The
directory will cater for a
broader range of tastes and
needs. The selective use of the
index is always guaranteed.
Individuals drawing on the
index files, be they gallery
owner, tourist, craft writer.
craftsperson or student, will
ultimately draw their own
conclusions. Therefore for
panels to prejudge beyond
technical excellence will provide
an incomplete overview of the
richness and variety found in
New Zealand crafts.

Hiccoughs aside, the crafts
index is an important step
forward. Let us not make the
mistakes made by the British
Crafts Council. The work of
one leathercrafter I met there

was good enough to front the
British Shoe Show. curated
international travelling
exhibition. Thea Caclabra was
not. however. good enough for
their slide index. Result? Thea
Cadabra was planning to
emigrate to either America or
Australia — by craft invitation.
I am certain that ultimately the
index will be an enriching
national experience, and our
professional standard
craftspersons will be represented
in its files.

David Russell

Amy Brown Replies

I agree with the criticism that
black and white photographs
were a poor choice to
accompany the review of the
Knitting Awards at
Compendium, especially as
colour photographs were
supplied by Compendium at
their own expense.

I stand by my review of the
award and would make the
following comments.
I. There were no incorrect facts
in the article, and while the
choice of sub—head was not
mine, I was indeed reviewing
Kaffe Fassett‘s selection, but not
all ofit.
2. Perhaps David Barratt's
interpretation of “named
knitters" is different from mine.
I saw no work by nationally
known kiiitters like Lee
Anderson or Roz Mexted to
“name" but two. This was a
Htiliiwal award and within that
category only Adams a-
Thornton are nationally known
although there may still be
people who have never heard of
them.
3. Craft reviews are notjust
written for craftspeople. Other
readers may require a little
more in review terms than lists
of names and honeyed phrases;
which appear to be many
people's belief of what a review
ought to be. A look in the
dictionary at the meaning of
“review" may be enlightening.
4. If you care to go back and
reread the article you will come
to the sentence “So in that
context, what really worked?".
Having already written at
length about l)e (iriiffs
winning entry, the names that
followed were mentioned in
connection with the criteria laid
down by both Kaffe Fassett,
Compendium and inyselfas
reviewer. Of course the review
is personal and subjective. aided
by the reviewers knowledge of
the subject. That is one of the
things that reviewing is all
about.
:3. (liven more 5 ace I could
have gone on at ength and
discussed each and every
garment and knitter. That may
have been more hurtful to some
than to others, Kaffe Fassett’s
selection not withstanding.

Nobody said I had to agree
with his choices.
6. Of course Betty Barratt's
jersey was lovely; so were some
of the others not mentioned. but
if you lay down criteria, and
look at the entries with that in
mind, then you have to leave
some out.
7. You can’t please everyone.
That‘s not what you're there
for.
8. I shouldn‘t really allow
myself to be drawn into this. It
may appear that I'm trying to
justify my review which I very
definitely am not.

Learning Experience

After viewing the last Fletcher
Brownbuilt Exhibition, then
reading Campbell Hegan's
review on it and Adrienne
Matthews‘ letter (Spring 87 and
Autumn 87) I am left with the
thought of how we can look.
then come away ex iressing
different facets on the same
subject.

Hegan’s review. I felt.
expressed his deep concern and
feeling for pottery. And, for
me, pulled this exhibition into
an order and form I had not
seen when viewing it.

The first impact of this show
-tilled me with nostalgia. It had
the look of a crafts bazaar from
the nineteen-sixties. The
exhibits tumbled and crammed
together, so much so that
things like techniques and styles
were lost in a sea of clay
confusion. There was little
space to see what those selected
had created. Mediocre. gross
and superb sat beside one
another in what has to be called
an exhibition which covered the
market!

Hegan saw all this in a more
charitable light. But Hegan's
and Matthews' views on
plagiarism are of greater
interest. For myself, after
looking at the exhibits. I came
away with the rather naive
thinking of— ‘Well. if one
potter put so many works in
under different names. no
wonder he won‘.

Subsequent knowledge has
rectified that laxity on my part.

It is to be ho ied that this, the
last of the Fletclier Brownbuilts,
has been a learning experience,
not only for the potters of New
Zealand, but for all
craftspeople. In exhibitions of
the high standing which the
Brownbuilt has en'oyed, it
should not be the lutilk of
productions, styles, nor
techniques which carry the day.
We are now catering for a more
sophisticated public who
demand quality and forward
thinking in the crafts. And we
have come to a point when we
must set new demands upon
ourselves to meet this market,
or fall in a backward wimper of
preciousncss.

Malcolm Harrison.
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The Govett—Brewster Art
Gallery staff were very pleased
to read Anneke Borren‘s
enthusiastic response to our
Ceramics 86 exhibition.
reviewed in the New Zealand
Crafts number 20 issue.

We were also glad to see her
appreciation for the exhibition
catalogue. and agree with her
that it provides very attractive
and appropriate promotional
material for those artists
included. However I‘d like to
re—direct some of that praise
where it's really due; while
Roger King did help the Gallery
exhibition officer ofthe time
considerably with the
facilitating oftlie exhibition,
and the arrangement of a small
amount ofspoiisorship, he did
not "prepare the catalogue’. The
cataiogue material was edited
and prepared by myself, with
the help ofAiin'a Bibby and the
Gallery Registrar, Louis
johnston. The most effective
and attractive design work was
carried out by the Gallery
Graphic Designer, Verne
Barrel], and the black and white
photography was done by the
Gallery photographer Dennis
Feaver. In the absence ol‘graiit
money from any other source
than the sponsorship referred to
earlier, the Gallery in fact
picked up the tab for a very
substantial part ofthe
exhibition‘s cost, Of course we
were happy to do so.

The matter of the number of
catalogues printed needs
clarification: a large number of
the 3!") print rims still languish
in our Gallery Shop. despite oiir
strenuous attempts to market
them. We hope your readers
will indeed take your excellent
advice, and purchase them in
large quantities. As you will be
a ware, reprints are very easily
arranged should public demand
‘ill‘d‘ili‘ them: so tar. in this case,
it it, "ettably hasn‘t.

l-inally, while we welcome
the ackiiouledgeineiit that
traditional art/craft boundaries
are being broken down in many
institutions (the article
elsewhere in the issue on one of
our iioiieeis in this field. janies
Mack makes this even more
clear), surely your reviewer is
somewhat behind the times in
making it. The Govett—
Brewster isn't all that
“hallowed", and has throughout
its twenty odd year history had
revealed on many occasions the
sort of exible approach to
art/craft boundaries that
Ceramics 86 illustrated.

Nor are we alone in this: the
Sarjeant Art Gallery, Wanganui,
the Dowse Art Museum.
Waikato Museum of Art ck
History. Rotorua Art Gallery
and the Suter Art Gallery,
Nelson are among the galleries
who share this exibility of
attitude.

Cheryll Sotheran

The letter below has been
published with the
permission of the Hon.
David Lange, Prime
Minister of New Zealand
and Rhonda Greig, wife
of the late James Greig.

Dear New Zealand Prime IVIinister
David Lange,

This letter is being written by ajapanesc'
art lover to express our deepest condolence
ir your loss ofjames Creig as your

national “treasure”, and show our deepest
sorrow for his passing away and our
sincerest gratitude to you for helping jim
to come to japan. We feel ourselves really
blessed to seejim and his greatest work
here injapan,

As you already know,jim’s art has in
itselfsuch a great iniiversality that

japanese art circle has allowed him to
enter their own “market" with a mixed
’eling. Why dojapanese ’el mixed,

facing his art? It is because they jeel it
containing quite a new impulse in spite of
its graceful manifestation ofBeauty by
which they are enchanted. japaneseféel in
a dreamy consciousness: we have to accept
james Creig’s art as wonderful revelation
ofBeauty. His art has something essential
in common with our own Great [Masters
such as KA WAI Kanjiro. But how did
he climb up to the highest mountain at
whose top is an ever-young Fountain of
Creation? We know our Great Artists
managed to succeed by ‘instinctively'
.following the ‘traditional’ ‘conventional’:
the Old Path on which our ancestors trod.
(I think you know Eastern pottery
tradition has an old an origin as our own
civilisation has.)

Then, how didjames Creig make his
way? He seems to have attained the
Fountain ofCreation in a “new" way.
UAIEHARA Takeshi, a renowned

japanese philosopher, described this
vague, but honestfecling as follows:

james Creig strives to express Cosmic
iMetaphysics he has grapscd through the
art o/‘pottcry. just asjapanese pottery
(for example, primeval ‘jomon”
straw-rope pattern pots) has once been the
revelation ofa kind of Cosmic
Metaphysics, so this New Zea/and potter
artist seems to be trying to create
”Metahysicsfor the 2ist century” by
manipulating pottery art as his dear
instrument.

japanese are rst struck by his
penetrating creative quality. I imagine
New Zealanders marvel rst at his
“re ned” colour andjbrm. Ifit is not the
case, you have to stand before his work
ir a long time, pondering over why

japan has accepted his entry with passion
when she tries hard to reject New
Zealand products, building barriers both
visible and invisible. (I say so with the
knowledge t/iatjapan is your biggest
partner in trade.) I would like to give you
a riddle as ifI were a Zen priest:

Aleditation overjames Creig’s art is
the best key to your economic success in
japan. But why did he make a success
here?

This riddle isforjapanese, too.
Because orjiirther developmentjapanese
must grasp in consciousness the reason
whyjames Greig is so appealing to them
(for the presentjapanesejust ‘ffeel” it.)
As africnd ofjim, I know I have still a
lot more to learn 'om him. I beseech you
to keep on going the work he had to stop:
building a bridge between New Zealand
andjapan.

jim came here to bring ”rejuvenation”
tojapanese Art. I am sure you have
shared a great role in fulfilling his
mission. Helping his work to be
introduced to us is nothing other than
putting irth your own political stance to
us in an artistic way. Through
appreciation ofjim’s art, I’ve got a
fundamental understanding and sympathy
for your peace policy.

Now I close this letter by showing my
deepest gratitude to New Zealand
Embassy and Consulate for their help at
thejimeral serviceforjim injapan, and
my profoundest respect and awe to “my
dear”jimjor his Greatest Sacri ce: his
death in japan.

Sincerely yours,

SA TO Kimitoshi

CRAFT PIONEERS

Continuing the series of pro les on New Zealand Craft Pioneers.

Photograph: Bext Zeuerman.

gentle
The jet black of the asphalt driveway was
patterned with a golden scatter of Kauri leaves,
just as Len had said it would be. I remember his
planning the house on the headland to the west
of Titirangi beach. It was to be sited on a sunny
knoll near the cliff tops with views down the
harbour, and set against a backdrop of forest

arkland. Behind the house and thrusting up
Between the trees was to be the steep pitch of the
pottery roof, which would also house the elegant
curve ofa gigantic catenary arch kiln. And it all
came about. Nature and environment has always
been important to Len and this marriage of sea
and sun, abode and workplace, sheltered by the
native bush, was a perfect setting for him. He
has moved now — circumstances change — but
has re—established himself on a bushland
property, with a high perched studio looking out
over the tops of the trees.

His association with clay has been a long one.
Having beem somewhat ‘chilled’ by the discipline
of science during the gaining ofa science degree
he completed in 1946, he was delighted when he
moved on to Auckland Teachers College to find
in the art department there a cranky old potter’s
wheel that possessed the warmth and
eccentricities ofa very human being (the plastic
arts lecturer Hilary Clark exhibited many of the
same characteristics!) This was the beginning of a
great pottery adventure, along with R N Field’s
pottery evening classes at Avondale College.
Involvement with pottery bodies brought back
boyhood memories of sticky plastic clays that
had intrigued him at Westmere beach. A few
hundred metres below his home. These same
clays were soon to become his stoneware body
for throwing pots, which were then taken to
Crum Brick and Pipe Works in New Lynn to be
fired in the commercial salt glaze pipe kilns.
There were successes and failures but enthusiasm
always burned bright, and a strong bond
developed between the potter and his clay.

Field loaned Len A Potter’s Book by Bernard
Leach (at that time the only copy in New
Zealand) which not only provided a practical
guide to the making of high temperature _
stoneware, but was also infused with the oriental
philosophy of pot making which became very
important to Len. Secondary school seience
teaching became his occupation (1948), but every
spare moment was spent potting.

After many pyromaniac experiments with coal
and coke red ‘kilnettes’ in oil drums, he
succeeded in building his own reliable oil fired



Snrting pins after a ring. Len. Briar and Ruth at their ’I‘itiningi headland hmne among the leanrix, I975.

brick kiln reaching stoneware temperatures.
There was no stopping him. He produced an
extensive range of pottery forms, domestic ware
and individual pieces, inspired by the writings of
Bernard Leach and the work of Shoji Hamada.
The fowlhouse became the pottery and the
\X/estniere back yard became an Aladdin's cave
bejewelled with multiglazed pots.

In 194‘) he met Barry Brickell, and later
collaborated for two years with Theo Schoon,
making pots that Schoon then decorated. In the
mid 5(l‘s he taught the latejiin Greig the basics
of pottery making. The Associated Art Societies
of New Zealand awarded him a scholarship
(1956—57) to study and work with Bernard Leach
at St Ives, and examine important pottery
collections in England, and on his return to New
Zealand, he went back to Auckland Teachers'
College as lecturer in science and continued
potting part time. However the demand for his
work became so great that by 1962 he resigned
to become a full time professional potter,
establishing his workshop and kiln in the
Titirangi bush.

It was here that Len started developing hand
modelled pots imbued with organic qualities of
form and strong textural effects. Being sensitive
to the geology oflandscape, and wth an
understanding of botanical and zoological
structure. He has always been fascinated by the
mechanics of plastic clay: how it folds or
fractures as it bends, depending on the water
content of the body; how abrasion produces
interesting textures or patterning with different
grog content; how it dries and surface cracks in
assoc1ation with powdered clay; what happens
when it is stretched or compressed, rolled,
hammered, dropped or thrown.

. . A
Photo: Steve Rmnxey.

Armed with this understanding and a wire
cutter, he will cut a roughly formed ball of
grogged clay with a Zig—zag action. Taking one
half of this clay with its fluted cut surface
uppermost, he gently applies pressure from the
back, so a swelling form develops with the
stretched fluting tending to break up into
secondary textures. A high point on the shape
suggests a natural place for an opening. By this
stage the shell-like piece is reminiscent, to Len,
ofa Brachiopod, a primitive shellfish. At this
point he stops, only adding a back to complete
the hanging wall pot.

Any allusion to an object from nature is almost
subconscious and never more than an oblique
reference. While the creation of the form is under
the conscious and intuitive control ofthe potter,
the clay behaves in its own way to the physical
forces applied, and it swells and moves, folds and
faults, breaks into textures or undulates in waves
like the wings ofa manta ray. The clay is
allowed to say what it wants to say, without
interference, and in this way the pot possesses a
vitality and integrity of its own, and an empathy
with other forms found in nature.

From the curiosity of his early boyhood
discoveries of the sticky Westmere clays, there
has develo ed a mature respect and
understantfing for this remarkably cohesive and
plastic material. No two clays are alike and range
from tough, recalcitrant, heavily grogged bodies
which take the utmost physical strength to bend
to human will, to highly plastic clays requiring
sensitive touch, understanding and co—operation
to achieve the desired form. For Len this has
become a artnership between potter and clay —
and a real ove affair. He ‘sees’ with his fingers
and each hand plays its role. On the wheel the

‘inside’ left hand is the intuitive, feeling hand that
thrusts outward to create the form. The ‘outside’
right hand is the correcting hand to modify the
form. This is a very direct experience. It
develops a high degree of sensitivity for the
qualities of the clay, and at the same time a
sensitivity for the feel of form which can be
intuitively assessed in the making — without the
need for looking!

But Len is also a superlative glaze potter
making use ofa remarkable range of glazes and
application techniques to produce a stunning
spectrum of subtle and beautiful effects. In the
1970’s he was away overseas for some time and
when he returned he started making up glazes to
get back into production. At one point he had 32
glazes on hand and was making more! His
understanding of chemistry gives him control
over some very characteristic effects. He has a
beautiful waxy talc/feldspar glaze in which he has
replaced some of the china clay with a high
shrinking ball clay, so when it is applied to large
bowls over a saturated iron glaze, the drainage

from the sides accumulates thickly in the middle.
to shrink and crack on drying. When fired, these
cracks crawl in a striking pattern to reveal the
rich red glaze beneath.

Reduction celadons have an especial attraction
for him, in that their depth and muted colours
have much in common with nature, while
semi—mat glazes are reminiscent of polished
stones. He inuch admires black iron glazes,
tenmoku, for their nobility and warmth, while
their brown edge enhances the form of the pot.
The ‘thick’ quaIity of feldspathic glazes has kept
Len in the stoneware field, yet at the same time
such glazes raise a dilemma: the character of a
pot achieved by the forming and turning
processes is largely obliterated by their
all-enveloping character. (Len’s greatest pleasure
in pottery is seeing the thrown and assembled
pot in the green state, still with a sheen of
dampness on it; at this stage the naked essential
form is revealed.) The problem is, how to glaze
and fire the pot without hiding the essential
form? Len has long considered that Bizen and

1 Saltg/iin’d strineit'eizr — 1948—52. 5 Stancit'iire Ilixe [982.
Height .iérin. Height Z/u‘ni,

2 Huldergtin' liern I‘It‘otltif — 1966. 6 Hanging I’iue I981.
L'nglazeti .x‘iti'trire, pigmented II'aintapn Series. Height I7rni.
with .\rlangane.\’r' I)iu.\'ide.
Height lion. 7 Hanging Bottle I9XJ'.

It'I/aintapn Series. Height 1mm.
3 Hanging Bottle 4 I968.

Unglazed xnrfrire pigmented with X Stanennire wine hint/e I985.
Burnt Unihei'. 19cm. Height 20ml.

4 Hanging Form - 1982. 9 Stoneimre Univ] 1985.
Wire rut demi'ation. L'nglazed. Diameter .34rin.
Pigmented with Burnt L'niher.
HWY,” 780” Photographs: Steve RHIHSL’)’
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Shigaraki wares show a more ideal way to fire,
giving colour and texture enhancement without
obscuring the form. This is an area he is working
toward at present. In his earlier days Len made
great use of ash, clay, pumice and volcanic rock
glazes, and is still especially interested in silicious
ashes giving white and optical blue.

While a large number of Castle pots depend on
textural or glaze effects for surface interest, Len
will frequently execute a sweeping graphic
design, usually in wax resist with such boldness
and vigour as to considerably enliven the pot, yet
without dominating the overall form. This
ultimate restraint used to infuriate Theo Schoon,
but in the nal analysis Theo had to admit that
Len was right.

As a ‘cIay potter‘, ‘texture potter’ and ‘glaze
potter‘ Len is quietly con dent, so it is rather
surprising to Ieam that he has some reservations
with regard to form. There are qualities Len sees
in the work of other potters that stirs a ‘divine
discontent‘ for aspects of his own work. For
example, the ‘spontaneous gesture” and
unresolved form of Shoji Hamada that glazing
and firing brings to completion; the intuitive
undulatory line escribed by the throwing of some
other other Japanese potters, that delineates
aspects of form by a sort of harmonic
implication.

However, this longing only shows how
acutely aware Len is in his feeling for form.
There are a great number of perceptive people
who gain pleasure from contemplating the
originality, vitality and subtleties of form to be
found in a Castle pot — and Shoji Hamada was
one of them!

Steve Rumsey

Len Castle is a potter ofinternational reputation and since 1965
has held regular one man exhibitions in New Zealand, Australia,
japan and the U.S.A. He was the rst N ’w Zealand potter to
hold a one man exhibition in japan (Tokyo 1967).

He has worked and studied in the workshops ofsome ofthe
world’sgreai potters: Bernard Leach, Shoii Hamada, Kanjiro
Kawai, and has travelled and studied in China and South Korea.

He has taught or lectured in pottery in New Zealand,
Australia, USA. and apan, and has been an invitedjudqe of
international pottery ex iibitions.

From 1981494 he was a member ofthe Queen Elizabeth 11
Arts Council ofN.Z. and in 1986 was awarded a (2.3.15. in the
Queen's Birthday Honours List.

His work illustrates many books and publications, and has been
selected to tour overseas in e.\‘hibitions sponsored by the N.Z.
Dept otilr'oriiqn A iiirs and the Arts Council of‘N.Z.

Works by Len Castle are held in the permanent collections of
thew/lowing museums and art galleries:
New Zealand: Auckland War Memorial Museum

Waikato Art Museum
Hawkes Bay Museum
Sarjeant Art Gallery, Wanganui
Dowse Art Museum, Wellington
Canterbury Museum
McDougall Art Gallery, Christchurch
Aigantighe Art Gallery, Timaru
Otago Museum

Australia: State Gallery of Victoria,
Castleford Art Gallery, Victoria
Museum of Applied Arts, Sydney
Manly Art Gallery, Sydney

Japan: Mingei-kan Museum, Tokyo
Italy: Ceramic Museum, Faenza

His work is displayed in many New Zea/and embassies and has
on several occasions been selected by the New Zea/andGovernment as (qtttsgtor the British Royal Family.
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The straight line is a stranger
to furniture maker Cam Wilson.

Humour
and surprises
He doesn’t have a machine workshop. He doesn't go
to seminars. And he doesn’t work with straight pieces
timber. Not only does Cam Wilson break the rules,
he is not quite surejust what they are. Yet he makes
trniture that sells throughout New Zealand as well as

to Australia, the United States and Europe.

His work comes from the heart. “Form is all.
The piece has to look beautiful. It has to excite
me, and ifit does, I know it will sell. Cam
acknowledges that his furniture doesn’t appeal to
everyone, but that those attracted to it love it as
a work of art. Humour is evident in many of his
pieces and symmetry is no—where to be seen.

He lives and works from his seven acre
property in a remote valley behind Taipa in
Northland where he and his wife Clare are
building a house, studio and showroom. The
buildings too are handmade and unconventional;
full of colour, life, and visual surprises.

The key to Cam’s free form furniture is his
selection of raw materials. He uses only native
woods and he finds them not in timber yards,
but on beaches, in the bush and on farmland.
The range he uses extends well beyond the more
usual kauri, rimu, and totara, to lancewood,
mangrove, pohutukawa, kowhai, puriri,
kohukohu, rewarewa, taraire, hinau and hohere.
He says he never cuts a tree or branch down.
The are all logs or fallen branches.

A though his timber is “free", it is in fact one
of his biggest costs. It takes time, a landrover,
timberjacks, friends, winches, patience, and
storage and drying space, but Cam isn’t
complaining. The unique finds give him his
inspiration, and give his work its sculptural
form. He doesn’t believe that a straight edge can
be successfully naturalised or sculptured into a
owing form, so his table pedestals echo the lines

of branches, and burls become table to s. A
knarled log can wait in the drying she for years
before ideas for its use are consolidated.

Cam’s furniture making started almost
accidentally. After farming for some years, he
got a casual carpentry '0b in Auckland, but was
aid off when the buil ing industry retrenched. It

was the impetus he needed. With a pohutukawa
branch and a small chainsaw he built his first
coffee table. He took it to Durham Arts in
Auckland. It sold. He made another one. It sold.
Cam had his entree into the furniture making
business as coffee table sales matured into dining
table sales.

But it wasn’t easy. Initially he was unsure
about what he was making, and sales were
inconsistent. Many still find his work too
colourful, too weird, or too free. But when it
does ap eal, it appeals strongly. He finds that
more ofpthe buying public now follow the

strength of their convictions. “In the past people
have tended to be insecure about their purchases.
They needed confirmation from their friends,
neighbours, that it's OK to like what they like,
that their selection is somehow acceptable. Now
the buying public is getting more brave. They
will love a piece, buy it, and continue to love it
irrespective of feedback.”

The consistent element in his design is
surprise, using ideas that present themselves. A
carved lizard is likely to be trying to crawl up a
chair leg; a dried daisy will oat in a pool of
clear resin in the corner ofa table; an internal
stairway lies hidden amid a table pedestal; bright
red, green, or blue islands of epoxy resin glow in
the base ofa chair seat. Cam says one of his
most satisfying sales was a dining table to a blind
couple. “It was made ofa knotted up
pohutukawa log, and they came in to a shop and
stroked it. They crawled underneath it and ran
their hands in over and through the base. and
swore they could feel the colour ofit.”

Design decisions are not dictated by the
market. “I make my work for myself and then
try and sell it, rather than making to
commission. With the odd order I do get, I take
no deposit, and let the customer know they have
the right of refusal. They stipulate perhaps the
size and the timber they want and I ask that they
then leave me free to make what I want. It
works. Very few are refused and any that are,
seem to sell anyway." Cam doesn’t work set
hours. He usually has two or three things going
concurrently in the workshop then finds he will
get totally immersed injust one. “It gets to a
point where it’s too exciting to leave so I then
just go with it until it’s finished.” Creativity
comes easily but there are blockages too —- times
when he can’t or won’t produce and turns to
diving, walking, gardening, or visiting friends.
But there is a point at which he can procrastinate
no longer and Clare is usually the one to
recognise that point and push him through. She
is also the money manager of the household and
helps organise marketing and pricing as well as
teaching at a nearby school.

Cam Wilson: Dining Suite.

Until recently, the \X/ilsons lived right on the
main road in Mangonui which brought a
constant flow of people through the house and
workshop. Though this was good for business,
constant interruptions made production very
inefficient, and this was part of the reason for
their decision to move onto their land, the
isolation of which has brought its own marketing
problems. An outlet in Auckland, Cain says, is
particularly good for overseas sales and one of
theirs was responsible for numerous purchases
going to Australia and Europe. and for constant
exposure to the public. It is vital that the
proprietor of a sales outlet, likes the work, and
has sufficient space in which to display it without
smothering it. This year the Wilsons hope to set
up the showroom on their property and to spent
what they can on promotion and advertising.

l’rices depend on each piece, the aesthetic
value, the timber, and storage and drying time.
Recently prices were increased significantly. to
allow for the fact that Cam may make only 4
major tables a year. because they are physically
big, complicated and literally hand made. Hand
held tools only are used —— a drill. a chainsaw,
and a planer. Major work is done with a big
chainsaw and tiinberjack, but Cam finds the
finishing work most satisfying. Smooth surfaces
are repeatedly belt sanded with a drill
attachment, often contrasting with adjoining
rough features or holes,

Cam describes himself as floating on the
outside of the New Zealand furniture making
scene. In the past he has occasionally attended
seminars by international master craftsmen, but
found that though their work appealed to him
their methods had little relevance. His energy and
results come from somewhere inside him. not
from advice, fashion, or market demands.
Because of this he says his work is probably
regarded as refreshing and liberating by those
who like it or as a sacrilege and waste of native
wood by those who don’t. He doesn’t mind. “If
just one person falls in love with a piece, I’m
happy. ”

[:J
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Louisa
Simon: The
Fates that
Bind
Araslii means storm injapanese. It is also
the name/or a method ofresist—dyeing
ll‘llt’l’t’lly elotli is wrapped around a pole,
thread is wound around the cloth,
compressing it into folds and dyeing it. It’s
a long, nietirulons and involved process
which prodnres lengtlis oft/om of
extraordinarily snlnle lteauty, the diagonal
patterns produced sometimes suggesting
rain driven by strong winds.

Looking at the pictorial record of
Louisa Simon’s involvement with
cloth since the late 60’s is slightly akin
to the unwrapping of the pole
wrapped fabric to discover what has
been achieved; some irregularities,
some re ective periods, some high
spots, some sections of great beauty
— but through it all the continuing
thread ofa dedicated craftsperson,
learning, experimenting, refining and
mastering techniques that occasionally
take the craft into an art form.

Louisa Simon's present dedication
to shibori thejapanese word for
various ways of embellisliing textiles
by shaping cloth and securing it
before dyeing is no sudden deviation.
Having worked with batik she began
a different manipulation of fabric and
dye in the USA in the 60’s after
seeing a Time—Life feature of
vibrantly dyed clothes. She says she
was mesmerised by it and taught
herselflargely by studying those
magazine photographs and the work
of American fibre artist, Marian
(Ilayden.

Back in New Zealand she
continued the process oflearning by
constant experimentation, trial and
error, looking and learning. Her
desire for more control and less
randomness led her into block
printing and handpainting on silk, her
favoured medium which she then
translated into beautiful garments.
Using clamp and block techniques
and the uses of bindings in her work
led her into the realisation that what
she was doing was shibori. Louisa
researched the japanese art of shaped
resist—dyeing and discovered that with
agonising attention she could, like the
japanese, control her work, and
achieve the patterns ofthe japanese
art form by stitching, folding, tieing,

wrapping and binding, aided by the
magical effects of dye. A tranquil and
re ective period followed where she
spent the major part of her time
uniting beautiful designs on
hand—dyed silk. Her under—garments
were bought by many, not only
women who could revel in the secret
beauty with which they adorned their
bodies, but also by men buying for
women. Perhaps these men had a
more romantic appreciation of their
partners in these beautiful and gently
erotic wrappings. Louisa says of her
work at this stage that it reflected her
own growth in life at that time,
which was very spiritual and
inwardly rewarding.

On one ofher frequent trips
overseas she went to a Fortuny
exhibition at Liberty’s. Mariano
Fortuny who died in 1949 had
perfected and patented a process of
crush— leating which was utterly
beautiful and which graced the bodies
of women like Isadora Duncan, Sarah
Bernhardt and Lady Diana Cooper.
His dresses are collectors’ items and
his secret process has remained that
way, until Louisa Simon, seized by
the beauty of the Fortuny exhibition,
determined to work out a similar
process. She did, and her exquisitely
permanently pleated silk garments
flow and ripple over the body of the
wearer in a sensuous way. Whoever is
lucky enough to possess one of these
Louisa Simon creations possesses an
example of wearable art at a high
point.

To Louisa Simon wearable art must
be a perfect balance in construction
and design, which contains a
decorative element that makes it a
unique and exciting statement. She
could make a small fortune
continuing to create these desirable
garments, but she’s decided to move
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onwards and work with shibori as an
art form: “I haven’t lost my love for
beautifully designed clothes. I’ll
always be fascinated by it and I‘ll
always do some. but I’m just so tired
of sewing. I’ve done all my stretching
with clothing over 20 years. I want to
spend my time differently and extend
myselfmuch more. What I'm doing
now is working with pieces of cloth
in the dye bath. I’m fascinated by tie
way the patterns form, the way the
cloth retains its memory of the
process, and ofletting that say
something to me. When I undo a
piece of cloth out ofthe bath, my
mind goes mad, and I start working
it. I lie it down and see how it wants
to go.”

lnstancing the piece that she was
working on, she said that when
finished it would have a jewelled
cobweb background with the sticks
that cross it wrapped in dark blue
silk. She wanted a contrast between
the earth element and a floating
feeling. The piece of silk organza is a
wonderful shade of turquoise with
minute areas of dark blue. She has
achieved this by using two different
dyes, a fibre—reactive for the turquoise
and a direct dye for the braided hemp
with which the cloth was tied. Her
intention had been that the braided
hemp, dyed blue, would give off its
dye while the fabric was in the
turquoise dye bath. This it did with
the dark blue creeping up the warp
threads and giving her the etheral,
translucent effect that she’d been
after. Some of the fabrics that Louisa
used for pieces in her recent Villas
Gallery (Wellington) exhibition have
been with her for 5 years. She says
that they had to be kept and then
given centre stage so that they could
tell her what to do.

Shibori in its purest form is
laborious and time consuming which
is limiting for clothing. Many of the
techniques require more than two
hands to manipulate in rolling,
binding or tieing. In Arashi the
winding of the thread around the
cloth, creasing it, twisting it and
trying to keep it balanced, can take up
to 5 or 6 hours to get a small peice of
cloth. For example, a shibori artist
from the USA said that it had taken
her and an assistant 10 hours to wrap
a 5 metre piece of silk, which Louisa
considered rather fast.

“There’s no way you can hold the
drum, twist thread and crease the
fabric on your own. Add to that the
fibre—reactive or indigo process. Some
indigo processes take up to twenty
dippings with oxidation time between
each one. It’s a labour oflove. I’m
besotted by it and like people who do
a lot of crafts, I do it because I must.”

When Louisa first started with the
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traditional technique she used a
synthetic indigo because the shibori
patterns seemed to want it. “I was
fascinated with the patterning as the
dye reached its destination. So my
work became very monochromatic,
like much of the work in the
exhibition. I felt that that was how it
needed to be for the beauty of the
patterns to say what they had to say.
Now I’m experimenting with more
colour, subtly, so that the colour does
not take over the beauty of the
pattern.” Louisa says of the piece that
she was working on that a japanese
expert might consider it had far too

.many variables. “It’s okay to
experiment but you have to be very
careful to honour the tradition. They
are so incredibly fastidious that it’s a
miracle that anything new or
experimental ever gets absorbed into
the whole. This is true of the Japanese
throughout all their art forms.
Tradition is the god of the high altar.
They have this amazing skill for
absorbing all sorts of things from
outside and perfecting it. It‘s an
unbelievable attention to detail and
that manifests itself throughout the
social structure of the society. There
are many thou shalts and many more
thou shalt nots. It’s a terrific
limitation in one way but a firm basis
on which experimentation can then
take place.”

“There’s a degree of patience
required that a lot of people simply
don’t have. I’ve hadjapanese students
from time to time. They are almost in
meditation as they fold and stitch the
work, with each edge even. When
they dye the edges in the dye their
piece will come out absolutely
immaculate. Others, including New
Zealanders, are quick, quick, quick.
They lose their lines or some are
thicker than others and they can’t
understand when they don’t get the
results that the Japanese students did.
They want instant gratification.”

Louisa Simon used to be insecure
about her lack of formal training. “I
was easily impressed by other
people’s opinions of me and my work
and very ready to modify it. But I’m
now beginning to appreciate the fact
that I haven’t had art school training.
I don’t have any ideas about how it
should be. I do it my way and that’s
why working in solitude is good for
me."

Her ambition is to do more and
more of what she’s doing. She says
that great work comes from
connection with it and that the
sacrifices that it involves are worth it.

Amy Brown

Shibori — verb root sliiboru; to wring,
squeeze. press.
Sliiliori is Ilieglapanese wordlor various ways of
entliellisliing textiles liy sliaping elotli and seruring
it before dyeing. Ratlier tlian treating elotli as a
two-diniensional snrfare, wit/i sliiliori it is given o

Fa;

“a
.
\
\
\
\
‘
\
\

tliree-dimensionalform liy‘folding, rrumpling,
stiteltin'g. planing, or p/nrleing and twisting. Clot/t
sltaped by these melliods is serured in various
ways, sur/i as liinding or lenotling. It‘ts tlie
plianry ofa textile and its [)(‘lt’lllhll‘lttl treating a
multitude ol.shope-resisted designs that tlte
japanese roneepl offs/tiliori reeognises and e.\'plores.
The s iiliori teelmiqnes inelnde numerous resist
proi es wliirlt ltave reeognised inn'rnational ‘
usage. planti ~ the .\[alay-Indonesian wordjor
gatliering and binding e/ot/i,‘ liondo — the Indian
term tor the some process; and trilik — tlie
.\[alriy-Indonesian word/or stitrlt-resist. lint tliese
Iliree terms represent only two oft/re major sliiliori
Ietliniqnes. 'l'lte ling/isli eqniiuileut/or tliese
individual ntelliods is inrorreet/y lumped together
as tie—and-dye. Slii/iori's special rliorotteristie is a
soft or lilnrry-eyed pattern, quite dillerentAli'om Ilie
sliarpa‘dged re sis olnained wit/t stemil, wax or
paste. Slti/iori allows tlie dyer to work in (outer!
witli the materials, not in an ellort to overronte
tlteir limitations lint to allow tliem _litll e.\'pression.
An element o/‘tlte une.\'peeted is always present,
and this is its speeial tnagie and gives il strong
appeal.

From: Shibori 7 The ll]\'Cl1[l\'L‘ Art of
_]apanese Shaped Resist Dyeing by Yoshiko
Wada, Mary Kellogg Rice, and glane Barton.

“Fan'
I‘iln'e reactive dyes on cotton. ()ri nut
slziliori. linen tlu‘ead, Immlioo and/oil.

“ Talisman ”
l-iln'e reactive dyes on rotton lawn, flexible
rot'e sltiliori, linen tliread, gloil.

“.Wars Con/unit Mercury"
Filire reactive dyes on rotton Araslii. Sliiliori
linen tliread.

I’liotqgraplis: Ian Hittrliison
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rTo establish a career as a craftsmaker calls for talent, determination and
planning. Joan Clouston pro les one who has deployed all these

Philippa Steel,
Embroiderer

.“althoiigh there are competent workers (in
needlework, embroidery/ and lacenraleing) there has not
yet occurred that marriage of‘sleill, design and aesthetic
armrrcncsx that produces the great craft rriorle, ” wrote
Trevor liayliss in 1978 in the catalogue for “Craft
New Zealand’. Since then, (and even at that
time) eiiibroiderers have indeed made some bold
steps forward. Their difficulty has often been
that no one noticed. A break—through occurred
with the celebrated ‘Stuffed Stuff' show. No one
could fail to sense the impact of that droll,
funny, brilliant circus, although the Fabric Art
Company submerged individuality in a group
identity. And their wit, like jewish or Irish
humour, was at their own expense. The
well—tried expedient to de ect the hostility of a
majority culture. Thus no threat was offered to
Real Art.

Today there are a number ofembroiderers (let
us not be afraid to use that loaded term) who are
fully committed to their profession and who are
taking the necessary measures for success. Such a
one is Philippa Steel, recently returned from
overseas study, whose work showed recently at
the Dowse Art Museum.

Philippa has always enjoyed working with
fabric, and in her school days discovered the
satisfaction of producing tangible results.
(Confirmation came at age 10, on a very wet
holiday at Taupo spent with friends. After a
trying week, her hosts took all the children to
the local craft supplier and provided every one of
the children with a ‘tapestry’ kit oftheir choice.
There followed the rapt tranquility of total
involvement.

It was when she was fully involved in a class
ofhandicapped children, and attending Diana
Parkes’ embroidery classes, that Philippa
reconsidered her career. Much as she loved
teaching, she missed that immediate, palpable
satisfaction she had drawn from fabric and
thread. Firm action was required if embroidery
was not just to remain marginal to her life.

She set about, with utmost thoroughness, to
research what full—time training was available and
how she could manage to undertake it. She

meditated over prospectuses from all over,
applied, and was accepted for a year’s intensive
study at Loughborough College in UK and she
organised supporting finance, even a modest
grant from Otago University, given biennially to
a New Zealand woman seeking to pursue ‘any
aspect of home science’l

The course at Loughborough alternated
intensive 3—week periods in class, working night
and day, with 3—week eriods of solitary study,
working on the ideas dpeveloped in the studio. “It
was enormously stimulating” she says; “we were
all highly motivated, and I gained a lot from the
other students.” The course covered business
aspects of practice, with established artists as
guest lecturers. There was no disguising the
difficulties of professional survival — even there,
where embroidery is much more accepted by the
public”, she says. Having gained her certificate,
Philip a set about establishing her career; with
three ellow students she organised an exhibition
at Clare College, Cambridge, arranging publicity
and securing reviews in the local press and in
“Embroidery”.

But at this stage, she decided, she had better
come back to New Zealand, where she feels
committed to found her career. An English
reputation is not transferable, she realised. So on
her return she now sought exposure here,
building on an exhibition of“Wearables” at
Bowen Galleries before her overseas experience.
A successful show at the Villas Gallery in
Kelburn led to an opportunity to exhibit at the
Dowse, and her successful application to the Arts;
Council for a grant to enable her to do so. The
show involved working on a series of collages
re ecting the “ oating world” of thejet—sped
traveller: Wellington (where the journey began),
Nebraska, London, Paris, Venice, Bali, etcetera.
There are echoes of Klimpt’s sumptuous
patterning — “several of us took a vacation trip
to see a big exhibition of the Art of the Sezession
in Vienna” — and Gaudi’s sinuous line and
mosaic surfaces from Barcelona. Something of an
Edwardian album is suggested by the tender
watercolour tonalities. “That must be the effect

1. “A beginning"
Free standing machine embroidery incorporating acetate package: and
leite zbric manipulation

2. "With thanks to Sarah"
Photo stitchery. Detail
Photographs, hand painted l’llt’tlt’ {textile inles) incorporating nrachine
embroidery and applique

3. “Shadow: and Light”
Photo Stitchery
Photographs, hand painted vilene (textile inks) beading
machine embroidery

4. "ll/Iyriad”
Freestanding machine embroidery incorporating acetate
package, leitefabric silhfringes, beading fabric manipulation

Photographs: Ian Hutchison

of the hazy European atmosphere — I am really
conscious of the New Zealand light and my
colour is getting much stronger now.”

Fragments of photographs are incorporated
with shreds of silk, acetate film and metallic kite
fabric. “I used to be an absolute purist about
natural materials but I’m very open now to all
sorts of synthetics . . . sometimes a design arises
spontaneously out of the fabrics I’ve chosen, at
other times it’s much more consciously
controlled . . . starting from my photographs, or
a certain idea, I keep the intended texture in
mind all the time”, Philippa explains. Whether
smooth, precisely detailed, or puckered and
distorted, by not using a hoop for machine
stitching I allow the fabric to show its true
nature, its undulating movement. Otherwise you
might as well work on paper.”

She has strong hopes for the future. “I want to
become known, so as to have freedom to do
what I want. I’m past the need for confirmation
by others (I’m very self critical and able to assess
my work. My training has given me that
confidence. People are impressed by a
qualification, so long as your work is up to
standard, but there is no tradition here of respect
for textiles. People know about buying Persian
rugs, but not stitched works. I hope to break
down the negative stereotype of "embroidery”.
“It’s going to be tough, but I’m determined to
have a go.”

12 13



Industry
In the last issue of‘Craft Magazine
Barry Brie/eell in his article on Finland
made the statement that “having a policy
of‘ini/iting artists to collaborate with
industry represents a cross fertilisation
which is very much needed”.

Two New Zealandfurniture
craftsmen, Carin Wilson and Roland
Seiliertz, are already putting this
philosophy into practice.

Carin Wilson
Carin Wilson is a name that has been
linked with crafted, timber furniture
for the last decade or so. During this
period his style and his achievements
in woodwork became well
recognised; so too did his
contribution to the whole industry of
crafted furniture. When he rst
seriously started out on his career it
was during the 1970’s, a period he
refers to as the ‘deco revolt’ when a
kind of post—and—rail style had
become synonomous with
handcrafted furniture.

It was Wilson’s efforts, together
with a handful of others, that lifted
the craft of furniture making in New
Zealand out ofthat image to become
a more de nite art form, where a
well—designed and handmade piece
was seen as a form of expression.

“1 was also one ofthe instigators of
the Woodworkers Guild,” said
Wilson, “which was the rst social
co—operative of furniture makers who
worked together to achieve better
results in the practical aspects of their
craft.”

Working mostly alone in a small
studio at home, he learnt, he said,
self—reliance and gained enormous
insight into the design of good
furniture and the practical aspects of

making it.
“I had to uncover the whole lot —

from elementary constructional details
about solid timber furniture right
through to balance, line and
proportion.”

Initially, working on his own had a
lot to offer. He was free to pursue
any direction without the influence of
anyone else; but towards the end of
this successful, twelve—year period,
his thinking began to change.
Looking back he now believes he had
begun to exhaust the value of
working by himself— had drawn as
much as he was able out ofit and
now needed the bene ts ofa broader
interaction with others.

“I became aware,” he said, “that
there is a great deal of enjoyment in
the experience of being exposed to
alternative points of View and that
you don’t necessarily come up with
the best design solutions on your
own. It was, I suppose, a letting go
process — having the con dence to
allow others to have an input into my
work and recognising that it was
valuable.”

I-Ie alsojoined the Crafts Council
and this too was a major in uence on
his career.

“Through access to the World
Craft Movement I saw that, in some
countries, craft was notjust an
alternative activity but something that
referred to the very roots of the
country. There was an in uence
working that was purposely
sup orted by the industries. Creative
cra tspeople were taken out of their
own context to work among groups
of people who did not have the
advantage of that background. These
were often manufacturers.

“Pooling their skills stimulated and

developed the production of good,
better or excellent furniture for a
broader market which, in turn,
altered public perception of what
good design is.”

This has tremendous advantages
both ways. The craftsperson gets to
see through interaction with industry,
that what was achieved in the
workshop or studio has greater
implications than they ever imagined;
that their innovative and hard—won
results in technical areas, in making
designs work, in harmony, balance
and ow and their experimentations
with new materials can open up new
possibilities for large—scale
manufacture.

Observing all this Wilson made a
conscious decision about two years
ago to change direction. This was
catalysed by his experience as
craftsperson—in—residence at Gippsland
School of Art during September 1985
where, he said, he saw the broad
width of opportunities that were
available to him.

Back in New Zealand he looked for
an opening in industry where he
could contribute his skills, and found
it in the position of Auckland
manager of Backhouse Interiors who
are local manufacturers of commercial
furniture using mainly Italian designs.
“Their requirement from me might
seem on the surface to have little to
do with the designing or making of
furniture," he said. “They wanted an
administrator to run their business in
Auckland ef ciently and pro tably.

“My long range view, however,
contains a lot more possibilities.
There is the probability for instance,
that Bachouse will be able to draw on
my unique skills and feed them into
their own industry to in uence the
direction it will take.”
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Since he began the task in May
1986 Wilson says he has already
observed and learnt a lot.

He has realised, for instance that
the reason that many craftspeople in
general have so often stumbled during
their time as makers is because they
have been slow to recognise how
important it is to market their
products correctly.

Amongst his peers it has become
obvious that those who are
recognised are those who have a good
grasp of what it is to market well.

“It has become apparent," he said,
“that we have had a tendency to put
too much energy into creativity
without realising that it is only one
element ofbeing a maker — a part of
the process but not the whole. We
have been stretching the boundaries
of our own endeavours without
producing enough of the sort of thing
that people can hang on to.”

And is he happy with the changes
he has made?

“It's been a big step. As yet I can't
give an unequivocal answer. It's too
early; but I’m enjoying the challenge
and the change of environment.
Occassionally I miss the relaxed
ambience of the studio. Although,
weighing it all up this is where I
would rather be.”

Roland Seibertz
Roland Seibertz has not been involved
with the New Zealand craft scene for
a long period of time but his work in
the area offme arts furniture has
quickly been recognised as intelligent,
sensitive and unique.

At 34 years ofage, Seibertz has
already trodden a varied path. As a
young man in West Germany he
completed his degree in architecture
but was so ‘fed up” with the direction
European architecture was taking at
that time that, once quali ed, he
never practised. From the rather dry
environment of architectural school he
became immediately absorbed in
archaelogocial restoration and worked
on a large set of drawings for the
excavation of Roman churches in the
south of Baden—Wurtemberg. The
drawings were later published in
book form.

In 1979 he rst came to New
Zealand, keen now to pursue fine
arts. He found, he said, a conducive
and healthy environment and
determined to come back to
experience and work amongst it.

Architects and artists however, are
not on the list of acceptable
immigrants; and so, on his return to
Germany, he began an apprenticeship
as a cabinet maker. He was lucky, he
said, to spend this three—year period
in an old, established and well—known
workshop in Munich where he
received a fascinating and educational
training in the craft of furniture
making.
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For the rst year he worked with
only hand tools learning traditional
methods of construction. In his
second year he came to understand
the precise knowledge of machine
skills and it was/during this time that
he realised his own capabilities as a
craftsperson.

Siebertz nally got the go ahead to
emigrate to New Zealand in 1980 and
on Waiheke Island began a period of
work as a ne artist. He enjoyed
success for his rather enigmatic water
colour paintings but after three years
was ready to move on to something
that could earn him a steadier income.

Crafted furniture had a great deal
ofappeal. He entered a workshop
studio in Devonport, rented machines
and space and began work in solid
timbers building domestic and of ce
furniture for private commissions. In
a remarkably short time he became a
signi cant and respected name in the
local craft world.

In November 1985 Siebertz
submitted a design which won him
the commission to furnish the
director‘s of ce of the new QEII
of ces in Wellington. This gave him
his rst chance of carrying out
extended work in solid timber
furniture. It also gave him an
opportunity, in a wider sense, to put
into practise one ofhis strongest
design philosophies — that the
creation ofa piece of furniture should
be influenced by the room or building
that it is placed in and by the people
who use it.

“The Arts Council of ces," said
Seibertz, “was the rst time I had
really built anything in close context
with a room and was therefore an
opportunity to express my conviction
that one must apply a sense of
interior design to furniture; must look
at a space and devise something that
is completely compatible with it."

In 1984 he became a member of
The Works which is a co-operative of
craftspeople in Devonport. He had
con dence and rm plans to establish
his own workshop and produce his
own style in design and cabinet
making. Another craftsman joined
him and later three more to make a
team that he values highly.

But, in the same way that Carin
Wilson had, he came to feel the need
to make contact with other people.
The studio full-time was becoming
claustrophobic.

And then in the strange way that
things often happen when one is
ready for them, he won a commission
to design the interior of the lecture
hall, its stage, seating and tables, and
the old art building of the University
of Auckland.

This was no simple commission.
“It is one thing,” said Seibertz, “to

design with shape and material. It is
quite another to design furniture with
moveable parts. Designing then
becomes an engineering and
construction task which requires the
skill of industrial designers. Working

with their particular abilities and mine
to produce something that, not only
functions well, but refers to the
building in its design and awakens in
an observor a spontaneous interest,
was exce tionally rewarding. It was
also goo to be involved in the
creation of something that could be
mass produced and doing it from the
point of View of an artist not a
tradesman.

In a way this was somthing along
the lines of the consolidated
workshops of Europe where
woodworkers, metal workers and
painters together create the interior of
a building.”

This discovery, through his efforts
at the university, was a catalyst for
another shift in Seibertz’ work.

Unlike Wilson who had left his
workshop behind to become involved
with marketing and selling, Seibertz
still spends about 50 percent of his
time in his workshop and studio.
There are aspects ofthe actual
making, he says, that fascinate him so
much he will probably never get
away from them. But the other half
of his working life is now spent on
the road talking to manufacturers and
discoverin the satisfaction of having
the help 0 other mediums and skills
to achieve a more interesting or
different result.

He works with industry whenever
he can and is moving away from pure
woodcraft to work with those that
specialise in metal. One thing is
certain, Seibertz’ work is unlikely to
remain static. In everything he has so
far undertaken to do he has displayed
a heightened sensitivity and response
to shape, colour, texture and space
and an understanding of what is
exactly appropriate for a particular
Situatlon.

His future will be worth keeping an
eye on.
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Jade of the
Paci c

Russell Beck backgrounds
the setting up of this
exhibition, a selection from
which is now touring New
Zealand.
jade is an expression of the active
forces within this unique plant,
providing humans with the most
durable medium to record their
presence.

In New Zealand many call jade
“greenstone” a term others feel which
understates such a beautiful medium
used and appreciated by other cultures
for thousands of years. So what is jade?
Briefly it is a group term for two
separate but similar minerals, nephrite
andjadeite. jadeite is rare and is found
in Burma and Central America whereas
nephrite occurs in several countries,
especially on the Paci c rim. New
Zealand jade is nephrite — the toughest
and most durable natural material
known. The Maori people who came
to New Zealand over 1001) years ago
soon found and utilisedjade (pounamu)
for many purposes. It became an
important part of their culture and
today contemporary New Zealand
carvers have an advantage in that they
draw on this rich legacy established by
the Maori people long ago.

In April at the Southland Museum
and Art Gallery, Edith Ryan, QEII
Arts Council Crafts Manager, officially
opened “jade ofthe Parifit”, an
exhibition of contemporaryjade
carving from artists in New Zealand
and countries bordering the Paci c.
Included with the 350 guests at the
opening function was a South _
Australian geologist and a delegation of
Chinese geologists from the Ministry
of Geology and Mineral Resources in
China. Their presence was the
culmination of events which had their
beginnings several years earlier.

In 1981) Alf Poole and I gave a jade
carving demonstration at the World
Craft Council Conference in Vienna.
En route we took the opportunity to
visitjade sources and carvers in the
USA, Canada and Germany. We spent
an interesting week in California on the
Monterey coast looking forjade, then
another week in Vancouver BC visiting
many of the carvers andjade suppliers.
Bad weather prevented us from ying
to thejade mines in the mountains. We
then travelled north to Alaska and
spent 10 days in perpetual sunshine

Kiwi'j pmxprrtin‘qjolllinic on the Kara/«1x River in China, P/ium R. j. Berle.

near Kobuk, an Eskimo village inside
the Arctic Circle and the source of
Alaskan jade. Under the watchful eye
of some brown bears we found the in

, situ source and numerous stream
pieces. I even stumbled across a 45 kg
jade boulder on the airstrip which had
been bulldozed out of the tundra.
Althoughjade was used by the

for a very long time, the work of
contemporary carvers which we saw
did not draw on this rich art heritage
and unfortunately this still appears to
be the case.

A few years later and our thoughts
once again turned to visitingjade
sources in the Paci c, especially Asia
and Australia. This time it was
Australia. jade occurs in Australia near

1 Cowell, South Australia — the latter

1986 Alf Poole, john Edgar and I
visited Cowell where thousands of
tonnes ofjade outcrop in the
semi—desert of the Eyre Peninsula. The

black colour and is sought after by
carvers all over the world. We also
visited the few carvers in Adelaide and
Melbourne. The potential for
Australian jade is high, however at the
moment it has to compete with opal
and other brightly coloured gem
materials and it will take some time
before an appreciation forjade, similar
to that which we enjoy in New
Zealand, is established.

Thejade story began in China some
6000 years ago and no study ofjade is
complete without the inclt151on of

nephritejade is the mountains and

China. The region is mountainous,
remote and closed to foreign visitors.
After about a year and a half of
negotiations with the Ministry of
Foreign Affairs, the Chinese Embassy
and organisations in China for a visit

Eskimos and North West Coast Indians

Tamworth in New South Wales and at

being the most important area. In April

stone is renowned for its deep green to

China. The famous Chinese source for

rivers in the Hotan region of Xinjiang,
a huge province on the western Side of

to study jade our request was accepted

_ ‘ 5A.. .. .
by the Chinese Ministry of Geology
and Mineral Resources who arranged a
comprehensive itinerary to Hotan and
other places ofinterest. Our group had
now grown in size to six — Alf Poole
and myselffroni Invercargill, Brian
Ahern, Glenorchy;john Edgar and
Murray Gray, Auckland, and Stan
Leaming of British Columbia.

We spent a week in the Beijing area
visiting museums, historic buildings.
jade collections, carving factories and
the Great Wall, and then flew 25(10km
west across China to Urumqi, then
across the Taklamakan Desert to the
Hotan Oasis. For the next week we
went on eld excursions up the
Yurungkax and Karakax Rivers
looking forjade. The rivers have been
the main collecting grounds for
thousands of years yet we all found
pieces; some quite large and a range
of colours, including the most
precious whitejade. Hotan is an
exotic place at the base of the Kinilun
Mountains and the friendliness of the
Uygur and Chinese people made our
stay so pleasant. Forjade lovers,
Hotan is the Mecca and we were
privileged to be among the few
Europeans to visit this region in a
long time. The feeling of being there
alone was deep and rewarding, We
made many friends with our hosts
and the local people and were
reluctant to leave.

We returned to the east coast via
Urumqi and Shanghai. A treat in
Shanghai was to visit the Museum
and actually hold some fabulous
300(J—year—oldjade artefacts recently
recovered from archaeological sites.
The workmanship and design were
superb and although humbling gave
us carvers renewed inspiration. We
travelled by train and barge to
Yangzhou, a beautiful city near the
Yangtzec River. It was here that jade
carving had a special significance
being for a long time a centre for
carvers. Many famous carvings were
produced, especially the carved whole
boulders. We saw several at the
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