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Detail; "Evening Gatha", by Jenny Barraud.

Nelson Suter Art Society
Spring Exhibition
Suter Gallery, Nelson
October 14 - November 1
Guest artists:
Jenny Barraud (Small works in mixed media)
Christopher Braddock (Sculpture)
Ray Jennings (Paintings)
David Russell (Leatherwork, masks, boxes)

P.O.Box 15
Punakaiki
West Coast
Aotearoa (N.Z.)

Ph. (03) 7311 813
Open 7 Days

The region’s leading crafts people
display and retail their own work.

CRAFTS

FISHER GALLERY

CONTINUALLY CHANGING
EXHIBITIONS OF FINE
NEW ZEALAND CRAFT AND ART.

13 REEVES RD, PO BOX 51222, PAKURANGA, PH 09 576 9999

CONTEMPORARY
CANADIAN
QUILTS

Wendy Toogood Pyramid 1981, Fabrie construction:
wool, colton, synthetics, silk, nylon, 150x200cm.

Touring to the Wairarapa Arts Foundation,

Manawatu Art Gallery,
Hawkes Bay Exhibition Centre,
Dowse Art Museumn,
Waikato Museum of Art & History,
& Auckland Institute and Museum.

Brought to New Zealand by
Exhibitour

New Zealand's exhibition touring agency,
with the assistance of
Canadian Airlines International

An exhibition organised by the Ontario Crafts
Council and toured nationwide by Exhibitour

with the support of the
Queen Elizabeth II Arts Council of New Zealand

Exhibitour, PO Box 6401, Te Aro, Wellington.
tel: (04) 385-8298
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4 IN BRIEF

Art schools and exhibitions, commissions
and new businesses, residencies and visits
from prominent craftspeople, the New Zea-
land craft community is a busy place fo be in.

Patrick Crabb was o recent visilor fo New Zealond,
*Kiln Relic* (above] is an example of his reaction to
other cullures and fo his environment,

13 TWO HANDS

Margaret Milne has been a focus and an
inspiration for a generationof New
Zealand potters. Cathy Kenkel traces her
path over the past three decades.

Above; Margaret Milne's workshop has been home fo
many palters over the years.

ver phofo;
‘ gﬁ‘!}ff’ss b}f“ nOga 5:'1 fmne Hoglund.

16 GLORIOUS GLASS

A Swedish couple are among New Zea-
land's most prolific makers of glass. Julie
| Warren talked to Ola (pictured above) and
Marie Hoglund in Nelson.

18 REVIEWS

A plethora of "Folk Craft * shows may
enable us to smirk at the nation's kitsch, but
Douglas lloyd-Jenkins questions this use of
ourgallery resources. Howard Williams looks
at what Alan Brown, winner of the 1989
Croft Biennale, is doing now. Noeline Bro-
kenshire reviews a clutch of embroidery
shows,

Above; "Translation Chafice”, by Alan Brown.
Photo; Howard Williams,

Master Works Gallery in Auckland invited
two guest curators fo give an alternative
viewpoint and Helen Schamroth compares
their success.

Whitireia Polytechnic held a huge show in
Porirua, so their students and staff could
examine a range of cultural alternatives.
Lesleigh Salinger reviews Origins.

Once, the Alternative Furniture Show |

questioned the boundaries. Doesitstill2 Colin
Slade has seen them all.

28 CRAFT WRITING RULES

An August seminar in Auckland ques-
tioned whether art/craft have a valid exist-
ence without the words which describe and
position them in the minds of others. The
meeting fried to get inside the editorial mind
fo find what defermines what type of writing
about craft we get.

Michael Smythe recorded the discussion
and made some conclusions.

31 GALLERY NEWS

Is it a sign of an upswing in the economy
that new galleries are opening, particularly
in Wellington. Avid and Indicator Gallery
are new on the scene and Auckland's Vault

| will soon open in Wellington too.

Aswell, some established galleries all over
the country have increasingly exciting pro-
grammes. This issue looks at a few.

Above; "The Gallery", of Northland Polytechnic,
gives shudents end graduates a faste of the
operafion of a commercial gallery venture. Pictured
i o cup in chmmiguhed bross, anodised

aluminium ond rubber, by Meg Black.

35 PEOPLE

A closer look at the mofivation and meth-
ods of potters Peter Oxborough and Gretyl
Doo, and glassworker Garry Nash. Wallace
Sutherland is a maker of medallions. Judy
Wilson talked to him about his work and the
NZ Contemporary Medallion Group.

39 BOOK REVIEW

Hazel Walls reviews Weaving a Kakahu,
by Diggeress Te Kanawa.




LETTERS

.MARKETING OUR IMAGE

Dear Editor,

Ron Roy's thoughtful letter (Craft NZ 40) is
timely, its final sentences aptly and passion-
ately justifying the need for a national or-
ganisation to represent craft to the world at
large. The failure of our own Crafts Council
sadly serves to emphasise both that need and
the difficulties in fulfilling it.

The Crafts Council was born out of the
vision and commitment of a few people
representing the many who shared and who
still share Ron Roy's convictions. | pay tribute
to the work of those pioneers and to the many
equally committed people who have carried
on that work over the last 27 years. The last
executive and staff, who struggled at the end
to save the Crafts Council, were no less
aware of the vital place craft holds in our
society than were those pioneers And | express
with equal sincerity my gratitude to them for
their work on our behalf.

Aswell asthe obvious debts and withdrawal
of funding that ultimately caused the death of
CCNZ, | believe there is another less fangible
reason. The clueto itis contained in Ron Roy's
statement that “This proclivity for independ-
ent thought is part of the reason so many of
us find it difficult to put aside our differences
in order fo work fogether.” We areindeed an
infuriatingly independentbunch. Ask anyone
who hastried fo professionally and collectively
market craftspeople! The task of the QEIl Arts
Council's proposed Craft Marketing Board is
therefore formidable and experienced ob-
servers will not be hoiding their breath in
anticipation of early success. The parallel
task that Craft New Zealand/Mahi A Ringa
O Aotearoa has, of uniting the craft move-
ment and promoting its wider interests, is
hardly easier. But this is no reason to aban-
don either aftempt, for the need is as real in
New Zedland as Ron Roy describes it in
Canada.

Adversity unites craftspeople like nothing
else. The solidarity inspired by the infamous
1979 Sales Tax issue left the Crafts Council
with enough steam, later re-charged by the
highly successful 1984 Lincoln Conference,
to move info its new flagship at 22 The
Terrace and sail right up to the then De-
pariment of Education with the resulting hugh
achievements in craft education. Somehow
though, that collective energy and support
gradually evaporated. How and why did this
happen?

| believe that the Crafts Council had two
distinct responsibilities: to sell the image of
craft to the world at large, and 1o sell itself to
the croft community. In steadily increasing its

professional staff in Wellington it enjoyed
considerable success at the former. The in-
creased personal and professional contact
with government depclﬂments, corporate
buyers and so on resulted in significant ad-
vancement for the profile and image of New
Zealand craft. During the same period there
was a growing perception by much of the
craft movement that CCNZ had become
remote from their concerns and influence.
Justified or not, this perception developed
info apathy and even ignorance about the
work of the organisation. Craftspeople were
either unaware of its existence or felt it had

little to do with them.

The most effective form of selling is by
direct contact; the most effective form of
advertising is by word of mouth. The success
of the Crafts Council in marketing the image
of New Zealand craft is proof of this. Its
failureto sell itself to the wider craft community
demonstrates its much lesser degree of per-
sonal activity in that field. All of us who have
served on recent CCNZ executives share in
this responsibility, though it would be wrong
to say that executive members have been
unaware of that need, or have not tried to
address it. Getting out and talking to guilds
and gatherings of craftspeople takes a great
deal of time, time that self-supporting craft-
speople have too little of.

In finding myself interim president of Craft
New Zealand/Mahi A Ringa O Aotearoa
(call it Craft Aotearoa if you prefer a smaller
mouthful), | am deeply conscious of this need
for us to consult directly and personally with
the craft movement and fo market the or-
ganisation in the same way. To appropriate
and paraphrase another of Ron Roy's state-
ments for this parficular cause: “We need to
find those who are willing and able fo con-
vince more individuals in our movement of
(the) positive contributions (we can make on
behalf of the crafts community.)” Craft
Aotearoa’s prime objective in this formative
year is fo get outand identify such key people
in the crafts. It must consult with its constitu-
ency and consolidate its support if it wishes to
rebuild any sort of structure which is to be of
real use to craft. And if it gains that support
it must take care never to lose it.

I live and work in a small rural community
whose members exist by a wide variety of
livelihoods. One of the mixed blessings of
being partof such a society is thateveryone’s
life and work is visible. Perhaps | am fortu-
nate, butunlike Ron Roy, | don't feel alone or
significantly outof step. True, my livelihood is
different from all others in my community, but
my experience is that | am valued because of
that. True, you won't find much of my work in

| the homes of neighbours (few of them could

afford it anyway), but they are interested in
what|do. Somefimes they proudly bring their |
visitors to meet me and see what| do. | would
like fo think this is the New Zealand experi-
ence compared fo Ron Roy’s Canadian one.
The vast maijority of visitors to my workshop
express appreciation for my work; many of
them confide their wish to be pursuing a
similarlivelihood (Itry notto disillusion these!).
Occasionally I have to explain patiently what
it is that makes my work different and some-
times (fortunately rarely) a visitor will go
away totally mystified as to why my chairs
seem so expensive compared to mass-man-
ufactured furniture. “How much is it without
the gold plating?” asked one wag recently
before driving off in his icon which cost far
more than my annual turnover. Well, you
can’t win ‘em all.

| mention my personal experience to em-
phasise my belief in the importance of per-
sonal contact in our cause, in any marketing
venture. We are all individuals, whatever
livelihood we pursue, and we need to seek
out that individuality when talking to others.
We live in a society drugged and weighed
down by an ever-increasing quantity of im-
personal objects, imagery and communica-
tion. Its threat to craft is not as obvious as
iniquitous sales tax but it is just as real. |
shouldn't need to repeat that the great value
of craft and art and the people who practice
it is their ability to counteract the stulfifying
effect of this dead weight. We must however
ensure thatin unifing our energies fo promote
our cause, we don't fall into the trap of
adopting those same impersonal values and
methods of communication. No amount of
printed material or newsletters from the ora-
cle will stimulate and unite. Newsletters and
magazines may supplement personal inter-
action. They cannot substitute for it.

Craft Aotearoa's task then is to build up a
nationwide network of active and communi-
cative people in craft. People who are pre-
pared fo identify local needs and to commu-
nicate those needs fo the national body and
to help co-ordinate activities such as market-
ing seminars, design workshops and so on.
There is no limit to what can be achieved
when people work fogether. There never has
been. All that is needed is the will to co-
operate. The coming year will determine if
thatwill exists or not. My colleagues and I will
be doing our bestto inspire it. We'll welcome
wholeheartedly all offers of assistance and
support.

Colin Slade, Inferim President, Craft New
Zealand/Mahi A Ringa O Aoctearoa.

.

EDITORIAL

raft New Zealand magazine lives on! Over twenty craftspeople
and supporters of craft have invested in a new company - Craft
Print Limited. Ownership of the magazine will shortly pass to the
company, putting it back in the hands of the craft community.

The Queen Elizabeth I1 Arts Council has invested too, with $10,000 of
seeding finance. The capital now available should stake the magazine for
a year, but after that time the future depends on the level of income from
advertising and sales. More people are reading Craft New Zealand than
ever before - paid subscriptions are now at their highest level for many
vears - but financial viability requires twice this number. There’s plenty
of hard work ahead.

The Craft Council’s gallery on The Terrace in Wellington still lies
empty, but negotiations are at an advanced stage and hopes are high that
by the time you read this a new gallery will have opened on that site.

The Arts Council has announced plans to set up a marketing board,
with staff appointments beginning late this year.

Craft Aotearoa is working with limited resources to consult with the
eraft community about its need for a membership organisation. What
should such an organisation do? Lobbying and advocacy, event organisa-
tion, liaison between national eraft groups and dissemination of informa-
tion are obvious requirements. How is it best to do these things? Who
pays, and how? The organisation has limited time to find the answers to
these questions. Craft New Zealand magazine welcomes input to this
debate.

So from the ashes of the Crafts Council of New Zealand, new bodies
have arisen: organisations which are reshaping the services which the
crafts community needs. These new structures are facing the chilly breeze
of economic reality, and that reality is being felt by craftspeople more
and more too. The recognition that crafts must be marketed better has
been apparent for some time. Craft New Zealand will supply a valuable
marketing tool with its next issue - the 1992 Crafi New Zealand Year-
book. The realisation that such marketing must be paid for has not been
universally well received by craftspeople. However, part of the poverty of
craftspeople is due to this very lack of self promotion - in advertising you
get what you pay for.

Individually. the craftspeople of New Zealand have no clout. Our
only strength is in co-operative action. Until we learn to work together on
projects like the yearbook - and until we realise that we have to find the
resources with which to do it ourselves - we will not present a professional
image to the public.

Fortunately, plenty of top craftspeople are not deterred by the
investment needed to prepare an application for the yearbook. Early
signs show good support and I will be joining craft writer and fibre artist
Amy Brown and woodworker and sculptor Humphrey Ikin in mid-
October to evaluate the applications.

Response to the yearbook by retailers, tourism operators. and others
who may commission or purchase eraft are also good. This is the sort of
document which has been needed for years - to see at a glance who is
making what - and where it can be obtained.

The writing is on the wall. Professional marketing, through initiatives
like the yearbook, is essential for our survival. Look for it early in
December.

Peter Gibhs., Editor.
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IN BRIEF

‘DESIGN BUSINESS

Two recentgraduates of Waiariki Polytech
have established Pohufu Prints, a small de-
sign business in a prime Rotorua tourist spot
close to Whakarewarewa. June Grant and
Mereana Hall graduated in 1989 and 1990.
June did some part-time tutoring at first, but
needed a more secure future and the pair
looked for something involved in fourism.

The polytech backed thern up with an eight
week business course and they started print-
ing T shirts and placemats, emphasing dis-
tinctive NZ designs.

Support also came from the Maori Wom-
en's Welfare League, who were willing to
lend money for them to buy equipment.

The business initially relied on tourists, but
now sends custom-designed T shirts to hui all
over the country during the winter. Their
designs for fourists incorporate universal
designs from Maori artists. The images are
often of the Pacific, but not directly Maori.
They say their T shirts appeal fo a wide age
group, but competition is fierce.

Below; "Water's Fdge",
by Helen Schamroth.

HEWLETT PACKARD
COMMISSION

Two works were commissioned by Ath-
field Architects for Hewlett Packard’s new
Auckland office and were recently installed
in the Ports of Auckland building.

“Water's Edge” by Helen Schamroth is in
the form of two sails, one floating over the
end of the prow shaped reception desk, the
‘other providing a sweeping verfical element
that resolves a difficult corner. The l:hu"enge
was to work with the strong maritime theme
of the inferior and ifs robust high-tech ele-
ments, yet refain some of the characteristics
of fibre. The work, main|y in stainless steel
and brass mesh, filters a view of the harbour,
and is assembled with fibre techniques of
stichery and wrapping in wire. The maritime
theme is also taken up in Malcolm Ford's
work, “Gothic Revival”, a manuka construc-
tion in his inimitable quirky style, located at
the opposite end of the entrance near the lift
and providing a visual focus at the entry.

| WELLINGTON PRINT STUDIO

“By Judith Doyle
A recently established craft studio in Wel-
lington is Limited Edition Etchings where

Jenny Murray, printmaker, has a studio over- [

looking the sweeping beach of Lyall Bay.

Still teaching locally, Jenny hopes her
printmaking will be a fulltime job in the not
too distant future. She is pictured with an
anfique printmaking machine which she uses
for her popular small square prints.

“These small prints showing New Zealand

wildlife and landscapes are beginning fo sell
well in tourist outlets,” she said.

PORIRUA COMMISSIONS

Whitireia Polytechnic has a strong policy
of involving their students with the community
and of preparing them in a practical way for
the problems they will meet as working arfist/
craftspeople following their graduation. Asa
result, commissions executed by students are
dotted about the region.

The Porirua City Council wanted their
administration building to be sensifive to
local people. Four diploma students worked
together to put in a submission for a mural in
the reception area. Their successful design
incorporates images of hills and community
housing.

When Ohio artist Barry Gundersonwas
arfist-in-residence at the polytech, the City
Council, with financial assistance from Mit-
subishi Motors NZ Lid, commissioned an
outdoor sculpture for the lawn outside Page
90, the city art gallery.

Above:

Top; Commission by Whitireia Polylechnic students for
P:firua City Coum!; odminisirafion building.

Lower; Ovidoor sculpiure by Barry Gunderson

Right: Sﬁ.demmﬂrgmiv;Nekon Winter Art School.
Top; ie Margaret.

% i mm%wk’ b o A
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lower; Siool by Philip Osborne.

Photos; Pefer Gibbs.

WINTER ART SCHOOL

While Summer Schools are a common venue for
creative holidays and a bit of personal growth, Nelson
detach has taken advantage of the winter to run a
series of workshops with New Zealand and interna-
tional futors.

Californians Betz Salmont {paper) and Patrick Crabb
(ceramics) were joined by tutors Humphrey kin, Carole
Shepheard, Andrea Daly, Philippa Blair and Toi Maihi
from Auckland, Philip and Lee Trusttum from
Christchurch and many others covering areas as diverse
as hat-making (Di Powell), and found woed sculpture
(Grant Corbishley).




Above; Dr Clarence Beeby.
Photo; courtesy NZ Academy
of Fine Ars.

BEEBY
THE ENLIGHTENED YEARS
By Lesleigh Salinger

1992 has been the year of “Beeb”- other-
wise known as Dr Clarence Beeby, noted
New Zealand pioneering educationalist. As
Director General of Education from 1940-60
he instituted and oversaw a revolution in the
system by which young people in this country
were educated. In particular the commitment

fo a revitalised method of teaching art and
craft was seen as the foundation on which a
nation’s creativity was unleashed. The study
and practice of art and crafts were in fact
made compulsoryinthe curricula of all schools
throughout the country and in this New Zea-
land led the way internationally.
Appointed by the then Minister of Educa-
tion Peter Fraser, Beeby, stimulated |::y his
awareness of the thinking of educational
philosophers such as the Austrian, Professor

Cizek, Sir Herbert Read in England and |

Arthur Lismer in Canada, set to work. He
chose Doreen Blumhardt to put his vision for
the arts info practice in primary schools from
1942-49, and in 1944 James Coe was ap-
pointed to tackle secondary schools in the
Hutt Valley. Itwas also during this time that
the Art Advisory network was established,
Selected art specialist students from the
Teachers Colleges were given an extrayear's
training in art.

This group of specialistadvisers then toured
the schools supporting the work that Doreen
Blumhardt had been doing with her instruc-
tion courses for teachers. Awhole network of
change was instituted and the growth of the

scheme led fo the creation of a new pesition

in 1946- that of Supervisor of Art and Crafi
for New Zealand. Gordon Tovey was the first
incumbent. He was also responsible for
sefting up the Maori Schools Project in
Northland, and in 1940 the first Maori Art
and Crafts Course was held in Ruatoria for
art specialists.

The Academy of Fine Arts in Wellington
recently honoured Beeby with an exhibition
entifled Beeby the Enlightened Years, curat-
ed by Blumhardt and former art adviser, Bri-
an Carmody. They called upon adviser
co"eagues to contribute their own work to the
exhibition and the list of contributors reads
like a “who's who" of New Zealand arts
education and pracfice.

With 72 people involved it is not possible
toname them all, butleading artists included;
Sandy Adsett, John Drawbridge, John Bevan
Ford, Ralph Hotere, Para Matchitt, Stanley
Palmer, Cliff Whiting, Auriel Shearer and
Marilynn Webb.

Noted crafispeople exhibiting were Roy
Cowan, Grace Rushton, Peter Stitchbury,
Yvonne Sloan and Graeme Storm.

As Beeby admited, a particular strength
he has is the abilify to pick the right person at
the right moment to give expression to his
vision and then fo trust that person to get on

with the job!

The legacy of what was set in train 50
years ago is ours fo enjoy foday. An en-
riched visual arts scene with both practition-
ers and appreciators educated through art
into a wider awareness of the richness of
New Zealand's fin-de-siecle bi-cultural her-
itage.

Photos; Above cenire; Stoneware pot by Peier Stichbury
Above right; "Coromandsl Mystigue" (Woven, dyed
lapestry] by Grace Rushion.

Left ; Abacus (wood), by Para Mafchiti

Far left: "Whaka Oho Nga Tupuna" (Wood), by Chiff
Whiting

LEATHERWORKERS MEET

By Marie Potter

In May of this year, the Association of NZ
Leatherworkers held its second national con-
ference at the Central Institute of Technology
in Upper Hutt. The four day event was attend-

EXPO PRAISE

Sean Murray, the Regional Manager of
the New Zealand Tourism Board in London
gave some very personal service to Nelson's
South StGallery owner Mike Rogers recently.
On a visit to the Seville Expo site, he took
some photos of the New Zealand ceramic
work to satisfy Mike's curiousity about what
the display looked like.

He obviously liked the work, saying; "l
mustsay thatthe ceramics display is absolutely
stunning and has become a major highlight
of the New Zecland pavilion, which in itself
has also become a focal point of the total

Expo experience."

ed by New Zecland members as well as
thirteen Australians from as far away as
Perth. It was followed by a five day master
workshop.

This was the first Ausiralasian leather con-
ference aince 1989 (Australia held their last
one in 1988).

Financial backing came from the QEIl Arts
Council and the Australia/New Zealand
Foundation. Special guest was lan White, a
leather artisan from the Canberra School of
Art.

Nine New Zealand tanneries donated
$3000 worth of awards. These went to both
' sides of the Tasman. In conjunction
with the conference, a public display
ofleather was held at C.I.T. A contem-
porary leathercraftexhibifion was held
simultaneously at the Crafts Council
Gallery in Wellington with lan White
as guest artist.

From the Contemporary Lealhs
exhibition of the Crafts Council
Gallery in Moy.

Top; from left; "Dilly Bag", by
Marion Chasteau; Box in leath
and mixed media, by Devid
Russell; "Child of Poseidon", by
Janis McKenzie; "Human Form
by Donold Paterson.

Below; from leff; Earrings, by
Judith Winon; "Aztec West
Box, by Tim Meagher; Jeweller
Boxes, by Margaret Cardno.
Photos; David Russell



Above; Hannah To
works on o bemé
skulleap.
Below; Willie Calvin -

Weaver.

By Judy Wilson Goode

Things happen quietly in the craft world,
supposedly due to lack of advertising dol-
lars. I¥'s a shame, as it often takes the in-
formed craffies a few months to catch up with
events - for the public it can take years.

One relatively unknown enterprise is the
Contemporary Craft Studios. Housed in the
airy, bright rooms of the former Rehabilita-
tion League on the corner of Dominion Rd
and Horopito St in Auckland it provides
studio space for many-top level cruffspeople_

The public may buy their products, or just

browse and watch them work.

A craft trail around the premises is
wonderfully colourful visual journey. It be-
gins at a very good bookshop specialising in
craft books and leads on
toavariety of textile based
workshops. These include
felting, bookbinding, tra-
ditional and bead weav-
ing, fabric printing and
silk painting. Visitors can
see an imagist, flame
worked and fused glass,
or watch cabinet making
and slip cast ceramics. A
sculptor and a photogra-
pher complete the line-
up.

For information about
the studios, phone :
09 623 0481.

Above; Not balloons, but blown glass, An installation
by Dale Chihuly ot the Seattle Arf Museum.

By Peter Viesnik

A somewhat cool mid summer in the Pacif-
ic North West coast of America, and a light
misty rain falls over the Skagit Woods, as |
arrive at the Pilchuk Glass School .

Founded twenty years ago by Dale Chihu-
ly, a leading American hot glass arfist, on
land donated by a wedlthy benefacor, the
school is ideally situated amongst sylvan
meadows and woods with distant views of

the Puget Sound. Pilchuk has in this fime |

consistently attracted top glass artists and
technicians from all over the world as well as
from the United Stafes.

The entire breadth of glass working is
offered here, from b‘owing and costing,

fusing, flameworking, neon, painting and |

engraving to mixed media sculpture. As far
as | am aware, | am only the fifih New
Zealander to come here and be immersed in
this incredibly intensive two and a half week

session, where the pace only really lets up at
{ mealtimes or the eorfy hours oF the morning,
when the exhausted participants stagger off

to bed to snatch a few hours sleep.

| The session | attended was taught by

| Paul Stonkard, famous for his much

| sought after, meticulously detailed bo-
tanical paperweights, made by the
flameworking process using fechniques
not practised in New Zealand. | have
had @ long standing inferest in flame-
working techniques, sometimes known
as lampworking, a hot glass process
using a bench forch-or burner.

Approximately half of the students are
enrolled in colleges of art or university
art departments and | think of how our
own art or craft design students could
benefit and be inspired by these influ-
ences. An observation expressed to me
previously by Ann Robinson, who taught
a kiln casting session here a few weeks
ago. Following this up, | engage in
several conversations with Marge Levy,

the director of the school.
Firstly an initial quarter
scholarship is offered, in-
creasing later, as my enthu-
siasm increases, fo a yearly
hailf scholarship funding - an

excellent basis to start from.

We already have a glass
programme incorporated in
the craft design programmes
of three of our leading
Poytechnics. Blowing, cast-

MOSAIC MAKER

Margaret Coupeisone of New Zealand's
few mosaicists. She talks about her work.

In 1980 | was invited to join the Asso-
ciazone Internazionale Mosaicisti Con-
temporanei based in Ravenna, ltaly.

In 1984 | was one of seven people
chosen by art professors in Europe to
make a mosaic for a Peace Park in Ra-
venna, ltaly. The others chosen came from
France, USA, Austria, Russia, Italy and
Belgium. | was the only person from the
southern hemisphere.

Beside my mosaics throughout New
Zealand, there are examples of my work

ing, fusing, and slumping is
practised, albeit on a much

in the USA, Britain and Italy. Most are
made for indoor decoration and unlike
traditional mosaics are able to be moved.
They vary in size from 600mm fo 3 me-
fres.

Avariety of commissions over the years
included @ map and sundial (pictured
above) situated at the summit of a hill
adjacent to Flagstaff Hill, Russell. This
mosaic is 5 mefres in diameter.

In 1991 the present owner of "Onoke"
(F E Manning's property in the Hokiangal
commissioned a mosaic depicting the life
of Manning, the author of "Old New
Zedaland", to be sited in his original

courthouse.

smaller scale, leaving vast
potential to have the mind
and vision of atleastone studentexpand-
ed by attendance at one of these summer
sessions.

During the course of the workshop,

Paul Stankard arranges for

F

days in duration.

Mrs A Reeves,
P O Box 804,
New Plymouth.

Attention)
TJutors!

Tutors are invited to submit
proposals for workshops to be held
at the A.N.Z.E.G. Conference in
New Plymouth, June/July, 1994.
Classes may be from one to four

Please send course outline with
application by March 31, 1992 to:

us to visit Dale Chihuly’s
spacious studio situated
along the banks of the Seat-
fle River. Quite a privilege,
as it is not usua“y open fo
visitors. It turns out to be a
visually stunning experience.
Chihuly is @ unique phe-
nomenon, a frail blozing,
big thinking, almost corpo-
rate g|css artist and design-
er employing the best glass-
workersinthebusiness. Right
now he is being honoured in
his home city by a huge ret-
rospective exhibition of his
installations from 1964 to
1992 at the new Seattle Art
Museum.

Thisis a superb exhibition
covering an entire floor of
this spacious museum and |
am stunned by the magnifi-

) centbreadth of his glass art.

The Pacific First Cenire in downtown Seattle also
houses an impressive Government-bought collection
of leading hot glass arfists and it is obvious that the
United States is certainly the big time in glass - both

in scale and in prices.

Next on my pro-
gramme is a visit to
San Francisco to view
some of the galleries
and a trip down the
coast to Santa Cruz to
visit the I:actory of Lun-
dberg Studios who
produce high quality
paperweights and
vases, using different
types of flameworking
techniques.

| wish 1o acknowl-
edge the QEIl Aris
Council for their gen-
erous funding assist-
ance for this study trip.

Top left; Pilchuk gaffer
Randy Walker at work.
Below; Peter Viesnik
sharpens up his fechniques
back in Auckland ug the
Contemporary Cro
Studios.



Above; Warren Tippetf.
Photo; courfesy
Carringfon Polytechnic.
Tep right;

Robin White.

Photo courlssy
Chrisichurch Polytechnic.

EDUCATION -

CARRINGTON RESIDENCE

Potter Warren Tippett recently began a
period as Artist in Residence at Carrington
Polytechnic under a QEIl Arts Council spon-
sorship. Warren Tippett has been o full-time
potter for 30 years and for much of that fime
has been at the cutting edge of innovation in
New Zealand ceramics.

Southland born, Tippett describes himself
as a vessel maker. He served part of his
apprenticeship in Chrisichurch with Yvonne
Rust. In about 1969, Warren began to move
through New Zealand, staying and working
with some of the handful of people then

; 0
making pots. This experience brought him in
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)
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| confact with'a wide variety of styles

and peop1e, incfuding influential
Japanese potters visiting New Zea-
land for various craft festivals.

Warren was eventuc”y drawn to
Coromande| where he set up his
own workshop for many years.
However, as he puts it: “When the
hippies moved in, Warren moved
out”,

Warren's work has always been
with functional vessels. With the
move fo Grey Lynn in Auckland, he
was forced fo adaptto smallerkilns,
fired with electricity. But there were
otherinfluences atwork too. The environment
of Grey Lynn and the support he received
from the Pacific Islanders living there brought
a new tranquillity to his work. “In Grey Lynn
| was living among people who had no
traditional thought of what a pot should be.
For them, my kind of pottery invoked new
feelings, their response came directly from
the heart.”

Woarren also also enjoyed that period
because he felt it broke down the isolation
that artists, especially potters, seem to suffer.
I feltthe city was good for me. People seemed
to like what | was doing and were taking my
pots because they wanted fo use them to
serve food. Itwas a case of the country potter
coming fo fown.”

Warren Tippett currently spends a lot of
time in Sydney, where he has had a work-
shop for the past four years. He enjoys hcwing
a base there because he feels it is still close to
New Zealand but is a very good stepping off
point for new directions. He is sfill very much
influenced by Jopanese ceramics, especially
now that he sees a lot of young peop|e
starfing out in the craft there, then moving
away from the rigid disciplines of the past.

His current interest, which extends from
extensive visits to Japan, is in developing the
use of overglaze enamels. He hopes fo use his

time at Carrington to experiment with a white
cfay he has not used before.

Warren says: “After 30 years as a pofter
| now feel that I'm old enough to come to
somewhere like Carrington Polytechnic and
benefit from it”. The support of the QEIl Arts
Council means that students and staff will be
exposed to Warren Tippett's skills until the
end of October 1992.

ROBIN WHITE RESIDENCY

By Graham Bennett

Robin White arrived from Kiribati during
July fo take up a three month residency af
Christchurch Polytechnic Department of Art
&Design. Robin, a prominent NZ printmaker
and painter has been living with her 2 chil-
dren and partner for the past 10 years in @
Baha'i vi"c:ge on the atoll of Tarawa.

Robin’s residency at Christchurch will be
mainly linked with the printmaking section,
which is strong at Christchurch Polytechnic
with artists Michael Reed, Denise Copeland,
Sandra Thompson, Barry Cleavin, Marian
Maguire and Graham Bennett all contribut-
ing.

Christchurch Polyfechnic has parallel di-
ploma courses in Craft Design and Visual
Communications, both of which study print-
making (mainly silkscreen printing), fabric
printing, wood block and etching (senior
students can work at nearby Limeworks Lith-
ographic Studio).

The department has also a foundation
course in Visual Arts and this year saw the
introduction of a full time course in Profes-
sional Photography.

Robin has been living with her family on
campus and ran a national workshop for
tutors in August

Christchurch Polyfechnic is currenﬂy seek-
ing interest for a 1993 mid term residency.

LEADING THE COUNTRY IN BI-GULTURAL VISUAL ARTS EDUCATION - WAIARIKI PoLYTECHNIC

Private Bac RoTorua
Enauiries P+ 07 3468 959

PETER BEARD
By Julie Warren

One of Britain’s leading confemporary
arfists in ceramics recently visited New Zea-
land. Peter Beard studied industrial and fur-
niture design at Ravensbourne Cc“ege of
Art, where his fascination for ceramics grew.
On complefion of his studies, he helped
establish a pottery in Scotland specialising in
household stoneware where the pottery
concept gave him the chance to rovnd off his
basic craftsmanship. Continuous striving for
perfection and careful craftsmanship remain
his dominant criteria. A frequeni traveller,
and in demand as a lecturer, he had recently
completed a six week travelling scholarship
fo Egypt, before making his first visit here.
Reporis from those attending the workshops
he took around the country siress the breadth
of his knowledge, and his ability and will-
ingness to share his techniques. New Zea-
landers have been able to see his work in the
Fletcher Ceramics exhibitions, where he
gained a merit award in 1991.

STUDENT VISIT

Five Wanganui Polytechnic glass
students and two tutors made the frip
to Nelson fo visit the studio of Ola and
Marie Hoglund during August. The
students are in the third semester of a
Certificate/Diploma in Glassblowing
and Production - a six semester (three
year) course. Their visit was part of a
practical section in building equip-
ment and examining the workings of
established glass studios.

Four of the students are funded in
Wanganui by the Malaysian govern-
ment (another 16 are enrolled in
computer gmphics courses at Wan-
ganui).

JEFF OESTREICH

Jeff Oestreich was awarded a special double merit award at the 1991 Fleicher Challenge exhibition
in Auckland. He used his prize money to fravel to New Zealand, but because of teaching commitments
could only stay briefly ot that time. There has been great inferest in having him return and he will be in
this country during October.

Qestreich has an international reputation as a maker of fine domestic ware. He has been working in
clay for 23 years and his criginal commitment to utility remains a strong influence in his work. He finds
the challenge in making work that functions on both a visual and physical level a consuming interest.

He was introduced to ceramics by Warren MacKenzie while at the University of Minnesota in 1967
and was apprenticed fo Bernard Leach in St Ives, England from 1969-1971. The philosophies of these
teachers have enabled him to critically examine the functional aspect of art in confemporary ceramics;
he has moved beyond ceramics as repetition. %

He maintains a rural studio at Taylors Falls, Minnesota and is an instructor ot the School of Art at Alfred

University, New York.

PATRICK CRABB
By Julie Warren

Patrick Crabb, ceramic artistand
teacher from Los Angeles, recently
completed anational workshop tour,
with the assistance of a Fulbright
Cultural Grant. During his six week
stay, Patrick worked with Polytech-
nic students and community groups
from Invercargill to Auckland. He
visifed many potters and was im-
pressed with their ability to produce
a wide range from functional to
contemporary artworks. A fascina-
tion with earlier cultures influences
his own work which has always
been sculptural. He seeks to link the
pastand presentwith his decorative
use of ancient and modern picto-
graphs and the implication of a
ufilitarian aspect to his vessels. His
visit has opened up opportunities for
New Zealand pofters to spend fime
teaching or studying at his communi-
ty college in Southern California,
and for exchange exhibitions.

Top feft, Peler Beard.
Photo; Peter Gibbs.
Above; Wanganui
students ot the Hoglund
gloss shudio.

Phoio; Tony Kuepfer,
left; Palrick Crabb,
Below; Jeff Cestreich.
Photo; Peter Gibbs.
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TWO HANDS

BY CATHY KENKEL

ven before we meet, Margaret Milne is trying

to erase herself from this article, emphasising

that many, many people are important in the

development of New Zealand pottery. Whilst
agreeing entirely, I did want to record the influence and
achievements of a woman acknowledge by many as an
important catalyst and teacher. On talking with her, it is
reinforced that, even as I am honouring her, she is intent
on honouring those who travelled the road with her.

Many people have been involved with Margaret in
her capacity as potter and teacher in Auckland. Far too
many to include in a short article - perhaps a “History of
New Zealand Pottery”™ would be more appropriate, 1
slyly suggest. Some, however, simply must be acknowl-
edged, even knowing that by mentioning a few, the many
are excluded.

We start with Leon Cohen - “a good friend to the
potters”, and maker of Bernard Leach kick wheels.
Leon found the cottage and site of Margaret’s most
important working and teaching studio, and then went
on to supply materials such as windows, in order to turn
it into a working studio. This cottage was destined to set
off a whole series of events.

But hefore the cottage, there were the years of
preparation, with exposure to and influence from
potters and teachers as diverse as Pat Perrin, (Otahuhu
College), John Chappell, (travelling British potter), and
later, Japanese potter and close friend, Takeichi Kawai.

In 1967, Len Castle, who had recently been in
Japan, said “why don’t you go now?” and within a
month she was there. She planned to go for travel and
observation, but on her first time in his workshop, her
friend Kawai showed her a wheel and said, “this is where
you will work™. Surprise! She lived for four months in
Japan, travelling and studying alone at a time when it
was unusual for a woman to do so. This time gave her a
rare insight into both eultural and ceramic processes in
Japan.

Coming back from Japan, Margaret was determined
to continue with pottery. and needed a place to work. So
in 1969, the very important workshop on the side of a
Remuera hill was put into motion., complete with
pheasants, sheep and later, two fat cats. This cottage
was in itsell a collaborative effort. A driveway was
bulldozed, windows given, water put on, bricks brought
on site and kilns built. It became an important nurturing
eround for many potters, including some from overseas.
Soot, smoke, vapours, dirty, heavy work and long hours
firing.

One of those people sitting around the flaming kiln
during the long hours of firing, was Ruth Court. And
one of the subjects of discussion was the need for a
centre which would provide a teaching environment.

left, Margaret Milne;
Phato Cathy Kenkel.
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Above;
Afternoon tea by the workshap,
1979. Photo; Steve Rumsey.

Ruth, at that time a committee member of the Auckland
Studio Potters, pursued this idea. With the assistance of
the Onehunga Borough Council, many generous busi-
nessmen, and much work from many ASP members, the
cenire became a reality.

As the general interest in pottery grew, so did the
need to encourage sponsorship. Encouraged by Ruth,
Trevor Hunt, the general manager of the firm of
Fletcher Brownbuilt became interested and sponsored
what became known as the Fletcher Brownbuilt Pottery
Award. This has developed into a prestigious interna-
tional ceramics award event under the name of Fletcher
Challenge.

Margaret was a founder member of the “12 Potters”,
probably the first co-operative gallery in the country.
For 28 years, it provided a selling and display space.
There was a potent and fruitful connection between
Margaret’s group workshop, the Auckland Studio
Potters centre and the “12 Potters”. Over the years,
many who worked at the workshop also taught at the
centre, including Margaret. and some became members
of the staff.

The current days of easy access to books, people,
information and supplies had not yet arrived. There
were years of experimentation, learning from people like
geologist Jim Schofield, who gave a series of lectures at
the ASP. Sourcing clay and glazes often involved
travelling to Maramarua to an open cast coal mine and
hacking out clay. Crum Potteries in New Lynn was a
source of broken clay pipes that were soaked and used
as the basis for many clay mixtures. The change from
earthenware to stoneware meant new techniques; diesel
firing, high temperature, reduction and other processes
arcane to the uninitiated.

Work on the committee and executive of the Auck-
land Studio Potters led to enriching contacts and
correspondence. Many potters travelling through New
Zealand stayed at her family home, and some became
personal friends. Takeichi Kawai; Tomiko Hatta, who
learnt at the cottage, had a baby while in New Zealand,
and eventually established her own studio in Japan; the
Ttoh family with whom Margaret stayed while in Japan,
and whose son Itsumi lager stayed with Margaret in New
Zealand. He worked at the cottage before going back to
Japan and working as a potter there. He has exhibited
here at the “12 Potters”, and in what was the Fletcher

Brownbuilt Pottery Award. He is still exhibiting here in
the Fletcher Challenge Ceramics Award.

And through it all, her own work. [ see photos of
large vessels, small containers, intimate pieces. Of them
all, only a few, the eracked and imperfect, are in her
possession. There were some, she says smiling, that she
would have liked to have kept. Her first jug-with-a-
handle sits high on a kitchen shelf, ranged beside other
work from herself and others. There are photos of work
from a group exhibiton that went to the Victoria and
Albert Museum, and other photos of vessels and plates.
A small inlaid porcelain container of hers sits quietly on
a table, next to a shelf full of small containers from a
who’s who of New Zealand pottery. [ am shown a platter
thrown by one potter, decorated by another, and so the
delicious interaction goes on,

The personal supports of any craftsperson are vitally
important. Her husband built her her first electrie
wheel, and together with their son, built her first
workshop at home. She hand built pots on the kitchen
table in the evening. Family holidays for 30 years were
spent in the good company of artist friends farming in
the country, holidaying in an old barn converted to a
(:ottage.

In 1974, Margaret was part of a delegation of five
potters that travelled to China, on a cultural tour which
included South Korea and Japan. A fascinating journey,
the impression remains for Margaret that perhaps the
Chinese thought they were an industrially orientated
delegation as factory after factory was shown to them.
She did notice that often, within the factory situation,
there were potters working individually alongside the
industrial production. Her travels include attendance at
the World Craft Conference in Vienna in 1980, and she
has also visited the UK and Scandinavia.

In response to my query, she lists her design sources
as coming from the organic world. Making things and
gathering have always been important. As a “process”
orientated maker, she emphasises that willingness to
change is very much part of her working method.
Margaret draws a mental picture for me of herself, very
much younger, making pathways and birdbaths in the
gardens of the houses where she lived. I remember her
front doorway - a generous place to stand - with stones,
winter leaves, and pottery in comfortable disarray, set
with a practised hand. At this point, a hungry hushand
comes in search of food, and adds a delightful story of
finding Margaret’s work, quite by chance, in the Fijian
Museum. Her work is held in collections and museums
throughout New Zealand, the Victoria and Albert
Museum in London, and elsewhere. She has exhibited in
group shows in Brussels, USA, Japan, and Australia.

With the cottage studio finishing in the mid-80s,
Margaret returned to working at home. She talks of
electric kilns, “not as exciting as diesel”, and of working
with porcelain, She takes me to see her studio, sheds and
garages extended in honourable New Zealand fashion,
where pots and moulds are stacked, waiting. Small
porcelain containers with delicately inlaid lids wait on
the benches. In the main work area, somebody else’s
work is in progress on the bench (*so exciting to see
work so different from mine™), clay dries in the door-
way, pleasant in the winter sun with a tree casting a little
shade over the warm studio. Margaret pats the kiln as
we go by.
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Above; Ola and Marie Hoglund.
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Richmond showroom.
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GLORIOUS GLASS

BY JULIE WARREN

t's now ten years since Ola and Marie
Hoglund arrived from Sweden to experience a
year or two of yet another culture, different
from their Scandinavian heritage. They had
just spent three years in Africa, teaching glassblowing
and engraving to the indigenous people of Swaziland.

Ola and Marie first spent two years in Hokitika, on
the West Coast, before they established their glass studio
on the outskirts of Nelson, where they are today firmly
settled in the New Zealand way of life.

Arriving from Sweden, a country steeped in a long
tradition of craft glass, and with extensive training at
Kosta Boda and the Orrefors Glass School, the
Hoglunds were to add a new dimension to the New
Zealand glass scene. They were a challenge to the small,
compelitive studio glass market being established here,
and after equipping their studio at Craft Habitat they
were able to quickly begin producing their own wide
range of high quality, contemporary, hand crafted glass.

The craft glass movement came into existence
relatively recently in New Zealand. Following an
established glass industry it was inspired by the North
American studio glass of the late 60s. which had evolved
through the art school system.

Unlike many crafts, hot glass workers are relatively
few in number. It’s an expensive operation, and takes a
good deal of commitment. There is no place for the
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recreational hot glass worker and few opportunities for
training. Wanganui and Northland Polytechnics, and
Elam Art School have hot glass facilities, but the chances
to work in established studios are limited. In spite of
this, Ola and Marie’s attempts to train an apprentice
have been largely unsuceessful. A number of young
workers have been taken on. All have moved on hefore
becoming proficient - either disillusioned by the lack of
long term opportunities, or unwilling to spend so many
years training.

The Hoglund’s work 6 days a week and their large
gas fired kiln hasn’t been turned off for three years.
Overheads are high. Setting up their facilities 8 years
ago meant much ingenuity and hard work. Their
innovations have paid off, and their business is well
established but with their commitment to professional-
ism, the long hours continue.

Their glass studio is a popular place for visitors to
linger and watch the glass blowing taking place. It’s a
fascinating process. The studio is set on the edge of an
estuary, with a view across to the mountains. The
metamorphosis of the glowing, fluid, glass into a-recog-
nisable object, against a backdrop of sea and distant
snow, is compelling.

The studio has grown over the years into two large,
bright showrooms and an adjoining work space. The
showrooms are a delight. Always attractively displayed,
and constantly changing. the work seduces with its range
colours and styles. The scale varies from small bottles
and bowls to impressively large platters, and caters for
everyone from tourists to collectors.

They sell around 60% of their work here, most of the
rest going to galleries around New Zealand, and over-

seas. Overseas tourists, attracted by the quality of the work, and
the favourable exchange rate, buy a good portion of it. and help is
needed to keep up with the packing and postage service offered.

Initially both Ola and Marie blew the glass, then in 1989 they
took on another glass blower., Ken Johanson. Also from Sweden,
Ken began working at Crown Crystal Glass in Christchurch in
1969. Now Ola and Ken blow six days a week - 3 full days and 3
half days, with the rest of those days being taken up by melting a
new batch of glass.

They do runs of individual items, spending several days on
each, and repeating them only 3 or 4 times a year. Ola’s favourite
form is the goblet. “It takes a bit of time to get into them. I need to
do them every day to make them really good. I make up to 50
goblets of the same colour at a time. | experiment with a lot of
different shapes and sometimes only make one but that’s OK -
people collect them.™

Recently they’ve started using more opaque colours. Still
keeping their designs and forms to a minimum of simplicity, with
strong clear cut lines and shapes, often only using two opposing
colours in each piece.

The opaque colours look stunning, very strong and nothing is
overworked. Ola. however, has mixed feelings about them. He feels
that opaque colours are often used by less skiltul blowers to hide
bad design and unsuccessful forms - “Colour can be very seduc-
tive. To me the ultimate challenge is to sueceed with a form in
translucent. colourless glass. The next challenge is to get gallery
owners to see that glass has qualities no other material has. Glass
reflects light., but it also absorbs light.”

As demand has increased and the business has grown, Marie
has had to give up glass blowing and finds it increasingly hard to
keep up with her specialist area of applied decoration. She has
lately been spending a lot of time developing the graal technique
which she brought to New Zealand from Orrefors. It was first
invented in Sweden in 1917 and was originally a secret to Orrefors,

but as more people learnt it there, it has become more widely known.

It’s a demanding and time consuming process. An initial bubble
of clear glass is blown which is encased with one or more layers of
coloured glass. The bubble is then annealed and the decoration is
achieved by either cutting or sandblasting through the surface
layers of glass. The initial bubble, now decorated, is prewarmed,

attached to the blowing
pipe and finished to the
desired form. The
restriction imposed by
the technique encourag-
es a simplification of
shapes, and a strong
design.

Ola sees the strengthening of the studio glass movement oversea:
as radically changing the glass industry. “This has really shown up
in the last four or five years where the really big ¢lass works are
now copying studio workers. It’s a bit sad as it’s not as well done. I
Sweden they used to have a small number of old designers, (Ola’s
father was among them) but for the last 15 years they’ve been
getting younger people from the art schools, But it hasn’t improved
the quality of the glass there - it was best from the 50s to the 70s.

“The quality of glass in New Zealand is improving all the time
though. People are going to workshops and have travelled overseas
and gained experience.”

Ola and Marie have had little contact with most New Zealand
glassworkers, but they watch what is happening from a distance. It
seems a pity that their excellent facilities and extensive experience
are so little utilised by others. They were pleased recently to have a
visit from Tony Keupfer and his students from Wanganui Commu-
nity Polytechnic.

However, Ola and Marie don’t feel isolated. They are a close,
self-sufficient couple who enjoy working together. “It’s good being
here, there’s nothing much to influence us.” They aren’t pressured
by trends, but have the technical skills and training to keep moving
on and experimenting as they want. The quality of their work is
constantly reflected in the awards they win and commissions they
are offered.

Ola sees also the increase in the number of students training in
glass, particularly in Australia and Japan, as bringing change to th
glass movement here in New Zealand.

The trend not only there, but also in Europe and the USA, is to
go back to the old values of learned skills. Without skills the quality
of glass and glass design cannot improve.
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