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"When they work they're
lovely. | probably had about
half a dozen things work last
year - but then | also had all
those lovely failures."

“You couldn't get boy dolls.
So Grandma turned Stephen
into a boy for me by making
him boy clothes. Those
clothes mean Grandma."

Ann Robinson bow! Doll Stephen's clothes

Touring Nationally:
National Art Gallery's Shed 11 17 November 1990 - 27 January 1991
Auckland Institute & Museum 23 February 1991 - 7 April 1991
4 May 1991 - 23 June 1991

20 July 1991 - 1 September 1991

Robert McDougall Art Gallery
Otago Museum

Presented by The Ford Motor Company of New Zealand Limited
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FROM THE EDITOR

This issue introduces the final stage in our
re-design. The new masthead on the front
cover replaces one which has been there for
adecade. Theinternal layouthas undergone
many changes in that time, and this one will
cerlainly not be the last. Even the name has
changed, from New Zealand Crafts to Craft
NZ.

How permanent will that be2  On one
hand we gasp and are astounded by the
creativity of our leading craftspeople. The
push from the Polytech Craft Design Courses
and the QEIl Arts Council seems to be firmly
towards using the craft media as vehicles for
art. On that basis, perhaps "Craft" is not the
best title for this magazine. Words like
"Design" and "Art" may capture the mood
better.

On the other hand, craft in the traditional
sense is still alive and well in New Zealond.
Using time-honoured materials and tech-
niques, craftspeople produce beautiful ob-
jects whch equal the best the world can offer.

Given such diverse interpretations, is there
a name which captures what we all believe
craftto be? Probably not, who can agree on
what craft really is2 To cover the infinite
aspects of craft, we aim to sprecd the net
wide. Craft is craft is craft, isn't it2

Feedback about the changes fo Craft NZ
has been filtering through. We've had some
positive letiers and some negative rumours.
Therewere glitches lasttime, probably there'll
be some thistime. Letus know whatyou think.
From a rural hideaway in Nelson, it's not
always easy to keep abreast of everything in
the craft world. If you know about a craft
happening which you think is important,
pfeuse tell us.

Our cover features the work of Malcolm
Harrison - @ consummate craftsperson - an
accomplished artist. Ann Packer caught up
with his show at the Dowse Art Museum in
Lower Hutt. Her review is on page 15.

Did you know that when Edward, Prince of
Wales, wore a Fair Isle jumper on a golf
course in 1922, he started a fashion trend
which still endures? That the padding in the
calves of mid-nineteenth century men's long-
iohnswus notfo keep them warm butto make
them look sexy? Have you seen the undershirt
in which King Charles | was beheaded?
Researcher Heather Nicholoson found so
much fo fascinate her in a study trip fo Britain
last year that her report ran to fiﬁy pages.
She discusses historical knitting on page 28
of this issue.

More than any other craft medium, gfuss
hasbeen hithard by the economic downturn.

Helen Schamroth surveyed glassworkers
ihmughouﬂ’ne country. She asked them how
they were surviving and what the future
holds; where their inspiration comes from
and what contribution overseas tutors could
make. Her conclusions are on page 4.

The Craft Design Courses have an in-
creasing influence on the course of crafft.
Edith Ryan, Manager of Crafts Programs for
the QEIl Arts Council has been centrally
involved in the development of these courses.
In our ediforial, (next page) Edith Ryan puts

her views.

The courses are still in their infancy. What
can we fell of their success by looking at
student work so soon, before recent grudu-
ates have had a taste of independence?
Earlier this year, 1990 graduates exhibited
their work at the Craft Council Gallery. Lou-
ise Guerin discusses the show on page 9.

Furniture making in New Zealand is dom-
inated by European/American fradition, al-
though shows like Artiture present other ap-
proaches. On Waiheke Island, New Zealand
woodworker Kazu Nakagawa brings a Jap-
anese aesthetic. Christine Thacker wrifes
about Kazu Nakagawa on page 24.

| visited "Kohia Ko Taikaka Anake" at the
National Art Gallery earlier this year and
found it riveting. As a wide reaching survey
of Maori art, it brought together work of
many fypes and many regions. Bob Jahnke
gives his impressions of this important event

on page 32.

Who buys craft, why do they do it and
where do they put i? In a new series, we
examine New Zealand collectors of craft. Pat
Baskett visited Wally and Adele Hirsh. See
what she found on page 36.

This issue also covers the usual pofpourri
of news about events, peop|e and p|0ces,
reviews of exhibitions, and opinion.

In issue 37 we'll cover the conferences of
quilimakers, craft dyers and potters.  The
Fletcher Challenge Ceramics Award, Ari in
Wool and the national exhibitions of potters
and craft dyers will be reviewed. The Globe
Theatre Hangings and the fouring exhibition
of Sub-Antarctic Art will also be covered, as
well as all our regular features.

Happy reading.

Peter Gibbs, Editor.

Wark by 1990 Carrington graduate Frances Jackson.
See page 9 for o review o? recent graduate’s work and
page 21 for a profile of Frances Jackson,
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Kazu Nokagowa brings o Jopanese aesthetic fo New
Zealand woodwork. Story by Christine Thacker, page 24.

"Kohia Ko Taikaka Anake" - "Sirip away the sap
wood, leave only the heort wood" Bab Jahnke surveys
this importont exhibition Maori art n paged2.

The Glabe Theatre Hongings - next issue.




EDITORIAL

EDITHRYAN

I'm sure there are craftspeople throughout
New Zealand wondering about the efficacy
of the Craft Design Courses. It will be the
people who proved themselves fo be craft
artists, without the benefits of fertiary craft
education, who are most assiduously assess-
ing the courses which have now been in place
for five years in eleven polytechnics through-
out the country.

We do know quite categorically that New
Zealand produced some international fig-
ures in every craft media, before these cours-
es began. We have always said they made
their names in a selftaught way, and we have
all been hugely proud of them, However,
recent research has revealed that the major-
ity of these senior 'greats' have had tertiary
art education abroad or in our fine art
schools.

The visionaries who negotiated these
courses with Russell Marshall's Education
Department know full well that there were
thousands of craftspeople, as technically
skilled as any in the world, who were self
taught, butwho would never make a national
or infernational forum because they weren't
intuitively design conscious. The marketwas
sinking under a plethora of beautifully made
works, many of which were unpleasing to the
aesthetic sense because they lacked visual
harmony - or good design.

There was a national brief conceived by
the Craft Design Advisory Committee to be
interpreted as befitted the needs of each
region. The priority goal for all, inherent in
the course name, was the feaching of design.

| have visited each craft design team in the
eleven polytechnics many times since the
inception to discuss the course content, ob-
serve the students at work, and to be party to
future plans. | can think of no course infro-
duced by the Education Department that has
been so successful in achieving the visionar-
ies' objectives. Every phase of each course
has been twedked, modified and finely tuned.
The tutor teams have worked firelessly and
inventively evaluafing and making changes
as student needs are revealed. Ithas become
absolutely clear that the talented young with-
in these courses, need four, if not five years of
study. | have attended the graduate exhibi-
tions, and been clean bowled by the fresh-
ness and originality of approaches and style,
the confidence and sophistication displayed,
and the risk taking experimental nature of a
great deal of the work. One doesn't see the
well crafied funciional vessel, one sees won-
derful body adornment, wonderful installa-
tions, wonderful wall pieces and sculptures.
Most are mixed or multi-media, which have
demanded careful design and mastery of

many skills. One holds one's breath for one
knows the small New Zealand market will
never sustain the 120 odd student artists who
graduate each year.

The polytechnics are greatly concerned
about this, and are devising courses, or
negotiating fo have some of their graduates
enter a co”ege of education fo train as art
teachers. Others will train as curators, art
administrators, gallery personnel - directors,
exhibition and education officers, conserva-
tors, consultants, critics, artists in indusiry
and so on. We know for certain these
groduoies will enrich our nation, for one way
or another they will ensure the cultural influ-
ences exerted on our people are expressed
and encapsulated in art works which sustain
our culture.

As the polytechnic courses have gathered
momentum over these five years, the assidu-
ous observers must surely be standing in
awe, and perhaps be feeling a fitch threat-
ened.

| believe these Craft Design courses have
already had a positive psychological effect
on art in New Zealand. Those graduating
see themselves as artists. They are uncon-
sciously breaking down the craft/art fence.
They are confidently asserting, by the works
they create, that there is in fact no validity in
that curious phenomena - perpetuated by
cerfain galleries and academic rheforic - that
three dimensional work is not art.

These courses are indeed changing the
shape of art in New Zealand. The fine art
schools had better look back over their
shoulders, for they face quite critical chal-
lenges.

There is a dreaded dark side to be moni-
tored. Itwould be appalling if courses still in
their infancy, but so startlingly successful,
were compromised because of education
cuts. Itremains to be seen which polytechnics
arereally committed fothese high costcourses.
This is the first year of autonomous funding,
and already it is clear some of the policies
which were conceptually unique and ensured
sirong developmental individual performance
are now at risk.

Much of the Arts Council craft budget is
used fo support these courses and it is with
great pride we associate ourselves in part-
nership with the 11 polytechnics who are
working so creatively fo ensure our talented
students are well grounded and inspired.

LETTERS

PLAGIARISM REVISITED

| was horrified fo see a letter in your last
issue accusing Libby Shallard and Judy Hewin
of plagiarism.

The quilt in question was made as a
commission for a private board room. What
happened foitand the use that it was then put
to later had nothing to do with the makers.

I quote from Pacific Quilts March 1990
page 11. "Thequilt“Nova” by Katie Pasquini,
appealed to Peter and Rinny Gordon of
Enzed Sewing Ltd, and Libby and Judy felt
that part of this design used as a central
theme, would form the basis of a stunning
quilt.”

This is hardly the statement that would be
madeby people intenton passing off someone
else’s work as their own!

What Helen Bissland has stolen is not
someone’s design - it is two people’s pro-
fessional reputations.

Helen Webber, Auckland

It has come to our attention that your
magazine has published a letter from Helen
Bissland of Stewart island (Issue 35, Autumn
1991) which accuses us of plagiarism.

We would like to point out the following
facts:

1. The qui|l in question was made as a

private commission in 1986 for Enzed Sewing

| Limited. ltwas made for the purpose of being

a decorative piece of work fo hang in their

bOCII‘Cl room.

2. The owners of the quilt have never
been under any illusions as to the original
design source, and no attempt has ever been
made by us personally fo conceal this source.

3. Anarticle was published in "Pacific
Quilts" (March 1990) in which creditis clearly
given fo Katie Pasquini for the original design.
What others have chosen to write in reviews
and without reference fo us personally is
beyond our control.

Our reputation as quilt makers rests upon
the quality of the work we produce, but the
question of personal integrity is a much more
fragile issue. We deeply regret that such an
accusation should be given publicity without
us first having had the opportunity fo answer
that accusation.

We ask that you also publish in your next
issue that we ourselves have always been

quite open about the source of the quilt
design.

E. Shallard, J. D. Hewin, Auckland
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GLASS OF '91

BY HELEN SCHAMROTH

he history of glass as a ereative medium has

been a short one in New Zealand. It is a medi-

um dependent on a technology that has been

lost at least twice in the five millenia or so of
glass production.

Here in New Zealand we have in the past decade
been enchanted by this wonderfully seductive medium
which exploits the play of light more than any other. So
who are the seducers? What levels have they reached
since Reg Kempton started the first art glass studio in

Havelock North?

There certainly aren’t many glass artists and they
are spread around the country from Invercargill to
Northland, the main concentration being in Auckland.
The New Zealand Society of Artists in Glass Inc, com-
monly known as SAG has a small mailing list in compari-
son with other erafts, and encompasses hot (blown),
warm (slumped, fused, cast) and cold (flat) glass. In re-
ply to a questionnaire I sent to glass artists around the
country from this list I have had communication with 18
practising glass artists, a very high percentage of those
questioned.

The numbers may be small, but they are a commit-
ted, tenacious lot. Everyone who replied has been work-
ing in glass earning a part or full living from it in 1990,
Each plans to continue, although some may be changing
direction and developing studio facilities at home in or-
der to survive.

Glass has an exceptionally high profile in the craft
galleries - for example Pieter Viesnik observes that it
constitutes perhaps a quarter of the stock on display at
the Crafts Council Gallery. This means that those who
are working in glass have to be prolific because, com-
ments Peter, it does sell.

And if we listen to those who sell glass the standards
have to be high as humdrum work doesn’t move off the
shelves in these difficult economic times.

Regular outlets cited by artists include Gow Langs-
ford, Masterworks, Design Design, Compendium Gal-
lery, Textures Gallery and Heart and Soul in Auckland;
Unique in Hamilton; the Crafts Council Gallery and An-
tipodes in Wellington; the Suter Gallery and Landmark
in Nelson; Cave Rock Gallery and Courtyard Gallery in
Christchurch; and Rumours in Dunedin, as well as stu-
dio door sales.

Small work - good quality vessels, goblets and vases -
is the mainstay of glass sales at Compendium Gallery in
Devonport, reports director Pamela Elliott. This is
probably the case in many galleries. Sara Sadd at Mas-
terworks in Parnell makes the interesting observation
that not just inexpensive work sells. Outstanding pieces
at high prices by, for instance, Ann Robinson and Garry
Nash sell well too. It is quality that attracts the buyers,
who are becoming more sophisticated in their tastes as
they become more familiar with the medium.

It is well to remember that retail outlets would reflect
what sells in hot glass, and in the developing area of
warm glass. Cold glass remains the preserve of commis-
sioned work, which is experiencing very lean times.

Developing good quality work of the exceptionally
high standards that seem necessary for survival, has be-
come essential. John Leggott comments that “olass in
New Zealand has deteriorated to funk and fuming”. On
the other hand Garry Nash feels that standards have
been improving, and that those who are working in glass
are serious about it, and gaining the recognition.

There are further varying opinions concerning the
standard that work here really reaches. Colin Reid,
English glass artist-in-residence at Carrington Polytech-
nic is in a position to observe local work, and he main-
tains that while there are some people doing work of a

high standard, there is a lot around that is mediocre. He

also comments that for the small population of this coun-
try, the market is very good. This puts another perspec-
tive on the difficulties experienced by some artists in sell-
ing their work, but supports Peter Viesnik’s view.

Colin maintains that major sculptural work needs an
international market, which is what he personally relies
on, rather than just the British market. Garry Nash
also has a toe in the international market with his large
sculptural pieces which make art statements in glass. As
well, he produces vessels for more general local con-
sumption. The sculptural works are only a small part of
what he does., but nonetheless feature in his annual out-
put.

Apart from maintaining supplies to retailers and sur-
viving financially there is a very good reason for contin-
uous production of hot glass - the expensive equipment
necessary reacts unkindly to being shut down. It needs
to be used every day, if not day and night, to be econom-
ical (just consider those gas and power bills), and stay in
good working order.

That means that existing facilities cannot afford to be

under-utilised, and emphasises why the facilities estab-
lished for the Craft Design Courses at the polytechnics
are such valuable resources. They should be the key to
the development of the high standards demanded by the
retailers and the public, as well as being fully used to
justify their high cost. But are they?

Opinion really differs here. Many of the established
glass artists are self-taught, although some, like Ann
Robinson (Elam), Peter Raos (Elam) and Holly Sanford
(University of California), do have art school back-
grounds.

Formal training in glass has been the privilege of
those who studied outside New Zealand. like Tony
Kuepfer (Portland State University), Ola and Marie
Hoglund (Orrefors Glass School), Rena Jarosewitsch
(Glasfachschule Rheinbach, West Germany), Kharen
Hope (Dudley College of Technology, West Midlands)
and Michel Androu (Chelsea Art School).
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Above: Goblets by John Leggott, assisted by John Croucher.
Photo; John Leggott.
Right: Screen; Lynley Adams.

Some artists have succeeded without formal art
training, so are sceptical of what the polytechnics are
doing (there is very little other student activity in glass
although there are hot glass facilities at Elam School of
Fine Arts, Auckland).

At one extreme John Leggott celebrates the fact that
he had no art school training and learnt by doing. For
him, as for others who have been self-taught, a good deal
of inspiration and encouragement has come through
overseas travel and workshops by international glass
artists, both here in New Zealand and abroad. Many of
the self-taught believe that the apprenticeship method is
the most valuable.

There are hot glass facilities at Northland Polytech-
nic and Wanganui Regional Community Polytechnie, as
well as facilities for warm glass at other polytechnics.
Given the amount of money spent there should be a re-
turn to the community in the form of well-educated tal-
ent emerging. There are those outside the institutions
who are scornful of the pampered students who have no
idea of the reality of surviving, who think the world owes
them a living.

E
i

At the other end of the spectrum those involved with
the education system express pleasure at the fact that
students have this opportunity to learn and explore
ideas without having to worry about how to pay their gas
bills. Despite some students’ laziness and lack of
tenacity, often not experiencing any real struggle while
studying, there is room for those with energy, motivation
and creativity to do exceptionally well.

Ann Robinson comments that “the creative hard
workers will fly” because they are getting design skills as
well as technical training, and education is always use-




Above: Peter Raos,
group of hot cast
glass forms.
Height, 250mm.
Photo; Peter Raos.

ful, even if students don’t become practitioners. They
will certainly be educated consumers,

Tony Kuepfer, who established the glass studio at
Wanganui Regional Community Polytechnic, is clear
that students are “coming out with greater design ability
and imagination than those who had to battle on in an
independent secular fashion™.

Several people comment that what is coming out of
the polytechnic courses is a lot of multi media work, in
itself an exciting development. Holly Sanford is of the
opinion that the future of glass will come from the Craft
Design Courses.

Nonetheless, there are those within the system who
have doubts. Criticism comes from those who have had
experience of the courses. Alana Tacken-McCallum,
who received a Diploma of Craft Design from Carrington
Polytechnic a year ago, comments that coming out of the
polytechnies is “a surplus of half-trained people who
haven’t reached their full potential because of lack of
professionalism within the polytechnic courses” - a harsh

judgement. It belies the fact that she is making progress
in the area of warm glass and exhibiting professionally.

Expecting to compress what used to take ten years of
hard slog into a four year course may be unrealistic.
Apprenticeship after the course could well combine the
best of both worlds, and according to Garry Nash that is
actually happening. A graduate of Wanganui RCP has
just started working at Sunbeam Glass with him and Pe-
ter Viesnik, so he believes the system must be working.

All the same, Alana’s sentiment coincides with Ola
and Marie Hoglund’s comment that “it will be a waste of
money until they (the polytechnies) get educated teach-
ers from overseas”, and Peter Raos’ view that he would
like to have seen more money spent on recruiting the
best people and less into buildings and equipment.

As an observer at Carrington Polytechnic with no
axe to grind, Colin Reid agrees the students need more
input. He feels they are not sufficiently aware of the
possibilities of the materials and of what is going on over-
Seds.

But why don’t they know what is going on overseas?
Apart from international literature, several of these art-
ists claim to have travelled overseas in recent years and
worked with people they admire, and the glass artists
who have visited New Zealand have been exciting and
stimulating.

Internationally acclaimed glass artists like Lino Ta-
gliapietra, Dante Marioni, Richard Marquis, Billy Mor-
ris, Klaus Moje, Tony Hanning, Rob Levin, Mark Eck-
strand, Johannes Schreiter and Joachim Klos have re-
cently visited and shared technology, traditions. exper-
tise, artists’ visions and passion for the medium. Their
input, although brief, has been invaluable.

It comes back to what is possible financially, and to
value what is available, always improving this. Tt
remains for glass artists to develop their uniqueness, and
become appealing locally and internationally. Not be-
cause they do “international” work, and emulate the
German glass artists, the Venetians or the Memphis
school, but because they are saying something about
themselves, and what it is to live in New Zealand.

Ann Robinson seems to be leading the way here. Of
everyone who enthused about influential visiting artists,
she remained the most silent. Her work has developed
steadily over ten vears, and she draws on a paté de verre
technology that she has painstakingly developed through
trial and error, reflecting her environment in the ab-
stracted relief images on her cast vessels. If financial se-
curity is uncertain she nonetheless works on, and is at
present building her new workshop at home and prepar-
ing work for Expo in Spain, where work reflecting New
Zealand’s uniqueness would definitely be a eriterion.

John Croucher is completing a MPhil at Elam, writ-
ing a book about glass technology. He has teamed up
with John Leggott, recently returned from overseas, for
which he had a QEII Aris Council grant and a Fulbright
scholarship. The pair, working at Elam School of Fine
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Arts, are developing collaborative work which draws on
Venetian traditions and post-Modern aesthetics, while
adding their own personal stamp. Peter Raos is working
on a MFA at Elam as well as working from his workshop
at home. The research by these people will be of benefit
to themselves, and hopefully the wider glass community.

Those who are self employed and teaching in glass
will need a lot of confidence to meet the demands.
Everyone has been affected by the crash of "87 and the
economic downturn that followed. Their vision for the
future of glass may well influence what actually happens.

The pessimists, believe the situation will not improve
unless the economy rights itself and overseas teachers
are brought in. A recurring concern is that glass objects
appear to be expensive to the buying public, and that
high prices are necessary because of the cost of produc-
tion. Linley Adams comments that her work appears
cheap in the USA and France even after freight and
insurance have been added - here the public thinks it is
expensive.

Without some solidarity between glass artists and the
raising of public awareness, this attitude could become
all pervasive. Phil Newbury reminds us that most glass
objects sold by major retail stores are imported, and
that is what most of the public is familiar with. To
change that emphasis is worth striving for.

Fortunately for the survival of glass as an art form
the pessimists are few in number. It may pay to listen to
those who believe glass has great potential international-
ly, so long as New Zealanders meet current standards.
These optimists believe that increased design awareness
by practititioners, and development of one-off pieces to
express artistic ideas, will give strength to glass art.

Righu:

Peter Viesnik,
Looped stem
zoblets.

Height 230mm.
Photo; Peter
Viesnik

Glassworkers will need to be resourceful and run
workshops economieally. John Croucher sums it up by
saying that “imagination is the bottom line, followed
very closely by technical proficiency™,

Those working in flat glass dream of another hoom
period so that commission work will again be sought.
Some, like Michel Androu, acknowledge that flat glass
still has a long way to go before it reaches the full
potential of self expression rather than being derivative
of other traditions.

Rena Jarosewitsch’s vision is one of the more
realistic, yet positive and creative: “...perhaps fewer
craftspeople/artists working in the field due to the
economic situation. The established glass artists will
continue to work, perhaps be more confident with the
type of work being produced (stronger identity) and
artists from (traditionally) other fields will start using
glass in different innovative ways which might open up
collaborative efforts.” It’s a vision from which glass art
could grow and thrive.

Above: Lyndsey Handy,
Bird Series, fused glass,
trapped lustres and
enamels. Height 400mm
Photo; Ray Forster.



MESSAGES FROM THE SPIRIT

LOUISE GUERIN

here’s something about a craftsperson’s love

affair with his or her material that creates its

own magnetism. Not to deny the hours and

hours of hard graft involved in production.
They come into it too. But it is that extra reverence or
wit that transforms. It’s the hum of a determined finish
and the message from the spirit of its creator that a truly
successful piece will contain. Hard to specify, but easy
1o spot.

I had my own ideas of what a 1990 Craft Design
graduates’ exhibition might contain and so was in for
certain surprises. The celebratory fine arts edge of self
exploration seemed obvious after I had met it face to
face: Mereana Taukiri Hall’s lively paintings, for exam-
ple, whose colour waves hit me as I opened the door.
And Louise Purvis’s Flying Fox, having its own private
laughs as it raced on into its secret journey.

Marea Timoko’s Waka - clay and crystal boats on
stands of chunky erystal - I came back to again and
again, as their aspects changed on different days in dif-
ferent lights. Something about the tiny scale of each ves-
sel with its enormous ramifications enchanted me. These
are truly soul ships. Crystal boats in world mythology
can signify a transfer from one plane to another or a
change of state to the inner plane. That’s what looking
at this fleet helped me to do, and where I related from.
The almost clumsy solidity of the erystal supports made
the boats seem like herrings, with the same simple ease
for their water voyaging.

Marea herself says simply of her work:
“This is my culture, this is my life, this is my learning.

“It is where I have come from, where I am now, what |
hope for and continue to strive for.

“This is my work’s future.”

Of the waka she says “it all stems from Waitang
1990. I was there every day. I’ve always wanted to com-
bine glass and clay and the erystal came from when the
waka were at Waitangi. Everybody was looking at the
waka on the water and their stands were left up on the
bank. I thought the stands were just as important.”

The patterns on the boats are Lapita inspired. “It all
goes back to the great migration,” she says.

Elizabeth Miria Spark’s harakeke (flax) work has
that same powerful combination of delicacy and sureness
of touch. Her statement: “My work is a blend of tradi-
tional Maori techniques and contemporary design.” Her
inspiration is the wharenui and the importance of har-
akeke within. “T have been experimenting with dyed
flax and muka in keta and wall hangings. The colours
becoming foremost rather than me concentrating on a
woven sequence to create a ‘set’ pattern.”

Susan Jowsey has been exploring the world in minia-
ture, obliquely facing enormous issues. There’s still a
slant that keeps the viewer at bay - limited accessibility
and coded information in the meantime as the inner
work goes on. As she puts it:

“Within my work I am hoping to convey a sense of
accumulated experience -
or rather,
echoes of those experiences:
vulnerability,
isolation,
a lack of understanding.”

Frances Jackson’s complete mastery over her mate-
rials was a pleasure to behold. Impeccable finishing as
well as fine, sweeping ideas for shapes. Her ideas en-
compass “surreal displacement. The head is the alterna-
tive to the bird in the cage. The bird has travelled the
spiral and assumed the hat shape.” (See people, page
21)

Wendy Griffin’s Inquisiturn Arcanum Intribus Ma-
teriis Magnificus is as imposing as its name, containing
as it does an enigmatic encyclopedia of names and refer-
ences. It reeks of hours of dedicated application and is
based on the elusive signs, promises and directions of al-
chemy. The pleasure is in letting the lines unfold.

Alison Bramwell’s The Power of Naming, using an-
other symbolic language, that of runes, continues to
haunt, with its twisted spine of nails. Her explanation:
“There is a pulse from the land running strong through
the imagery that our distant ancestors (both European
and Maori) created as a communication from the spirit.

Opposite page: "Kia Ora
Digger and Kahu", by
Elizabeth Miria Sparks.
Photo; Sandy Connon.

Lefi: "Flying Fox",
by Louise Purvis.
Photo; Sandy Connon



Above:
"Inquisitum
Arcanum
Intribus
Materiis
Magnificus",
by Wendy
Griffin.
Photo;

Sandy Connon
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“This piece is about remnants, memories. It is a col-
lection of symbol and media with talismatie intent.

“It is about ways of passing on a feeling. It is about
the power of naming.”

However, after all this initial excitement and after
visiting the exhibition several times, a sense of the highly
derivative feel of some of the work would not go away.
The usual shortcomings of a group exhibition made this
worse - not enough of anyone’s work to develop a full
perspective on each individual. Cathy Kenkel’s work-
books, for example, made me want to see her actual
work.

If T haven’t commented on something it’s because it
and I have failed to form a relationship. Perhaps I'll
meet the fully explored idea or its next phase some other
time when the inspiration and skills have truly come to-
gether. Better not to pass judgement in the meantime.

Maleolm Harrison, who was artist in residence at
Nelson Polytechnic for three months in 1989 and who
has since revisited that course on a number of oceasions
was kind enough to come up with a second opinion.

“I think one must realize that this a students’ work.
I personally cannot see anything wrong with a slightly
derivative feel to such work. It’s like anyone: when you

f‘:1"St start you have heroes and you're
finding your way. But later, that’s got
to stop. You find yourself. It’s you
then. But it takes time. After all, one
doesn’t expect a person to emerge
from law school able 10 be a judge in 2
eourt.” )

Harrison is interested in promot-
ing the personal development of stu-
dents. “We can push the product far
too much, instead of pushing the per-
son. You need to help them get their
feet on the ground; to help them real-
ize that they have responsibilities and
to help them see themselves as a crea-
tive vehicle. It’s reaffirming that
their ideas are just as valid as anyone
else’s and that the skills in the craft of
the manufacturing of the article will
come to them.

“They have put a lot into learning
those skills, but that’s not the most
important thing. The key thing is get-
ting to know themselves and coming to
feel secure with themselves. Too
many of them are too woolly woofter.
They have brilliant ideas and then
they’ll back off. Or they’re not as-
sured that the idea is really good.

“It still falls back to getting their
feet planted firmly on the ground.

“They have four years with every-

thing pouring into them - it’s going to
take a while afterwards to sort it through. It’s going to
be up to the individual. Quite honestly, some will make
it, some won’t. It’ll just be like anything else. Some will
go into other fields and some will struggle through and
make a living. Some will be brilliant - who knows? Tt
will be up to them...and luck.”

For himself Harrison found working with students
“incredibly stimulating. Being students they weren’t so
affected by their alter egos. They had nothing to lose.
Later on people lose that spontaneity. It was a really
easy, flowing situation. It loosened me up as well.”

Perhaps in the end it comes down to this:

“From the age of six, | had a mania for drawing the
Jforms of things. By the time I was 50, I had published
an infinity of designs; but all that I produced before the
age of 70 is not worth taking into account. At 73,1
learned a little about the real structure of trees, birds,
Jfishes and insects. In consequence, when I am 80, I
shall have made still more progress; at 90, I shall pene-
trate the mystery of things; at 100, I shall certainly have
reached a marvellous stage; and when I am 110, every-
thing I do, be it a dot or a line, will be alive.”

From The Hokusai Sketchbooks, editor James
Michener,Charles E. Tuttle Co, Vermont & Tokyo 1958,

IN BRIEF

DANCING CATS TO MUNICH

Westport potter John Crawford is exhibiting
atthe Neuve Keramik Gu"ery 615in Munich.
The invitation came affer the owner of the
gallery, Renate Wunderle, saw Crawford's
work in New Zealand and viewed slides of
his show "No Looking Back" (Suter Gallery,
Nelson, 1989).

John and Anne Crawford went to Germany
! to help set up the 39 works, which include a
| 1.2 x 2 metre piece enfitled "Pacific Mirror",

The New Zealand ambassador to Germany
| travelled to Bonn to open the show on June 9.
Assisted by a short ferm study grant from the
QEIl Arts Council, the Crawford's will visit
p|c:|ces of ceramic interest in ltaly and the
south of France.

[ "Dancing Cols", ferracolta with slips and enamel crayons.

CERAMICSTO POLAND

The infernational gaze will again focus on
New Zealand when Moyra Elliott represents
this country atthe prestigious 5th Internation-
al Triennial of Ceramics in Poland this year.
The exhibition, entitled "Ceramic Material in
Modern Art" runs from June 7 until August
15, 1991. The brief provided by the organ-
isers who, among others, include the Polish
Artists' Union, the City of Sopot Art Gallery
(venue for the exhibition), the Polish Ministry
of Fine Arts and the Infernational Academy of
Ceramics at Geneva, states that the primary
aim of the exhibifion is "the confrontation of
the newest artistic investigations and
achievements in the field of modern ceramics
in different countries". It is a comprehensive
prescription with a clear emphasis on inno-
vation: Exhibitors are invited to forward one
furge or five small works in the category of
industrial ceramics. The exhibited works will
be for sale and there are a tofal of 16 prizes
spread among three levels of merit.

The Triennial exhibition has been running for
15 years which corresponds with the time
span of our own Fletcher Challenge inter-
national show. Parficipation in the Sopot
show is by invitation, which in furn is by way
of recommendation by an exhibitor in the
previous exhibition. The exhibitor is selected
rather than the work.

As a 1991 participant Moyra will be able to
invite a further two individuals fo contribute to
the event in 1994. Her exhibition entry this
year is a very big, multifired, ceramic bell
which should have appeal for all who look
(and listen).

SMALLTAPESTRY

A tapestry woven by Marilyn Rea-Menzies
has been accepted for the "Small Expressions
'91" exhibition being held in conjunction
with the Northwest Weavers' Conference in
Eugene, Oregon. It will be exhibited at the
Lane Community College Art gallery. Out of
93 entries, 54 pieces were selected from 9
countries, including the USA, by the juror Pat
Spark. Final judging for the four best pieces
will be held at the gallery in June. The
exhibition runs from June 16 to July 5.

The tapestry by Marilyn Rea-Menzies meas-
ures 22cmx28cm, cotton warp with a wool
linen and cotton weft. The piece is a portrait
of a friend and is entitled "I Am".

Multi-fired ceramic bell,
by Moyra Ellioff

“I Am", Tapestry,
by Marilyn Rea-Menzies




Below,
Tribal Urn®,
by Tom Copey

ARTEX

The fraditional Kiwi craft shop continues fo
be chu”enged by a variety of alternative
retailing operatfions. Arfex - Art and Interior
Expo appears this year in Auckland,
Christchurch and Wellington. Among the
exhibitors is Tom Capey, a woodturner from
Whangarei. Capey gained enough confi-
dence from a twelve week course at North-
land Polytech in 1987 to launch himself into
anew career in wood. He was Northland's
woodturner of the year for 1988.

He describes himself as "a dreamer and
anexperimenter, specialising in one-off pieces
that can be classified as functional, decora-
tive or sculptural”.

He is pictured with "Tribal Urn", 1.4 me-
tres fall. This piece, constructed from 80 rings
of custom wood and finished in acrylic lac-
quer, won a $500 consolation prize at the
1989 Putaruru National Exhibition, adding
to his 1988 award ot the same show for
"Most Innovative Turner".

ADUNEDIN COMMISSION

By Linda Harvey

This five metre hanging is above the door
of the Momington Methodist Church, visible
to all as 'rhey return from ce|ebroling the
Eucharist and as they go out from the sanc-
tuary after worship.

Designed by hymn writer Colin Gibson, it
was commissioned by the late Alex Mabon
and given fo the church in his memory by his
family. A central feature of the design is the
text "Creation sings a new song fo the Lord",
which is taken from a hymn by the twentieth-
century writer James Phillip McAuley. The
images displayed reflect this hymn and an-
other written for the Centenary celebrations
of the Mornington Church. The hanging was
worked by Jeanette Gibson and Robin
Aitken.The lettering is of padded gold and

silver kid shadowed by bonded letters of silk
organza and stitchery.

Reading from top fo bottom, a sunburstof
Creation made of padded and decorated
fabrics is attended with beaded and jewelled
stars. Asoaringalbatross, symbolin Aotearoa
forthe Holy Spirit, is also made of padded kid
decorated with black kid and grey stitching
onitswings. Dolphins oflayered chiffon leap
from a shimmering sea.At the base of the
hanging, people silhouettes fashioned of
padded leathers r.'omp|e’re the sweep of
Creation as they are drawn fowards the
church.

The hanging represents six hundred hours
of work and was completed between August
and December 1990. |t was worked in six
sections, hand-stitched together with over-
lapping design sections applied last. Some
fabrics were bonded to the background;
there is a little machine embroidery but most
of the design is meticulously hand-stitched.

AOTEATAPESTRY

The Aotea Tapestry, which now hangs in
the eniry foyer of Auckland's Aotea Centre,
was unveiled by the Prime Minister Jim
Bolger on April 24. The 11.4x4.5 metre
fapestry, estimated to have cost $650,000,
was sponsored by Fletcher Development and
Construction, who completed construction of
the complex in 1989.

Associate-Professor Robert Ellis, of the Elam
School of Fine Arts, designed the tapestry,
which was produced by a team of six hand
weavers at the Victorian Tapestry Workshop
in Melbourne, Australia.

Elizabeth Currey, chairman of the Aotea
Arts Cenire Arts Committee, said the tapestry
is the centre's principal art work, and joins @
growing art collection of infernational stand-
ing which will attract visitors from around the
world. She said her organisation had ap-
proached fapestry workshops around New
Zealand to find thatlocal studios did nothave
the substantial resources needed.

"The Victorian Tapestry Workshop is re-
garded as one of the world's finest and we
decided to go with the bestto create the best,"
Mrs Currey said.

The rich tapestry embodies signs and
symbols which most viewers will quickly rec-
ognise, however, the designer welcomes
visitors to supply their own interpretations.

Robert Ellis said he designed the work with
Auckland, its people, history and land in
mind. At the top, a variety of star chart
syrnbc|s, based on the southern skies, estab-

~*lishes geographic location and navigation

reference points. The constellation Pleides/
Te Huihui o Matariki relates io the annual
replenishment of earthly resources.

Beneath this is a landscape formed by
elemental forces, its surface conditioned by
confinuous voleanic activity. There is evi-
dence of human occupation siretching overa
millenium.

Cartographic symbols, surveyors marks
and weather chart signs suggest recent at-
tempts to define the nature of the physical
landscape.
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Above: The Aotea Tapestry , 11.4 metres high ond 6.5
meres wide, hangs in the foyer of the Aotea Cenire.

Right: designer Robert Ellis stands beside the topestry.

Reflecting Auckland's marine history, Ellis
has chosen a John Dory, a fish with long
established spiritual connotations, to symbol-
ise the abundance and diversity of marine
life. It is poised over an open hand of

“friendship and good fortune. Astronomical

and botanical characters signifying riches
and prosperity, embellish the hand.

In the lower left area, a fountain of pure
water acts as a sustaining life force, and as a
cleansing agent removing tapu. In the cor-
ners, the ancient signs of Alpha and Omega
relate fo the beginning and ending of all
things, and the perpetual life cycle.

(Editor's note: Auckland craft writer Helen
Schamroth comments on the Aotea Tapestry
on page 39 of this issue.)
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A USA INSPIRED FURNITURE
mﬂyﬂmmﬂ A love of wood, jozz music and the out-
and sycamore by | doors was the motivation for a seven month
Jim Grimmett

trip to the USA by Nelson woodworker Jim
Grimmett. Following a frip to Northern
California fo visit wood gurus James Krenov
and Art Carpenter, Grimmett found himself
doing a series of workshops at Anderson
ranch in Colorado.

There he met Sam Maloof, an influential
woodworker from Just outside Los Angeles.
He was invited to spend fime assisting
Maloof in a commission fo equip an entire
office building with hand-made furniture. In
all, Grimmett spent six weeks with Maloof.

The rocking chair (pictured) is a design
which Maloof has worked on perfecting for
40 years. Grimmett estimates that since his
return to New Zealand he has spent 75 hours
working on the chair.

INTERNATIONALWEAVING
SCHOOL

A scenic seaside town slap in the centre of
the country. That's the location for the INTER-
NATIONAL SCHOOL OF WEAVING. Aus-
tralian resident Birgite Armstrong will be
commuting from the NSW farm she owns
with her husband Nedle fo spend six months
of each year at the school which opened in
Picton on February 3. Her partner in the
venture is Marilyn Rea-Menzies. The two
plan to bring in tutors from throughout New

Zealand and overseas fo run residential
courses aimed at the more experienced
weaver as well as classes catering for local
needs. They also hope to employ one or two
graduate weaving students on an appren-
ticeship arrangement.

The picturesque old building at 22 Broad-
way, Picton will also house the mail order
weaving supply business Glenora Crafts,
formerly of Tauranga.
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« Patchwork fabrics

\'.n Classes
& Mail Order

214 Knights Road
Lower Hutt
Ph 693 427
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»'& Quilt Connection Ltd = {
Specialising in Patchwork and Embroidery

W Parchwork and Embroidery books
W Linens and DMC Threads

send $5 for samples

Hours
Mon-Fri 9am-5pm
Saturday 9.30-4pm

P.O. Box 313, 22 Broadway

[InTernaTIONAL WWERAVING SEIHO©OILOFNZ.

Picton, New Zealand

Telephone: (057) 369 66

REVIEWS

MALCOLM HARRISON AT THE
DOWSE

Reviewed by Ann Packer

“There is a Chinese tale of one hundred
blind men broughtbefore an elephant. “What
is before you?” they were asked. Each feltthe
animal and went away bearing one hundred
different stories of what they had been led
to...”

Malcolm Harrison’s statement to accom-
¥ pany his exhibifion at the Dowse Art Museum
is preceded by this tale, cautioning viewers
that the message or meaning in these pieces
is ulfimately up to us. A generous gift:
Harrison's new work particularly, and the
quilts which were shown at the Manawatu
ArtGallery lastyear (most of which are here),
is loaded with symbols and literary, histori-
cal, geographical and other references. And
allthisis filtered through an infensely infimate
lens, resulting in works loaded with personal
significance.

This exhibition is wide ranging, encom-
passing the developmentofthe artist’s themes
over recent years. Itincludes the dark works
from the Manawatu exhibition, itself a stun-
ning assembly - the striking “Mortal Angels”,
all 17 panels of it, is better lit and without the

reflection from the floor which augmented its
sombre impact - and the sonnet and trauma
cloaks, all introspective works. The electrify-
ing, provocative triptych “Creator/Desfroy-
er: Kissing Death: Lies” is here displayed as
Harrison originally intended, closely linked,
the clashing colours intensifying the encoun-
ters between the male couples quited into
each piece.

Eight brightly-coloured smaller quilts are
like greetings cards, happy affirmations of
small events: Happy New Year, A Quiet
Meadl at the Chez, The Blue Lantern (Colette
and M.E. and talk of w.t.), Letter from Ches-
ter. All feature a trendy Max Headroom fype
silhovette, and offen include those cliched

expressions found in cards.
The real excitement in this exhibition,

though, is generated by the largest new
pieces, which bring together the many themes
Harrison has been exploring, both universal
and personal: myth, symbol, religious rite
and pop culture, cartoon heroes, as well as
the small but equally precious rituals of daily
living. These new works emerge in brilliant
colours breaking out of the more muted
earlier images, integrating previous ideas.
In “Russian Caviar” which greets the visi-
tor in the Dowse's foyer, an ostensibly formal
encounter takes place against
a panorama of city and har-
bour, the breeze lightly liffing
acurtain. Yetreligious imag-
es hint at hellfire and damna-
tion: vignettes of cherub and
disrobing male suggest inner
conflict.  “Three nights in
Stockholm” similarly evokes
a curious mix of T.S. Eliof's
Prufrock and John Le Carre,
though this piece is more

fragmented.

As always, Malcolm Harri-
son demonstrates su perb
control of his medium, con-
siructing his quilts from fabrics
of a breathtaking variety of
colourandtexture, controlling
disparate weights to produce
a perfectly integrated whole.
His stated intention fo take up
painting, and his recent ex-
ploration of etching suggests
that these may well be his last
quilted works. Don't miss
them.

Left: "The Letter”
by Malcolm Harrison.

to; Peter Gibbs.

See also cover photo,
"Nightswimmer*
courfesy Dowse Art Museum.

WEARABLE ART
Reviewed by Sue Curnow

This was the ninth consecutive annudl
Wearable Artexhibition hosted by Compen-
dium Gallery - testament to owner Pam Elli-

“oft's commendable faith in the value of the
genre. Aware of the importance of move-
ment and three-dimensionality to the proper
viewing of clothing, she ensures that an
opening parade is staged, at a separate
venue, before the garments are put on static
display.

With the Benson and Hedges exiravagan-
za shill fresh in our minds, this year's show
was, more than ever, a reminder of just how
close the categories of “fashion” and “wear-
able art” have become. I's a good fime to
reflect upon the origins of and reasons for
such a concept as “wearable art”; on what
does its continuation as a separate genre
depend? In the beginning, it served as a
showcase for the work of people skilled in
fextile crafts - the cloth was the thing, and
simple, basic styles the most appropriate for
its articulation, The concerns of high fashion
- line, form - were not those of wearable art;
its concerns with fabric, embellishment, ex-
periment, often led to crificism regarding a
lack of attention fo style, and frequently, fo
finish.

Today, we have - at least in the Compen-
dium collection - garments which are stylish
and well-made, of unique fabrics made by a
variety of methods. And we observe - in the
Benson and Hedges collection - garments
which fitexactly the same description. Indeed,
one might even go so far as to say that the
laiter had more “challenging” ideas than the
former. So, what's it all about? Are the
creators of wearable arttrying too hard o be
fashionable - and therefore saleable - thus

endangering its continued existence?

True to its roots, the parade was divided
into categories of fibre (rather than daywear,
sportswear efc); outstanding in the silk class
wasthe work of guestexhibitor Sally Govorke.
Painting with Procion dyes, using resist
techniques, she achieves extraordinary de-
grees of depth, separation, and saturation of
hues; the patterning is considered and con-
trolled, the overall effect one of richness and
diversity. Several types of silk, each giving its
own quality of drape or texture to the colours,
are used. A thorough understanding of the
principles of clothing design and construc-
tion - a result of 20 years in the boutique
business - makes it possible to integrate these
lovely fabrics with good design.

Kristin Leek, who has had garments in

each show since ifs incepfion, has developed
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Above: Hand knitied "Teacup” coat
by Suzie Crooks.

Right:
ﬂ Vase forms by Richard Fcu[ﬁr

Photo; Anne Nicholas

and refined her skills wonderfully, producing
for this one a long, loose-fitting silk coat,
screen-printed and overpainted, lined with
silk satin and finished with tiny covered but-
fons.

Another familiar exhibitor, Yanny Split,
had a surprise in store for those who associ-
ate her with formal, fitted clothing which
uneasily straddles the fashion/art fence.
Creative use of knitting machines, well-ac-
cepted - and with greatresults - in many other
places, has yet fo be explored here; Yanny’s
dashing ensembles in heavy cotton, wood,
and mohair, combined with stitchery and
embellishment, show a strong lead in this
direction. The “Why not?” approach of this
designer is seen also in breathtaking hand-
knitted garments by Suzie Crookes. Playful
switching of stitch patterns, type and weight
ofyarn, andcolour, results in slightly bizarre,
delightfully imaginative, jackets and dresses;
their apparent spontaneity belies the great
skill involved in their making.

Of the cotton garments, Wendy Bennett's
screen-printed, reversible, hooded jackets
examplified her customary mix of pragma-
tism and creativity - a winning combination.
A disappointing lack of quilted, pieced, or
embroidered garments, or of menswear, in-
dicates perhaps the current economic non-
viability of these types of work. Leather, too,
was conspicuou5|y absent. Otherwise, there
was much fo admire and appreciate - philo-
sophical questions notwithstanding - in the
high quality entries of the 16 exhibitors, to all
of whom it is impossible to do justice here.
We can anficipate with inferest and pleasure
the celebration of the first decade, in 1992.

RICHARD PARKER

Reviewed by Malcolm Harrison

In January 1988 at the Ceramics Sympo-
sium held in Dunedin, Richard Parker began
a further change in direction of his work by
cutting vessels from solid blocks of clay. Inthe
technique-oriented ceramics world this shift
was much commented on and opinions po-
larised.  Collectors, the buying public, or
interested viewers could find no neutral
ground when locking at these pieces. A
conflict of opinion arose over the new. An
established potter was infroducing us fo a
different visual language.

Yet the techniques were not new. The pale
slips and heavy glazes stopping short of the
bases refer back to ceramics created during
China’s T'ang Dynasty. Their vigorous and
sirong shapes juxtaposed with an elegance
and indolence in decoration reaffirms a Chi-
nese origin of thought. But despife these
references Parker’s work remains enfirely
personal. The voice he speaks with is his own
and doesn’t rely upon the ancients or current
modishness.

By stepping back centuries from the Leach
and Hamada school of thought Parker has
introduced a new spirit and kindled a grace-
ful energetic strain into New Zealand's ce-
ramics.

From the time of the Dunedin symposium
his work has become more assured, the
repertoire of shcpes expclnded, and work-
manship freer and increasingly masterful.
His total ease and control over the clay is
apparent.

In those intervening years | have viewed
several Parker exhibifions, always finding
myself on familiar yet alien ferritory. The
yellow and green glazes have, for me, be-
come identified with the colours of the kow-
hai; the pale whitish slip with the dazzling
brightness of many Northern beaches. De-
tails on the pieces are like fingerprints of the
artist. They have been inherent in Parker's
work for years.

Yet coupled with this enthusiasm for his
ceramics | have conflicting thoughts about
their rawness and the uncompromising pres-
ence they create. There are few pracfifioners
in the visual arts whose work can shake one
into healthy questioning and the pieces cre-
ated by this ceramic artist offen achieve this.

His recent exhibition at the Fisher Gallery
lacked none of this conflict, and can only be
described as superb. Carefully selected into
groups of twos or threes, the 18 works were
elevated so the lowest was viewed at waist
height, the highest at eye level. The vases

varied from the reasonably small through to
three impressively large pieces whose sirength
dominated the studio gallery.

Familiar fouches were present. The yellow
and green glazes, askew symmetry, dancing
bulbous shapes and the everpresent sponta-
neity and unwillingness fo disguise the nature
of clay.

New touches were in the shape of almost
heart shaped vases, a glowing pohutukawa
redglaze, decorations of small glazed crosses,
and two impressive planfing boxes with lush
diagonal stripes.

One of the marks of an artist is an ability
to develop and allow their work to evolve.
Richard Parker has allowed these things to
happen and in doing so has raised questions
and has challenged our accepted aesthetic

mores.

NORSEWEAR POTTERY
AWARD

Reviewed by Gaeleen Morley

213 entries were received for the pottery
section of the Norsewear Art Award. Only
63 were selected for the final show by Rick
Rudd of Wanganui, President of the N.Z.
Society of Potters.

Brian Gartside (Auckland) won the $2,000
award for his “Lake Mountaine Morraine”.
Gone are the vibrant colours and large scale
of his earlier work. This piece was small by
comparison - a wonderful build-up of texture
upon texture resulfing in a visual impact of
quiet strength.

The three merit award winners were
Raewyne Johnson (Wanganui), Pefer Hend-
erson (Dunedin), and Paul Laird (Nelson).

Raewyne Johnson's thought provoking
entry, “Maketu Series Ill” consisted of three
terracotta bowls containing found objects
from the sea and its environs - kina and paua

shells, bird skeletons and feathers, seaweed
and sponges.

The inferior of Peter Henderson's slipped
bowl showed a wonderfully free decoration,

simple and professional.

"Atlantis Submerged" by Paul Laird was

an intricate large construction, a busy work
with additions of gold lustred cats.

Some of the smaller pieces in the show
held great appeal. Rosemary Perry's divine
celadon glazed discoid bottle was quite
breathtaking. 1 also liked Margaret Hunt's
tiny copper reduced carved bowl, Evelyn

Kelly's narrow porcelain bottle which showed
her crystalline glaze to perfection, and Tui
Morse's diminutive teapot with brush work
decoration.

Of the larger pieces, the surface of Peter
Gibbs' salt glazed botile was totally seduc-
tive. The precision of George Newton Broad's
decoration is awesome.

Other impressive pieces were Raewyn
Atkinson's  “Nikau” and the sculptural
"Candleholder" by Gail Sammons.

Overall the exhibition created a good del
of comment. The display, using screensto cut
the gallery space info sections, was not suc-
| cessful, and some work wasn't shown to its
| best advantage because of poor lighting.

Above: "lake Mountaine
Morraing", by Brion Gortside.
Photo, Gaeleen Morley.

Below: Earthenware bow! by
Pefer Henderson.
Photo Gaeleen Morley











































