


oapbox
I wonder how much, we, the craftspeople ofNew Zealand
expect the Crafts Council to do on our behalf?

I say this because from time to time I hear various
grizzles about what “they” ought to do, or, “the trouble
with it is”, or, “there’s nothing in itfor me”. Seldom,
though, do I hear anything such as “I’m going to get in
touch and see ifI can help in some way.”

The attitude that the Crafts Council can take on more
and more work was brought back to me late last year when
I attended a meeting between representatives of the
CCNZ, QE II Arts Council and Allied Cra
Organisations —— so we could identify, discuss and maybe
solve mutual problems.

Now, I’ve got to say that meetings seem to be an
agonizing way to do anything. However, on this occasion,
success was achieved. Because ofthe concept ofhaving a
skilledfacilitator, this weekend meeting was able to identify
problems, contribute ideas as to how they might be solved
and set out “actions” to eliminate others.

All very ne! But there came a time, I remember, when
I thought that ifanother person says “perhaps that could be
left to the Crafts Council” or, “the Crafts Council could do
that” — I’d run screaming from the room.

I think we, the cra speople, need to stop shoving so
much onto our Crafts Council. After all zcilities, nances,
time, energy are not ever expanding things to meet our
ever increasing demands.

It’s my view that we all need to be more positive and
pitch in and help. We need to get out there and actively try
to increase membership by promoting the Crafts Council, or
to help in other ways, perhaps writing articles, reviews,
news items or pro lesfor the magazine. And ifthat’s too
tough try SOAPBOX or even a letter to criticise this one—
you never know, perhaps that’s why it’s been written!

Ifwe adopt a more helpful attitude towards our Crafts
Council then not only does it bene t, but we do too, even if
that’s only to get those “warm izzies” knowing we’ve
stopped grizzling and actively helped sustain our very own
National body.

/ J “ ”A“1/Iv /&:,L/l/L/€ " “:- ‘ -
/

CRAFTS COUNCIL OF NEW
ZEALAND (INC)

22 The Terrace Wellington
Phone: 727-018

1986/87 EXECUTIVE
COMMITTEE
PRESIDENT:

John Scott
101 Putiki Drive WANGANUI

064-50997 W
064-56921 H

VICE-PRESIDENTS:
Anne Field

37 Rhodes Street
CHRISTCHURCH

03—799—553
Melanie Cooper

17 Stowe Hill
Thorndon WELLINGTON

O4-734»887
EXECUTIVE COMMITTEE:

Jenny Barraud
10 Richardson Street NELSON

054-84—619
James E. Bowman

103 Major Drive
Kelson WELLINGTON

04-672-059 W
04650-268 H

Malcolm Harrison
2/57 Norwood Road Bayswater

AUCKLAND
Owen Mapp

118 Ruapehu Street
PARAPARAUMU

058-88—392
David Russell

174 Balmoral Drive
INVERCARGILL

024-89685
Robyn Stewart

Weranui Road Waiwera
NORTH AUCKLAND

65-946
Alison Taylor

2 Frank Street ROTORUA
073—478-117

Corporate Members of
Crafts Council of New Zealand

AZIMUTl-l SYSTEMS LTD
CUSTANCE ASSOCIATES

CALTEX OIL (N Z.) LIMITED
KERR & CAIN

SECURITIES COMMISSION
MOBIL OIL NEW ZEALAND

LIMITED
NEW ZEALAND TOURIST AND

PUBLICITY DEPARTMENT
NEW ZEALAND MARKET
DEVELOPMENT BOARD

MINISTER OF ARTS & CULTURE
DR MICHAEL BASSETT



l‘tELU ZEHLPt D

The Ct'afit Comitil otiNew Zea/and
(Int) it not rexponsiblejoi' jltitenientx
and opiniom~ published in NZ Craft:
nor do they nerexsarily re ett the
View: ofthe Cra : Countil. Crafts Council Magazine 24 Winter 1988

Letters to the Editor

Finding a VOiCC Henry Pim writes about the work of expatriate
Potter David Garland

Beyond East and West Jim Greig's work seen from a 7
Japanese perspeetive.

JOhn craOI'd Niek Channon VlSllS Anne and John Cranjord 10
at Ngakawau

Anthony Williams Clare Hardy profilex a Romantic 12

Moving Fingers by Elena Gee 14

Architectural Portfolio 15

Anne Mercer Wellington Festival Guest Ann-z 16

Wearable Art by Helen Vause 17

Stone-Bone'Shell John Scott carts admiring glances at this 18
major event.

Philip Trusttum Painter 7 Flat Glam Artist, 24
a ('ltroniele by Fiona Ciaren.

The New Zealand Woodturning Display Centre 26

New Directions in Fibre 27

Reg Kempton Peter Viemiik writer about a remarkable 28
Pioneer—Glaxsblower

The Gentle Art company Embroidery and FabrieArt 29

IndeXing People an opinion voiced by Roy Cowan 31

“The First Thlrteen” Jean Hastedt repm‘tsfrom the Dunedin 32
held Symposium.

Resources an update 34

Staff (Sm/('1' Photograph: Art Direction Bob Bassant
Exufufim' Dirertar Margaret Bclicli John Crawford: Duxty’x Magir Blanket
Pro/er! Co-ot'dinator jean Hastcdt Typesetting and Composition
ln urmarimi Liaison Deadline for copy for next issue Tycousc—john van l-lulst Ltd
t‘irei' Pamela Braddcll 3] july 1988
Galley Dirertor Karen Ovctton Printing Roberts Print Ltd
Gallery Assistant Celia Kennedy Advertising Rates
Sert'elary/Typixt Christine Walters Advertising rate: and lmoleingx: Subscription and editorial enquiries:
Ollit'e ASA-mam Meredith Horlor Crafts Conm‘il ofNew Zea/and, Crafts Council of NZ

H PO. Box 498, l'Vt’llitigtan, PO Box 498
Tel: 727-018 Wellington



Craft Education

As one who has lived through
the whole development of art and
craft education in New Zealand,
from the days of Dr. Beeby, I
cannot let the opportunity pass
without making some comment
concerning the recent article on
education in Volume 23 of the
‘Crafts Magazine”.

I was pleased indeed to read
about the art and craft design
courses at the various polytechnics.
They are a long overdue leap for—
ward and a coming of age in the
craft movement. I congratulate all
those who have so long been iii—
volved in the establishing of these
courses. In the past, New Zealand
craftspeople have been able to ac—
quire skills and techniques, but
have had little 0 portunity to come
to grips with t e design elements
oftheir craft.

In Ray Thorburn’s “Lead—up"
article in the education issue of the
‘New Zealand Crafts’ magazine,
he states how art is considered "fun
but not work”. This was hardly the
official osition over the last 50
years, w en hundreds ofthousands
of pounds (and later dollars), were
being spent by governments on the
develo ment of art education
throug training art specialist
teachers, and for the supply of
materials to education boards for
distribution to schools.

I am also interested to read that
Thorburn believes everything
began suddenly in the 1950’s. This
is not so. In fact many years before
this, in the 1930’s Dr C E Beeby,
the then Director of Education,
had a vision for the teaching of art
and crafts in schools He started a
scheme for training specialists in
art and craft by selecting a few stu—
dent teachers with special skills and
gifts to undergo an extra year of
training at the teachers training col—
leges. As one ofthe first ofthese art
and craft trainees, I had my extra
year oftraining at the Christchurch
Teachers Training College in 1939.
Vivienne Mountfort trained with
me and Esther Archdall had trained
the year before.

Beeby realised the importance
ofart and craft in primary schools if
there was to be any development
through the secondary schools. He
was also concerned with the long
term effect on the adult com—
munity and their attitude towards
the arts.

As it was wartime, james Mas—
terton in charge of the Christ-
church teachers college art depart—
ment was called for military duties,
and I was appointed to relieve in his
place soon after finishing my train—
ing. It was while I was holding that

osition that Beeby visited the col-
Ege, was impressed with my
work, and asked me to come to
Wellington. My briefwas to devel—
op art and craft activities suitable
for introduction into primary
schools. As it was wartime there
were virtually no art materials of
any kind in these schools, except
imported pastels and small books
ofdark paper for drawing into.

I came to Wellington in 1942

and was attached directly to the
Department of Education with the
Waterloo School in Lower Hutt as
my experimental school. This was
about the same time that jini Coe
was starting at secondary level at
the Hutt Valley High School. The
first thing I had to do was to find
materials with which to work. The
obvious ones were wool and clay,
as well as paper, paints and
brushes I got cops of weaving
wool from the Petone Woollen
Mill, clay from the Mirainar brick—
works, and the ends ofnewspaper
rolls from the ‘The Evening l’ost’.
I persuaded Buntings to make
some long handled hog fitch
brushes and a Miramar chalk fac-
tory to experiment with making
powder paints that would dissolve
in water. This factory later made all
kinds of paints under the name of
‘Chromos‘. Beeby was so pleased
with the work that was coming out
of Waterloo school that he decided
to spread the idea throughout the
country.

For six years I organised and
tutored courses for teachers in
schools in all the other education
board areas. In each case as the
courses were completed funds
were made available by the De—
partment of Education for the pur—
chase of materials for the schools,
and followed up by appointing the
newly trained itinerant art and craft
specialists. These specialists were
graduating at first from various
teachers colleges and later all were
trained in Dunedin. In the cities
where teachers college students
were available they went out to the
schools while the regular teachers
were at the art and crafts courses.
The first ofthese courses were run
at Lower Hutt, then Wellington
and Christchurch. Then in 1946 I
spent three months in Auckland
where again every teacher came
every day for one week with about
25 to 30 other teachers, who were
teaching children ofa similar level.
When all the teachers had been
through the courses there was a
week for principals followed by a
week for the eleven school in—
spectors from the Auckland
Education Board. All those who
attended the courses engaged
mainly in practical work in paint-
ing, clay modelling, weaving and
newspaper puppets, with some
lectures and discussion times in be—
tween. By 1949 there was a large
number of itinerant specialists or
Area Organisers, as they were
called visiting primary schools and
helping teachers throughout the
country.

I would like to add here that
because ofthe work that I had done
from 1942 to 1949 Beeby saw fit to
ask me to represent New Zealand
together with Professor jaines
Shelly at the first Art and Craft
education conference in Paris,
under the auspices of UNESCO.
The book, ‘Education Through
Art’, by Herbert Read, had just
been published, and repre—
sentatives from twenty eight coun—
tries were gathered together to
look at the implications of some of
his theories, and to compare notes
on what was being done in our var—
ious countries. The same year was
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marked by New Zealand‘s being
invited to participate in an inter—
national childrens’ art exhibition
which was shown in Mannheim,
Germany, to celebrate the Goethe
Bicentennial. I was there and was
glad to see the strong impact made
by the work that was exhibited
from New Zealand.

This is the legacy that Gordon
Tovcy inherited in 1950 when he
became the first art supervisor
attached to the Department of
Education. He develo ed the
scheme considerably furt er, par—
ticularly in the Maori and sec-
ondary schools.

By this time a number of the
area organisers including myself
were taking up positions in the art
departments of the teachers col—
leges and through their students
the in uences were spreading and
consolidating. During the 1950’s a
number of the tutors and their
students were becoming well—
known in the craft field for their
own work. A few graduate tea—
chers did not stay with teaching but
became some of the first full—time
craftsmen, at first mainly in
pottery.

During the 1960’s the specialist
training courses ceased, as the
students now coming out of the
colleges were better trained in the
art and craft field. At its strongest
there were over seventy art or—
ganisers, but today the number has
dwindled to very few indeed,
some fourteen in all, distributed
among the various education
boards. However art and craft has
developed very strongly in the tea-
chers colleges, as more students
are coming through who have
grown up in schools where they
were encouraged and given op-
portunities to enjoy art and craft.

Doreen Blumhardt

A Craftsperson Speaks

As I take up my re ective pen
from amidst the unpaid bills and
poisonous dusts that cover my
workbench and stare at the dawn
turgidly making its way above the
Parriri trees on the hill my vision
caught and ensnared by the cob—
webs and cracked panes of the re-
cycled windows of my self—built
studio, I re ect amongst many
things onjust why I took up this life
and sometimes with a snake-like
icker at the pit of my stomach,

just how I am to get ‘out' ofit.
God knows they were golden

years in the Sixties when I was
young and we had so much choice.
I remember: cheese was mild,
medium and tasty. It still is in some
parts ofthe country of course, but
in the big centres you could buy the
blue vein too. My generation had
the luxury of doing what we
wanted. What somewhat surprises
me now, as even the hairs on my
arms threaten to go grey, is that so
many of us thought making pot—
tery was just what we wanted. It

puzzles me now... why didn’t we
want to live on lazy yachts in the
blue Pacific. sipping slightly
woozy—making crisp and cold mar—
tinis? Because. though I would
only admit this at dawn as my
hands creak at the thought of an-
other day in cold wet clay, that is
what I would like now.

Like the blast of a past lover
turning up suddenly out of the
blue, I stare with inner shock at the
twenty years that have assed — the
hills of Coromandel, the relation—
ships, the children’s bare bums on
the bare boards of the house, the
earth I moved, the timber I res-
cued, the herbs I planted, the con—
ferences I attended and look round
now and face the fact I am forty—
five years old, with teenage sons
and I still live in a tip.

Ah well, first things first. I do
like working for myself. always
have, always will. The bite in the
air at 4.30am when I’ve finished
milking the cow and have my
breakfast with the dawn and time
for a think. It’s sometimes now that
I catch a glimpse of something
elusive, something of the tension
and harmony between earth and
sky that I try to capture in my pots.
But by 9.00am when the wheel is
humming to itself, this 9.00am
start is a hand—over from the days
when Sharon Crosbie did the
Morning Programme and we
could all look forward to three
hours uninterrupted intellectual

leasure, five days a week. Now I
listen to the Concert Programme
or the commercials but it’s like
straw really in com arison to meat.
I know others feel) the same and
have left their wheels idle. God
knows what effect the loss of her
has been on the Craft Industry as a
whole. Anyway, by 9.003.111. its
hard to capture the spirit of the
thing — this tension between earth
and sky — day and the air around it,
But its on to making bowls, I like
them. They’re like breasts.

I have to make one hundred and
forty ofthe same so as to build up
stock. Yes, I do get bored. And
yes, I’m a dreamer, an idealist and a
person ofprinciple. We all are ex—
cept for t at person who judged
the latest national craft award. No
this isn’t sour grapes, my piece
Earth and Sky XII wasn’t finished
in time, but what they thought
they were doing God only knows.
In fact, I often wonder what the
so—called experts are doing. They
seem to have got hold of a secret
language of their own which tells
them that Great Art is — a whole list
of things I don’t understand. just
when I see that they think it large
plain bowls with decoration/
derivative ofjapan, I see an exhi—
bition of clay houses covered with
little figures painted in flourescent
and everyone’s raving. I do get
confused sometimes, I know I un—
derstand earth and sky being a
New Zealander and I know I had
no formal art training, but that was
what we were all trying to escape.
We didn’t want formal training.
We didn’t want foreign ideas #
European ideas — we wanted to ex-
press ourselves, the bare hands re—
sponse to the naked clay. And we



did. I tried working with others in a
co-operative but none of us liked
doing the book—keeping.

Sometimes I wish a large tele-
vision crew led by james Mack,
would fight their way up my 20
mile winding dirt track and make a
two hour documentary of me and
my guest for ‘The Harmony Be-
tween Earth and Sky’ and sell the
programme around the world so
I’d be rich and famous and know
finally that I had got it right. Actu—
ally, ifl was rich and famous I prob—
ably would still live here and make
pots, but it would be nice not to
worry about money and nice to
feel my life’s work had been valued
and to have a yacht trip now and
then.

Well, there’s no selling out now
and who would want to buy. I shall
stay here until I’m a fiery ancient
and am rediscovered and lionized.
If it can happen to Quentin Crisp
not one ofus should give up hope.

A. Craftsperson

A Word of Warning

I made an exhibited a screen at the
‘Design for Living” exhibition
shown at the Crafts Council in
Wellington during August 1987.

For thejourney from Auckland
to Wellington I packed the screen
well and insured it for an extra one
thousand dollars, although I was
told by the carriers, Paul Pretty Re-
movals, that it was covered as a
new piece of furniture under ‘lim—
ited carriers risk’ for one thousand
dollars.

For the return journey I de—
cided not to take out extra insur—
ance as I believed it was covered
under ‘limited carriers risk’.

The carriers marked a cross on
the ‘owners risk' insurance option
for the Crafts Council to sign, in—
stead of ‘limited carriers risk’
option, so technically I am not
insured.

Paul Pretty Removals were
given explicit instructions on how
to pack the screen, and packing
materials. It arrived in Auckland
with broken hinges, a deep split
and a large dent, having not been
packed as instructed, or wrapped in
the material provided.

I have waited for seven weeks
for a reply to two letters and two
phone calls, and now feel I must
challenge the advertising of Paul
Pretty Removals who state they
are ‘the people who care and take
pride in their service’ and they are
the ‘company that takes care about
your life”.

I feel I must warn exhibitors,
furniture makers, artists or anyone
who wants to transport a fragile
article that this company‘s attitude
and performance does not live up
to their advertising.

Yours faithfully,

Harriet Lukens

P.S. Paul Pretty Removals did at
last Contact me when I sent them a
copy of this letter and offered me
$44, the freight from Wellington to
Auckland; hardly adequate for the
time spent repairing the screen, the
time taken chasing them up, con—
sulting lawyers etc., and the loss of
value ofthe screen.

The Auckland manager said if
my house wasn’t insured and it
burned down, would the insurance
company be obliged to pay? The
analogy would be more accurate if
the insurance company burned my
house down, would they then have
any obligation?

Aims and Ideals

May I offer some thought on our
organisation in the light of actions
and statements offered from the
Council.

I have been a member of our
organisation for a good number of
years but if you split the cost ofthe
magazine from my membership
then I certainly will buy the maga—
zine, but not bother with my mem—
bership as I have a strong feeling of
alienation from the organisation
which seems to be becoming elitist
in attitude.

Recently a meeting was held
between ourselves and allied or-
ganisations with a view to combin—
ing resources. May I su gest this
seems like a gathering ogsick ele—
phants trying to find a healthy one
somewhere out there to save them
when in fact all they will do is infect
the healthy one because none of
them will give up their sectional
interests.

When voting I carefully read
the aims and ideals ofall candidates
and gained the impression that
membership and building up a
strong regional base were high
priorities. I will certainly not be—
ieve candidates blurb again.

This region recently had three
members of Council in its area
none made any serious attempt to
contact local membership, in fact
we had to do the contacting — and
you want our support!!!

I would like to suggest that if
we really have any serious inten—
tion of continuing as a viable force,
we get back to basics. Everything
relies on membership and I am at a
loss to find out what we have done
in practical terms to do anything to
encourage people to join us. The
advertising budget is woeful.
Forget select lists (possibly the
most damaging action on member—
ship for many years) forget li—
braries and reference centres, as
we are virtually owned by Q.E.II
add our facilities to their existing
ones.

Concentrate on people, all
people, notjust an elite few. Draw
up a set of aims expected of can—
didates who stand for election that
are to the benefit of the organ—
isation, not the candidate.

Membership is our life blood,
without it we will die, and we
seem to be heading that way. Hop—
ing for increased TRANS-
FUSIONS from Q.E.II. only pro-
longs the painful day and l have
considerable reservations as to that
bodies attitude to us and wanting
our survival.

Yours faithfully

B. A. Milner

Art/Craft Controversy

When are we, those of us who
sweat and groan, going to be freed
of this enormous obstacle of con—
stantly being confronted with this
Art/Craft differentiation. My
suggestion is first of all to pick
critics who themselves are both
self acclaimed and recognised
artists. Publicity such as Bob
Bassant ave to the dedicated
woodworfkers who made the De-
sign for Living Exhibition, in his
Spring 1987 contribution to our
magazine, was destructive and
uninspired.

The Art/Craft hang up is a
‘snag’, the result of an uncourage—
ous culture, dominated by a con—
fused intellect and a guilty ego,
Bob, Art is a living thing happen—
ing now all around you. No one
should insist that you should see it,
but if you wish to delegate such
appreciation always to the next
generation or so, i.e. History then
what on earth are you doing as a
critic.

Your phrase “Art/Craft/
Design Hierarchy" puts you very
much in the ‘objective‘ camp. Ap-
preciation of Art is a subjective

henomenon. Artists themselves
ave no interest in hierarchial

matters, however, ‘recognition’
brings with it a warm fuzzy feeling
which leads onto higher things,
and is generally quite a nice experi—
ence.

Yours, an intolerant woodworking
Artist.

Johathan Hearn
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Finding a Voice

Henry Pim writes about the work of
David Garland a New Zealander who has
long been living and working in Britain.

The question of scale is important.
When I spoke to David Garland about his
ceramic work, the subject soon came up.
“I think scale is fascinating, particularly
in decoration. A certain mark. lets say of
a teacup si7e works well. but when you
blow it up to a big size it doesn‘t work“.

Physical control of the medium has
much to do with the degree to which the
human body can move in an easy, re—
laxed way when working. A form or
mark that can comfortably be exe—uted at
one scale may become lifeless or clumsy
at another, not only because it might
look best at a particular size, but because
it is actually easier to execute. Throwing
and decorating pots that have energy and
a satisfactory relationship of the parts to
the whole is a direct process. It requires

finely tuned physical control. Pottery is that it was a hit and miss approach and l
the ideal medium to create gestural work didn’t want that. I knew that you had to
that satisfactorily resolves the problems earn it, you had to actually know what
of scale, it is also intuitive. you were doing”. Garland was a painter

“When I am in my painting. I am not some while before he was a potter but he
aware of what I am doing. It is only after felt the need for more control. The pot
a sort of‘get acquainted period that I can making process. with its specific skills
see what I have been about. . Not and limitations provides. for Garland. a
Garland this time, but jackson Pollock structure through which he can express
talking about his work in 1947. the anarchic, intuitive themes that he had

Pollock believed that by abandoning begun to explore in his paintings.
himself to random and automatic paint— Garland began pottery late. and has
ing he could by—pass the intellect and ex— learned the craft by a process of dis-
press a kind of natural harmony. David covery and by asking other potters for
Garland on this subject is a tri e more help and advice. He makes plates, cups.
cautious. “I always worried about bowls. jugs and teapots in a variety of
abstract expressionism: the areas of the shapes and sizes. At its best his throwing
painting that didn‘t work. which were has a pleasing. relaxed quality.
arbitrary and out of control. I was aware The handles seem to me a particularly
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strong point. They are lively, a little
wayward at times and somehow comple—
ment and actually become a part of the
linear designs drawn on the pots them—
selves. Some recent jugs which are par—
ticular favourites of mine are made in
two thrown sections that are joined
together. Garland also produces match—
ing sets of tableware and large robust
bowls.

The work, either red or buff earthen—
ware, is subsequently coated in a creamy
slip, and decorated with oxide. Fitting
the slip to the body has caused some
problems, so he sometimes scumbles the
slip on in order to bind it better and pre—
vent it from flaking off. It is a delight to
find that a technical necessity can pro—
duce an aesthetic development.

“There you are, with the materials
themselves telling you what to do, and
hell’s bells you end up with something
better. ”

Cobalt, or else a mix of manganese
and iron oxides are the only other decor—
ating materials used. They are applied at
the ‘green’ stage and then lines can be
scratched through to reveal the clay be—
neath. Thewvork is next bisqued, and this
fixes on the colour which is sometimes
made more intense by the application of
a second layer after the first firing. Wax
or paper resist are part of the repertoire
of mark—making techniques used, and
lilies appear as brush strokes, as scraffito
and as the narrow,- untouched area be—
tween two fields of colour, long uent
lines contrast with short stabs or blobs.

Garland’s decoration can be abstract,
making play with the scale, positioning
and texture of the marks, but elsewhere
we find calligraphic gures lain across
the surface. IVIatisse, Kline, Picasso and
Motherwell come to mind, but I am not
about to argue that painting and func—
tional pottery are the same thing. They
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are not, and this is nowhere more
apparent that in David Garland’s work.
His is an exploration of the concerns of
the one discipline, within the structure of
the other.

Garland’s bowls are paintings that
may sometimes be concealed by oranges
and bananas, only to come again into full
View once they are empty. His jugs are
sculptures to turn over and explore as
they are washed up at the sink. In
common with all usable objects, the pots
are seen from different Viewpoints.
They vanish and reappear, they show
themselves in part and then as a whole.
In the business of handling and use, ob—
jects can communicate to us and this is
the special language of craft at which
Garland excels.

Thejugs have lilies of decoration laid
on them that are a premonition of the
way that hands and eyes will travel across
the nished work. The way that fields of
colour relate from one side of a bowl to
another may not be immediately obvious
from one viewpoint. By rotating the
piece in our hands (an echo of the way
that it was made) we understand it more
fully.

I am not saying anything new, and
Garland is quick to acknowledge the
debt he owes to tradition. He has de—
voted considerable time to the mastery
of traditional forms and techniques. He
has a respect for what has gone before
but is the last to subscribe to the ‘they
don’t make them like they used to’
school of thought. He said more than
once that traditional skills can be learned.
Many young people, with no special ac—
ademic training or matured insight can
produce work which displays a facility
comparable to the products of the past.
What cannot be reconstructed with any
accuracy is the state of mind enjoyed by
other peoples in other places and other
times.

The great strength of Garland’s work
as far as I am concerned is that it is so
suitable for him. The work represents
his own coming of age. It shows a per—
sonality that is moving (at more than one
level) towards a greater integration with
itself. Garland 5 eaks for those who must
struggle to ritheir own voice. When
things go well, as they often do, we can
identify in his work both the individual
voice, and the sense in which this is also
the universal.

David Gar/and um A variety of transparent
glazes} here is one that is ilrfill’lllii'lvu' at the moment.

Lead hirilimte 75%
White earthenware (lay 25%
2% or 5% ofi'ed (lay run he added to ‘niai’ni ilp' the
(glaze and help in ux it.

Reprinted with kind [ii‘i'niixximl (1/3 (.‘i'inniir Reiiirn’
(Britain ). El



Beyond East and West

Potter Jim Greig’s work seen from the
perspective of Japanese colleague Kimitoshi Sato.

What is it like to be brought up in a
boys” home, and in spite of such a life, or
exactly because of it, become an
unprejudiced to free spirit? What secret
lies beneath it? One will probably find it
interesting to know such a man could
exist in the world. Now what if one
hears this person began his life in the
southern hemisphere and departed from
the earth in the northern hemisphere?
One will quite easily imagine how
strange was his destiny. To put it more
concretely, how do you feel if you hear

that, although he grew up in a young
country, New Zealand, he was highly
appreciated in japan where pottery’s
long tradition has always been so highly
respected? Many people may suppose
that he learned the traditional techniques
under a Japanese master, whose patron—
age brought the foreigner fame. That’s
not the case. The fact is that his art is
quite far from the so—called traditional
pottery. A glance at the forms of his
work will Show you what I mean. For all
that, his art never stops fascinating

japanese art lovers with an excellent
sense of beauty. A Japanese feels subtle
waves ofjoy raising in his soul when see—
ing his unique art. He will be fascinated,
even astounded by the overwhelming
feeling as if he were gazing at the very
subtle waves conjured up in his soul in a
sublime and beautiful form.

I have once read an essay written by
Takeshi Umehara our great art phil—
osopher. He lauded the artist highly into
the skies, quite literally. Every day
brought a growing esteem for his art.



And the final sad story. Who on earth
could die of a sudden heart failure with
no one else around. at a japanese inn at
dawn on the opening day of his first ex—
hibition in Kyoto. which was to be so
important? Who on earth could win such
an unselfish destiny? More surprisingly.
I found most of his friends unaware that
he was reared in a boys’ home. It means
that his art has claimed a great appreci—
ation. quite apart from his strange life
story. That is very good. But if we admit
that Tarkovsky’s death in Paris. together
with his struggle with the Russian auth—
orities. accelerated our interest in his
cinematic art. it would be better for us to
know about jaines Greig‘s death in
Kyoto to let many people gain interest in
his art.

The most essential thing is. however.
that his art is founded on a new basis. His
art has a great potential through which
we may overcome cultural and national
differences. For instance, let us imagine
that a stone is thrown into a lake which is
as smooth and radiant as a mirror. It will
fly in the sky. drawing an invisible par—
abola. and will make circle after circle on
the water surface with the drop point as a
centre. If we could feel beauty at the
sight. it would be beyond nationalities,
because water and stone and air are
found anywhere in the world. Why does

water ow downwards? Why does plant
life raise itself to the sun in spite of
gravity? Why are there only curves in
water streams? And why do straight lines
appear in ice and snow ake? A con—
templation of his work may stimulate
your interest to put further such riddles.
Jim writes: water is the bearer of life.
Submerged into water. we receive life.
The Maori people believe water to be
sacred: vibrant with life.

But please don’t jump to the con—
clusion that his art follows ancient New
Zealand tradition. Our most critical
problem is that. at this time of over—
ripened scientific technology. we must
find a method by which we can evaluate
from a new standpoint the idea ofsacred
life manifested in almost every racial
world concept. If art by Greig or Tar—
kovsky should give true impulse to a
man. he will have no choice but to have a
new world concept: or at least he will
feel he has been asked to have a new one.
Their art is situated right opposite
Gieger. who has become famous for the
design of the movie “Alien”. and whose
art starts with the premise that organic
life can, and should be regarded as a
“living” mechanism which is inorganic.
His forms are created under the assump—
tion that man cannot be creative but is
only imitative after nature. Gieger never

Jim Greig: Platter 6.50 ,\' .595 (approx)

gives us transforming quality. On the
contrary. at the bottom of Greig’s art
there lies a beautiful intuition which pro—
claims life is omnipotent in everything
and everywhere. (It is widely known
that Tarkovsky had a deep interest in
Anthroposophy. and Greig also said he
discovered Goethe‘s principles of trans—
formation through the writings of
RudolfSteiner.)

What is such an organic world con—
cept? For example. how do white clouds
floating in the blue sky remind us ofhow
life. namely. water behaves. leaving us
overcome with emotion? When we see
white clouds like furrows on earth. afloat
on the blue heavenly vault. we know
they result from a warm air—stream ow—
ing over a comparatively cold air—
stream. Their behaviour resembles the
forms a strong wave leaves on a sand—
beach. when it over ows a weak one.
Every form of plant life can be Buddha
according to Buddhism. Greig‘s art
makes us realize in awe that everywhere
in the world Buddha life. or to put it in a
western term. that organic life is ubiqui-
tous. Once a man feels its presence.
everything in the world in the universe
brings it home to him. He is in constant
longing for this new life. Those who
know that probably feel war to be the
most idiotic act. because they truly know



what it means to rob men of the life en—
closed within their skins. It is only then
that in an individual is born a thought of
peace as a decision made by his free
spirit. There is good reason why Greig
received enthusiastic support from
David Lange, New Zealand’s Prime
Minister, who has gathered our heartfelt
sympathy for his anti—nuclear policy.

Alames Greig Exhibition was held at
the Ginza from 11th until 27th Septem~
ber 1987. The exhibition was curated by
UNAC Tokyo with the support of
Shiseido Corporation and the New
Zealand Embassy September 25th was
the day when Jim departed from earth
one year ago. Personally, I very much
wish that as many people as possible may
appreciate his art.

The title of this exhibition The
Forms of Clouds is thrilling to me.
When I rushed to Kyoto at the news of
his death, I had an opportunity to see a
vast collection of his last artistic abun—
dance, and found a large and almost flat
(it means the work has a beautifully
subtle undulationl) plate. It seemed to
me as if on a pure and shining blue sky
there are white clouds shot from a jet
stream. It was as if he had picked up a
part of the heavenly spheres embroid—

ered with stars of zodiacs invisible to the
eye by ying himself high into the cel—
estial vault. A blue sky dome with clouds
has unseen stars, indeed. We just forget
it. . . Since then clouds have reminded
me of jim, sending me sad happiness.
_]im, I am sad at your loss, and at once I
am hap y because I have clouds as a
token ofpyour memory. The work com—
pelled me to think now he is creating
great wonders of nature far behind the
clouds. It seemed as ifthe spirit enclosed
within Jim’s physical body had expanded
rapidly into the cosmos, now his body is
cosmos; humanity is his surrounding. I
did not know how to express my ideas
properly, but a passage from a book by
Takeshi Umehara, who was to meetjim
on the day he died, that taught me.
Ancient japanese used “kumogakure”
(hide himself behind clouds) to refer to
the passing away of a noble person. I
wonder why I had forgotten about it?
My favourite book ‘The Tale of Genji’
has a chapter on “kumogakure”. ‘The
Scroll of the Tale of Genji’ has clouds
oating transcending both space and

time. I find myselfseeking my lost friend
who has hidden himself behind clouds
his gentle eyes, his graceful smile. . .

Kimitoshi Sato

Jim Greig: Platter 630 x 395 (approx)



Nick Channon, design tutor at Nelson
Polytechnic, recently Visited Anne and John
Crawford at their Ngakawau home.

Through perception, expression, re—
search and sensitivity, there is an in—
herent vitality in the way that john
Crawford approaches his work. As
Henry Moore stated, “A sculpture can
have a vitality within it — a pent—up en—
ergy, an alert tension between its parts,
an intense life ofits own, independent of
the object it may represent”. Several of
john’s sculptures have this kind of
power.

The environment thatjohn and Anne
work in is very pleasant and spacious,
well ordered for the systematic manu-
facture of well crafted and considered
production ware, an aspect of their work
with which I was not familiar. In it there
is a strong feeling of progression, and a
motivation to experiment, if a little
cautiously with regard to form. There
are some bowl forms that have been pro-
duced without sufficient attention to the
relationship between curvature, rim,
footring and proportion. The larger
bowls tend to be the more successful
however. john never allows anything to
leave the workshop without his seal of
approval.

There is also ample flexible room for
sculptural one—offs. Surrounding the
many worksurfaces are little gems of
Visual imagery to which john and Aime
make reference frequently. For the visi—
tor sitting listening, the eyes start to
wander up and around the walls. It is a
visual feast of exhibition posters and in—

John Corawfrd

vitations, cuttings and photographs from
the press, and latterly, many drawings.

Another treat lies under a work—
bench, a large disorganised pile ofjohns
recent sketchbooks, his older ones sadly
destroyed. This work is akin to a visual
diary; a narrative of concepts, ideas and
developments, with references to the
female nude, hands, hearts, a horse
named Dusty, a cockatoo, a dog and a
cat. I feel that a greater emphasis on ob—
servational drawing used in conjunction
with the present gestural drawing would
give rise to a greater understanding of
structure. john already recognises this
and is seeking a life model in the Granity
area.

john’s present drawing falls into two
categories. First and most importantly,
studies that are s ecifically for his clay
work, and secon , large scale drawings
in colour that are works in their own
right. These are produced on 300 pound
Bockinford paper with a single dye ap—
plied evenly by brush. The surface is
worked heavily with oil pastels that pro-
duce a highly complex build up oftones
and colours creating bold and striking
juxta-positions. They have the semb—
lance ofbeing visual experiments that re—
sult fromjohn’s acquaintance with lttens
book ‘The Art of Colour’, however the
“itten” grid is becoming redundant as the
subtlety of colour combination is more
fully realised. The size of the drawings
has increased to A1, becoming all the

more successful as a result. A combin—
ation of texture, both visual and tactile,
composition, void and solid, line and
outline, the relationship of object to ob—
ject, and most especially the colour and
its tonal value create successful ex—
pressions of john’s own experiences of
Ngakawau.

The drawing produced expressly for
claywork has similar qualities but differs
greatly in its immediacy and sparseness
of both line and colour, and as such is
almost a recorded shorthand ofideas and
progressions with female nude predomi—
nant. The nude is not a fixation but has
merely evolved through the relationship
of the vase to female form in terms of
curvature, profile and sihouette. This
development came about through the
nude being a linear outline applied to the
surface. Gradually the profile of the
decoration has begun to dictate the form
of the vessel and as such now promotes
the surface treatment as an inherent and
intrinsic part of the structure and profile.
This interaction is taken a stage further
when two of the slab forms are viewed
together as a related pair. The space be—
tween the rigid planes and their surface
treatment creates an air of dignity and
Inore importantly, a strong relationship
to architectural structures and planes.
This combined with symbolism pro—
vides a major reduction of three-
dimensionality to its barest elements.
Curved contours are expressed through
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lines and areas on flat surfaces, where the
edges or profiles of clay become the
most component of the
work.

Looking at these recent pieces, I won—
der how far the reduction of expression
in three—dimensions can go before the
spatial quality that still exists is lost.
However, john does point out that he is
progressing, changing, developing and
his work is experiential by nature and not
necessarily as successful as he would like
it to be.

john is very aware ofhis surroundings
on a day—to—day basis and is highly select—
ive in terms of the recognition of viable
source material. He is therefore involved
in a conscious problem—solving approach
that in essence draws more from the im-
portance of daily life and its seemingly
mundane occurrences than from the
wealth of natural form with which the
Granity area is endowed.

What he consciously chooses to em—
ploy as his observational starting point
into “ways ofseeing” is a valid part ofhis
research and is full of personal emotion
and motivation. Talking with john, I
found that much of his experience of
other in uential works is confined to an
excellent range of art books. I sense that
john’s awareness of three—dimensions,
form, structure, volume, space and
many other aspects of art, craft and de—
sign, would be enhanced still further
through experiencing the real thing.

descriptive

I

There is always the question whether
such in uences are of relevance to
someone who is already confident in the
interpretation of source material. In the
end, it is the individual who determines
the validity ofnew in uences.

One other important aspect is the role
that Anne fulfills in the day—to—day or—
ganisation of the workshop, the business
and john. He readily states that Aime is
his skilled apprentice, automatically
packing and firing kilns, throwing, turn—
ing, accounting, before he has even
thought to ask. A great deal of value is
placed on the communication between
them for the development of new ideas
and concepts. It is this type of relation—
ship that must be envied by many other
craftspeople. Anne’s involvement is I
suspect often understated. Her most im—
portant role is that of critic.

john’s approach to his work is becom—
ing based more and more on self—
evaluation. It is this factor that impresses
me above all else when talking with
john. He has the enviable ability and
knowledge to determine with accuracy,
the direction he takes in his work. His
comprehension of design and his exten—
sive technical and creative knowledge
combine to help him achieve a successful
experiential approach to his work. There
are at present many pathways open for
john to take. Through his experience
and ability he will choose a path that may
not necessarily be the safest, but will

7

surely be one that allows him freedom of
expression, through a combination of
drawing, colour and clay. If asked what
the key is to john’s success I would have
to say, his integrity. Ask john what his
work is about and you’ll get a reply not
dissimilar to, “It’s my personal ex—
pression of life in downtown Granity
with the imagination button turned up”.

Nick Shannon

1 john Crawford: Rerliuiliq 15mm with Blue
I’lmm’r.

2 john Crawford: .17” 'l‘erri'i'rx Hu/ir/ay.
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«12:2: z-s z—géi é w .

11



Anthony Williams is a romantic.
Although New Zealand born, the
slightly built jeweller comes across as
quaintly British, belonging perhaps to a
time long gone, when courtly attitudes
held sway, when armour clad knights
faced fiery dragons and golden haired
damsels waited in distress. This romantic
attitude is reflected in Anthony Williams’
recreation as well as his work, particu—
larly that seen in an extensive exhibition
as at the Dunedin Public Art Gallery last
September/October.

It was a confident display from a man
who will celebrate 20 years in the pro—
fession next year. Among the thirty five
art nouveau style rings, brooches, col—
lars, earrings, pins and bracelets were
Williams’ biggest and most flamboyant
pieces ever. As he put it: “To a certain
extent I have let myself go.”

The piece de resistance was a magnifi—
cent dragon brooch of 18 carat gold,
enamel, diamonds and New Zealand
jade. A similar styled beast, an 18 carat
gold and platinum dragon y, featured
tigers eye eyes. A careful look at the
wings of both creatures showed that
Williams has used a technique rarely seen
today, that of plique—a—jour enamel. The
translucent enamel stretches like a deli—
cate membrane between the ribs of the
wings.

Plique—a—jour is similar to cloisone and
champleve, two other enamelling tech—
niques also used by Williams in this body
of work. In Cloisonne, the colour is div—
ided by fine wires or “cloisons” which

make a pattern on the metal surface,
while in champléve, the metal is sawn,
carved or etched away to take the en—
amel. In plique—a—jour however, there is
no back—plate to hold the enamel in
place. Instead, it is suspended like a soap
bubble caught in a ring. This technique,
recorded in Byzantine times, was re—
surrected by the art nouveau movement
at the turn of the century, but because it
is extremely labour intensive and the end
result rather fragile, it is practised byjust
a brave few today.

Another ancient material Williams re—
surrected for this exhibition was steel. In
the past he has confined his attention to
precious stones and precious metals —
pure silver, moonstones, opals, seed
pearls, ivory, and nothing less than
eighteen carat gold. With the hours of
labour, which go into each piece he feels
it would be a mistake to use anything
less. An average pin or brooch takes
about 40 hours to execute. In days gone
by knights of the renaissance wore steel
armour inlaid with gold or silver, and
using techniques he learnt as a student,
Williams has revived something of this
ancient art. He pits the cold, hard steel
against the warmth of gold and silver and
precious stones — garnets and pearls. It
works best when kept simple as in a plain
steel bangle inlaid with gold.

Another of the talents shown by
Williams in this exhibition was bone and
ivory carving, which he also learnt as a
student and has only recently picked up
again. Pleased with the results (the exhi—
bition included a small head carved from

Anthony Williams

Clare Hardy Pro les Anthony Williams,
Craftsman — Goldsmith — Romantic.

ivory with strands of 18 carat gold hair
5 rinkled with diamonds) he intends to
dig) more carving. Pieces such as this
brooch which did not sell at the Dunedin
exhibition have been sent off to the pres—
tigious jewellers Aspreys of London,
where Williams has sold on a “regular
but intermittent” basis over the past few
years. Having an outlet at the top end of
the British jewellery market has given
him the confidence to invest consider—
able time, effort and money in pieces
which would be too expensive for New
Zealand. And with the tightening up of
what Williams calls New Zealanders’
“disposable incomes” he feels that hav—
ing access to an overseas market makes
sense. To his frustration though, this
latest consignment to Aspreys, which in—

12



' PROFILE
cluded bone and ivory, ran into prob—
lems with customers and the relationship
has cooled somewhat. Williams talks of
trying to break into the New York, San
Francisco or Sydney markets, and he
cynically adds Auckland to the list, one
place in New Zealand he has not been
able to sell hisjewellery.

Most of the work he turns out at his
St. Leonards studio is commissioned by
local people who approach him to design
and execute particular pieces. About 95
percent of this commissioned work in—
volves rings, partly because rings are so
personal that people like to think theirs is
unique, Williams explains. He also does
trade work and exhibition pieces.

Sometimes he is brought a piece of
jewellery to remodel. It is a constant
juggling act, says Williams. nding a
market that will keep him busy with an
income but not so busy that he becomes
fed up with the constant demand to fill
orders. While plenty are still coming in -'
things are certainly tighter than they
were and Williams is wondering exactly
what direction the future should take.

It is nearly 20 years since Williams
travelled to England to study at the
Birmingham School olijewellery and Sil—
versmithing. He graduated with
honours and also earned a fellowship and
diamonds diploma from the Gemologi-
cal Association ofGreat Britain. Winning
the H.M. Wamuel travelling scholarship
enabled him to tour Scandanavia and
Visit many workshops. After three years
working as a craftsman in Birmingham
and London, including 18 months with
English designer Andrew Grima.
Williams returned to New Zealand in
1975. That year. assisted by the Queen
Elizabeth II Arts Council, he established

a workshop at Port Chalmers, just a few
kilometres from his present studio in St.
Leonards. He built it close to the house
he shares with his wifejenny, high above
the spectacular Otago coastline. Even
though he lives away from the main
centre, there are many distractions — too
many, he admits: “I have terrible trouble
sitting down and concentrating.”

Clare Hardy

1 Anthony Williams:
Brant/17 184'! Gold, Platinum, Cluixsonne
enamel, Diamonds, Pearl.

2 Pendant — IXrI (in/ii, Cari/ed Slcz'l, (Jin'nr'l,
linen cord 7 40mm,

.3 Ring: 1817 Gold, Diamonds.

4 Ring: lXi‘l W/zin' (iolrl— Amethyst.

5 Bi'oarli; 18M Gold, I’lalininn, Dianmmix, ’I‘iQL'i'x
Ifyt', Pliqm' iij'iiiii' [Enamel



Fingres

Fingers, New Zealands longest est—
ablished contemporary jewellery gallery
moved late last year from its premises in
Lorne Street. Auckland to a much larger
space in Kitchener Street, opposite the
Auckland City Art Gallery.

Fingers was started thirteen years ago
in the small Lorne Street shop by a group
of youngjewellers, who wanted to con—
trol the sale of their work and deal di—
rectly with the public. It has been run as a
co—operative ever since selling the work
ofit”s partners currently seven, as well as
that of otherjewellers, to an appreciative
clientele.

In that time, due to the contact facil—
itated between the jewellers, the dis—
tinctive indigenous style of jewellery,
for which Fingers is known, has devel—
oped, as well as the innovative use of
paua, pearl shell and other materials such
as silver, titanium and ebony.

The gallery has grown in pace with
the professional development of its
members. Fingers partners and exhibi—
tors are now some of New Zealands
leading craft jewellers. For example,
they form the majority of the artists
showing in the Foreign Affairs/Crafts
Council exhibition ‘Bone Stone Shell:
New Jewellery — New Zealand’, now
touring Australia. While Fingers is their
home base, they exhibit their work
widely throughout New Zealand and are
involved in teaching their craft and other
activities, such as organizing the first ex-
hibition of Details the national craft
jewellers and carvers group, held at
Auckland Museum in 1986.

For the last few years the partners had
been considering moving to a larger
space to accommodate an expanding ex—
hibition schedule. With a steadily grow—

ing number of promising new and
younger jewellers producing exciting
work, more display area was needed.
The partners were encouraging these
jewellers to have their own exhibitions
with a View to stimulating more chal—
lenging work.

In 1986, the decision was made for the
group by the continuing demolition of
Auckland and the search for new prem—
ises began. Finally a shop was found on
the ground floor ofa new building on the
corner of Khartoum Place and Kitchener
Street, opposite the Art Gallery sculp—
ture courtyard.

This new gallery is twice the size of
the old one, an unusual octagonal shape
with a large glass frontage. It has a light
airy feel making it completely different
from the old enclosed gallery, and a
pleasant view overlooking the trees of
Albert Park.

The partners have carefully designed
and assembled most of the new custom—
made showcases and ttings themselves,
giving the gallery a unique appearance.
A commission was given to a furniture
craftsman Humphrey Ikin who then de—
signed and made an interesting canoe
shaped table in New Zealand tawa to
serve as the counter.

Already a number of exhibitions have
been held utilising the new space avail—
able. Each artist has been better able to
express the style of his or her own work
by making full use ofthe versitility of the
show cases and their greater ability to
accommodate display materials.

There has also been an excellent re-
sponse from the public who have made
their way up the stairs of Khartoum Place
in their usual numbers.

Fingers acknowledges the assistance
ofthc Queen Elizabeth 11 Arts Council.

Elena Gee
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Alison Taylor
Fabric Artist

The architectural rm, Sargent & Smith
contacted Alison through the Art De—
partment at Waiariki Polytechnic. After
seeing photos of some of her work, and
after Alison herself had a chance to view
the available space, it was agreed that she
would submit sketches of a basic idea.
These were accepted. and a third of the
total commission price was advanced for
materials. Both parties agreed that the
work would be completed within three
months, and the artist would be respon—
sible for the installation.

“Joy” :lNZ Bunk, Romrnn Almeriulx: Card/ward Mini/[Hg tubes utintn'yzng with/1x,
towered in '1titan/[Merlin unwilling and synthetic/til;—
tie, [munr/ wit/I .x‘ynt/Ietn' nt and mounted on a timber

Si:e: I’uurpnne/s, eat/7 2200 .\' XOOHIHI .lmme,

Cnnnnissz'oned 17y: Surqen/ {I Snn'tlz, nine/«Innu'

Rona Jarosewitch

Design Brief} To design a memorial
window to be the main Feature in the
Memorial Aleove, portraying the dif—
ferent roles the RNZAF plays. During
the 2nd World War in Britain and
Europe, in the Paci c and the training at
home in New Zealand. To show the
whole facett ofa war, that is human suf—
fering, agony, pain, but also friendship,
excitement, taivity. Flying, different
perspectives, perception.

Almeria/x used: I-landblown full—antique
glass throughout the windows. Im—
ported from West Germany, England.
Use ofstreaky glass, ashed glass, that is
etched, painted, stained, red, as—
sembled in the leadlight technique.

m.
c
a

”:

Venue; RNZAF .\rlu.\‘euln, I/Vigmm

Dimensions: :Wain Window 4.80m .\' 1.60m (hm/«en
up into twelve panels)
2 Side l’Vindows.‘ 1.00m .\‘ 1.60m (broken up into three
panels rue/1),

Stained Glass Feature ll’ind in the Mennn'iul
Altai/e ofthe new, Royal New Zen/and Airtm're
illuseum, I’l'illgl'alll, Clu'isttlmre/z.

C/ient.‘ Royal New Zea/and Airtiirte

Arr/uteri: Don Dmnzit/im‘ne, Clu'istrlun't/z Cunnnission tornpleted in Mart/1 I987.
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EXHIBITION

Anne Mercer
Festival Guest Artist
at the Potters Shop

‘.'. ."‘ 3;!
“‘5. .4. ‘

,
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Wellington’s second International Fest—
ival of the Arts in March this year was
celebrated by a group of local potters
with a special exhibition of porcelain by
Anne Mercer, one of South Australia’s
most respected ceramic artists.

Encouraged by a number of visitors
to their premises during the 1986 fest—
ival, members of The Potters Shop Co—
operative hit upon the idea ofinviting a
guest artist from Australia to exhibit in
their shop in Tinakori Road, Thorndon.
It was an ambitious venture for the small
co—operative of Wellington potters but
one which went without a hitch, thanks
to the dedication of Raeburn Laird who
Inade all the arrangements, and UDC

Finance who assisted with travel
expenses.

Anne Mercer’s exhibition consisted
of thirty five pieces in laminated por—
celain. Bugs, rabbits and irises are fea-
tured in stylised patterns on her crisp,
colourful slab forms. In describing her
technique Anne quotes the Websters
Dictionary de nition of laminate — “to
make by building in layers.” Individual
batches of porcelain clay are prepared
using body stains and the coloured de—

signs are then developed by rolling the
colours into very thin slabs, cutting out
desired shapes and building up the col—
oured layers on a base slab.

Anne has chosen to work with simple
plate forms as they are sympathetic to
the complex patterns and colour com—
binations obtainable with this technique.
After the form has dried in a carefully
controlled atmosphere to minimise
warping, it is bisque fired, polished and
then red to maturity (about 1250°/
Celsius) in a nest of silica sand. Finally
each piece is ‘wet and dried‘ to give a soft
lustrous finish.

During her stay in Wellington Anne
presented a one-day demonstration
school at Murray Clayton’s Claypots
Studio, Ohariu Valley. There she
demonstrated in an informal and relaxed
way her laminated slab techniques, using
coloured porcelain which she had
already prepared at home in Adelaide.

Anne Mercer is currently working as
a full—time studio potter and lecturing
part-time at the South Australian Col—
lege of Advanced Education, the insti—
tute at which she completed a Bachelor
of Design (Ceramics) degree in 1983
after 20 years experience of art teaching
and studio pottery.

Mary Smith
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Baby look at you now! Wearable art has
come of age in New Zealand with the
style and pazazz many discerning art—
loving dressers have been waiting for.
They no longer stand back and say
‘WOW‘ * they‘re buying it and they're
wearing it.

Wearable art has come down off the
walls and onto the catwalk, glamourised
but not compromised. The skill of those
who make it has a lot to do with it, but
the marketing ofit has much to do with
the Aucklander. l’ainela Elliott, or—
ganiser of the Wearable Art parade and
exhibition. For Elliott and the artists. the
packed show at Auckland's Kingsgate
Centre was the sixth and most successful
showing yet of wearable art by New
Zealand—wide fabric artists who want to
put their work on the backs of their
admirers. Wearable Art 88 was a major
success for Elliott both as a Fashion
exercise and subsequently as an exhi—
bition at her Compendium Gallery in
Devoiiport.

Craftspeople From all corners of the
country have long been making fabulous
garments, be they woven, knitted.
handpainted, tie dyed or screenprinted.
Many have earned individual recog—
nition and a Following of those who
knew where to find them. This annual
extravaganza for wearable art. though.
has provided a showcase and a marketing
vehicle to an increasingly appreciative
public and an opportunity for fabric
artists to cast an eye over the talent of
their conteniporaries. About 35 people
exhibited this year putting together
more than 20H garments between them.
They had worked with many different
materials — leather. wool, silk. cotton.
Feathers, I’VC. tulle, beads, paints and
dyes. Some — Peter Franken. judith
Wliyman. Susan Holmes. — have long
been successful in mainstream Fashion
awards including Benson and Hedges
awards. The old hands were joined this
year by many talented newcomers — iiot—
ably Alison Wall and Aime Higgins.

This annual showing of crafted cloth—
ing started off quietly in a Devonport
pub. Its metamorphosis into a Fully
blown, choreographed Fashion show
might seem a little out of step with the
more laid back traditions associated with
craft exhibiting. but “It‘s the glitter and
buzz that has made it work" says Pamela
Elliott. “These garments are exciting. A
static exhibition would not grab the
attention they deserve . . . and it
would'nt be as much fun.”

Elliott remembers the difficult days of
getting wearable art actually bought and
worn. “It‘s an attitude tliing. The market

Hand dyed silk makes a vibrant lining
and applique for this black velvet out t
from Aucklander Susan Holmes ~ an
original exhibitor in Hear-able Arr.

Alison Wall: I’aiiired cur/(m mimlurny
mat and Iyrm rig/115.

Peter Franken: Primed [earlier 7 piece
Uri/tin" trimmed in suede.

used to be very tentative. The real
market is people who are excited by the
work. Every year I'll get one conserva—
tive woman who is willing to take a risk.
She will buy something, wear it and
come back converted. First though,
people have to Feel confident in them—
selves. There are more people around,
now, who enjoy the attention they'll re—
ceive wearing such a garment, and who
also appreciate the sheer talent that has
gone into making something. They are
now willing to pay prices that re ect
that. too.”

I’eter Franken. for example. is well
known for sheer outrageousness in
leather and his garments this year were
no exception. Equally eyecatching was
the handknit work of Alison Wall. Cer—
tainly it struck the right note with an
Auckland woman who bought it after
the )arade to wear as a wedding dress.
Wall, an actress, is multi—talented in the
fabric Field and her liandpainted cotton
jackets and painted tights were equally
striking.

Other exhibitors were Leonie
Arnold. jenny Barraud. Wendy Bennett.
Nicola Campbell, Suzan Carter. Fenella
Christian. Marion Corby. (iay Cusack,
Liam Davidson, Doris de l’ont. julie
Emmerson, Patricia Eruera. Robyn
Fallon, Annie Graham. jean Haininon.
l’at Henley, Marion Hera, Meghann
Humphries, jillian Karl, Kristin Leek,
Rose McCrae, janet McIlwraith, Marie
l’otter, Dyan l’rujean. Maxwell Riddle,
Dagmar Roehrs, Louisa Simons, Yanny
Split, I’aniela Thompson, Caro Allison,
Lorene Cecconi, Suzanne Sturrock,
Daphne Mitten and Neridah Haworth.

Says Elliott: “The range of media
used, the creativity and the broadening
overall in recent years has been amazing.
People are getting much more particular
about finishing. about cut. I believe they
should still collaborate more on tech—
nique so that concepts can be well—
executed From all aspects. A fabric artist
doesn’t have to be a jack of all trades .
they should sometimes seek out those
who can perfect things for them techni—
cally. When that happens we will see an—
other step forward. ”

In the meantime we won’t see such an
exciting collection of wearable art any—
where else iii the country. Elliott wist—
fuly concludes “I would like to see wear—
able art tour the country. butjust mount—
ing the show in Auckland has always
been a mammoth undertaking.“

Helen Vause
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